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INTRODUCTION 

A phrase runs through the first third of this 
oral history with the effect of a Wagnerian leitmotif: 
"Anna, wir mussen gehen, wir mussen weiter fahren" 
("Anna, we must go, we must go farther yet"). The 
speaker of this almost liturgical refrain was Wilhelm 
Reher, a violinist whose insatiable wanderlust made life 
for his family an arduous series of transcontinental 
peregrinations. 

T'he musical history of Los Angeles is a history of 
people like the Rehers. It is a history of immigrants, 
predominantly German-speaking, who manned the pits of the 
vaudeville palaces and early silent cinemas, who provided 
the background of musical bon-bons in the lobbies of 
posh and not-so-posh hotels. The quasi-aristocratic 
atmosphere of such legendary inns as the Raymond in old 
Pasadena would hardly have been complete without the 
lunch- and teatime serenading of groups like the original 
Reher Ensemble: Wilhelm Reher (violin), Frau Anna Reher 
(piano), and Alfred Wallenstein, a young Angeleno (cello). 
Less horsey establishments, such as the Boos Brothers 
cafes, also employed musicians. Today, when the hunger for 
music can be satisfied by the flip of a switch, a special 
effort must be made to understand the importance of live 
music to the civic ambience of sixty, seventy, and eighty 
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years ago. 
These musicians of turn-of-the-century Los Angeles also 

established string quartets and other chamber ensembles. 
The Los Angeles Symphony, the city's first full-fledged 
orchestra, was founded in 1896. (Reher joined it as 
assistant concertmaster in 1916.) 

A musical family for several generations, but pos-
sessed of the pragmatic animus of North German culture, 
the Rehers could serve the muse on levels other than the 
highest. Although he had studied at the Vienna Conser-
vatory with the renowned Otakar Sevcik and had played in 
the Hamburg Philharmonic under von Bulow and Nikisch, 
Wilhelm also participated in the city's variety scene. 
An edition of the Hamburger Fremdenblatt from the year 
1908 describes him and his brother Ernst, a trombonist, 
as "a musical-acrobatic phenomenon." According to son 
Sven, the act involved tightrope-walking and gymnastic 
display as well as music. 

Wilhelm frequently toured the Baltic resorts as a 
Kapelle, or itinerant bandmaster (his band, a small 
orchestra of fiddlers and a clarinetist or horn player). 
It was on one such swing that he met Anna Callesen, a 
pianist. They were married in 1910. 

Sven Helge Reher, master of the viola, orchestral 
musician, teacher, and lately composer, was born in 
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Hamburg on September 6, 1911. He was the eldest of 
three children. His brother, Kurt (born 1913), 
was a cellist, and his sister, Erna (born 1914 in 
New York), played the double bass. 

In May or June, 1914, while stationed near Munich 
as a regimental musician in the Landeswehr, Wilhelm 
requested an extended leave. The request was granted, 
and on the eve of the cataclysm of the First World War, 
Wilhelm, Anna, and their sons were on their way to 
America. In August they passed through Ellis Island (the 
first of two passes) and in the fall found themselves in 
Los Angeles. 

The UCLA Oral History Program became interested in 
Sven Reher as a possible interview subject in 1979. A 
broad oral memoir of the Los Angeles Philharmonic was 
being considered, with emphasis on the crucial decade of 
the 19 30s, when the redoubtable Otto Klemperer was 
artistic director of the organization. Sven's tenure 
at the orchestra coincided with Klemperer's. This and 
the fact that he came from a family that had been closely 
involved with the development of music in Los Angeles 
(besides playing with the earlier Los Angeles Symphony, 
Wilhelm had organized a People's Symphony Orchestra in 
Los Angeles in 1932) seemed to recommend Sven as a po-
tential respondent. 



Sven was contacted on the evening of a celebratory 
recital in Schoenberg Hall, the dedication of the Eric 
Zeisl Archive. Sven had been associated with Zeisl and 
with Zeisl's music since the late 1940s. In 1951 (with 
Eda Schlatter), he recorded Zeisl's Sonata for viola and 
piano (a hefty, rather Teutonic type of music, which 
brings out Sven's talent in its most concentrated form). 
He performed the same work at the dedication. Sven 
proved eager to participate in the Oral History Program, 
and a schedule of interviews was arranged. 

Sven Reher studied at the Berliner Hochschule fur 
Musik from 1930 to 1932. His classmates included aspiring 
artists like Henri Temianka and Roman Totenberg. His 
teachers were figures like violinist Carl Flesch and 
musicologist Curt Sachs. These two years of high-level 
studies capped a musical education that had begun at 
Hughes High School in Cincinnati and included the first 
and second summers of the Interlochen, Michigan, music 
camp. 

In 1932 the family returned to Los Angeles from periods 
of residence in Houston (where Wilhelm had reorganized 
and conducted the Houston Symphony), Cincinnati (where 
Wilhelm had been a front stand player under Fritz Reiner), 
and Germany (where Wilhelm attempted unsuccessfully to 
secure a conductorial position in the regional orchestras). 
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Sven enrolled at UCLA, where he was a pupil in Schoenberg's 
classes. There he came to the attention of Sylvain 
Noack, then concertinaster of the Philharmonic, who invited 
the young man to join the Philharmonic (also Noack) Quartet 
as a violist. The switch from the violin to the mellower, 
more introspective viola occurred at that time. Sven 
eked out his living as a member of various radio orchestras 
and as a teacher. As a protege of Noack, he gravitated 
inevitably toward the Philharmonic, auditioning for 
Klemperer before the 1934 season. 

Sven was a charter performer on Peter Yates1s Evenings 
on the Roof (now called the Monday Evening Concerts). He 
founded or participated in innumerable chamber groups and 
continues very active. He has contributed his time and 
talent to virtually every community orchestra in the 
Southland. 

During World War II, Sven trained at Camp Ritchie, 
Maryland, and served as a language specialist with the 
American forces in Europe, He aided in the investigation 
of prominent artistic figures accused of complicity in 
the Nazi regime. 

As a music maker, Sven is most closely attuned to the 
tradition of romanticism. Even his interpretation of Bach 
tends toward the romantic. But these words are not meant 
to imply any artistic limitations or prejudices. Sven has 
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a reputation for intense curiosity about all kinds of 
music, ancient and avant-garde as well as the standard 
repertory. 

Recently he has turned his hand to composition, and 
his Sonata for solo viola {1978} has been played three 
times publicly. The work is organized in terms of a 
modified "tonal" serialism. While reminiscent of other 
composers, of Bartok and Hindemith, the music is more 
than simply derivative; it could not be mistaken for 
the work of either of those two earlier musicians. 
There is also an unusual rhapsody for flute and viola 
entitled Cuenca after a medieval village near Madrid which 
made a strong impression on Sven during a visit to Spain 
in 1979. 

Composing is for Sven something new—and seeking out the 
new is clearly one of his personal imperatives. It is 
as if he follows an inner voice that repeats the oft-heard 
formula of his early years: "Wir mussen gehen, wir mussen 
weiter fahren." 

Thomas Bertonneau 
November, 19 81 
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INTERVIEW HISTORY 

INTERVIEWER: Thomas Bertonneau, assistant editor 
and interviewer, Oral History Program, UCLA. 
Student of music history in general, contemporary 
music in particular. B.A. Scandinavian Languages, 
UCLA. 

TIME AND SETTING OF INTERVIEW: 
Place; Room 134A, Powell Library, UCLA 
Dates: April 23, May 2,7, 14, 21, 30, June 4, 11, 
18, 25, 1979; July 1, 1980 (video session at Reher 
home, West Los Angeles). 
Time of day, length of sessions, and total number of 
recording hours: The interviews took place in the 
mornings and averaged ninety minutes in length. 
Approximately fifteen hours of conversation were 
recorded. 
Persons present during interviews: Only Reher and 
Bertonneau were present at the audio sessions. 
Rebecca Andrade and Stephen Stern were equipment 
operators for video session, during which Reher and 
Bertonneau were joined by Mrs. Reher. 

CONDUCT OF THE INTERVIEW: 
The interviewer prepared for the sessions by researching 
extensively the history of (a) German emigration to 
the United States before World War I; (b) the develop-
ment of musical institutions, especially orchestras, 
in the United States since 1900; (c) the development 
of the Los Angeles Philharmonic; (d) the Weimar 
period and the rise of National Socialism in Germany; 
(e) the Special Services Branch of the United States 
Army in Europe in World War II; (f) the current 
organization of musical life in Southern California. 
In addition, the interviewer obtained all available 
recorded performances of the interviewee. He also 
had access to the interviewee's family papers. 

The interview followed a chronological format with one 
or two digressions on timely topics. The interviewer 
began by asking Reher about the circumstances of his 
birth, about his early years in Los Angeles, and the 
peregrinations of his family. Reher described his 
family history, and recounted his own long career in 
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music, especially his years in the Los Angeles Philhar-
monic under Otto Klemperer. He talked about his 
war service and, finally, about his recent absorption 
in the composition of music. The video session 
includes the performance of an original work for 
solo viola. 

EDITING: 
Editing was done by Bertonneau. He checked the 
verbatim transcript against the original tape 
recordings and edited for punctuation, spelling, 
paragraphing, and verification of proper and place 
names. Words and phrases inserted by the editor 
have been bracketed. The final transcript remains 
in the same order as the original taped material. 
The manuscript was reviewed and approved by Reher. 
He made a few minor deletions and additions and 
supplied names not previously verified. 
The index was prepared by Bertonneau, who also 
wrote the introduction. Other front matter was 
prepared by the staff. 

SUPPORTING DOCUMENTS: 
The original tape recordings, video tape, and edited 
transcripts of the interview are in the University 
Archives and are available under the regulations 
governing the use of permanent noncurrent records 
of the University. The papers of the Reher family 
were donated by Reher to the Department of Special 
Collections of the University Research Library and are 
available for consultation there. 
Records relating to this interview are located in 
the office of the UCLA Oral History Program. 
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TAPE NUMBER: I, SIDE ONE 
APRIL 23, 1979 

BERTONNEAU: Mr. Reher, your father [Wilhelm Reher] was 
born in Germany, in Hamburg, and he was a musician. Could 
you tell me a little bit about him? 
REHER: Well, it's quite a long story, obviously, but he 
[Wilhelm Reher] always had as his ambition to be a musician. 
His father [Karl Heinrich Reher]—and I've mentioned this 
only in passing; I never knew my grandfather on the paternal 
side was not a musician. But he worked for the Steinway 
factory in Hamburg, Germany, as a cabinet maker, which is 
rather interesting because of the fact that Hamburg Steinway 
today is by far the better Steinway, some people say, than 
the New York Steinway. His wife, my grandmother, [Emilie 
Schleier Reher], was a foundling. I met her and knew her 
many years ago. She was found on the church steps, some-
place in Hamburg; someone had left her there. 

Anyhow, my father had a brother [Ernst]. He also 
was born in Hamburg. I don't know much about my father's 
early days, except that he was apparently a very good 
violinist. He studied with European masters—Heinrich 
Bandler, Jan Gesterkamp concert masters of the Hamburg 
Philharmonic orchestra ca. 1910 and especially with a man 
by the name of Ottskar Sevcik. Sevcik was a man whose 
books today ar£ standard discipline for violinists, 
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pedagogical works. They have been transcribed for the 
viola. Technical problems, left-hand and right-hand 
technical things. But my dad apparently studied with him 
in Vienna. I understand also that my father was a member 
of the Hamburg Philharmonic Orchestra and played under 
very famous conductors of that period, including [Arthur] 
Nikisch. He used to tell me about Nikisch and, of course, 
that was just a name to me; but as I've progressed in 
my life—I mean, I feel that Nikisch belongs in the history 
of music quite definitely. Nikisch came after Hans von 
Bulow; he was part of the nineteenth century conducting 
[tradition ]• 
BERTONNEAU: He was identified with Wagner, I think. 
REHER: Hans von Bulow was, yes. Well you know the story. 
I don't have to recite that about his wife and how she 
(Cosima) and Richard Wagner fell in love. Anyhow,- he 
played also under Karl Muck and a man by the name of 
[Siegmund von] Hausegger,and the names I haven't got right 
here are in my file. However there are some programs and 
some allusions to that background which might be interesting 
as background. 

But my father, had to join the German army, as all 
European people have to join the army of their country. 
They're conscripted. 
BERTONNEAU: May I interrupt you for a second and ask for 
your father's ndates? 
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REHER: My father was born in 1883. He died, I would say,in 
about 196 8, in Germany. I don't know the circumstances. 
My brother and I never did find that out. I mean, it 
wasn't any homicide, but it was something with uremic 
poisoning. He was in an old man's home, you know, and he 
wanted to live in Hamburg. He was always a pan-German. 
He lived in America a long time, never became a citizen 
here, loved his fatherland, come hell or high water. (Pardon 
me for that; but, you know, that's the thing.) Now, he 
had a brother who was a trombonist. My uncle, Ernst, 
was in the states for a long while; in fact, I understand 
he was a very fine trombone player. But I have a very 
interesting thing in that file, again from the early days, 
a big headline from a German [newspaper] Hamburger Fremden-
blatt; It was a very well known paper, even today. It said 
something about the Gebruder Reher, the brothers Reher, 
[as] outstanding musicians and acrobats. 
BERTONNEAU: Acrobats? 

REHER: Yes. My father evidently had an act with his 
brother where they played their musical instruments and 
they did all kinds of pyrotechnics, stood on their head, 
you know, and things like that; kind of unusual, I would 
say. But they were doing very well, apparently. Now, I 
don't know when they actually did this, whether it was in 
the period before he became a member of the [Hamburg] 
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Philharmonic or after; I don't know. But I know he was 
very active in Hamburg, Germany. Now Hamburg is very 
close to Denmark. 
BERTONNEAU: Of course, which brings us to your mother. 
REHER: Yes, I know. My father took jobs wherever he could 
go. I have a program in there where he was a director 
of the orchestra at a resort in Helgoland. That's an 
island not far from Cuxhaven, which is on the Elbe. It's 
someplace close to Hamburg, about six hours by ship, at 
that time. He used to go there in the summers, maybe when 
he didn't work in the Hamburg Philharmonic Orchestra, or 
teach, or do other things. He played in many theaters— 
he did so many things. He always made a living as a 
musician. But there was this period with his brother that 
they had this act together. Now we'll let the brother 
out of it for the while. 

My dad always had the Wanderlust; he loved to travel, 
to go and see things. Of course, he was a uniformed 
soldier in the service, I believe, four years for Germany— 
between 1910 and 1914. That's only reconstructing. I have 
no documentary proof on that. But I do know, after his 
basic training in the Kaiser's army, he was assigned to a 
musical department. He told me very often how some of 
the best years of his life were spent in Munich. That's 
where his unit was, and they just loved it. They had a 
band-combination-orchestra; I don't know what kind of a 
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band instrument he played, but he was the leader of some 
kind of an orchestra which entertained civilians and also 
the troops. So he had a rather nice time of it; but he 
was in the service. Of course, no one knew at that time 
that there was going to be a big war starting in 1914. He 
didn't either. 

Well, that gets ahead of the story just a little bit 
because my father went many places all over Europe. 
Primarily at that time he went to Denmark. Somehow he 
always managed to get a job as a musician, no matter 
whether he spoke the language or not. Music, playing 
music, is always a thing that Europeans and Americans or 
anybody in the world accept. You can go any place as a 
musician and perform. If you play well, and it's 
pleasing to them, they accept you. It's only when people 
speak words that troubles begin. That's my personal 
editorial, but I just can't help it. Through my lifetime, 
I see how successful music has been. In 1910 he was on a 
trip in Copenhagen as a tourist and musician, not Copen-
hagen, in a little town in Jylland, you know the extension 
of Hamburg, of Germany, that peninsula. See the country 
Denmark is so many islands. But this is the solid part; 
and it was in a town called Fredericia which was a very 
small, little town,picturesque,directly across from the 
island of Fyn. I've spent many months there subsequently; 
it's beautiful. I just love Denmark and its thousands of 
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islands and wonderful people, and their love of music and 
their genuine love of Americans. I noticed all through 
the years that the Danes of all people genuinely liked 
Americans better or more sincerely than most people. 
BERTONNEAU: We can recall even that they helped finance 
the American Revolution, so that it's an historical tradi-
tion. 
REHER: That's right. Well, you be the historian. I'm not 
much of a historian, but I've heard about that and read it. 
Of course, they have their fourth of July celebration up 
in Aalborg or Aarhus—one of those towns up there. 

But to make a long story short, my mother, [Anna 
Callesen Reher, 1879-1957] was a young person of twenty-
three, twenty-four years old, maybe twenty-five. Wasn't 
married yet, but had studied music. She was a pianist, 
had studied music in Dresden, and knew the German language 
very well. Subsequently she knew English. She was quite 
an interesting lady. Her father was an important merchant 
in Copenhagen who imported coal from England to ship to 
Denmark. I never met him. I never met my maternal 
grandmother, but I have spent many wonderful hours 
[in Denmark]. Now she [my mother] was from Copenhagen. 
She was out visiting one of her cousins in this little 
town, and the cousins took her out, as most Danes do when 
visitors come, take them to a Konditorei, or some place 
where they serve coffee and cake and tea. It was a town of 
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20,000 people. The cousin said to my mother, "You 
really ought to go with us because you're a musician, and 
they've got a little group there from Germany. They're 
playing all kinds of music that's very interesting and 
very well played." Of course, I understand my mother was 
taken there, and she was completely enamored of that 
handsome violinist who was the leader, standing up there 
playing the solos, and she fell in love with him, apparently, 
on the spot. 
BERTONNEAU: That sounds almost like a romantic novel. 
REHER: You see these things on television, you think they 
couldn't happen. But in this case it did. The music that 
they played I just wouldn't go for, because it's not my 
style of music. But you must remember, my father was a good 
musician. He made a living at it. And you know, I don't 
fault him for that. It's just fine. We do the same thing. 
I go to the movies and play rock and roll or do whatever. 
They pay, I play. But this is a very civilized thing, to 
play as a leader of a cafe Kapelle. 

Now I don't know how my mother ever got an introduction. 
Maybe one of the cousins did it, because my mother was a 
very shy type, being Scandinavian, and you know, still 
waters run deep and all that. And being, you know, unmarried 
at the age of twenty-six. In those days things were very 
reserved. But she got an introduction to my dad, and they 
must have hit it off beautifully, because they were married 
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in six months. Can you imagine that? The Danes have no 
great love for the Germans. 
BERTONNEAU: Certainly not. 
REHER: And I can't blame them, because the Germans come 
across pretty strong. Obviously, [in] all people there 
are exceptions. There are great Germans, there are 
wonderful Germans, there are terrible Germans. There are 
also terrible Danes, and so forth down the line. But 
generally speaking, the Danes did not care for the Germans. 
Her cousin said, "You can't [fall for this German]. He's 
a very attractive man and he's a good musician. But after 
all, what do you know about his background?" You know? 
That's what their question is. [That's what] they tell us. 
We tell that to our kids when they want to get married: 
"What do you know about them? They're not good enough for 
you!" But that's ridiculous, you know. Those things have 
to work out. I mean, nobody's going to dictate that at 
any age to anybody. That's a personal instinct that 
strikes us all at one time or another and there's nothing 
we can do about it. So I don't know exactly what year 
that was, but I was born in 1911. September 6, 1911. 

Now, my dad was apparently just about to go into the 
army at that time. I would say this meeting took place 
probably in the spring of 1910. Maybe in the winter of 
1909, 1910. One thing led to another, and either my dad 
was a good talker, or what, but they got married. Funny, I 
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used to know my parents' wedding date, but I can't remember 
that any more. But I know I was born ten months later, so 
it must have been around 1910 sometime that they got married. 
And I also know that my dad, being a traveler, 
decided [to go to Italy]; and also through my mother's 
urging, who had considerable means. She came from a 
family that lived quite genteel and very civilized, and 
they had all they needed. They had tremendous things in 
Denmark, and marvelous social gatherings, dinners, where 
they sat down to dinner. I can tell you about that later. 
It became such a strong part of my life because I'm always 
very proud of the Danish part of me. But they said, "Well, 
let's go to Italy on a honeymoon." They went down by 
train, and during the time they were in Florence, I was 
conceived. [laughter] I was conceived in Italy. So 
that's why I have a great love for Italian opera and 
music. [laughter] But there I was, that's where I 
started, on that honeymoon trip, and apparently it just 
clicked right away. 

i They came back from their honeymoon, and he resumed 
his activities. And he had this job in Helgoland. I 
know this was in 1911, in the summer. 

Of course he took to her musically too, because she 
was a proficient pianist. So he had it made. In many 
of his early programs—when they were in Pasadena and Los 

9 



Angeles, in Cincinnati and Houston, wherever they lived— 
New York, et cetera--she participated musically. But she 
says she called him "Willi." His name was Wilhelm, Wilhelm 
Reher. "Willi, you can't possibly go [to Helgoland]." I 
suppose she spoke German to him. "You can't go out, I'm 
pregnant. Oh you can't go to this." "Oh, I've got to. 
I'm only six hours away by ship and another two hours by 
train." Now, you know, you can fly in ten or twenty 
minutes. But he took the job. And sure enough, the 
season lasted to the end of September, and I was born on 
September 6 and he wasn't there for the birth. That's 
quite a traumatic experience, especially that many years 
ago. 

So they lived their early life together in Hamburg. He 
said, "You don't mind living in Hamburg. After all I 
love Germany and I've got connections here." Well, she 
didn't mind that at that time, 1911, 1912, 1913. 

My brother Kurt was born on February 6, 1913. They 
had two sons, and he [Wilhelm] was determined that they 
become musicians. Because he always had this thing in the 
background with his brother [Ernst] and here are two boys; 
they are going to be musicians. To get a little ahead of 
the story, he put a violin under my chin when I was five 
years old. He did the same thing with my brother. You know, 
we were really actually forced into it. 
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BERTONNEAU: You were conscripted. 
REHER: I was conscripted into music, which is all right. 
It turned out fine. I resented it, my brother resented it. 
But we got to the States and there were things that came 
up, like ball with the kids and stuff like that. But we 
had to practice first. You can't get anything in life 
without disciplining yourself. 

You know, when you see these kids that are floundering, 
some of them land on their feet, including my own. But 
in the long run you have to do it yourself. So my dad must 
have been in the service by 1912, '13, '14. Maybe he 
wasn't in four years. But in 1914, after my brother was 
born in '13, my dad got restless. He says, "I want to go 
to the New World. I want to get out of Germany." 
BERTONNEAU: The old Wanderlust, again. 
REHER: The Wanderlust. It wasn't that he was trying to 
dodge military service. I don't think so. He was in the 
military. Now how was he going to get out of the military? 
He went to his commanding officer, apparently, and said, 
"I want to emigrate, want to leave the country, I want to 
see California. I read about it. Not New York, California." 
Well, I don't know what grounds he did it on, maybe the 
health of [his children]. I think they probably used the 
health gag, you know, because of the fact that the 
California sunshine and clean air is what we want. In 
Hamburg we have smog and we have cold winters, you know, and 
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it's better for the children. 
BERTONNEAU: I wonder if he had heard about Anaheim where 
there was, at that date, a rather sizeable colony of 
Germans. 
REHER: Well, as I showed you before we came up here, 
there was that document of Whittier, and then Orange 
County. He was very interested in Orange County. But 
he obviously didn't know anything about the Rams and the 
Angels. [laughter] But it's interesting you point this 
out. Anaheim, that means the home of Ana. True. But he 
did own property in Orange County at Seal Beach. Anyhow, 
in May, 1914, he got permission, and he was on his way with 
his family. 

BERTONNEAU: If we read this in a novel, we just wouldn't 

believe it. 
REHER: It's incredible. You know very well that the 
German military and the German government knew things that 
the citizens didn't know. 
BERTONNEAU: Certainly every country in Europe was gearing 
up for war, except neutral Denmark. 
REHER: That's right. He was caught up in it. I think 
by that time he probably did only a summer thing, you know, 
in Munich. Maneuvers. You know, how they go out to 
maneuvers and you do your thing. Maybe he was in the 
reserves already then. I'm not sure. He probably was 
not on active duty after he got married. But he had to 
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take six weeks every year; and he got to spend them in 
Munich. 
BERTONNEAU: That's not too bad, I guess—maneuvers in 
Munich. 
REHER: Oh, I mean, tremendous. The people of Munich and 
the Germans of that area are much friendlier than the 
Hamburgers, like me and like my dad, you know. Different 
breed. But they were fun-loving, beer-loving: wine, women 
and song--a very lovely scene. Well they let him go in 
early May. And that was one of the first of my about 
eight voyages across the oceans. A ship was the only way 
we had then. 
BERTONNEAU: No airplanes in those days. 
REHER: Nothing like that. It was a long ship journey. 
And strangely enough we went through Ellis Island. That 
was the first of two times that I've been through Ellis 
Island. 
BERTONNEAU: Ah, you had to go through twice? 
REHER: Oh, I could tell you things--later on when we get 
into this thing in more detail. . . . 
BERTONNEAU: I'm making a note. 
REHER: Yes, because that is fascinating. I really recall 
that very well. My first stay in Ellis Island I don't 
recall because I was only two and a half years old. My 
brother was a year. So we were with our mother, you know. 
And we got to New York. New York already was a big 
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skyscraper place. But my dad had no interest to stay in 
New York. He was convinced that California was the land 
of sunshine, streets of gold, and something to be sought 
after. He knew no one out here. Absolutely no one. He 
came out here with his little family and all he had was his 
violin and a knowledge of music. He played well, having 
experience in the Hamburg Philharmonic, which is a reputable 
orchestra. Hamburg has always been one of the leading 
orchestras. The opera there was one of the most important 
operas in the Baroque period. 
BERTONNEAU: [Gustav] Mahler conducted at the Hamburg 
opera, perhaps during that time. 
REHER: I like the way you pronounce Hamburg. 
BERTONNEAU: Hamburg. [with an accent] 
REHER: It should be Hamburg. No, you do it better than 
I do. I get too American about it. 
BERTONNEAU: Did your father play under Mahler? Is there 
a chance that he played in that opera orchestra? 
REHER: Well, he played under [Felix] Weingartner. I'm 
sure he played under Mahler. He didn't actually play in 
the Hamburg opera that I know of. You see, in those days 
Hamburg had a philharmonic orchestra and an opera orchestra. 
They didn't have, like they have now, a radio orchestra, 
which is big in Hamburg. There's a lot of activity in 
Europe, in small towns. [Hamburg] is a big town, but many 
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other cities in Europe, even today, have two or three 
orchestras and a theatre. Somehow the people finance it. 
They don't start a big fuss about it. They want it, and 
that's it. That's part of their culture. That applies to 
most countries in Europe. Probably less so in Spain. I 
mean, I have some familiarity with Spain. Germany, 
Austria, Holland, and Denmark—those countries dig it. And 
Czechoslovakia. 

All right, so he got here. I don't know what it must 
have been like to come to a place, a town of about 4 00,000 
people. 
BERTONNEAU: He came to Oceanside? 
REHER: No. No, I don't know where you got that. Unless 
you've read things that I don't even know about. 
BERTONNEAU: No, maybe I'm just making it up. Where did you 
settle, when you came here? 
REHER: We got an apartment down there on 12th in Los 
Angeles, near the St. Francis Church, now, where the 
Franciscan Church is. We were not Roman Catholic—but it 
was a congregation point for Germans in Los Angeles. The 
Franciscan Church originally was German. Have you ever 
been down there? 
BERTONNEAU: Yes, I have. 
REHER: You know, that's where Roger Wagner got started. 
It had a very German influence. They liked good music. Now, 
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of course, the populations have changed; the congregation 
are different people. But at that time there were a lot of 
Germans, or some Germans, not lots. But my dad gravitated 
towards that because he spoke very broken English. In 
fact he hardly spoke English at all. My mother, having 
been raised as a Danish lady, had to study Danish— 
obviously nobody speaks Danish except the Danes—and 
English and German and French. So she was conversant, and 
she picked it up quickly. But they lived there, and my 
mother used to tell me, "I don't know how we survived those 
first months; we had a one-room apartment, and there was 
only one bed"—that's for them—"and you and your brother 
slept in the trunks in which we brought our stuff from 
Europe." In those days, see they had trunks that are this 
big. They don't have them anymore. 
BERTONNEAU: Big steamer trunks. 
REHER: Steamer trunks. Not only steamer trunks, but 
trunks that stood about this high [gestures] but were big 
enough for an infant, or small kids. I think my brother 
slept in one of the partitions on the side--they took it 
out—and I slept in the bottom. [laughter] It's wild, 
when you think of it. And that's our introduction to 
California. 

But my dad took to it. He loved California, he loved 
the adventure of new things and he considered himself the 
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luckiest person in the world, because he had no sooner 
gotten settled a little bit when the world war started. But 
in those days, 6,000 miles was a long distance. In other 
words, if there was a war in Germany, well, nobody thought 
of it except the government here and Germans that lived 
here. By gosh, Germans at war! But Californians—that's 
6,000 miles away, there's a 3,000 mile ocean, so there's 
a war over there. . . . 
BERTONNEAU: It was as remote as it could be. 
REHER: As remote as a war could be. My dad knew he was 
very lucky, so he forgot about it. But I could never 
understand my father, despite the fact that he had this 
good luck, that America accepted him with such graciousness 
and gave him opportunities. He really fitted perfectly 
into the free enterprise system, even though he always 
rebelled against it. How could you ask for anything more 
from free enterprise than a man coming with a fiddle and 
selling his goods to a Boos Brothers' cafeteria or the 
Raymond Hotel, or wherever. Or the Ambassador Hotel. He 
played hotel music, he did everything. In other words, 
they accepted him. Why he never became an American 
citizen. . . . But he never did. 
BERTONNEAU: Was it perhaps because of the strong anti-
German sentiment that came out when America entered the 
war? That was a significant factor on.the East coast. 
REHER: Yes, but that was in 1917, and by that time we 
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weren't on the East Coast. You see, you're getting ahead 
of the story. But, of course, I have never been as strongly 
pro-German or pro-Danish or pro-anything as I have been 
American. I've been raised here, even though I was born 
there. People always say, "Oh, where were you born?" 
"Germany." "Well," they say, "I guess you're a German." 
That isn't true.' You know very well that many people on 
this campus, scholars, come from different countries, have 
become an American in outlook and it's gotten into their 
system. Well, whatever the reason, I'm not going to find 
fault with people, and I'm certainly not going to find fault 
with somebody that can't defend himself right now. 

Be that as it may, he was insistent that his boys 
learn music, whether they were in the land of oranges and 
sunshine and beautiful beaches or in very dark, rainy 
Hamburg. He was going to do that. Of course, he had to 
struggle for survival. When I read the records and read 
what he had done as early as 1915, I don't think he was 
very long at getting established. 
BERTONNEAU: We've seen this morning some of the brochures 
from places where he was employed as a musician. Some of 
those photographs of the hotels in Pasadena make it look 
almost like the Garden of Eden. It must have been an 
extraordinary place to be. 
REHER: It was. California was extraordinary. San 
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Francisco was far ahead of Los Angeles. San Francisco was 
a cosmopolitan town long before Los Angeles was. This city 
was a sleepy little pueblo which had been expanded to a city 
of about three or four hundred thousand when we got here. 
I mean, I don't know the population. Some of those old 
documents will show you what the population was. 
BERTONNEAU: I think you're pretty close to the mark. 
REHER: Yes. And there were a few buildings. I've got 
a skyline picture of Los Angeles in 1920. Well, that's 
already six years after we were there. But he was enamored 
of the surroundings, not of the city itself so much but 
of those red streetcars. I tell you, we went everywhere. 
He says, "Anna, we're going to take the kids; we're going 
to go out to Orange County today." Or, "We're going to 
go to Corona." "We're going to go to Riverside." "We're 
going to the Venice short line." "We're going to Santa 
Monica." All with the red cars. Big, lumbering red cars. 
Marvelous. I don't know how they ever constructed that, 
but it was, big, and amply took care of people. It cluttered 
up the motorists, but there weren't that many motorists, 
thank goodness. It was a wonderful thing. We could get 
around. He never owned a car. In fact, as long as I 
lived with my dad, in fact never—to my knowledge did my 
dad own an automobile, and neither did his wife. The 
first car that was bought, I bought when I first got a job 
in 1933. I'll never forget the Ford I bought. It was a 
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sedan, and it was going to replace the red cars, you see, 
because we were going to take our car. I bought it for 
$835. It was a black sedan. I'll never forget it. 
BERTONNEAU: You could almost buy a set of tires for that, 
[laughter] 
REHER: Yes. But to go back to the second•decade — w e went 
on these excursions. Now these excursions were sponsored 
many times by real estate developers. They said, "Visit 
beautiful Hermosa Beach, or Redondo. Take the red street 
car at Sixth and Main and we will meet you with automobiles 
from the train station and take you to this big tent where 
we'll have food for you. The trip will be free. The 
food will be free. We will have a half an hour lecture 
on these wide open spaces." You could buy lots for 
twenty-five, fifty dollars, right on the beach front. 
After all, Los Angeles was just very constrictive. It was 
far away from San Pedro, which was the harbor, of sorts, 
and far away from any place, from Venice, mu gosh. You had 
to go through ten miles of wheat fields to get to Venice. 
Venice was a very wonderful place. Oh it is to some people 
now, too. But then, you see, they had those canals. 
BERTONNEAU: That was its golden age. 
REHER: I remember that. This was the second decade. 
There's this other place, Naples, where we owned a house 
once. You know, they're built around canals. They were 
emulating the old country, Italy. Maybe it was the influence 
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of Italian clergy. I don't know exactly what it was, but 
there was an influence of European architecture, like the 
Gothic, like the Franciscan Church. Well anyhow, [my 
father] got a job in the Raymond Hotel. 
BERTONNEAU: Which was in Pasadena. 
REHER: The Raymond Hotel hired him, I think, nightly, or 
six nights a week, between six and eight, to perform for 
the guests in the lobby. Not as dinner music, necessarily, 
but in the lobby, where people were waiting, meeting other 
people, to go to dinner. And I've got programs. Clearly 
you can see it printed on beautiful [stock], with the 
Raymond Hotel insignia: The Reher Quartet, Anna Reher 
piano, Willi Reher, leader and violinist, and Alfred 
Wallenstein, cellist. Now this is remarkable. The 
Wallensteins were of German descent, had also settled here 
a long time ago, probably preceeded us, and they had a son 
by the name of Alfred, who was then about fifteen years 
old. He was born in 1900. They played this kind of music, 
arrangements that my dad and some of his friends made. 
BERTONNEAU: May I ask you if you know what kind of music 
people were listening to in the lobby? 
REHER: Well, I didn't have time, Tom, to read these 
programs, but they were Delibes, and "Dance of the Sugar 
Plum Fairies" arranged for quartet. Nothing startling, but 
kitchy-kitchy-koo. 
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BERTONNEAU: The kind of music that we mean when we say 
salon music? 
REHER: That's right. Or Viennese waltzes and stuff like 
that, because they were always popular. The people that 
came to the Raymond Hotel were travelers from all over the 
world and were pretty wealthy clientele. Now I don't know 
why, but my dad got home to his little apartment there 
near the Franciscan Church on Twelfth and Los Angeles by 
the red train, the Pasadena short line. It went right 
down there. 

Besides that, he got also in the old Los Angeles 
Symphony Orchestra. I don't know when it was founded, but 
it was flourishing in the decade that I'm speaking about. 
The conductor was Adolph Tandler, and he's gone too. I 
used to know him. Apparently he was a pretty lousy 
conductor. He was a lovely gentleman—He was a Viennese 
refugee—He looked so good in his cutaway coat. And my 
dad was in the first violin section. But my dad always 
wanted to be the conductor. To his dying day, he wanted 
to be a symphony conductor. He had studied it. He felt 
his years of experience in Hamburg, and now in the Los 
Angeles Symphony, made him eligible. 

Now I bring this up because you will find in the 
memorabilia a little booklet by my father, published in 
1915 or '16, in English. I know someone must have helped 
him write it, because he didn't know English. It's an 
emotional and a personal thing that I_ would never publish 
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because it doesn't have as much impact. But it had to him. 
He was complaining without naming names, but it was so 
obvious, about the conductor, how he didn't give a prepara-
tory beat in the Bruckner Symphony or—he went into great 
detail. It's about ten or twelve pages long. It's called 
Los Angeles as a Music Center. How interesting in 1915, to 
publish a book like that: "As It is and What It Should 
Be." Or something like that. He goes into the great 
thing about opera in English and everything. You should 
read it. You probably will. And one thing led to another. 
He ridiculed the conductor and eventually he had to leave. 
He just couldn't take it anymore. And he wanted to be a 
conductor. His family was growing, and by that time we 
were already playing fiddle. I had started in 1916. My 
brother maybe in 1917. 

In the meanwhile, my father had picked up property 
in San Pedro. He picked up a lot in Manhattan Beach, 
through these red car excursions, which continued into 
the twenties. He picked up a lot in Seal Beach, Orange 
County. And I don't know where else. But he was just 
interested in putting a little here and a little there and 
to getting a toehold. "But," he says, "Anna, we're going 
away. We're leaving." "Oh, no, Willi, you're not going to 
do that to me again. We're just getting settled in this 
beautiful country." 
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Oh, I'll never forget the red line, and this must 
have been in that decade. They had a red line that took 
you to Mount Lowe. Now Mount Lowe doesn't mean anything 
to modern Americans, Californians. 
BERTONNEAU: Oh, I know about it. 
REHER: You know about it. This is about five miles from 
Mount Wilson. I hiked up there in my youth. Did a lot 
of hiking. I loved it. Well the red line was already 
built to Pasadena and beyond to Altadena and then there was 
a Yunicular thing that one car moves up and one car moves 
down. 
BERTONNEAU: I've seen photographs of it. It's something 
similar to the Angels' Flight, but on a much larger scale. 
REHER: Much larger scale. And there was a restaurant up 
there, and my dad tried to get a job up there playing music. 
Well, maybe he didn't get that, but he was making a living. 
He was doing all right. But he just didn't want to play 
in that orchestra, because that conductor knew from 
nothing. But he always seemed to find work. 

He says, "I'm going to New York." After all, New 
York is almost synonymous with the United States, as far 
as most Europeans are concerned. Most people that come 
from Europe go to New York. 
BERTONNEAU: Kind of funny in a way, because he really 
disproved that proposition by making a success in California. 
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REHER: He never did like New York. But he liked what 
goes on there. We all like to go to New York, but like to 
get away from it. But he said, "I'm going to New York with 
this family." Well, here is a man going to New York with 
no connections, none whatsoever, that I know of. He got 
there; he started playing in some of the motion picture 
theaters. All silent movies, you know, but orchestras in 
every pit. And this country was flourishing with orchestra 
music. 

And he also got himself active in the New York Symphony 
Orchestra. He got in there, under [Artur] Bodanski. I 
remember [Wilhelm] Mengelberg came there. That was the 
predecessor, not the predecessor, but the second orchestra 
in New York. 
BERTONNEAU: Founded by Walter Damrosch's father? 
REHER: You mean [Leopold] Damrosch? You're very know-
ledgeable. You're checking me up on these things. 
BERTONNEAU: I've been doing my homework. 
REHER: You certainly have. But it's interesting, because 
you're helping me put this thing in place. So that takes 
us to about 1917, or '18. The great frenzy of enlistees 
go to fight. This must have been a very traumatic experience 
for my father. He moved 3,000 miles closer to the place 
where the battlefields were. But there was no talk of 
returning to Europe. He was going to explore the United 
States first, and he did. He made a success of it in New 
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York. I have programs to prove that and he was active 
the motion pictures in the early days. 
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BERTONNEAU: We got you to New York with your family. Your 
father was playing in the pit in movie houses. 
REHER: Yes, movie houses, in Brooklyn, in the Bronx— 
wherever. Then my schooling began, let's see, when I was 
five, in California, maybe. That was about 1916. In 
1917, or '18, we went to New York for a couple of years. 
We moved from public school number 255 to public school 
number 22. You know how New York is. It was a melting 
pot of people, millions of people. There was the subway 
already. It was like a European city, compared to California, 
which was pioneer country. Of course, we all know what 
some Americans did, how I was ridiculed. This is interesting, 
because in my early days in school in the United States—in 
California and in New York—I was ridiculed because I 
could hardly speak English. My dad insisted always that 
his family speak German at home. Not a bad deal, now, but 
hard on us. Here we were, the little, you know, "Heinies," 
little blonde German kids, going to school, speaking with a 
thick accent in English, just barely getting by. We had 
a dog, a little dachsie, and they used to throw rocks at 
it. You know, this kind of stuff. But that is hysteria in 
wars. I've gone through several wars, and that happens, 
people become very vicious and insanely uninhibited and 
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they persecute other people. 
BERTONNEAU: It's the old ploy of the scapegoat. 
REHER: Yes, well, that happened to me two times. I mean, 
really personally, as an adult. 
BERTONNEAU: We spoke a little bit about this offtape. 
REHER: Well, let's get to that New York situation. Now, 
one of the things that I remember about my dad, the thing 
he loved to do was to take his family on excursions, like 
with the red cars. Then he used to like to take us to 
Coney Island. He thought that was the end of the world. 
You take the subway for five cents and you can go all the 
way to Coney Island with a picnic lunch. Oh, I'll never 
forget. Then we used to go to Sheep's Head Bay and all 
kinds of surrounding areas of New York. There were a lot 
of museums and things like that he used to take us to,and 
they had a fine orchestra. They had the [New York] Phil-
harmonic and they had also the [New York] Symphony Orchestra. 
They had the Metropolitan [Opera]. It was more his style, 
more like Hamburg. There was activity, good activity 
musically. The conductors that came there were well-known 
figures from Europe, not someone from Vienna who happened 
to go to California and whom he didn't like and who was 
not, apparently, as good as. . . . 

But he used to take us to the circus. The circus was 
something else. He took us to any theater where they had 
a stage show, variety show. They don't have those anymore, 
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but I have a program from a very famous theater in Hamburg, 
called the Hansa Theater. This is still in existence, the 
only one I know where they have a monthly change of program, 
and they have ten acts of vaudeville. My dad subscribed to 
that theater. So any time they had something like that, 
where there was some kind of magician, or acrobats, or 
dancers, with a live orchestra accompanying it, he took his 
family to it. In the early days of the movie houses they 
had big orchestras in the pit. And they had the organ. 
My dad used to play there, and he used to play for an hour 
at a time. Then the musicians got a break, and the organist 
took over. Of course, the music never fit. I've been in 
music all my life, in the movies, and I know that the music 
directors from Hollywood sent along a sheet, suggestions to 
the local conductors, who were of different abilities and 
skills, and sometimes things happened so that when there 
was a hectic chase, there was love music being played, 
[laughter] And when you got into the love scene, well, there 
was this turbulent music. It didn't fit. It didn't work. 
It wasn't pieced together right. 
BERTONNEAU: Now they do that deliberately. It's called art. 
REHER: I know, I know. It's interesting, those early 
scores. It would be nice to have those early pictures with, 
say, the orchestra playing in Houston, Texas, what they did 
with Passion with Pola Negri, or something, some picture 
like that, how they handled the music and how it actually 
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sounded recorded with the orchestra that was playing it at 
the time. It would have been absolutely hilarious. But my 
dad did that. And he took us any time he could, if the 
movie were appropriate, and most movies then—they didn't 
have any ratings, they were all acceptable, you know. In 
other words, unless you had something like Pola Negri, who 
was a great Polish lover-woman, at that time, and she made 
movies that were a little bit off-color. Today, of course, 
it would mean nothing. 
BERTONNEAU: It would probably even be blah. 
REHER: That's right. I mean, we go into a show like 
Coming Home which was a very powerful movie, and there are 
scenes in there which we all take for granted, you know, 
and they're nice and interesting, and, you know, that's 
life. But in those days--a little different thing. 

But my dad participated in the early days, playing in 
the silent pictures, had a good sense of humor. I remember 
in New York there was a conductor—he never aspired to be 
a conductor in the theater pit—who always got behind. 
They had about a five-piece orchestra there. He told us 
who the man was, but he said, "Well, I guess I'll go down 
and work in the place where the man always says, 'Skip Two.'" 
So we called it "Skip Two." That was the theater he 
worked. But "skip two" was what the conductor always 
said, skip two tunes, or sections, because we're behind. 
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[laughter] 
My dad got into the early stages of the New York 

Symphony, and he played with some of the conductors. Unfor-
tunately I cannot tell you exactly who they were, but the 
documents can fill that in, because there are programs, 
there are cutouts, from papers, of music that has been 
performed. Even in those days the Boston Symphony Orchestra 
came very frequently to New York. That was in the second 
decade of the century. 

But we started playing music. After one year of both 
playing violin, my brother said, "I'll never be able to keep 
up with Sven, he has a start of a year and a half on me. 
I'd like to play another instrument. I figure I'd like 
the cello." 
BERTONNEAU: How old are you at that time? 
REHER: Well, I would say I am—1918—I would be seven. I 
had played violin for two years. My brother had just taken 
it up a few months, and he was five and a half. Started 
at five. No question—a German father—you start music at 
five. A small violin. Both violin, because my dad knew the 
violin. Well, that struck my dad and mom very nice, because 
they knew Wallenstein from the Raymond Hotel; he was a 
young, very fine cellist who was going to make it. And my 
dad said, "That'll just add someone else to my little group. 
You know, I'll have my own orchestra, my own basketball 
team, I won't have to go outside and recruit." So my brother 
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took up the cello then. I don't know who his teachers were 
in the early days, but he had a very illustrious career. 

But my dad became restless again. It sounds like a 
litany. And my mother must have been long suffering. Oh, 
my mother used to cook those marvelous things, and especially 
her Danish desert, almond rice with raspberry sauce, heated 
up, and with some kind of a liqueur ; Very fattening, but 
I loved it. She did things like that from the old country. 
She used to cook sometimes German things, because she had 
lived in Germany for two or three years with my dad. 

But my dad said about 1919, "I can't take it here 
any more." Two years in New York. The boys, they were 
coming home from the war already in 1918. The war was not 
very long for the United States, but many people died. It 
was one of those wars—trenches, you know. It was a real 
disaster, and nothing was ever settled. When they had that 
peace treaty at Versailles—and I don't want to get into 
politics—apparently nothing was really settled that could 
stick. [It] gave cause for the rise of Hitler. Now, there were 

peculiar things that happened in the last world war, Nurem^urg 
trials, and maybe things that shouldn't have happened. They 
divided all the countries up, and now they're at loggerheads. 
We know the history of today. But the First World War took 
a lot of lives, as did the Second, with apparently nothing 
happening—just caused more friction. Nobody paid their 
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debts. The reparations—you know what happened. Finland 
paid their reparations, that's all. Everybody else just 
forgot it. 

Well, my dad said, "I'm not going to Europe; it's in 
ruins, now. And oh, poor Germany, I mean, they will 
recover I hope." He says to his family and his friends. 
He'd made a lot of friends by now—also a lot of enemies, I 
imagine. But friends, because my dad, with music—it gives 
you an entree into different areas outside of music: business 
and art people, professors, things like this. They are 
interested in musicians. I don't know why, but we handle 
pretty good stuff. Music is a great form of activity, you 
might say. Great music is powerful. And my dad had this 
experience with these great conductors. 

But he says, "I want to be a conductor." It's as 
simple as that. He wrote all over the United States. 
There are letters in the file to Seattle, and to places 
like that. He hears about an opening—"Is it possible that 
I could come there?" He was writing letters—to get way 
beyond the story—he wrote a letter applying for the job that 
[Otto] Klemperer had left. You know, he was completely out 
of it. My dad, in the first place, was not a good conductor. 
He knew the scores backwards. His scores were marked with 
every entrance for every second bassoon player and third 
oboe. He knew the music. But he did not know how to 
respect musicians, playing musicians. You see, this is a 
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difficult thing. A person may know a lot of music, he may 
be a great professor, but when you get up there with a 
stick, you don't lecture, you don't talk anymore. A great 
conductor—and I've had some wonderful experiences—takes the 
stick, and you can tell by his downbeat what he wants. He 
doesn't have to explain the story of Tristan and Isolde, or 
what have you. It comes naturally. And you have to have 
a certain—but you don't want to hear about that. We'll 
go into that later, because I have some very fond memories 
of conductors. 
BERTONNEAU: So your father is ready to leave New York. 
Now, where does he go? 
REHER: Some lady writes him from Texas. She says, "Mr. 
Reher, your biographical background sounds very fascinating." 
This is a woman from Houston, Texas, who was the head of the 
symphony association there. "You've been in Vienna, you've 
studied in Europe, you've been in California and in New 
York. How would you like to come down and help us revive 
the Houston Symphony Orchestra?" It was not much of a 
band right then because it was left in a shambles by somebody 
who had been there. 1919, '20, and '21—that's our Houston 
period. Well, how was he going to make a living? "We 
can't offer you very much money, but we can pay your 
expenses." You know, maybe car fare or something. "But 
you'd have a chance to reassemble an orchestra and become 
the leader. We do need someone that's experienced." 
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"Houston," she said in her letter, "is pretty far out in 
Texas, and it's not very important, and the weather isn't 
the best." Of course, we had just experienced New York, 
which is not the best either. But my dad said, "Anna, pack 
up; we're going to Houston, Texas, because I'm going to be 
the conductor there." Well, you know, grandiose things. 
Here he is, this man who has been aiming all his life at 
this, and is maybe thirty, middle thirties. You know, in 
his prime. Young, relatively young. "I want to be a 
conductor." So he studied the scores some more, and he 
went down by train. Oh, no, we did not go by train. 
BERTONNEAU: How else did you go? 

REHER: This is interesting, because this is the first of 
two trips that we took by ship from New York to the 
Caribbean, and right into Galveston, Texas. 
BERTONNEAU: A long way around. 
REHER: And believe me, in those days it was. They were 
little ships, passenger ships, mostly, and then some freight. 
I'll never forget that crossing. I think it was about 5,000 
tons, something like that. It can get very rough off 
Charleston and the North Carolina coast, you know. 
BERTONNEAU: The Hampton Roads are . . . 
REHER: Very rough. But that was our first trip by ship 
since we came over in 1914, before the war. He says, "It'll 
be easy, Anna, we can load our trunks and all our things." 
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[We] took everything, our pictures from Denmark; you know, 
we had paintings by Danish artists. He always liked nicer 
things; he was always aware of those things. He says, 
"We're going to catch that ship down there on the pier at 

160th Street." The ship was called the Comal. S.S. 
Comal. It takes nine days to get to Houston, and,you know, 
they stop at Key West, at New Orleans, and they finally 
wind up—I don't know how far they went. Maybe they 
didn't even stop at Galveston. I think they went on. Isn't 
there another port in Texas? 
BERTONNEAU: Gosh, you've got me now. 
REHER: In the southern part of Texas? Maybe San Antonio. 
That's inland, isn't it? 
BERTONNEAU: Yes, San Antonio is inland. 
REHER: Maybe it went to some place in Mexico. Who knows? 
But it was a passenger ship and it also carried freight. 
So we got there. I can't remember the month, but I'll 
never forget the weather. Galveston was the place where 
people went in the summers, from Houston, to get away from 
the humidity of the heat. In those days, at some period, 
the water was so hot that the fish were floating around 
dead. Now, I don't know whether it was that, but it seemed 
to me it was stifling. And I remember of Galveston the 
seawall which had been built there early in the century to 
prevent the great waves and floods that hit that area. 
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Well, we got to Houston, and he got settled. Right 
away he found himself a job in a theater, in the Isis 
Theater. He made friends with some of the musicians, some 
of them who had come from Los Angeles to play in that first-
run theater of silent movies. See, this was still the early 
twenties. They needed orchestras, so he always had a 
handle, wherever he went. He was active there. 
BERTONNEAU: What did the organization, or reorganization, 
of the Houston Symphony entail? 
REHER: Well, he had to recruit musicians, and he had to 
appear for women's clubs, and for business clubs, as a 
musician with his wife. He did a good job, you know, and 
he spoke with an accent, which always appealed to Americans. 
I don't know why, but that's the way it is, especially in 
music: "Oh, isn't he charming? He's, you know, foreign, and 
he's a musician." 
BERTONNEAU: Was there an attitude, among Americans, that 
only Germans were capable of making music? 
REHER: Yes. It wasn't only Germans. It was people with 
accents. But let's say this, the Germans, Scandinavians,and 
the English were accepted by the Americans. You must 
remember, now, immigration policies of the United States at 
that time were not very kind to people from southern and 
Balkan countries. 
BERTONNEAU: We may as well call them what they were, racist. 
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REHER: I'm sure they were, you know- But you know how 
America was populated. We got into America because simply 
that we were Germanic and Scandinavian. 
BERTONNEAU: You were desirable. 
REHER: Desirable, that's right. But this didn't apply to 
some of the other people. And you know, that wasn't a very 
good period. But, I wasn't going to argue with the laws. 
That's the way it was. We got in and we were lucky. 

But he got this thing off the ground, and there were 
reviews of the concerts that he conducted. It went off 
pretty well—not as well as he had hoped. But he got his 
pitch in as the conductor of the Houston Symphony. In other 
words, he was able to wield a bigger stick than he had been 
able to. Obviously his kids were not able to play in the 
orchestra. 

But I'll never forget one thing, talking about the 
attitude towards other races. All credit to my mother and 
my dad. We had a black maid—in those days we called them Negro, 
you know—but black help, a very nice lady who came and did 
our laundry and did things, and then left. But my dad and 
my mother always insisted she stay through dinner. My 
mother and my dad insisted that she eat at the table with us. 
That was Houston, Texas, you know? It was quite unusual, in 
1920, to do that. I mean, they just felt that way. She 
works hard, she gets paid; but we have some food, she can 
enjoy it. She was very shy about it, and didn't want to. 
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But I do remember that, and I'm very glad about that, because 
it does show a quality which was not too apparent later on 
in the history of this little thing we're talking about. 

So, "We can't stay here," he says; "We must go on." 
BERTONNEAU: It's the constant refrain. 
REHER: Yes, the constant refrain, Tom." "Wir mussen weiter 
fahren." [We must go farther.) "I think I'll go back to 
California before I go elsewhere, because we do have some 
lots there, and I think we're going to build a house in Seal 
Beach. I like the beach, and the Red Line can take me to 
activity in Los Angeles." So that is my recollection of 
[Houston]. He did move back to Los Angeles in 1921. 
BERTONNEAU: For how long, then, did you stay? 
REHER: We actually stayed till 19 23. But we came back to 
Los Angeles again. But I'm getting ahead of the story. 
BERTONNEAU: Let's do it chronologically, then. 
REHER: You know, because I know as this is not a memoire. 
I know that. But I think you'll find it interesting, and you 
can delete, you can do whatever you want with this material, 
because it's down here, now, and I'm very glad it's here, 
because I've never gone into it this thoroughly. And the 
only reason I'm able to do this is because of this collecting 
of this material the last two, three weeks. You know—I 
mean, it kind of gells. I'm not getting anything backwards. 

We go to Los Angeles in [1923] and by that time the 
Los Angeles Philharmonic had been organized. 
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BERTONNEAU: That's right, the other orchestra has been 
dissolved. 
REHER: 1919. The other orchestra was dissolved, and my dad 
gave it its closing blow, I think, with that pamphlet. Then, 
you know, things went from bad to worse. Finally the Los 
Angeles Philharmonic was formed with the tremendous help of 
William Andrews Clark, Jr., who was a tycoon of copper, or 
something, from Montana. 
BERTONNEAU: He's well known to anybody here at UCLA. 
REHER: That's right, the Clark Library. And he did 
tremendous things. Mr. Clark, whom I never met personally, 
my dad knew him. My dad got into that orchestra in the early 
days of the Philharmonic, about [1921-22]. He auditioned ,he 
got in. Somehow he always had a handle. There was no movie 
music. Radio was in its infancy, crystal sets, you know? 
Well, I know he played in the Lincoln Cafeteria chain, and 
also Boos Brothers, an early chain of cafeterias that was 
established in this town. He also worked in that period in 
Lyman's Restaurant? There was a Lyman's Cafe. 
BERTONNEAU: It sounds vaguely familiar; we can perhaps 
check it out, later. 
REHER: Lyman's? There was one down on Broadway, with a 
lovely room. I think it's still there, but not under that 
name. It had panelled attractive walls;it was an elegant 
place, for business people to go. They were near the stock 

40 



exchange, and they could walk down there. Los Angeles was 
more of a center then. There was also a Lyman's in Holly-
wood, where he never worked. I think that Lyman's was 
preceded in name by Levi. This was a restaurant organized 
by someone by the name of Levi, and this was not a big 
chain like Boos Brothers. This was a two-of-a-kind, maybe. 
Two restaurants—elegant ones, very elegant, one in Los 
Angeles and one in Hollywood, with lots of land in between, 
you know. Still, at that time, it began to fill up between 
Los Angeles and Hollywood. There was always a red street 
car going to Hollywood, though. And then to Beverly Hills. 
BERTONNEAU: The famous "Balloon Route" went to Santa Monica. 
REHER: That's right, Santa Monica Boulevard. But there 
was a route that came around from Sunset and came down 
there. I don't know exactly where it went. 

[My father] was working in these restaurants, and he'd 
make lots of contacts. He also got, in the early days, in 
the Philharmonic. Mr. Clark sponsored the orchestra, and 
you know the details of it, except that the management—I 
don't know who it was, I can't put my finger on anybody's 
name, and I don't want to^-but instead of convincing Mr. 
Clark that he should put all his money down at once, to make 
a fund for future development of the orchestra, they said, 
"Oh, just pay as you go." 

Management got a hold of him, they took these beautiful 
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train trips, you know, with the orchestra. He imported, 
from leading orchestras in Europe and in Boston, for the 
members of the Philharmonic here. 
BERTONNEAU: That was incredible, wasn't it? 
REHER: Emile F6rir, whom I got to know very well, became 
first viola of the Los Angeles Philharmonic in 1919. He 
remained a friend of mine until he died in 1948 or '49. 
BERTONNEAU: He was also the—he remained with the orchestra 
throughout the 1930s, at least. 
REHER: Emil F6rir was my leader in my section. But Emil 
Ferir was a story by himself. He was a Belgian, very well 
educated, studied with [Eugene Yasye], who was a very 
famous Belgian violinist. [Ferir] had become big in London, 
the London Symphony or London Philharmonic, and [he] moved 
to Scotland, Edinburgh. I think that's where he was active 
for many years as first viola. He was a good soccer player, 
too. He had showed me pictures, how he used to play soccer 
in his off-days. Then he was imported into the United 
States by the Boston Symphony Orchestra, in about 1910-11, 
and he became principal viola there until William Andrews 
Clark called him here in 1919, where he stayed till 1944, 
I think. 
BERTONNEAU: We can say that although Los Angeles was still 
something of a pioneer town, the orchestra was Old World and 
had a fine tradition. 
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REHER: Yes, beginning in 1919. Emil Ferir1s only one man. 
You can go down the list: Frederick Moritz; Henri Debuscher; 
Sylvain Noack, concert master, who was concert master of the 
Concertgebouw Orchestra [of Amsterdam] in Holland. He also 
moved to Boston, Sylvain Noack, as assistant concert master, 
and they were friends, Ferir and Sylvain Noack. I played 
quartets with Sylvain Noack, eventually. In fact, he was 
the one that was responsible for getting me, urging me to 
go into the Philharmonic. That's a later story. [Alfred] 
Wallenstein played in the section. It was a good orchestra. 
Don't let anybody ever tell you, Tom, that the Philharmonic 
Orchestra in Los Angeles was lousy, in the twenties, or in 
the thirties, or any time. 

BERTONNEAU: Well, I hope that these conversations will go 
some way towards dispelling that myth, because a myth it 
certainly is. 
REHER: I have never . . . From what I've heard—of course, 
my musical knowledge was juet beginning to come forward. 
But I am not to judge. But what I heard from the people that 
sponsored it, the press, the big wheels—what I've heard 
through my dad and my mother at the hotels, at the Ambas-
sador Hotel—(my dad played there also at the Ambassador, way 
out there in the sticks in the early twenties)—it [the 
Los Angeles Philharmonic] was never a second rate orchestra. 
It was the first really big-league orchestra, together with 
San Francisco, in the West Coast. Now we have a prolifera-
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tion of orchestras. Vfe've got them all over the country—good 
ones. But at that time, there was a long train ride between 
St. Louis and Los Angeles. The first conductor—I don't 
know how [he] was obtained, because he was probably the 
weakest of the conductors that they've ever had—was a 
fellow by the name of [Walter] Henry Rothwell. I don't have 
any programs of those early days of the Philharmonic. But 
they knew all about the Fantastic Symphony, and the Beethoven 
symphonies. But it wasn't the age of the thirties, which 
involves me, later. But Henry Rothwell, of British descent, 
took care of that orchestra. This guy had this tremendous 
personnel, who came out here on these contracts, special-
picked, you know. Can you imagine getting people away from 
the Boston Symphony to come to Los Angeles? 
BERTONNEAU: That would be a coup today; it probably 
couldn't happen. 
REHER: That's right! Of course, they're still trying it, 
they're trying to get [Nathan] Silverstein to come here 
from Boston, you know. And that's another story. But I'm 
not going to talk too much about the contemporary scene, 
because I know inside stories about it which I don't want 
to talk about. [laughter] It's just, you know, I'm still 
active in the [music scene. ] 

But my dad said, after he got going again, playing in 
the Philharmonic, "I don't like playing in an orchestra. 
Anna, pack up the bags, we're going." "But Willi, we just 
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built a house in Seal Beach, and you've been so happy about 
that beach." 

Oh, my dad loved the beach. At that time it was so 
marvelous. They had a thing called Anaheim Landing. That's 
interesting. You will remember that. I was a kid, and I 
used to go down to that, and that's where the navy depot is 
now. That whole little inlet, not the Alamitos Bay, but the 
other one, Anaheim Landing, is where our property was. 
There were a lot of little beach houses along that inlet. 
BERTONNEAU: Your mother must have liked it, too. 
REHER: Oh, we loved it! And my dad! He said, "We must 
go swimming." And [my mother] loved to go to the bay, there. 
We had a little boat down there, a rowboat. There was a 
trestle, which led across Seal Beach, and went, of course, 
down to Newport-Balboa, the Red Line. And that was the end 
of the line, down there. You could come through all of 
Los Angeles, go through Seal Beach, Balboa, Sunset Beach, 
Huntington Beach, Newport-Balboa. 
BERTONNEAU: That was the final section to be closed. 
REHER: The disaster. They closed it. I think it was a 
marvelous thing. Now, of course, maybe it's not practical. 
I'm not interested in that. I can't think about it, 
except I don't like the freeways. [laughter] That's all I 
can say about it. 

But he says to Anna, "We must go." "Where are we 
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going now, Willi?" "We're going back to Germany." So, we 
had to take the whole trip across the continent. We went by 
train across the country. I might tell of an amusing 
incident. My dad loved the ocean. The breakers were big in 
Seal Beach. There was no wall there to protect it, and it 
was washing away. But he loved it, and his kids went 
fishing, in those days of the early twenties, on the pier. 
But he loved to go to the ocean. He said, "Let's go to the 
ocean." And there were big signs: "Beware! No Lifeguard 
Here! Dangerous Surf!" Furthermore, there are a lot of 
stingrays. My dad didn't care. He couldn't care less. He 
said, "I am a good swimmer; I learned this in the Hamburg 
Turnverein." So he goes into the surf, and he gets stung 
by a stingray. 
BERTONNEAU: Nas ty. 
REHER: Nasty. It was years before penicillin or anything 
like that. Very nasty. And the doctor, whoever he was, 
[said], "You've got to put it in hot water." So my dad was 
just bellowing and yelling. When he had a pain, he let 
everybody know about it, including the Los Angeles Philharmonic, 
probably. His foot swelled up, and it finally went away. 
But he always went back there, as long as we stayed. It 
wasn't very long. The house was there. 

By this time, Tom, I was only ten years old. Hadn't 
even finished grammar school. Then: "We're going to 
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Europe I" Kurt and I are in the midst of grammar school. 
Of course, they gave no thought to that, especially my 
dad. He says, "I'm going back to Germany." [We] took the 
train. We took the boat—yes, it was the Hamburg-American 
Line. I just want to be sure, because I went again later. 
I want to get it in order, for my own satisfaction. 
BERTONNEAU: Refresh my memory, now. What year are we in? 
REHER: We are now in 19 23. He'd been in Los Angeles two 
years on the second visit, had been in the Philharmonic, 
gotten tired of it, played in the theaters, built his little 
house in the beach. "We're going back to the Old Country." 
He says, "We're going to stay." And my mother, an obedient 
Danish wife, says, "All right, we'll go." Of course, she 
had a little income which helped a little bit, to tide us 
over, because, you know, my dad, although getting work—there 
was always a little hiatus, you know. And she was very 
good-natured about it, nice about it, and we had nothing to 
say, my brother and I, obviously. Obedient little German 
children, raised in a German way, getting used to American 
ways. But no, nothing we could do. 

So we went on this ship in the dead of winter. I 
remember that. It was—well, I can't say what part of the 
year—but that was on the Hamburg-American Line, which went 
directly to Hamburg, after stops in Southhampton and Le Havre 
or Cherbourg—I can't remember which—and then past Rotterdam 
through the Cuxhaven, and the Elbe, past Helgoland—down 
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the Elbe river, for seven, eight hours. Hamburg has one 
of the most wonderful harbors in the world. And we docked 
right in his hometown, and in my hometown. When he hit 
the cities, he went through the passports. I don't know 
if he didn't read the papers, or not. He says, "Well, I've 
got to change some money." So he took out a $100 bill. 
"Aber Herr Reher, dies' ist viel, so viel Geld. Sie haben 
nicht Koffer genug dafur." In other words, "You don't have 
any trunks to hold the money you're going to get from Germany." 
BERTONNEAU: He hadn't reckoned with the incredible inflation. 
REHER: Inflation we talk about here? That wasn't inflation, 
that was deadly. Now, you can check that, historically. I 
don't know exactly what month it was. It was around 192 3, 
sometime, late '23, or early '24. I'm not sure. I think 
it was '23. Pretty sure. We hadn't been in Los Angeles very 
long, on that second visit, not more than a year and a half, 
or two,.at the most. So, it got worse and worse. We were 
there a week. Anna says, "Why don't [we] go to Denmark? This 
is ridiculous. We've got the money saved, but it's trunks 
full of money? It's a mess." And by that time, politically, 
Germany was becoming restless. Not for Hitler, yet. 
Communist influence, you know. It's always there. 
BERTONNEAU: 1923 was the year of most fluctuation. 
REHER: Yes. And the reparations, terrible reparations from 
the Versailles Treaty. There wasn't very much decided, 
after the First World War. Well, we hit the fan right 
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there with the inflation. So after one week we took the 
train to Denmark. Of course, in Denmark, my mother insisted, 
"We're going to Copenhagen. That's where my family's from, 
and I want [the children] to meet my family." And I can 
understand that. So we lived with her sister in an apart-
ment in Vesterbrogade, not far from the beautiful Raadhus 
(city hall). And I had the most wonderful time, personally, 
of my life, in those six months that we spent in Copenhagen. 
We went from one party to the next. Denmark was completely 
organized. There was no inflation there. 
BERTONNEAU: They had kept out of the war. 
REHER: And the relatives—well, some of them were rich, 
some of them were not so rich, some of them were poor. But 
they were all gathered together with these big family 
gatherings of twenty, thirty, forty people—dinners, in 
private homes, villas, north of Copenhagen, on the way to 
Helsingor, where, you know, where Hamlet. . . . And I'll 
never forget those suburbs, and also the little towns on 
the coast of the Kattegat. And the people were so nice to 
us. I learned my Danish in that six months. I had a 
cousin [Franz Wilcke] that spoke nothing but Danish. Oh, 
he could speak a little English, and they all learned these 
other languages, but they're not proficient, especially 
when some of them still come from the States. We at least 
knew how to speak the language. 
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I forgot one thing that I should've mentioned. In 
the period while we were in New York, between 1918 and 1919, 
before Texas, my sister was born. Erna was born in 1919, 
in New York City, and she was, of course, the only American 
by birth. 
BERTONNEAU: By birth. 
REHER: Citizenship by birth is important, but none of us 
had citizenship. She still works for the government. 
She used to work in the Pentagon. She lived in the East. 
Her husband [Jack Prince] died a few years ago. She lives in 
Palos Verdes. But she was there, too, so the three little 
Rehers, and that family, had musical evenings. By that time 
Kurt and I could play melody a little bit, and we could join 
everybody. In fact, our little act was already being put to-
gether in that 1922-1923 visit to Los Angeles. I remember 
playing in little early-day radio stations, and I have clippings 
on those things. And my sister used to play the double bass. 
She played the piano, and she also danced. So, it was a 
kind of family act. So, of course, they loved it in Denmark. 
Those people were so receptive to us. And we spent the 
entire six months in Copenhagen (to January, 1924). I'll 
never forget--they started me on stamp collecting, which 
I've subsequently lost, the whole stamp collection. But 
my cousin, and the relatives, and the food, and the company--
they introduced [us] to wine in the early ages. For each 
course there was a different glass of wine. And I think, 
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on that happy Epicurean note, we should put a cessation 
this. 
BERTONNEAU: Yes, well we're going to hear that lament, 
that refrain again. 
REHER: That refrain will come several times. 
BERTONNEAU: So we'll leave you in Copenhagen for now. 
REHER: As far as I'm concerned, that's a good place to 
be left. 
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TAPE NUMBER: II, SIDE ONE 
MAY 2, 19 79 

BERTONNEAU: We stopped in Copenhagen, where you had a kind 
of summer idyll, I think. And I wonder, before we get 
into the substance of today's conversation, if you could 
help me establish the relative chronology of a few dates 
and places. I've written them down. 
REHER: Yes, I'd be glad to, Tom. I know it's been kind 
of a helter-skelter situation up till now. 
BERTONNEAU: What year was it that you stayed in Denmark, 
in Copenhagen? 
REHER: Again, I don't know what I said last time, but I 
think that it must have been 1923. And the reason I say 
that is because I have material from early 1924, when I 
was already back in Los Angeles, and I know we spent only 
six months there. Now, I don't know if you had looked up 
in the meanwhile, when was this terrible inflation in 
Germany? 
BERTONNEAU: 1923, it turns out, was the peak year of 
inflation in the Weimar Republic. 
REHER: I see. Do you know what part of 1923? 
BERTONNEAU: The summer, really. The second half of 
that year was the worst time. 
REHER: The second half. Then that clarifies it. Thanks, 
Tom, for doing that, because, obviously, I can't remember 
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it. But you can remember it. 
Well, we got to Germany as I said last time, while 

we'd got these suitcases full of money, and we just 
couldn't handle it, so we went to Denmark. I spent six 
months there, and I know it was in the season of fall, 
it was going towards winter. And I also know that January, 
1924, we boarded a steamer in Bremen and went back to the 
states. That I know. 
BERTONNEAU: And what was your destination then, in the 
United States? To what city did you proceed? 
REHER: I think, my dad had intended to go back to Los 
Angeles, although our immediate destination was New York. 

Now, as far as Denmark is concerned, my stay there 
with my brother and sister and my relatives, was wonderful— 
all the marvelous things they did for us. We performed 
for them on our instruments. Of course, my sister, who 
was born in 1919, was with us on this trip but she was 
not participating in the musical thing. The Danish 
relatives had these magnificent parties, musical and 
otherwise. They were interested to hear my dad's and my 
mother's impression of Los Angeles, because none of their 
friends or relatives had ever been to California. That 
was something that was way out of reach. 

Well, after six months, my dad decided we should do 
something. We just can't live and enjoy ourselves. We 
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have to work; we have to move. I think my mother rather 
expected it this time, and we didn't have to have the same 
litany and the same refrain. But we went. 

Now, it was January, 1924. It was bitter cold. The 
crossing was ten or eleven days, the roughest crossing 
that I've ever made. It was a North-German Lloyd steamer, 
the steamer Munchen, which left from Bremen. I think we 
went through Hamburg on the way back. Of course the 
wherewithal to travel in first class or something like 
that, we didn't have. We were literally immigrants again. 
I want to emphasize this very much. Although we sound like 
we're already Americans, we are not. We have no papers 
to that effect. I think when we left, we had something 
that they call a reentry permit. This expires after six 
months, and I think that's what made the six month terminal 
period. We just got on the ship and had our papers. 
Naturally, as third-class passengers, when we got to New 
York—and it was mighty nice to see New York again after 
going through what they went in Germany—literally we 
were shoveled onto Ellis Island. Now, this was a moment. 
I can't remember the first time we went through Ellis 
Island in 1914. But in 192 4, my brother and I were segre-
gated. The men were segregated in one part of Ellis 
Island, in cages. Of course, the fact that my brother and 
I, by that time, spoke English helped somewhat. My mother 
and sister were in another division. It's like a prison, 
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I suppose, where there were no visits, and no privileges. 
We were thrown together with people that, unfortunately, 
the United States didn't want. We talked about last time, 
[how] people from the Balkans and from areas which were not 
so desirable to American immigration policies at that time. 
But we were young and were speaking English. So the guards 
had kind of a rapport with these two blond kids from Europe 
who spoke English. 

My dad did not join us. We thought he would be with 
us -̂ very soon—in some kind of unit, the men of the family. 
He was detained for physical reasons in the hospital, in 
the infirmary. And, you know, he was there for eight 
days, and we were alone, Kurt and I, and we couldn't 
communicate with my mother and sister. We tried to find 
out from the guards and from some of our friends that we'd 
made there what was going on. Well, they said, "When 
passengers come from Europe, in the third class, and they 
go through Ellis Island, they are very strict about the 
physical examination, that you don't bring in diseases 
and things like that from other areas." So they were 
investigating him. He had contracted some kind of a cold 
on the ship, and it turned into flu. It got into his 
chest. They said, some of them passed information down to 
us, "Well, we don't know, but obviously, if your father 
can't pass the physical, you're all going to be sent back 
to Europe." 
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BERTONNEAU: That's a frightening thing to tell a couple 
of kids. 
REHER: It's terrible. I mean, it was a traumatic 
experience. At the age of twelve, or whatever it was, 
we were told this. Eventually we got in contact with 
mother, and she was kind of worried, obviously. But 
being older, she was a little bit more mature about it 
than we were. 
BERTONNEAU: How were you domiciled at Ellis Island? Did 
you sleep in a big dormitory? 
REHER: I have very distinct recollections of that. We 
weren't always in the same place. But I'll never forget, 
we were domiciled in three-layer bunk beds. There was 
no privacy. It was all like chicken wire. Well, it wasn't 
chicken wire, it was a chain link fence around each section 
of beds, which would be two or three beds in bunks. So 
maybe ten people, ten men and two kids, you know. It 
was a huge room. And I remember getting up, being called 
about six o'clock in the morning for breakfast. It was the 
same thing every morning. I was turned off on corn flakes 
and Post Toasties. I just could not stand that, and 
cottage cheese, for years. It seems like that's all we 
were getting. That and some kind of a red dish, some kind of 
a juice. Not a juice, it was a preserve that we were 
supposed to put on this bread. It was obviously not very 
good. It was about the standard fare that a POW might 
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get. I mean, I was in the army for several years, later, 
and although the cooking left a lot to be desired, at 
least got something that was, maybe not from a dietary 
point very good, but it was filling and it was okay. 

But that was terrible. Because the people that were 
there were all either waiting to be interviewed or had 
something in their background that was being investigated. 
The authorities maybe returned many of them. This was a 
group of immigrants, and, at night time—I mean, I'm sure 
that we contributed to this—[there were] people snoring, 
and odors of people that didn't take showers, you know. 
We're used to a little different type of life, even then. 
But those European immigrants, they came with practically 
their rucksack on their back, and that's all. They didn't 
have property in Los Angeles to go to, which we did. But 
they couldn't care less. The people that ran Ellis Island 
were immigration authorities who would have turned back 
anybody that was not desirable according to the book. 
And I can understand that. 

Then, all of a sudden, they made an order. They gave 
it in all kinds of languages, except English, to move on. 
Well, we could understand German and Danish. In other 
words, we got the drift of it. We just went along with 
the great masses, huddled at the Statue of Liberty, or 
whatever. This group passed so far, and your dependents, or 
people on whom you are dependent, have gotten this far in 
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their interviews. It was absolutely crowded. 
I'll never forget when our ship docked. The third 

class passengers were unloaded, and their luggage then 
taken directly to Ellis Island by tugboat. Or maybe we 
actually docked in New York and they put us on another 
vessel. But I also remember Italian boats, like the Conte 
di Savoia, which was a very famous ship of the twenties, 
docked there. And this was loaded with Italian immigrants 
and Yugoslavs and Albanians and all these people. Of 
course, that whole ship was practically put into Ellis 
Island. 

Ellis Island was important; that was the years when, 
you know, after the war, everybody wanted to come to the 
States. You can't blame them, because Europe was in an 
awful mess, with the exception of Denmark and a few 
countries like that that didn't get into the war and were 
fortunate for many reasons. Another thing, you know, young 
people should have exercise, and it was ice-cold (January, 
1924) , and there was no tennis court or badminton place. 
But there was a courtyard, enclosed. It was about a four 
story building, and I think it was probably 40' x 40'. So 
Kurt and I used to go there. We played handball, sometimes, 
with some of the guards. It was almost like prison life, 
I imagine. (I've never been in a prison cell.) But it 
was pretty well restricted. We had, as I say, rapport 
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with the young American people on duty there. They were 
fascinated with us. They couldn't understand why we were 
on Ellis Island. One of them made a remark, "How come you're 
on Ellis Island when you speak English like this?" I said, 
"Well, apparently it didn't keep me out of Ellis Island, 
speaking English. It all depends on papers." [laughter] 
Well, we got in, finally, and met in New York. 
BERTONNEAU: You'd been separated from your mother and 
your sister. 
REHER: For two weeks. 
BERTONNEAU: You hadn't seen your father, either. 
REHER: No. But the word came down, "Your father has 
gotten over his flu, and apparently there is no damage to 
his lungs." That would have killed him. My health 
wasn't in the best of condition either. In my youth I had 
respiratory problems, but somehow I passed that physical. 
My dad was released, and we were then reunited someplace. 
Then they finally pushed us through, and one of the reasons 
we were immigrating, of course, was that my dad owned some 
land in Hermosa Beach, and [in] those places which we'd 
gotten through those rides on the red cars. I think, at 
that time, my father had built a house in Seal Beach. 
BERTONNEAU: May I ask you to supply a child's eye view of 
New York in 19 24? 
REHER: Yes. That's, of course, my first impression of 
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New York, because even though I had lived in New York, 
from 1919 to 1920—well, I have an impression from that 
time, too. It was just a gigantic place. Those skyscrapers 
were already there. The Woolworth Building was the 
tallest building in the world. It was in the dead of 
winter, and those tall, tremendous buildings were agleam 
with the sunlight. There was not that much smog at the 
time. And the sunlight—we knew it was daytime, but we 
had a hard time getting down to the street when we were 
walking, because of this tremendous, cavernous thing. 

It was most interesting and exciting to get back to 
this country after the experiences we had in Germany. We 
didn't stay in New York very long. I mean, I can't tell 
you anything specific about how long I stayed. But—it 
was a very stimulating environment. My father always told 
me that New York was really the only city in the United 
States that had it as far as excitement and musical 
activity and art. It was like a European city to him. 
I mean, he always liked California, but to him Los Angeles 
was not in the same league as New York. Of course, none of 
them liked the climate, and that goes way back, you see. 
BERTONNEAU: I saw a letter sent by your father to someone 
in Seattle, in which he complains about the hot weather 
in California. 
REHER: The hot weather, yes. That really bugged my 
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mother. It's funny—I love it. As Californians we get 
used to living in this. Some of the people like my father 
and mother, who were Europeans, and were brought up there, 
and lived in the East, liked the cold weather better. 
Anyhow, weather or no, it was an exciting thing to get 
back to a very stimulating new world, with lots of activity. 

But we went on immediately. We had some relatives 
who lived across the Hudson River. It was Jersey, I guess, 
and we stayed there for a while. Then we took the 
transcontinental train and came back to Los Angeles. 
This brings us to 1924. 

I don't think my father went back into the Philharmonic 
Orchestra. I just don't think they would have accepted 
him because he left them in such a quick decision a few 
years earlier. The one place he did work was in the 
California Theatre. Now, the California Theatre, is either 
on Broadway or Spring, around Ninth. Still there, but it 
shows only Mexican, Spanish films. At that time, the 
California Theatre, which just opened about 1923, '24, was 
a wonderful showcase. They had a full symphony orchestra 
playing there in addition to the movies. 
BERTONNEAU: Was the orchestra there simply to accompany 
the movies, or also to perform popular music? 
REHER: No, I tell you what they did. As far as I remember, 
their duty was to play a stage show about three times a 
day, three or four times a day, for forty^five minutes, with 
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a couple of acts. You know, singers, or something like 
that, an overture, and some live entertainment for the 
public. It really occupied my father all day long, 
because he had to be there, because then, after the stage 
performance was finished, the orchestra took up in the pit 
and played for part of the movie. There were no sound 
pictures yet in 1924. But they had very elaborate movie 
scores played in the pit. Here, of course, in the center 
of the movie-making industry, the music was probably of 
a better quality, and fit better to some of them. So 
they played for a while, then they got some time off, and 
then the organist finished off the picture and the news. 
There was always a fifteen minute short, Movie-Tone News. 
That was the thing, people always expected to see the news 
short. 
BERTONNEAU: I've seen the Movie-Tone News. 
REHER: Well, this is even before [that]. You've seen 
them? The ones without talkies? 
BERTONNEAU: No, I have not seen any of the silent ones. 
REHER: Well, they probably have them, although I understand 
the film business has a very bad library. Many of the 
films, the prints, have gotten lost. We won't go into 
that now. 

But after the organist got through playing, the 
orchestra came back in. Somebody had to be there to handle 
it [or else] you can't have the show. As early as eleven 
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o'clock, you see, they open the doors, so probably the 
organist played first; then, after the organist played an 
hour and a half, maybe the orchestra went in there and 
played part of the picture, then the stage show, and then 
they played part of the picture again. Then they went out 
and the organist played. This way there was around-the-
clock operation. 

My father played in that orchestra, and he met a lot 
of people there that had been in the Philharmonic in the 
earlier days, or a lot of the people that had played in 
some of those restaurants or cafeterias. He had already 
a lot of friends in Los Angeles who gave him opportunity. 
He was a good violinist, so there he was. I remember the 
one man he met who influenced us later, or had a lot to do 
with my career, was Raymond Paige. Raymond Paige was a 
young violinist, at that time. I don't know how good he 
was, but he was a very friendly man, and he seemed to like 
my dad. 
BERTONNEAU: Was he in the Philharmonic? 
REHER: No, I don't think he was of that calibre. I 
shouldn't really say that. But he was a violinist who later 
became a big director in the radio. 

He met another man that had been in Texas with him, 
in one of the movie houses, who had come to Los Angeles, 
too, and was playing in that orchestra. It must have been 
a considerably good-sized orchestra. I think Raymond 
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Paige was playing in the second violin section. But he had 
this connection. Now it comes back to me, Tom, that we 
did not live in Seal Beach. I don't think we went back 
to Seal Beach. We had that house there. We lived there 
in the early part and I was raising pigeons with my brother. 
Did I tell you that? 
BERTONNEAU: I didn't hear about the pigeons. 
REHER: I'll never forget. It was back there in the early 
twenties, and we had a kind of a roof in the back of the 
house that slanted down, and we had a big thing and raised 
pigeons up there. Just kids, you know. 

But my dad commuted by the red cars from Seal Beach 
to the California Theatre. Sometimes he came back, if 
he had two or three hours, to have dinner with his family. 
Then he went back again. He never owned a car. The red 
cars came right down there. He got off in Seal Beach, 
walked a couple of blocks, and there he was in his home. 
People thought he was crazy to live that far away, but he 
loved the ocean. I don't blame him. 

Oh, I remember what a disciplinarian he was, how 
furious he got with me once when I went to the beach and 
forgot my sweater. "Did you practice?" He wanted to know 
all those things, while he was at the theater. He'd ask 
my mother. bow I managed to keep up all this schooling. 
But I still was up currently in my age group—seventh 
grade. It was also in that time that I started being a Boy 
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Scout. I had lots of activity. 
BERTONNEAU: I've seen your packet of badges. 
REHER: Oh, yes, you see, my brother and I took to it in 
a big way. It was an outlet for us. We were in this 
little town of Seal Beach, and we went to the grammar 
school, and decided to join the local troop. We had 
marvelous outings into the San Bernardino Mountains, 
Arrowhead, and Hemet. Up that way there were funny things, 
summer camps that we used to go to. I don't want to go 
into the details, but we had a regular, normal life 
as young Americans with our buddies, had to cook out out 
in the open and do all kinds of requirements of hiking, 
swimming, archery, and communications—interpreter of foreign 
languages and things like that. We got all kinds of 
badges. You've seen those cards. I just left them there. 
I don't know why, but I just figured it's part of the 
mise-en-scene, the background of this whole [story]. But 
we were very active. And the scout troop was connected, 
I think, with a church. Not our church, but it was a 
Methodist church. There was a scout master. I think he 
was a doctor or something like that, and he devoted his 
time to the boys. 

All right so therefore, in '24 I was in the seventh 
grade, and in '25 I was in the eighth grade. In June, 
[19] 25, I graduated from the Seal Beach Grammar School. 
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It was at that time—I think I told you how we rigged up 
an intercom system. Did I tell you that? 
BERTONNEAU: No, I didn't hear that story. 
REHER: Well, I don't know what it was. I was always 
supposedly [laughter] well-behaved and kind of shy, 
introverted type. But my scouting got to me, you know, and 
I just figured I wanted to put this to practical use. So 
I studied the Morse Code, and so did some of my friends 
in the class. It was only about an eight-or nine-person 
class. It was a very small public school, and we had good 
teachers, and we had good backgrounds, had wonderful back-
ground in grammar, and English, and the writing of the 
language, and reading. I decided with one of my friends 
to hook up an intercom system in the class. So we did 
that when there was nothing going on. We strung a wire 
from desk to desk battery operated it stretched oh, maybe 
twenty, thirty feet. He sat in the back of the room; I 
was in the front. The teacher didn't know anything about 
it, we thought. But it's true. I don't think she ever 
found out about it. We were signaling each other messages 
with the Morse Code, and we got it down on paper. Maybe 
the material that was presented in the class was a little 
boring. Everybody in the class knew we were doing that. 
But this wire was so fine you couldn't see it, you know, 
we got that almost transparent wire. My brother wasn't in 
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on that, because he was in the seventh grade, but I 
started to rig it all the way to the seventh grade. I 
don't know if I carried that through, but that was, ishall 
we say, practical use of my scouting abilities, or lack 
of abilities. 
BERTONNEAU: Were you playing in a quartet with your father 
at this time, or was that yet to come? 
REHER: Glad you brought that up, Tom. My dad always had 
as his dream to play music together. The first instance of 
that was probably in that summer and fall in Denmark, where 
he had these arrangements from the Raymond Hotel in Pasadena 
many years before. I played violin, my dad played violin, 
my brother played cello, and my mother played piano. I 
think I have some of the early arrangements at home, many 
of them just hand-written. And we always had H.ausmusik, 
K.ammermusik zu Hause, you know. That was one thing that 
we were trained on. I learned my music, really, from my 
dad. All credit to the university, all credit to the 
Hochschule fur Musik, in Germany. Fundamentally, I became 
a musician, and so did Kurt, with my dad. We learned to 
make music together at the age of eleven, twelve, thirteen. 
It just was natural. Maybe we didn't play the greatest 
music, and maybe we didn't play it the best way, but we 
were exposed to it. I knew what a beat was, through my 
dad, and I knew what intonation was, through my dad. He 
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kept insisting on these details. Naturally, I had to take 
lessons from my dad, and it became a little difficult 
because, as I got a little older, personalities and ideas 
on music clashed. 

I graduated from grammar school in '25. In the 
year '25, or perhaps the end of '24, we got an engagement 
in a radio station in Long Beach called the Echophone 
station. 
BERTONNEAU: The Echophone radio station. 
REHER: Yes, Echophone. I don't know what the call letters 
were. But it featured the Reher [Program], a half an hour 
program, or an hour program, of music. I don't know, 
exactly, what they were doing, but it was live music. It 
must have been received on crystal sets. Now, I'm not 
quite sure of the history of the radio. At that time, to 
us, it didn't make any difference, because we were there 
performing either for a mike, and how it was received in 
the home, I don't know. We didn't own a radio. So we 
played there occasionally. We played in churches. All this 
at the same time my dad was trying to make a living, and 
commuting by the red car. But we had our little life 
there, in Orange County, with a lot of goings-on in Long 
Beach. 
BERTONNEAU: At this radio station, did you perform in 
front of an audience? 
REHER: No. 
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BERTONNEAU: . . . or were you simply performing for the 
microphone? 
REHER: Just for the microphone. As far as I remember, 
in those days—and that was pretty early days of radio, 
'24, '25, especially for kids—I do not remember any 
audiences. The audiences for live music were usually in 
the theaters, in the movie houses. I think my dad also 
played in that big movie house on Long Beach; it's right on 
Ocean Avenue, and it's one of the big theaters there. In 
fact, I know he played there. I don't think he played in 
the California Theatre more than four or five months, until 
he and Anna decided, "Well, why don't you get a job in 
Long Beach, it's closer? So we'll just live in Long 
Beach, and live in Orange County, and Seal Beach, and commute 
by the red car to Long Beach." No problem, because the 
red cars were always there. 

So he played also in the theaters in Long Beach. 
They had these orchestras, in the radio. That was a new 
thing, radio. And, of course, [it] was exciting to play 
on the radio. I don't know how far it was beamed, probably 
to Long Beach. [laughter] As far as I know, there was 
no network or anything like that. But we were active there, 
and we were getting our feet wet, in playing in public. I 
remember playing solos, small solos on the violin. I remember 
also a program where it listed me as the first violinist, 
my dad as second violinist, which was very interesting. I 
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did a double take when I saw that, because I couldn't 
remember that. But apparently, for a certain part of the 
program, I got to play first violin. It was kind of, you 
know, giving me an ego boost. But he was very proud of 
his kids; he was proud that we could do these things, 
because it was asked of us. 

Suddenly, one day . . . Now, there are a lot of 
other things that I could probably—if you prodded me on, 
and saw the material very carefully—you could ask me, and 
I could probably answer, hopefully. But since this is as 
a kind of preliminary discussion . . . I remember, one 
day [my father] came home, and he told his wife: "Anna, I 
think I'm going to move East." Now, mind you, I was just 
finishing grammar school, and that summer, and then in 
the fall, I was going by bus to Huntington Beach High 
School. In fact, I enrolled in it, the Huntington Beach 
High School, because there was no high school in Seal 
Beach, and that was another county we lived in. I couldn't 
go to school in Long Beach although Wilson and those schools 
were closer to where [I lived]. I had to go to Huntington 
Beach. Just before that, my father said to Anna, "I think 
I'm going to make a move. I want to go back East." You 
can see the thing working up. "Why," she says, "Willi, 
what are you going to do?" "Oh, I'll find something." He 
says, "There is a conductor who came to the Hollywood 
Bowl, and his name is Fritz Reiner. And I went backstage." 
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My dad always did that. "And I met him, and he spoke 
perfect German. He's a marvelous young musician, and I 
thought his programs were tremendous, and I was very 
enthusiastic. He asked me what I did, and I said, I play 
the violin; I played in the Hamburg Philharmonic, the Los 
Angeles Philharmonic, and in New York's Symphony; and I 
conducted a little bit in Houston." [Reiner] says, "How 
would you like to come east?" 

Well, my dad knew that Fritz Reiner was the conductor 
of the Cincinnati Symphony Orchestra, in those days. You 
see, Fritz Reiner succeeded Leopold Stokowski. 
BERTONNEAU: That's Cincinnati. 
REHER: Right. See, this is something that isn't known 
too much. Leopold Stokowski then went on to Philadelphia— 
but they were friends. [Eugene] Ysaye was in Cincinnati, too. 

Mr. Reiner says, Fritz says, "Come to the hotel in 
Long Beach, since you live down there; I'm staying for the 
summer stint that I have in the Hollywood Bowl." I can't 
remember the name of the hotel. It was a white hotel, and 
I think it's gone now. It was a very famous hotel. "I 
would like you to play for me." Can you imagine that? 
Fritz Reiner: "Id like to hear you play, Mr. Reher, 
because I like your enthusiasm and your spirit." So my 
dad played for him. He's a Hungarian, but he spoke 
perfect German; he was a musician of Europe. My dad was 
that, too. [Reiner] said, "How would you like to come to 
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Cincinnati? The season begins in October, 1925." My dad 
said, "Why, I think that's wonderful." That was before I 
was going to high school, because it was during that summer. 
He says, "Anna, I think we better get packed up pretty 
soon, because we're going to go to Cincinnati." "Cin-
cinnati," my mother says, "where's that?" "Oh, it's in 
Ohio; but the main thing is, Fritz Reiner is the conductor 
there." "Well, what about our California? What about our 
children?" "Oh, well, they'll go to school there." We 
weren't going to leave till October first. School took 
up about the tenth of September. So I enrolled in Huntington 
Beach High, as if nothing was going to happen, just to go 
to school there. And I loved it. I loved commuting with 
my friends from Seal Beach to Huntington Beach High. I 
was already in physical education. I was tremendously 
interested in broad jump. I guess they call it the long 
jump. 

BERTONNEAU: The long jump. 
REHER: Yes. I was interested in Softball. I had a good 
pitching arm, which I found out about in the Boy Scouts, 
and also in school. I was interested in pole vault. They 
tested me on those things in my high school, and they were 
making plans for me to pursue something or other. But 
no sooner had I got started with the books and everything 
and my dad said, "We're moving." So that was it. We took 
the train to Cincinnati. 
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Now, Cincinnati—that, of course, was a completely new 
experience. First of all—"Where are we going to live?" 
"Oh, we'll find a place to live." So they got an apartment 
not far from the University of Cincinnati. It was up in 
Clifton Heights. I remember Cincinnati very well, because 
from the time of Long Beach, things became involved with 
me personally, and my brother, and the family. It was not 
far from the University of Cincinnati, but more important, 
it was very close to Hughes High School. 
BERTONNEAU: Where does Hughes High School come into this? 
REHER: Hughes High School was a beautiful building, like 
Los Angeles High School used to be. Los Angeles High was 
a very prestigious school in a very fine area. 
BERTONNEAU: I've seen photographs of it. 
REHER: Have you seen the building? I don't know what 
architecture you would call [that] but it's the same thing— 
Hughes High School was the same kind of a building. 

My mother took me up to see the principal. I 
remember his name, Mr. Merry. He was a very nice gentleman. 
I don't know how old he was, but he seemed old as the hills 
to me. She said to him, "We've been moving around a little 
bit and my sons have been doing this and that." My 
brother, of course, was still in grammar school. He went 
to the grammar school down the road. He still hadn't 
finished that. He was a year behind me. He says, "Don't 
worry, Mrs. Reher, "If Sven has a good background and he's 

73 



a good student, he'll make up the three weeks that he's 
lost." "But he went to Huntington Beach High School." 
"Well, where's that?" Don't forget, now, Cincinnati was a 
much more far advanced city than Los Angeles. 
BERTONNEAU: It was a cultural center. 
REHER: It was a cultural center. And my dad, of course, 
took to it. There were a lot of Germans, you know; it was 
of German background. They call them the Rheinlanders. 
It was really an established city with a great Germanic 
population which loved music. They had a marvelous 
symphony orchestra, and their orchestra played, in those 
days, in Emery Auditorium, which was an old dilapidated 
thing. I think the orchestra has a better hall here. I 
don't mean the Music Center, but I mean Fifth and Olive, 
where they played for many years. 

But [the Cincinnati Symphony] was a good orchestra. It 
was an orchestra made up of a lot of people that had 
graduated from Curtis [the Curtis Institute of Music in 
Philadelphia], and a lot of immigrant musicians that had 
come there to settle, and especially Germanic people. Look 
at the [roster]: Kreiner, Wunderle, Gorlich, Sondling, 
Frohlich, Weiner, Brasch, Freund, Mitchell-Humphries— 
well—Hochstein, Nagel. In other words, a Germanic back-
ground. Many of them were Americans who had already been 
here the second generation. But also, German. Emil 
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Hermann was the concert master. I remember the Hermann 
family. [Emil] and his brother Walther Hermann were very 
big wheels. He [Walther] was a cellist. 

So my dad got in this orchestra, and this was really 
a very fine job he had. He was assistant concert master 
on the second stand. He was up in front, you see. Fritz 
Reiner must have thought very highly of him. My dad was in 
the orchestra for three full seasons. 
BERTONNEAU: I should say for purposes of clarification 
that we are looking at a roster from a program of the 
Cincinnati Symphony. 
REHER: So I got started in high school, and I loved it. 
Cincinnati was a town of about 400,000 people. There were 
four high schools there, and the competition between them. 
There was Woodrow High, there was Withrow High, there was 
Western Hills, and there was Hughes High. They had a little 
conference. I loved the basketball games. I went to every 
basketball game, and I had to buy my own way. My mother 
and dad would not spend any money that way. "You can earn 
it by doing the dishes, or helping with housework, and ' 
we'll give you five cents for doing this and it'll get 
you a student card so you can go to the basketball games. 
But don't forget, you must practice." And this is the 
thing that was the litany, and the temptations were very 
great. I loved high school. 
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BERTONNEAU: We were at Hughes High School, Cincinnati. 
REHER: Yes, Hughes High School in Cincinnati. As I say, 
I entered late into the high school, but I took to it 
immediately. The teachers and the curriculum—everything 
was so very well organized. I don't want to contract it 
to the few weeks that I had in Huntington Beach High 
School, because that wouldn't be fair. But, you could see 
this was a going concern. And it was close to home; it 
was about forty minutes walking time from the Emery 
Auditorium, where my dad worked. There was a streetcar 
running from Clifton Heights downtown to Fountain Square 
and near Emery Auditorium and the Hotel Gibson. But, my 
dad insisted [on walking]. He always walked to the 
rehearsals and walked back. It was up on a hill, we lived. 
To walk down—that wasn't bad. But coming back, there was 
always that hill to climb. Well, he went about his business 
of playing in the orchestra and brought home to us 
tremendous impressions of his colleagues, maybe sometimes 
a little bit prejudiced about certain people's ability. But 
generally he was very satisfied with the quality of the 
orchestra. 
BERTONNEAU: Was there any kind of socializing with Reiner 
or the other members of the orchestra? 
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REHER: No, I can't remember that. If there was, I 
wasn't part of it. I know I heard a lot about it. "Fritz 
Reiner is superb," my father says—in stick technique, in 
Strauss tone poems, Strauss operas, Richard Wagner. He 
had a tremendous ability, and I do say that I also had the 
experience of playing under Fritz Reiner, many years 
later, when he was a guest conductor at the Hollywood Bowl. 
He was one of the finest conductors I've worked under. He 
had a stick technique that was barely visible, it was so 
small. But it was precise. It was not the Germanic 
downbeat, you know. "Where is the downbeat, Maestro?" 
"Well, you know, it bounces down here, and comes up here 
when it comes to the second button, that's where the 
downbeat is." The German system is like that, you see. 
But this was more of the Russian technique, if there is 
such a distinction. I remember Artur Rodzinski did the 
same thing. But Fritz Reiner had a tremendous natural 
ability. The Cincinnati Symphony Orchestra had a marvelous 
thing. Now, do you want me to concentrate on my high school 
musical activities, or do you want me to concentrate a 
little bit on the orchestra as I heard it from my father and 
the concerts that I attended? 
BERTONNEAU: Yes, well, let's talk briefly about some of 
the concerts you attended, and then concentrate on the high 
school. 
REHER: Generally speaking the musical life of a musician 
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in Cincinnati was this. If you were in the symphony, you 
had it made. You could either teach at the conservatory 
of music, or at the college of music, in addition. Some 
of the people did. My father didn't. After the season, 
which was not of long duration, maybe twenty-four weeks, 
winter season, they had usually what they called a May 
Festival. I think it's still in existence today as is the 
Cincinnati Symphony Orchestra. But the May Festival took 
place in the month of May, for two or three weeks. There 
were mostly big choral works, and they were played in another 
auditorium. I can't remember what the name of that. In 
fact, my high school graduation was held there. It was 
right near the College of Music, but it was a very huge 
place that seated about 6,000 people. They put on things 
like the Beethoven Ninth, and the Handel Messiah, with 
guest conductors from other parts of the country, and 
members of the Cincinnati Symphony. In fact, I think the 
Cincinnati Symphony was the official orchestra of the May 
Festival. 
BERTONNEAU: I see. 
REHER: That was an additional source of employment. You 
mustn't forget that those little orchestras in those Midwest 
communities at that time did not have the breadth that 
they have nowadays, even in Los Angeles. Here it's such 
a full season that it's, you know, bewildering! So I went 
to some of those concerts and, of course, I was very 
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impressed with the orchestra and with the choral productions. 
BERTONNEAU: You must have been acquiring personal musical 
tastes about that time. 
REHER: I certainly was. Because, in those times, Tom, 
my dad insisted we go to all the concerts of the Cincinnati 
Symphony. He got us seats up in the gallery, which he 
wanted to save money. I don't know why, but it's a good 
point, sometimes. We all sat up there every week, or 
every other week, whenever they had a pair, on Thursday 
nights. It was my first exposure to great orchestra 
playing, which it was. I think the Cincinnati Symphony 
of that period was a superb organization. It probably 
compares with the best today. It went into a decline, I 
think, in the thirties. Some of the soloists were 
Rachmaninov and Horowitz. [Horowitz] played a special 
concert; he went into that May Festival theater to play 
that concert. It was in '28, I think. Can you imagine 
the Tchaikovsky Piano Concerto from this young, brilliant 
Russian pianist? Jascha Heifetz—oh, I can't begin—well, 
obviously, the pianists [Artur] Schnabel and Josef Hoffman. 
BERTONNEAU: Let me ask you if you had favorite music at 
that time? Who impressed you most? 
REHER: Composer, or performer? 
BERTONNEAU: Both. 
REHER: I must be fair here. I know what my favorite 
composer is now, having studied more of the art of composition 
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than I did at that time. But I would say: the tone poems 
of Richard Strauss and the Tchaikovsky symphonies. My 
first exposure to them as a high school student when I 
was fourteen, fifteen, sixteen years old, was pretty 
dramatic. Yes, if you say what kind of music did I like, 
I probably really loved romantic music. I mean, in all its 
power and color that a symphony orchestra can bring on, it's 
a tremendous education for me to have this opportunity to 
hear these concerts. And Fritz Reiner—of course, I 
didn't know that much about orchestra technique—but I 
could see it was going. It was a high-class organization. 
There was one guest conductor, and my dad raved about him. 
He was from Italy. His name was [Vittorio] de Sabata. 
Of course, my dad was so enthusiastic about things that it 
was difficult to know where to draw the line. I know they 
had guest conductors. 

And I remember here in the personnel list, in the cello 
section—my brother studied with Arthur Bowen, who sat in 
back, and my dad liked him. And then the Hermann brothers. 
They were distinguished. They were very tall gentlemen, 
who were active in the life of Cincinnati for the twenties 
into the thirties, and they were also attached to that 
music camp where I was, in Interlochen, which I'll talk 
about a little later. They played the Brahms Double 
Concerto with the orchestra. They were the soloists from 
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the orchestra, and that was an unusual thing. In Europe 
that is more of a usual thing than here. In a European 
orchestra, almost invariably, at least two or three cellists 
of the orchestra and at least four violinists of the 
orchestra played at least one solo appearance per season. 
I don't know about the viola; I can't tell you about that. 
I never heard a viola solo that I remember, although we 
had good viola players; and not this group, but later on, 
the principal viola player was Vladimir Bakaleinikov, 
Bakaleinikov is a tremendous name in music. He eventually 
became associate conductor of the Pittsburg Symphony. He 
was my teacher of conducting, and he was an excellent 
violist. His brothers were active here in the movie 
business—Constantine, and I can't remember the other. 
Vladimir was always involved in the East; he was always 
playing. He had a beautiful Gasparo da Salo viola, a tall, 
I mean, long instrument—big. It had a beautiful sound. I 
remember him. I don't remember this man, Kreiner. My 
dad used to talk about the principal viola; he didn't like 
him. But Toscanini, I mean, oh, Toscanini! Bakaleinikov 
came in later. All right, now, I wish I could tell you, 
Tom, the people that I heard, but they made tremendous 
impressions. That sounds silly, doesn't it? 
BERTONNEAU: Well, maybe it's time then, to turn to high 
school. 
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REHER: No, not necessarily. I just want to finish what a 
musician does in Cincinnati; my dad's experience. I think 
you will find this interesting. Well, what was he going to 
do in the summertime? He had to play someplace. He could 
still play in a theater orchestra. But that he didn't want 
to do anymore because he was a leading member of the 
Cincinnati Symphony Orchestra. But some of the musicians 
were employed by the Cincinnati zoo. 
BERTONNEAU: The zoo? 
REHER: Yes. Now, that might seem funny, but that was a 
very sought-after job, because they had an opera. The Zoo 
Opera. Every summer, for six to eight weeks, there was a 
season, and then two weeks more for rehearsals and staging. 
Visiting stars from other parts of the country came to the 
zoo. [laughter] I know it's kind of a laughing matter, but 
it wasn't at that time. It was employment and it was very 
well done. It wasn't as good as the Cincinnati Symphony 
would do . . . . 
BERTONNEAU: Was there an outdoor theater? 
REHER: Well, here's what it was. Cincinnati is a horrible 
place in the summer. It is ghastly. The weather is humid; 
it's like New York, it's like any of these other cities, 
like Houston, and I'm sure you will, in your life, experience 
it because the weather has not changed. 
BERTONNEAU: I've been to St. Louis in the summer, I know 
what it's like. 
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REHER: You know what it is. It's like St. Louis. It's 
right on the Ohio River, there, and St. Louis is on another 
river. But, my dad played for two seasons in the Cincinnati 
Zoo Orchestra. [laughter] There was a covered place, it 
was outdoors. It was right near the elephant area, I 
remember that, because every once in a while the elephant 
sounds came right during Rigoletto, or something. 
BERTONNEAU: A trumpet not in the score. 
REHER: [laughter] That's right. But people came there. 
I remember there was this beautiful white building covered 
with a tarp, and then there was a little theater type of 
thing, and enough room for about a twenty-five piece 
orchestra in front of it. People had their dinners and 
drinks and wine in that nice restaurant. It was all in 
the zoo, you see, and people specifically came to the zoo 
to hear concerts, you know. They didn't necessarily go and 
visit all the monkeys. [laughter] But, my dad, of course, 
always combined it. My dad says, "Tonight, Anna, we're 
going to go to the zoo. We're going to take a picnic 
lunch." There was a place to eat picnic lunch, and he 
said, "My performance doesn't start till eight o'clock and 
we're playing Carmen tonight, and I want the children to 
see Carmen." So, in the meanwhile, before dinner, we'd go 
and see the monkeys, you know, and whatever. It was a 
pretty good zoo. Nothing like San Diego Zoo, or like the 
zoo in Haagenbeck, in Hamburg, which is one of the greatest 
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zoos that I've ever seen. I had the pleasure of going 
there in 1977. Marvelous zoo, in an outdoor setting. You 
know how those zoos are, nowadays. 

But he did play this job. They played, maybe, four 
or five operas every summer, staged them, I don't know how 
well. I can't speak for that. I wasn't into opera. 
Opera didn't really fascinate me. From my earliest days, I 
really was not an opera buff. I always felt that being an 
instrumentalist, in the first place, in an opera orchestra, 
you lose your identity. You become a mass of something 
that's built up. It's just part of something else. Which 
is all right, there's nothing wrong with that, because when 
you're in a string quartet, as a violist, you're part of a 
string quartet. But I always felt that opera conductors--
I know, I've played with some great ones, that's not always 
true—are insensitive to the orchestra. That isn't because 
the orchestra isn't important, but it's because they're 
involved with stage, they're involved with direction, they're 
involved with all kinds of other facets that [distract]. A 
Mozart Overture, in an opera orchestra of that type, anyhow, 
at the Cincinnati zoo, would not be what you would call a 
musical experience par excellence• Can't be. But my dad 
played in this opera orchestra. He only did that two 
years, and I know that, the third year, he took us to Lake 
Erie. Of course, Lake Erie is a dead lake now. , I under-
stand, but it was very nice then. It was a place called 
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Put-In-Bay, Ohio. He rented a cottage and we stayed there 
for a couple of months. But, I must say, a credit to my 
dad, taking us to this—first of all, giving us the back-
ground, and then playing with each other, you know. I 
remember, I got all kinds of offers to play in high school, 
on radio, you know, WLW, Atwater Kent Hour there came 
opportunities. But my dad started us on that. He gave us, 
in Cincinnati, what a symphony orchestra was. We didn't 
go to the children's concerts. Oh, we might have been 
asked to go, but that wasn't—you know—we didn't need 
that. 
BERTONNEAU: You were in a different league by now. 
REHER: Different league, not through any merit to me, but 
my dad and mother. They made us go; whether we liked to 
go and hear the Beethoven Ninth or not, we went. But, how 
can you ask for anything more. I mean, you're bound to 
learn something. And we enjoyed it, you know, especially 
when there was a soloist or when it was some spectacular 
tone poem like Don Quixote, or Prelude and Love-Death which 
this man [Reiner] did so superbly. 

Well, the orchestra had fine musicians, as I've said 
before. I can't now comment in retrospect on their 
abilities, compared to others, but as you put it so very 
charmingly when I first met you, "It looks like you were in 
the golden age or participated in the golden age of music 
in Los Angeles." We talked about that. There are golden 
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ages everyplace, you know, at times when people today 
don't think there could have been a golden age. But 
Cincinnati—I don't know how it was before Fritz Reiner, 
but I don't know how it could have been better. 

Anyhow, so much for my dad's activity there. I don't 
quite remember anything more except that he organized a 
string quartet with his colleagues. He played, I remember, 
with some of these people—I can't remember the personnel. 
Maybe some of the programs of the Cincinnati Symphony, if 
we gave concerts, would announce them. If you notice in 
some of those programs, how the early days in Los Angeles 
and also in Cincinnati, a lot of the advertisements were 
made by musicians who advertised their services as coaches, 
you know, opera coaches or vocal coaches, or violin lessons. 
Things like that. There was a lot of that done. Not as 
much commercial advertisement as there is today. 

But back to Hughes High School. Hughes High School 
gave me opportunities which I never had believed that you 
could get in a high school. First of all, I wasn't a music 
major as such; I was a general major. You know how things 
are. Curriculum was outlined for me, and I remember I had 
to take Latin. My mother said that's a good foundation— 
Latin. So I took Latin. I had it for four years. Not 
only that—I don't like to talk about myself, I'm a little 
bit careful now, because I don't like to bring out personal 
egos, because I don't know who's ever going to hear this 
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tape besides you. I don't want it to sound that bad, but 
I did win a medal in Latin, at the graduation, as the out-
standing scholar in Latin, four years in high school. I 
also took two years of Spanish, I remember that, I remember 
my Spanish teacher. I took general science as a freshman, 
and then I took physics. I took, of course, the regular 
core. I took a course in music appreciation, and I played 
in the orchestra. And in the orchestra, through my music, 
my violin ability, I fit right into the situation. It wasn't 
long until I was concertmaster of the orchestra, probably 
in my freshman year, maybe sophomore. But I was so highly 
thought of at that time, or the opportunity was there, Tom, 
and I say this very humbly—can you imagine a fourteen-year-
old in a new town being accepted by his colleagues and 
by the faculty? And the basketball games and the football 
season. I used to go to every football game. I was a great 
fan of football, great fan of basketball, and a great fan of 
sandlot baseball. See, Cincinnati is a baseball town. Like 
they'd never had it here. I mean, back in the twenties, 
they had their sandlot baseball. I never got to play that, 
because it was hardball, and my dad didn't want me to have 
my hands [injured]. Very smart. He was smart that way. 
But I used to go to these. They used to be sponsored by 
Coca-Cola Bottling Company and some other thing, and they 
had their little leagues in the summer time. But I used 
to like to go to the University of Cincinnati Bearcats 
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football games. I used to go to the annual game, the 
Cincinnati Bearcats against the Miami, Ohio, team, you know. 
But they had this big annual Turkey Day football game. I 
was really into sports--big. Not as a participant, but 
as an interest, tremendously. 
BERTONNEAU: You and your brother were by this time 
completely American. 
REHER: Oh, completely. In fact, I remember, Tom, how 
ashamed I was if there was any reference made to European 
things. I don't know why; now I don't feel that way. But 
I felt it was a reflection on me, that something would be 
brought up and my dad would speak with a thick accent or 
something. It was pretty close to the war, the First 
World War, you know, and the aftermath, although Cincinnati 
gave me a feeling of being more at home. You can see what 
kind of a German town it was. 
BERTONNEAU: I was going to ask—I suppose the answer is 
yes—-that your father must have felt more at home there 
than he had [elsewhere]. 
REHER: I think so. That's a good question. I never 
asked him, but he liked it. He liked it well enough, 
Tom, to stay three years. And that's more than he stayed 
any place in the whole history of what is going on here. 

In March of 1926, the director of the orchestra came 
to me. He says, "There is a new organization starting 
called the National High School Orchestra Band. Joseph 
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Maddy who is a professor of music at Michigan—he is 
asking high schools to send their best students to an 
orchestra that's being assembled to be performing for the 
music supervisors' national convention in Detroit." I 
have the programs, I think, someplace—maybe not the Detroit— 
"And we would like you to represent this high school. All 
your expenses will be paid. You will be sent by train 
overnight to Detroit. You'll get there—it will be a night 
train—and you will represent the school and audition for 
your place. You will have new colleagues and new people." 
Now this is heady stuff. This is like someone playing on 
a football team as a freshman being sent to represent 
their school. I took it seriously. And, of course, [I was] 
delighted. The orchestra was going to be directed by Ossip 
[Solomonovitch] Gabrilovitch. Now, that name means nothing 
to you. He was the conductor, a wonderful pianist, but 
the conductor of the Detroit Symphony. Big name in the 
music of that era, a Russian. I was fourteen years old, you 
know, and I was going to play in his orchestra. And we got 
to the Book-Cadillac Hotel in Detroit, shipped there from 
all parts of the country. Nobody from California I don't 
think—maybe one or two. In those days that was a long 
distance. Five days by train. Cincinnati, Iowa, New 
York, St. Louis, Chicago—that's all close together. 
BERTONNEAU: Pretty solidly Midwestern. 
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REHER: Midwestern. The activity was fantastic. I didn't 
know what to expect. One hundred ten students from all 
over the country came to the Book. We had to register 
there, and they gave us a list, and they said we would 
have an orientation meeting and so forth, and the auditions 
will be held tomorrow morning. The violins from Ohio will 
be there. 

Now, I didn't know orchestra literature, except for 
my little experience in Cincinnati,in that high school 
orchestra. We played a lot of literature there. And they 
weren't babying us along like they do sometimes in the 
schools here. I had my fiddle and I went. Like my dad, 
you know, going into one theater and getting a job. This 
was my first audition. And I was with strangers. There 
wasn't my mother to help me or my dad or my brother. He 
was still in grammar school. I auditioned and I survived. 
I was finally assigned to the first violin section. Not 
the second violin section. And there were about thirty-five 
first violins. I wound up tenth chair. Fourteen years 
old. I was amazed. I was feeling tremendous. I was going 
to have a week now of music with the best that Detroit had 
to offer me, plus the best that the music educators had to 
offer, and there were some very good musicians. I mean, 
educationally, music in the schools was a big thing in the 
Midwest. Still is. And it was superb. They had beautiful 
music departments in the universities, and they put a lot 
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of emphasis on the playing of music. They could never 
convince me that America didn't do things for young people. 
They did, in music. We know they do, in sports, but in 
music they did there. 

So, after that week we played concerts, one or two 
concerts for all the music supervisors, in some big hall, 
wherever the Detroit Symphony plays. And I went back to 
Cincinnati with stars in my eyes, obviously. I got to 
represent my high school. My city, Cincinnati. I don't 
think anybody else from Cincinnati was there, but I met 
people from Columbus, and from Cleveland, especially. One 
of the persons that was in that orchestra became very 
friendly with me. He won the audition as principal 
cellist. And it turned out to be Frank Miller. Frank 
Miller doesn't mean anything to you, probably, but Frank 
Miller was one of the finest young American cellists that 
I've ever met. He subsequently became a conductor, he 
played in the NBC Orchestra. So he, of all musicians that 
I knew in high school, really became the most outstanding 
musician. Oh, there are others I'll mention as time goes 
on. This is when I'm only a freshman. But, I met this 
Frank Miller, and he became very friendly with me, and we 
exchanged ideas. I was just a fiddler in the section. I 
was fifth stand. He was principal cellist, but my brother 
being a cellist—I had a curiosity. 
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So I came back to the city of Cincinnati, finished out my 
freshman year, [went] to the Zoo Opera and everything. 

Then my school orchestra leader said, "We are going to 
have representation from this school in February of 1927. 
There is a convention of the National Education Association, 
a big convention in Dallas, Texas." By that time there was 
an oboe player and a bassoon player from our high school, 
and Kurt and Sven. "All your expenses will be paid. You 
will get hospitality by people living in Dallas." Having 
been in Texas, I know that the Texans have a great sense of 
hospitality. "You will be playing in the National High 
School Orchestra, to entertain the National Education 
Association, because you made such a success in Detroit." 

We had a marvelous time on the train—took about two 
days, give or take a few hours. And we had, again, all 
this activity and auditions. In the orchestra was Frank 
Miller. Well, my brother, as a freshman, wound up assistant 
principal cello. He was, by far and away, the best cellist 
there except for Frank Miller. He was never able to beat 
Frank Miller, but Frank Miller liked my brother very much 
and, of course, I had laid the groundwork the year before, 
and we were all friendly. Where did I end up? I ended up 
assistant concertmaster. That means I was right on the 
front desk with Frank Miller and my brother. 
BERTONNEAU: Pretty rapid advancement. 
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REHER: You said it- Now I don't know why, or how. I'm 
grateful for the opportunity. But Cincinnati gave me the 
opportunity. I'm sure they would have in California, but I 
happened to be there. They gave me the opportunity to 
advance. We played the concerts, and again we parted 
company, and Frank and the oboe players, and all the people 
that were involved. I got to know a lot of people by this 
time, people that I'd met in Detroit, you know. 

So, we get to the junior year, my junior year, and 
this was 1927-28. My dad was getting restless. He says, "I 
think this is going to be my last season in Cincinnati." He 
says, "I want to go someplace else." You know, he started 
to build the groundwork for the next move. In our junior 
year, Kurt and I were again selected to represent the orchestra. 
This was 1927-28. In '28 in the spring, they were going to 
play for the music supervisors' convention, to be held in 
Chicago in Orchestra Hall. The conductor would be Frederick 
Stock. You know, these are tremendous experiences for kids. 
I don't know who the guest conductor and soloists were, but 
they were big names to play with this high school orchestra. 
And there was again the featured group to play for this 
big convention of music educators, this time. Every other 
year it was the National Education Association, the other 
alternate year it was the music supervisors. Again, our 
Hotel Stevens, we stayed there. The Hotel Stevens was a 
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magnificent big place and we just had a ball. The parties— 
by this time, you know, I had a girlfriend. There were 
dances, and they were probably very harmless and everything, 
but they were fun. We got together, we were different people 
from different parts of the country, and I remember here, in 
this orchestra, there was representation from California. 
You'll see in the programs, because I do have the Dallas 
program, and it will be interesting for you to check if 
there's any from California. I think there was one girl. 
She was a harpist; she came from the North. Yes, it's 
interesting, because it was difficult to get Californians. 
Not that there weren't California musicians. 

So, we went to Chicago, and we had this wonderful 
time, and we came back, and then, of course, the traumatic 
experience—to make a long story short, my dad said, "This is 
it!" And here is where I had my first big confrontation 
with my father. I was through with the junior year, and 
I'll be darned that I was going to drop right there. I 
have nothing to say. I'm a teenager. But my mother backed 
me up; she felt, too, that I should finish my education at 
Hughes High School. It's a milestone. Not that a high 
school diploma means that much—but, you know, where are 
they going? In the meanwhile one of the other student 
violinists in the orchestra had taken a shine to my family. 
The high school orchestra was a very good high school 
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orchestra, by the way; I played solos with it. And the 
conductor wasn't very much, but he knew enough about it to 
give the people the encouragement that they needed. So 
this boy was a senior, he was a year ahead of me, and he was 
dying to go to Europe. He heard that my dad was going to 
leave the Cincinnati Orchestra and go to Germany. My 
brother, who was a sophomore in high school had no choice 
in the matter, because, you know, two years in high school— 
no big deal. Maybe Sven has something going for him,and 
how it ever happened, I do not know. But this boy—his name 
was Gilbert Roehm—he became a conductor later, in some 
Ohio orchestra, small orchestra, community orchestra. He was 
a violinist, and he went with my family to Hamburg. And 
they left Sven with [Gilbert's] family, to board and live, 
which was right near our area, near our high school. 
BERTONNEAU: I think that I read about this in a clipping 
that came with your papers. "Interview with young Sven 
Reher who says that his family are all in Germany, that he's 
the only one in [Cincinnati]." 
REHER: How interesting. This is the Cincinnati paper? 
BERTONNEAU: Yes, I think so. 
REHER: Yes. Well, anyhow, I was left there. Then I was 
sent as a representative, that summer, to the opening of 
the music camp in Interlochen, Michigan. At that time it 
was called the National High School Orchestra and Band Camp. 
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The board of education and the high school paid my way. I 
had no expense. For eight weeks I was sent as a representative. 
BERTONNEAU: Interlochen was just being organized at that 
time. 
REHER.: You'll see pictures of Interlochen, in my folder, 
under construction, photographs of the shell being [built]. 
Interlochen is a big thing, now. This was the very first 
year. It was on the precipice of the Depression. It was 
[1928], summer. Every week we had a different program. We 
had guest conductors, Howard Hanson, Ossip Gabrilovitch, 
[Frederick] Stock from the Chicago Symphony, different 
people. Bakaleinikoff came from Cincinnati as the viola 
instructor and conductor. There were weekly auditions for 
positions. The first orchestra consisted of 110 people. 
I won the auditions for the first three weeks and I was 
concertmaster. Then something happened, either with my 
personal life, or something, but I couldn't win it again. 
I was aced out. Maybe I was getting too big for my 
britches. There was something in my personal makeup that 
didn't sit well with the people that were running it, and I 
was not being fair, or I was being pushy and ego-oriented. 
Naturally, I regret that—but I had a marvelous time. 

We had competition in chamber music. I organized a 
quartet there, even when I was demoted. I had a new quartet. 
I took conducting from Vladimir Bakaleinikov, and I took 

96 



violin lessons from a man by the name of Mr. Sidney Green, 
who was from New York. I entered contests for all of these 
three things, and I have three medals. I have a silver 
medal in violin playing, I have a third place medal in 
conducting. I'll never forget--Bakaleinikov says, "How 
could you miss that cue for the second oboe on the 
Unfinished Symphony of Schubert? You know that as well as 
anybody.'" I said, "Yes." He says, "That's the reason you 
didn't win the first medal." And I got the gold in chamber 
music. Right away, that was the thing that I wanted. In 
my group was Frank Miller, the cellist that I spoke of. The 
second violinist was a man by the name of Arlindo Cate from 
North Carolina who subsequently became a very well-known 
attorney, moved to Chicago, and then became a very important 
corporation attorney and became one of the people that 
presented cases in front of the Supreme Court. That's a 
big honor, apparently. I did win those medals, I did create 
some kind of a thing that I wasn't acceptable because of my 
personal actions. I don't think it had anything to do with 
my violin playing. Maybe it did, but I was not concert-
master for eight weeks, and I will never say that I was. But 
I was the first concertmaster of the National High School 
Orchestra at Interlochen—for three weeks, until I lost out. 
But the city was delighted with my representation. They 
hadn't heard the scuttlebutt about what a stinker I was, 
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maybe, but I did all right. It maybe wasn't as bad as I 
make it sound. But there was something—I rubbed somebody 
the wrong way—and they saw to it that I wasn't going to 
have the whole pie in the first year of the camp. And I 
wasn't a senior, even, in high school. There was no reason 
why I should be all-American all of a sudden. You know, 
that's about the feeling. So I went back to my school and, 
of course, I had the most marvelous time. I was alone, 
my parents were not there to supervise. 
BERTONNEAU: What every teenager dreams about. 
REHER: You're not kidding. I had a girlfriend—that was the 
most fabulous experience. She was a cultured young girl, 
she was my age, and my parents knew her, and we knew their 
parents, but we hit it off. One night a week I took her 
to the symphony concert. She loved that. One night a week 
we went to the Capitol Theatre, and saw the latest movies 
with the pit orchestra. And the other date I had with her 
was a date with her family, who took me to Indiana, or to 
different places in the surroundings of Kentucky. They 
adopted me, kind of, and we went everyplace together. I 
went to all the proms, and to everything. I was now what 
you might call fortunate enough to be regular. There was 
nothing oddball. I was not just carrying a fiddle case, I 
wasn't the guy with an accent, I had my girlfriend, we went 
to the games together. Maybe I was a little odd, taking her 
to symphony concerts, but then it was not a bad deal. We 
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had a good time together. 
Not only that, by that time my conducting ability— 

they put on Dido and Aeneas in a high school production, and 
the conductor says, "I want you, Sven, to conduct the 
matinee on that performance. Help me prepare the orchestra." 
Quite an honor. So I did conduct Dido and Aeneas in a 
matinee performance of four or five at a place in the high 
school. It was well-attended, and people liked what I 
did. I handled the orchestra pretty well, and so forth. 

In that year, by the way, you might ask me, What 
happened to your music education? Well, they got me an 
arrangement in the College of Music. I studied with a man 
there, and I took all the courses in music there. 
Eventually, I got to play the Mendelssohn Violin Concerto 
with the College of Music Orchestra. And I was accepted 
by that group. So that went on. And we got to the senior 
year and to my graduation, and I was not the valedictorian. 
They call it the salutatorian, or something. I was the 
assistant, you know, second best. But I got my medal in 
Latin, and they wanted me to play a solo. So I played a 
couple of small, short solos, you know, from my graduation, 
which was a big honor. It was a class of a thousand, or 
maybe 800, thousands of people there. I'll never forget 
that warm, humid June night—and my girlfriend, we went 
to the prom later, you know, and after that. And I had 
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to play the solo, and I had to accept this award. I 
didn't know the Latin thing- was coming up until the 
evening. They presented me with that. In fact, I found 
it—that medal—the other day. 
BERTONNEAU: I think we1 re about to the end of the tape. 
Perhaps we've come to a good point to conclude. 
REHER: There is one more summer at the music camp. 
BERTONNEAU: Can we cover that at the beginning of the 
next tape? 
REHER: All right, all right-—therefore I was at the point 
now, at the finish of ray high school life as such, had the 
greatest friendships and encouragement from the Cincinnati, 
I mean from the board of education there, and also from 
the high school. They did everything for me. 
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TAPE NUMBER: III, SIDE ONE 
MAY 7, 19 79 

BERTONNEAU: We're going to talk, first, today, about the 
second year you spent with the National High School 
Orchestra at the music camp at Interlochen, Michigan. 
REHER: Tom, that's right, we were talking about that. In 
the first year, there was a financial struggle to get 
donations and solicitations of money and support for a camp 
which was just brand new. And they had these young, 
wonderful musicians from all over the country together as 
a group. I remember, very distinctly, what a great pleasure 
it was for me to be asked by Leo Sowerby, who I think will 
be remembered as a composer and organist from Chicago, a 
pianist who was one of the instructors at Interlochen. He 
asked whether I, as concertmaster, would like to join with 
Frank Miller, the first cellist, who subsequently became 
first cellist at NBC, as I mentioned before, and to go out 
as representatives of young America, going to Kiwanis and 
Rotarian Clubs and women's clubs all over Michigan, in 
addition to our duties as musicians in the orchestra there, 
playing trio concerts and solos and things like that, to 
demonstrate what kind of people were available. Of course, 
this was a great honor for students to be asked to do this. 
That was in the first year. In the second year I held my 
concertmastership the entire season, winning these medals 
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I spoke of in conducting, in chamber music and solo playing, 
and having the further experience of playing great music. 
I don't recall exactly the conductors. I know that some of 
the music, of course, in today's book would seem rather, 
shall we say, very traditional. It nevertheless was a 
tremendous experience for high school musicians to be 
exposed to this kind of thing. In looking back at some of 
the programs and also the philharmonic programs, it strikes 
me that they're playing the same things. You know, when 
you look at them today, even, they're playing the same 
things, like La Mfer which I played years and years ago. 
But a good work has durability and lasts, and obviously 
they're playing Beethoven whose works are very durable and 
well-crafted and probably, in my estimation, the greatest 
composer that ever lived. That's a big word. I know Bach 
comes in there because of his tremendous development of 
thematic ideas and imitations and contrapuntal things—but 
they used to say there were the three B's. To me the three 
B's would be, today, at least as far as my opinion is 
concerned, Bach, Beethoven, and Bartok. Not Bach, Beethoven, 
and Brahms, but that's another story. 

All right, the high school days came to a close with 
that last summer in 1929, at Interlochen, probably the last 
summer before the great crash, the economic disaster that 
hit the United States and the world. It had been already 
decided upon by my parents, by my dad, who was at the time 
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in Hamburg. He got some work, he always did. Not in any 
big established orchestra, but in some cafe orchestra or 
theater orchestra in Germany. But it was decided that I 
join my family after Interlochen, and go to study in 
Germany, or to live there. I never knew what the future 
would hold, but here I was again, at the—powerless to 
decide myself. 
BERTONNEAU: Pardon me for interrupting, but Interlochen 
summer school is a, it is a summer school, it's confined to 
the summer months. 
REHER: Yes, eight weeks. I might say this before we leave 
Interlochen, that it was organized originally as an eight-
week orchestra of the best students of high school age to 
attend there and study other related subjects as well. 
There were two camps, one for the women and one for the 
men, on beautiful lakes up there. It's really a very 
idyllic setting. It was called, at the time it was founded, 
and for the years that I was there, the National High School 
Orchestra Camp at Interlochen, Michigan, near Traverse 
City, and it was always about the time of the Cherry 
Festival in Traverse City, and our brass and wind players 
from the orchestra participated in parades in Northern 
Michigan. Ideal, wonderful place. A lot of pine trees and 
beautiful lakes. But it was strictly high school. Today— 
I know, I still get bulletins from there—they've added 
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college, they've got an all-year-round plan. You would 
never recognize it. 

At that time it was confined to eight weeks. I've 
unearthed some photographs of Interlochen under construction, 
how it was built in 1927-28, the little shell there. Then 
there was Hotel Pennington, which was an old hotel on one 
of the shores of one of the lakes. [It] served as kind of 
a headquarters for the National High School Orchestra staff, 
the people that were running it administratively and also 
artistically. After the eight-week session was over, the 
students disbanded and went back to their high schools or 
home towns, or whatever. 

I want you to interrupt me, because the input I have 
into music now will help me along. I can't think of every-
thing right here by the mike—I would feel very delighted 
if you would . 
BERTONNEAU: Well, I wanted to ask you how you felt about 
going to Germany. I mean, you were an American by this 
time. 
REHER: You know, you're asking me very embarassing questions. 
I was an American, yes, but I was not an American citizen, 
because my father—as head of the family was not—and this 
is another very important epoch in my stolry about Los 
Angeles, but I don't want to get ahead of the game—he 
never became a citizen. It was incumbent upon my brother 
and me to become citizens. My sister was born in New 
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York, Erna, and she was an American citizen by birth. We 
were American citizens, you might say, by education, but 
not by papers. I was definitely apprehensive. But, you 
know, when you get out of high school, and you have a 
chance to go to Europe to study, you don't figure. 

I never thought of college. Some of my people at 
Interlochen were quite eager to find out what college I 
was going to. You know, people that were professors and 
teachers wanted to be interested in young high school 
students, which of course most colleges should, like they 
do for athletes. They want to get good musicians. 

So, I did go over there. They paid my way, my family 
did. They said, "You're not going to go to New York." 
They just told me, "You are going to Europe from Canada. 
We want you to have the experience." I think that's the 
way they went the year before. I'm not quite sure. They 
said, "We want you to go back to Cincinnati, pack up, and 
say good-bye to your friends, and leave on such and such a 
day to catch a steamer. I think it was the S.S. Malcolm (the 
street on which I live now). It was of the Canadian 
Pacific Steamers Line. Canadian Pacific is, of course, a 
company that has railroads and steamers and everything. Not 
so much steamers any more; the steamers are out of fashion, 
unfortunately, except for cruisers. They said, "You are to 
take the train to Buffalo." Imagine now, I was seventeen 
years old—"and you are then to take another train to 
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someplace else, and then you are going to go on the St. 
Lawrence River. At the end of Lake Erie, catch the St. 
Lawrence River ferry, or whatever it's called, and in the 
meanwhile, you're also supposed to change on another ferry, 
which shoots the rapids. You're not supposed to go through 
the locks. Well, it was a command performance, but 
obviously marvelous for a seventeen-year-old to have this 
experience of seeing new things and of leaving the New 
World through the route of the St. Lawrence River. I got, 
finally, to Montreal after a marvelous trip. And I always 
seemed to make friends pretty well. But as a seventeen-
year-old it's not that easy unless you're very gregarious, 
which I wasn't at that time. So I got up to Montreal and 
nothing but French was spoken there, as it is today. I 
suppose there's some English. I had some trouble, but I 
got the taxi cabs and I got the hotel. I knew when the 
ship was leaving, and I got down to the dock. It was an 
ocean liner of about 15,000 or 12,000 tons. It was 
supposed to traverse the St. Lawrence River out past New-
foundland, south of Newfoundland, south of Iceland, and so 
forth. It's a ten-day trip. It was a tremendous experience. 
It was in September of 1931, and here I was, thrown in 
with a lot of people, and I remember my roommate—I had 
to share a berth—was a Frenchman. I would say he was 
about thirty. He saw me bring my violin case aboard and, 
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of course, we became very good friends, even though he 
spoke very little English and I spoke practically no French. 
We seemed to get along, and he was just delighted with the 
music. He says, "Jouer du violon," or however it's said 
in French and, obviously, we had little things in the cabin. 
Then he says, "What about the other passengers and playing 
for them?" And that began a whole new life for me. Here 
I was thrown in with other people outside of my high school, 
with people that were traveling first class and they were 
very affluent and they were travelling to Europe, in the 
off-season. I was asked to play on the ship's concert 
several times. And, of course, when I started to practice 
in the cabin, all kinds of people gathered round to see 
what was going on. My crossing was a very pleasant one. I 
remember the first port we put in, in fact, the port where 
I got off, was Cherbourg. The Frenchman says, "I'm going 
to Paris, and I know you don't know your way, but stick 
with me and we'll get you to where you have to go." He 
was a very wonderful person who liked music and who was 
going back to Paris, I've never found out why. Can't 
remember his name, but he was a delightful person. 
BERTONNEAU: So your ultimate destination was Hamburg? 
REHER: Yes. And let me tell you what happened. My 
ticket read "To Hamburg." But the trouble is my steamer 
trunk that was in the hold read only "To Paris," or to the 
destination of the French line. I think it went to Paris. 
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BERTONNEAU: I wonder if it was a new steamer trunk, or it 
was the one you slept in? 
REHER: I think it was a little newer. I'm pretty ancient, 
you know. Even then I was ancient for that kind of a trunk 
[laughter] because, as you are probably pretty aware, Tom, 
those trunks took a beating. They went from pillar to 
post. It was a big steamer trunk that I couldn't handle 
and that was expensive to ship. 

All right now, we got to Cherbourg at five o'clock in 
the morning, and we got off the ship on a tender, and we 
went to the train station and the man . said to me, "The 
train is three hours late." (This is customary for French 
trains, you knowL) "But they will make up the time—don't 
worry about that." And they do. The French trains are 
notorious that way. They're late, but they make it up. 
I said to him, "I have very little money. I have to get 
all the way to Hamburg, Germany. I have enough to get by, 
I think, without staying overnight anyplace." "Well, come 
on, I will invite you to breakfast." We had gotten off 
the ship before breakfast, so he says, "Let's go into this 
place and have a drink." Now, I was seventeen years old. 
I hadn't had any breakfast, and he orders me a big glass 
of French wine. He says, "I've just been waiting for this 
for a couple of years and I want to enjoy this. Why don't 
you have one?" And he gave me another one, never with any 
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sign of breakfast or anything. But I think, finally, 
aboard the train he bought me some kind of croissant, and 
a little coffee. So I had something, but it's about a 
four- or five-hour trip by train. I was kind of reeling, 
you know. [laughter] 
BERTONNEAU: I can imagine. 
REHER: But what an introduction to Europe. I had been to 
Europe before, but not under circumstances like this. 
BERTONNEAU: After two glasses of wine you can get seasick 
on a train. 
REHER: Oh yes, and that train went absolutely thundering 
down the tracks. I would love to [have seen] what the 
countryside was like, but it went so fast that I couldn't. 
It just went by like that. Quite a difference from the time 
I went overseas. So we got to Paris, and he said, "Well, 
can't you remember what station?" I had to go to Gare de 
L 'Est to catch the train going directly from Paris to 
Hamburg. It went through the Lowlands. I had my passport, 
which was German. I got to the place where we were supposed 
to check our things—my big trunk and my stuff that I could 
carry was with me—but the man there says, "It will cost 
you fifty dollars to ship it to Hamburg." I think I had 
just that and it was about a day-and-a-half trip, or over-
night and a day. Mind you, I hadn't anything to eat except 
one croissant since leaving the ship. So I had decided I'd 
better use the money to ship the trunk to my destination 
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because, who knows, when my father sees me without the 
trunk, that means we have to go there [or] we'll have 
to phone France. So I took the last money I had. When 
I finally changed it, I think I had one or two marks left. 

I had to go through Belgium and go through Holland 
and then go into Germany. Went right through all those 
countries. That means I had to stop, be investigated with 
all my luggage. I think the train left at ten or eleven 
o'clock at night, from Paris—and, of course, I was very 
eager to get someplace where I could get a bed that I could 
sleep in and not have to sleep on the European train where 
I didn't have the money to buy a sleeper. I was just there, 
sitting up. And we got through. Only, every once in a 
while, there was a guy from Belgium that says, (it must 
have been Tuesday, I guess, if this was Belgium [laughter]) , 
"Passaporte?" in whatever language they were speaking, and 
I brought out this German passport and they all couldn't 
figure it out, you know? Residence: the United States; 
German passport; travelling over there; and seventeen years 
old? And the same thing in Holland. I finally made it. The 
next day, the train got into Germany. I remember distinctly 
there was a German couple going back to Germany just for a 
vacation. They were some kind of business people from 
South America. And they spoke German, so I engaged myself 
in conversation with them, and they gave me oranges and 
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stuff like that that they had brought in from South America, 
and other things—candies. And so, I was well taken care 
of there. Finally got to Hamburg and called my [parents]. 
I don't know if they had a phone or not. Come to think 
of it, I don't think they had a phone. Anyhow, they picked 
me up. No car, but I was met at the station. They lived in 
Hamburg there, and my brother had spent that year in Hamburg, 
Germany. Now, remember that I told you that this young man 
had come as an exchange from the family I stayed with in 
Cincinnati? 
BERTONNEAU: Yes. 
REHER: Well, he had left already for the states. He had 
spent his year at the Hamburg Conservatory, which was 
good school and that's where my brother studied. He 
studied with the principal cellist in Hamburg. But the 
plans were now different. My father said, "You've got to 
get into musical shape, and we're going to Berlin." This 
was the end of September and we had to be in Berlin in a 
few days. There was no time for visits or anything like 
this--strictly business. I've made appointments: you are 
to be auditioned in the Berliner Hochschule fur Musik. 
We are entering you as students there, for the winter 
semester,'Which was a five-month deal-J'and the spring 
semester--which was a one-month deal, I think, or two 
months. Seven or eight months of the year were to be 
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occupied at the Berliner Hochschule. I have the certificate 
from there. 
BERTONNEAU: Yes. 
REHER: So I mean I have those things if you want me to 
bring them in to show you. But I have that, the pictures, 
the photographs at home, framed. They're not hanging up 
but they're there. Some of my early days in the [L.A.] 
Philharmonic—I have shots of that. 

All right, so we got to the Berliner Hochschule and, 
of course, here was this overwhelming city, probably the 
most wonderful cosmopolitan city of that period, 1929. 
Mind you, the Weimar Republic was in full swing, troubles 
were already beginning to brew, but there was no sign of 
Nazism to us apparently, at first. 
BERTONNEAU: Were you even aware of Nazism? 
REHER: Yes, we were aware of it and I'll explain it to 
you. It took me two days to be admitted as a 
student—I wanted to get into the class of Carl Flesch. 
BERTONNEAU: Carl Flesch, violinist. 
REHER: Violin pedagogue and violinist. Very well known. 
Hungarian-German who was the professor, the leading 
professor at the Hochschule fur Musik. 
BERTONNEAU: He later came to this country, did he not? 
REHER: No he was there before. I'll tell you. . . 
BERTONNEAU: Oh, I see. 
REHER: . . . about it. Maybe he came as a soloist, but 
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I'll tell you about that later. No, he, Carl Flesch was a 
professor of violin at Curtis Institute of Music between 
1924 and '28, or something like that. 
BERTONNEAU: I see. 
REHER: And at the time, Henri Temianka was a student of 
Carl Flesch. 
BERTONNEAU: At Curtis. 
REHER: At Curtis, and this is interesting because that 
brings me later to something I want to tell you when we 
talk about the chamber symphony here. So Henri Temianka, 
as I say, was a student of Carl Flesch there. Kurt Sachs 
was a professor there. 
BERTONNEAU: He's a musicologist . . . . 
REHER: A musicologist who died, who was subsequently at 
Yale, and in whose class I studied "Introduction to the 
History of Instruments." And he has all kinds of 
textbooks on that and he was one of my eminent teachers. 
BERTONNEAU: Hindemith also at the. . . . 
REHER: Hindemith, Paul Hindemith, was a composition 
professor and Max Seiffert was a .theory .teacher. Max 
Seiffert means nothing to you, but he is on a lot of 
editions of Baroque music for deciphering figured bass, 
filling in things, making editions of Baroque music. A 
very eminent musicologist of Germany. Emanuel Feuermann 
was a professor of cello—maybe, again, an unknown to you, 
but a very. . . . 
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BERTONNEAU: No, I have his name. 
REHER: Yes, well you're very knowledgeable, I shouldn't 
assume anything. But, Emanuel Feuermann was the professor 
of cello. There were others, but Kurt and I were specifically 
interested in Feuermann and Flesch. 

My brother Kurt auditioned and he was accepted into 
the class almost immediately. It took them two days to 
decide about me, but I made it, and it turns out that he 
accepted only ten students—each of these professors 
accepted only ten students—in the master class, and my 
original rating was number nine. I just barely got in. 
The tenth was also an American. [laughter] The ninth and 
the tenth were Americans. My classmates: Roman Totenberg 
was a Pole, a very famous violinist, later. Ricardo 
Odnoposov, I don't know if his name survived, but he was a 
young, wonderful Argentine, Russian background violinist. 
Tremendous talent. I remember Ibolika Zilzer, who was a 
Rumanian violinist, and there was another Hungarian violinist 
by the name of Maria Thoman. Those were the only two 
women. There was one German, his name was Hans Neumann, a 
young fellow. And then there was this Lishinski, I don't 
even know how to spell his name but he was a Russian from 
Communist Russia, a young boy who had a mother who was 
pushing him all the time—remarkable talent. And so on 
down the line. There were ten of us in the class and, of 
course, my father got us set in an apartment with a family. 
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We had one room which was heated. 
BERTONNEAU: What quarter of Berlin? 
REHER: It was near the prison, Moabit. It was not in 
Charlottenburg, it was in the Moabit district. I remember 
going later, many years later, to see this again. It was 
a district that you might say was near the Hall of Justice 
and the prison. It was not actually a prison. It was near— 
it was about three miles or four miles from the Hochschule. 
And we had to walk every day through the Tiergarten to 
get there. It was a pleasant walk along the Moabit 
canals. Everything like that I'll describe. It was very 
nice. But this German family accepted us, and we had a 
room there, and then we had these auditions and we were 
accepted, and a few days later my father departed. It was 
a tremendous experience to be with all these international 
young gifted people. Not a contrast so much as shall we 
say different than my competitive colleages in Interlochen 
and in the high school orchestra. 
BERTONNEAU: Is there a greater sense of cooperation, do 
you think,than in American schools? 
REHER: Oh, no. I wouldn't say that except—no you see in 
the Midwest there was a tremendous drive for excellence in 
music. The school itself, maybe, was not that involved, 
but the musicians and the music supervisors in the—it was 
a wonderful scene. I make no reservations about what the 
American schools did for me, but this is a different 
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experience, you're thrown together with a lot of inter-
national people. Admission to the school was by audition 
only, had nothing to do with money. The man from Chicago 
was a millionaire's son, the boy from Chicago who was 
rated after me. He could buy his way into and out—and 
I always think that he did, because of the fact that he 
didn't play that well. I won't mention his name—I 
remember it very distinctly—but he was a student of Carl 
Flesch, in the summer session. When Carl Flesch didn't 
teach at the Hochschule, he went to Baden-Baden and taught 
privately. And he had already studied with Carl Flesch in 
Baden-Baden and paid him 150 or 200 marks a lesson, at that 
time. So he was a man of money. Whether Carl Flesch said, 
"Well, I'm going to put him in the Hochschule" or not, 
because of that, I don't know. But, you know, there's 
always in the back of one's mind that it might have been 
money. But, generally speaking, you see, I remember very 
distinctly. The tuition for the winter months of four 
months, for the winter semester from October to April, was 
180 marks which at that time was about forty dollars. 
BERTONNEAU: My goshJ 
REHER: That's right. The summer tuition was ninety marks, 
which was two months, which was also about, well half that. 
Twenty-five dollars. So it was not a matter—the state 
sponsored it, or the city. I think it was the state. 
Staatliche Akademische Hochschule fur Musik is the full 
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title, and they have them all over the country, in Germany. 
Even today, like for instance in Frankfurt, and the place 
down below there—Freiburg—which has a very fine university, 
too, and where I climbed. But the Staatliche Akademische 
Hochschule fur Musik zu Berlin was the most important, 
prestigious school in Germany. 
BERTONNEAU: If not in Europe. 
REHER: If not in Europe. It was on a par with [the] Curtis 
[Institute], only it was even more international. And 
Juilliard—Juilliard's an expensive school, but not Curtis. 
BERTONNEAU: Let me ask you a general question about the 
organization of the Hochschule because I am interested 
because it's such a famous place in finding out a little 
bit about the institution itself. 
REHER: Yes. 
BERTONNEAU: We know that it was sponsored by the state, but 
how were, for example, classes organized? What was the 
curriculum like? What kind of students studied there. 
REHER: Oh, I'm going to tell you. Maybe I'm stretching 
this out too much. You tell me. I'm trying to recall, now, 
answers to your questions—I mean, what actually happened. 
After all, I was only just barely eighteen, when I got 
admitted. I became eighteen, I think, the day I had that 
wine in Cherbourg. Came of age as far as Europe was 
concerned. Anyhow the Hochschule was organized—first of 
all, I might tell you this. Anybody that studies professions 
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like architecture, engineering, music and so forth does not 
go to the university as such. You might say this was like 
a university, because we shared a common beautiful lunch-
room with the Technische Hochschule which was right next 
door. These are both in Charlottenburg by Bahnhof zoo. 
And the Technische Hochschule had people like architects 
becoming, you know, getting degrees like they do here at 
the university. There it was in the Technische Hochschule. 
Hochschule does not mean "high school" and I don't have to 
tell you and the historians that, but that's the gist of 
the matter. It was like a university of music. Here it 
was in Berlin. Sure, if we were becoming musicologists 
primarily . . . Now, mind you, we had on that faculty 
people that would be eminently qualified to be on the music 
faculties of any university in this country, in the United 
States. But maybe Curt Sachs only taught one course there--
Instrumentenkunde. All of us had to take that. It was 
prescribed for us. I remember the director of the 
Hochschule was Georg Schunemann, Professor Georg Schunemann, 
who was a composer, too. I think it was S-c-h-u-n-e-
m-a-n-n. I have no brochures of the organization of it, 
but he was for many years the head of that. [the Hochschule]. 
We didn't have anything to do with him, except he was the 
director or the provost of the campus. Under him were the 
professors of the faculty—they called them all professors, 
Herr Professor, Herr Doktor Professor—were people like 
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Flesch, Feuermann, who had no degrees from college but who 
were tremendously specialized in their field. 

We had the assistant conductor of the Berlin Phil-
harmonic. Julius Pruwer was his name. P-r-u-w-e-r. Julius 
Pruwer taught conducting there and conducted the concert 
orchestra. We had another man, I can't remember his name, 
who was the conductor from one of the opera houses—and 
Berlin had three opera houses at that time. They had the 
Stadtische Oper which was the musical opera, they had the 
Staatsoper Unter den Linden, and they had the Volksoper. 
BERTONNEAU: Is that the Kroll Oper? 
REHER: Kroll Oper is the Stadtische Oper. No, wait a 
minute, then they had the Kroll Oper there too. 
BERTONNEAU: That's Klemperer's? 
REHER: Klemperer, right. Right you are. That's the first 
time I had ever heard the name Klemperer. He was the 
conductor of the Kroll Oper. And I also remember very 
distinctly that he had a soloist, one of the professors 
from the Hochschule, by the name of Joseph Wolfs thai. Now 
Wolfsthal was a young musician—now when I look back he was 
a relatively young professor—he was only about thirty. 
Violinist, excellent violinist, also a pupil of Carl 
Flesch. But he had a class of his own. Wonderful man, 
who took over when Carl Flesch went to Baden Baden. 
Another one that took over was Max Rostal, R-o-s-t-a-1, who 
is still active in Switzerland and in England, who was also an 

119 



assistant to Flesch, but also a concertizing violinist. 
As I say, these classes were organized. We took 

our major: violin, and cello. There were ten in each 
class. And the same thing happened, I think, with 
other teachers, like Gustav Haveman, who was one of 
the other violin teachers, he took ten. I would say 
there were probably about five violin teachers and three 
cello teachers. The second cello teacher was Enrico 
Mainardi, who was an Italian, who was principal cellist 
of the opera house on Unter den Linden which was the 
principal opera house where the conductors were Leo 
Blech. There were Erich Kleiber, K-l-e-i-b-e-r. These 
are names that are very familiar in Germany, and they 
were from other countries, and Bruno Walter conducted 
there. This was it. 
BERTONNEAU: It was the center of music. 
REHER: Berlin was unquestionably the center of music, 
whereas Vienna had been, before the First World War. 
That's the way I look at it historically. At that time, 
unfortunately, it was short-lived because of the fact of 
Nazism. But it was Hindemith, you name it, all the big--
Arnold Schoenberg—no, he was not. Arnold Schoenberg was 
in the Stern Conservatory. 
BERTONNEAU: But he was in Berlin. 
REHER: Oh, yes. He lived in Berlin. I never met him, there. 
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But he did live in Berlin, but he was at the Sternsches 
Conservatorium, I think.* I might be in error, I mean 
I may clash with other people because I don't remember. 
BERTONNEAU: It sounds familiar. 
REHER: There were other people like Spivakovsky, I 
guess, some relative of the concertizing person now. He 
was a great violinist. And each of us also had to 
proclaim, did we want to play in the concert orchestra 
or in the opera orchestra. Well, both Kurt and I decided 
to play in the opera orchestra, because of the fact that 
we were from Los Angeles. Whether we actually thought 
it out that carefully or not—but I was interested in 
becoming used to playing opera. That was my motivation, 
and I figured, if I ever got back to Los Angeles, opera 
would be very little, as it is now—there is very little 
opportunity in opera for a local musician. Concert 
music we always played, so I chose the opera orches-
tra, and I think my brother did too. I remember the 
very first opera. The only opera experience I had, 
of course, was in high school, when I conducted Dido 
and Aeneas by Purcell. The first opera that I ever played 
was La Forza del Destino [by Guiseppi Verdi]. And I'll 
never forget how excited I was, playing in that, with 
my colleagues, all wonderful musicians, all of the same 

* Actually, Schoenberg held an appointment at the Prussian 
State Academy of the Arts from 19 25 to 19 33. 
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age^-young people from all over the world playing, learning 
to play opera. It was a tremendous experience. I think 
we played four operas in one season. That's a lot, to 
stage for kids. It wasn't like here, you know, where we 
stage one, maybe, and are lucky to stage it at all. 

But the Hochschule fur Musik—I imagine it was 
organized or established around 1850, 1860, 1870. I don't 
really know. Maybe after Bismark, 1870, let's put it at 
that, after the Franco-Prussian War. Because then Germany 
became a political unity, I think, which, of course, was 
the downfall. But we had to take theory, we had to 
audition piano. I couldn't play "chop-sticks," but I had 
to take piano. I had to take theory—that is, harmony, 
if we weren't advanced to counterpoint. Harmony, I took. 
I had to take History of Music, Geschichte der Musik. 
BERTONNEAU: Might that have been Curt Sachs? 
REHER: No. That was—don't remember the name. Isn't 
that interesting? Geschichte der Instrumentankunde. 
BERTONNEAU: That was Curt Sachs? 
REHER: Yes. Max Seiffert was my theory teacher—no, he 
was not my theory teacher . . . Oh, he was the one that 
taught me history of music. 
BERTONNEAU: Seiffert. 
REHER: Yes, Seiffert. S-e-i-f-f-e-r-t. Max Seiffert. 
He was a very—ein beruhmtie Geschichter, I mean, historian 
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of music. And I took piano, you know, as a second instru-
ment. He was one of the professors that got the people 
that had to take beginning piano. 
BERTONNEAU: Piano is a requirement across the board. 
Everyone has . . . . 
REHER: They didn't care whether you played bassoon, cello, 
or bass. But piano was a required subject. Only rightfully 
so. We also had to take dictation, or you know what do 
they call it? Solfeggio, they called it at that time. You 
know, sight singing? Training your ear for intervals with 
the German system of Solfeggio. Well, maybe it's not 
important for this . . . but, you can delete it if you want 
to. For instance, every note of the thing has—is called 
by its name. For instance, the note C is Ce. You sing 
Ce, or whatever the note. If it's C-sharp it's Cis. If 
it's C-flat it's Ces. So the Germans had devised a mono-
syllabic way using the names of the notes, which is rather 
interesting, and in this way you could sing without stumbling 
the names of the notes and also the sounds of the notes. 
BERTONNEAU: A highly economical way of doing it. 
REHER: Very highly economical, yes. There are some 
things that the Germans did right. I mean, you know, they 
ruined the world in certain ways, with their military 
things, but in this way they gave us a tremendous back-
ground. I wouldn't say it's better than the French Conser-
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vatory1s Do-Re-Mi-Fa-So-La-Ti-Do—they have also a system 
of that type, but it's not specifically the names of the 
notes, you know. In other words, it's like the letters of 
the alphabet. We had to do that. Now you can imagine that. 
We had that, history of instruments, the history of music, 
theory of music, piano, orchestra, chamber music. 

My chamber music teacher was Karl Klingler, who was 
a big name—a German violinist. K-l-i-n-g-l-e-r. Karl with 
a K. Karl Klingler, K.K. He had a string quartet that 
toured Germany and Europe, at that time, fifty, sixty 
years ago, whatever it was, and was a very well known 
Kammermusiker, who taught us chamber music. I remind you, 
I was playing violin. I remember the first thing that I 
studied—Kurt was in a class—we got somehow put together, 
because they figured, "Well they've been playing together 
so we'll put them together with a viola player." So in 
that group, Karl Klingler's class, there was not only 
strings, there was everything. There was piano and strings 
and woodwinds, whatever he decided upon. But I remember— 
the one thing I do remember—it was my first exposure to a 
man by the name of Max Reger. 
BERTONNEAU: Oh, Max Reger. 
REHER: You know, Max Reger. It's interesting. Of course 
Germans are big on Max Reger. 
BERTONNEAU: Probably the most German of German composers. 
REHER: Yes, very German, and I thought to myself, I was 
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very bored with it, but we had to play one of the string 
trios of Max Reger—I still have the music at home. But 
it was interesting because it was very architectonically 
like a--you might say—romantic Bach, but very droning 
and not very inspired. But, it was there, and we had to 
learn to play together. So that's quite a curriculum. And, 
mind you, all these courses were in German. That's it. 
My notes, I cannot find them, I do not know where they are, 
but I know my notes were all in German. 
BERTONNEAU: Was your German good enough for you to keep up? 
REHER: My German was as good as my English—almost. Now, 
I didn't have the Wortschaft, you know, I didn't have the 
vocabulary. I got it quickly, but there was no problem. 
But, you can imagine, some of those Russians, I think there 
was a few French people that came there to study, and that 
guy from South America, and the Polack. But they—you'd be 
surprised, those European types, they make it big, quickly, 
with the language. They don't let any grass grow under 
their feet. They're thrown there into Berlin, and they 
better speak German or else. 
BERTONNEAU: Well, I guess so. 
REHER: All right—could they take notes? Well, I did. I 
was able to take very good notes in the history of music, and 
the history of instruments, and theory, and so forth. I 
always had trouble with theory and those were practical 
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things. 
All right, so we were set up. We had to practice the 

piano one hour a day and we set for ourselves a regimen 
of practicing four hours on our principal instruments. 
These courses didn't all come every day. Violin I had two 
days a week, but for Monday [from] nine o'clock [until] 
two o'clock and Thursday from nine o'clock to two o'clock 
Karl Flesch had his master class. Five students played on 
Monday, five students played on Thursday. Each an hour. 
There was an accompanist in the classroom, a professional, 
and the repertoire was assigned and selected by Carl 
Flesch and you. And every student had to listen to 
everybody else's lesson. This was the way all the way 
through the conservatory, and all the instruments, I 
presume. Because, in the first place, it gave you exposure 
in front of an audience, and in the second place, you could 
learn from the comments of the professor, what things were 
done wrong and so forth. It was marvelous, but it was ten 
hours, right there, out of my life. But it was part of it, 
but we still had to practice four hours a day and it was 
difficult to do that. But we did it, because that's the 
only way you can get things done. You cannot become a 
musician unless it's concentrated. It's very difficult, 
I've always said, in California, to become a musician. 
Very difficult. 
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BERTONNEAU: Too much sun. 
REHER: The distractions, too much sun, too much gasoline 
[laughter] and so forth. . . beach, you know. Football. 
You don't have that over there. You were really a serious 
student, and you were sent there to study. 
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TAPE NUMBER: III, SIDE TWO 
MAY 7, 19 79 

BERTONNEAU: We're at the Hochschule fur Musik, still. I 
wonder if you would tell me a little bit about Carl Flesch 
and Curt Sachs and the people you studied with. 
REHER: Yes. Carl Flesch was a remarkable pedagogue. We 
know he has published books, Art of Violin Playing, Part 
One and Part Two, the Practical and the Aesthetic. He had 
definite opinions. He was a giant intellect. Everything 
that a person learned about the art of violin playing— 
it applies to the viola to some extent, obviously—he could 
analyze for you. He could analyze for you what you were 
doing wrong, in his opinion, and how to improve it. He 
had all kinds of techniques. He was not what you would 
call a warm person, but he was very formal, always wore a 
tie, you know, and it was strictly business. And he sat 
in a corner there, and a student played there and, of 
course, it was really concert conditions—you were really 
with the red light on, you know, like under pressure. 
BERTONNEAU: There's a marvelous photograph of him in the 
papers you've given us. It shows him standing with his 
violin . 
REHER: Oh, yes. He is sophisticated and regal. And he 
baffled us. He came in at 8:30—he always told us to be 
there ahead of time. And he took out his violin at about 
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8:30, and he had us take out our violins [to] get used to 
them and everything. Fiddle around. And just before class 
started, he took his fiddle out, and he got up there 
[at the head of the class] and started playing from the 
scale system. And, you know, so help me, here when every-
body—we [were] young, our hands were cold, and we were 
nervous—he gets up there. [He] always took his glasses 
off when he played, whether he was looking at music or 
not (I don't know why, it was just a habit), and he played 
octaves, thirds, sixths—fingered octaves, which is 
practically unheard of. Can be done on the violin. 
Impossible on the viola. But on the violin, on his scale 
system, they were just marvelous. Down-bow staccato, 
up-bow staccato, which is normal for most people. But 
down-bow with staccato? That's absolutely fantastic I 
The great violinists can do it, but he told us how to do it, 
you see. And he wasn't showing off, he was just warming up. 
And then, of course, that's a kind of a real downer, you 
know, to have the professor come and perform, from dry 
material like the scale system, and then expect us to play 
a Mozart concerto, Beethoven sonata, or a Richard Strauss 
sonata, or something from the literature. So, it was 
quite a very, shall we say, difficult experience, especially 
when you are on the low end of the totem pole. Because— 
I remember one of the first things he says to me: He says, 
"You know, Mr. Reher, I don't know where you got your 
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training," and this kind of cut real deep, "but you have 
absolutely no vibrato; your sound is awful." Well, he did 
a good job, because, I must say, he certainly got me a 
vibrato, and he certainly made me appreciate what a beauti-
ful string instrument should sound like, and how to 
produce that sound. Of course, Hollywood is filled with 
people who have beautiful sounds, so that's not unique. But 
I must have been from nothing when I came to Carl Flesch, 
because he really—and oh, there were all kinds of 
technical details. 

And what he did, he had all the music in stock—I 
remember the Mozart A-Major Violin Concerto, for one, and 
then I studied Beethoven Sonata Number Ten, the last one, 
which is in G major, which is a very beautiful one. 
Number Ten is opus ninety-six, I think—mature Beethoven. 
One of the later works of Beethoven, for violin and piano. 
The other ones are all early. But I remember, I still 
have the parts. I haven't used them for years, because 
I haven't played the violin for years. But, he says, "Now, 
I want you to play. You take your music, you use the 
music, and give me the piano part." He took the piano part 
and then he told his assistant, "Please go and get the 
Mozart A-major piano part and play it with Mr. Reher." And 
he made notations in the border of the piano part, my 
piano part, which I could take home and incorporate into 
my violin part, and then assimilate the material that he 
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gave me, in interpretive things, in technical things, in 
glissandos, and things like that, in which he was such an 
expert. This is a remarkable thing. So he actually sat 
down and let you play through the whole thing, making 
notes in pencil, in German. He could speak English, but 
German was the language of the Hochschule. He wasn't going 
to speak English to me because I was from, you know, a 
little west of Curtis. He was a German when he was in 
Germany, and I'm sure he was a Hungarian when he was in 
Hungary, because he was a Hungarian, you know, but he spoke 
excellent German and excellent English. 

So this was the routine. Then, of course, we had 
performances in the summer. These people—they were 
remarkable. But he always had something to say. We had to 
practice every day, at least a half an hour to an hour of 
the scale system. If we were preparing to leave him, to go 
on a concert tour or something like that, he had written 
something called Urstudien, which means "basic studies," 
to keep yourself in shape while on the road. This is not 
so easy, you know. In other words, you can't stop to 
play [August] Kreutzer's studies, or [Federigo] Fiorello, 
or [Pierre] Rode, or whatever the literature has, in a hotel 
room, but there are basic studies, Urstudien, which can be 
done when you don't even use the bow, you know, for left 
hand things. And then, for the bow, of course, you have 
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to have a mute on, or a practice mute. But [these] things 
can condense your years of study and practical use when 
you are a concert artist. 

Well, most of us did not become concert artists. Some 
of us did. But we had also to prepare a study or two, and 
then we had to prepare a piece for the literature. It was 
always good music, [Ernest] Bloch, [Karol] Szymanowski and, 
you know, varied. It wasn't just classical music or 
baroque music, Bach's Chaconne—I never got that far, I 
mean, to study the Bach Chaconne with him. Some students 
played from memory, expertly. I imagine they practiced, 
didn't do anything with the history of music and the history 
of instruments. You know, like all other students, we 
tended to ignore certain things in our curriculum. They 
probably did that too, although I don't think that as many 
people ignored it as they do in the modern American univer-
sity. They have a very well-rounded education. There was 
no thought of languages there, to take a course in language. 
If you wanted that you'd have to go someplace else. 
BERTONNEAU: That's very curious. Maybe it's a myth, 
but musicians are supposed to be good linguists. 
REHER: Mind you, most musicians that have come from Europe 
have gone to school in one of the countries where it's 
required to know English, French, German, and the language of 
the country. In Denmark they have Danish in the schools, 
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but they also have English, French and German. Those three 
languages. Spanish was always kind of sidelined, but 
that's how they became linguists, and then when you're 
thrown into a Hochschule situation where there's a French 
student here and a Polack here, you're bound to have to 
communicate in other languages, besides the language of 
your country. Here, we have conductors who come, who 
speak only languages—not so much anymore now—of their 
country and we understand them, and we make it a point to 
understand them. Yes, musicians are pretty good at that. 
Here, I suppose, the linguistics department would call them 
polyglot, but we call 'em linguists because that's the 
common ordinary expression for a person that's versatile 
with languages. They might not have the best grammatical 
ideas, but they do speak other languages because of their 
assigned reading. 

At the Hochschule, for instance, we all had to read 
the history of music. It wasn't in English. I'll never 
forget how my brother and I searched libraries in Berlin, 
all over the place, for any books in English. Not only to keep us 
entertained with our native tongue, but also maybe in the 
subjects we were studying. They were very difficult to 
find. The Hochschule Library was marvelous, but it was 
mostly in German. But we learned to read through those 
things. We had to. [Otherwise], we couldn't pass those 
tests and quizzes. I can't remember anyone flunking 
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anything there, but there must have been times that they 
were on the teetering edge. 

So Carl Flesch had these concerts. He had the concerts 
to which we got tickets. The [Arthur] Schnabel, [Carl] 
Flesch, [Gregor] Piatigorsky Trio Concerts. 
BERTONNEAU: Wow! Three illustrious names if ever there 
were. 
REHER: Yes. This was, of course, a sensational thing, 
in Berlin. Schnabel, Flesch, Piatigorsky, the big names 
in Berlin. Now, we couldn't get seats to all of them, but 
we did hear them occasionally. The Hochschule always 
furnished us as many tickets as we wanted, free. The only 
thing where we had to pay was in the opera, and then we 
got a cut rate, and it was difficult to get opera seats, 
but we did hear some opera. 
BERTONNEAU: This would have been at the state opera 
Unter den Linden. 
REHER: Unter den Linden. I don't remember getting any 
tickets to the Kroll Oper or the Stadtische Oper. I know 
that you know well I went to a performance at the 
Stadtische Oper once and I'll never forget the conductor 
was Richard Lert. You know the name, probably? 
BERTONNEAU: It draws a blank. 
REHER: Well, he was a conductor with the Pasadena 
[Orchestra] for many years. But he was a third or fourth 
conductor of the opera, and he was conducting—I don't know 
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what it was, I can't remember, maybe an Italian opera or a 
French opera. But he was a German conductor. And in the 
foyer, going out, we saw Fritz Kreisler and his wife. They 
had attended that evening's performance and it was out 
there in the Bismarck Strasse, Bismarck Platz, I think, at 
the Stadtische Oper, city opera. All right. But I do 
remember Furtwangler conducting. I remember Bruno Walter. 
I remember many concerts conducted by our conducting 
teacher, Pruwer who was on the Hochschule faculty who had 
the pop concerts and some of the evening concerts—I think 
they had five concerts a week, the Berlin Philharmonic 
orchestra schedule—in the Philharmonie, it was in the old 
hall, you know. And I remember the only tickets we could 
ever get for Furtwangler were in the Stehplatz, in the back 
of the loges, you know, where there [is] standing room 
only. And I remember the only ones we could get were at 
11:30 on Sunday morning. We had to get there at nine 
o'clock. You say "11:30 at Sunday morning?" Well, that is 
the Hauptprobe, the first performance of the week. That 
means the general rehearsal, where they don't stop. You 
know, they go through the program that's been rehearsed. 
Sunday morning, it's open to the public at a fee, and that's 
the Hauptprobe or Generalprobe as they say in German. And 
we heard Furtwangler conduct the Berlin Philharmonic. We 
heard many eminent soloists with the Philharmonic. 
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We also heard a great many recitals. I'll never 
forget, we went to three recitals within the span of ten 
days, with Mischa Elman playing in the philharmonic 
auditorium to sold-out houses. Fabulous violinist. And 
to do that, three recitals in a city like Berlin. We 
heard [Walther] Gieseking. We heard almost all the great 
musicians. Piatigorsky was very young. My brother went to 
a couple of recitals of his. We got these tickets through 
the Hochschule. We heard, about on the average, I would 
say, about four performances a week, which was marvelous. 
BERTONNEAU: It was marvelous and also intelligent, really, 
on the part of the people who were administrating the 
Hochschule. 
REHER: That's right. They didn't make us write any stupid 
reports on it. They presumed we would do it. And, of 
course, we met a lot of our friends there from the Hochschule, 
and it was a privilege, too, because those prices, the 
tickets were not cheap. I remember the opera. The highest 
price for the opera was thirty-two marks, at that time. 
That was only eight dollars. But to us, who had very 
little money, that was a lot of money (in the Depression). 
BERTONNEAU: Well in terms of real money, eight dollars 
was still a lot at that time. 
REHER: Yes, when I think, last summer at Bayreuth I heard 
the whole cycle, you know, I went to. . . . Oh, I guess I 
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won't talk about that, but I remember the tickets were 
150 marks. . . . 
BERTONNEAU: If you could get them. 
REHER: If you can get them. Seventy-five, eighty-five 
dollars apiece, for one night. Well, I had friends who 
manipulated it so that I saw the whole ring and three 
operas that were presented there at Bayreuth. Bayreuth was 
a tremendous experience for me last year. 

Well back to the Hochschule to finish the Berlin period. 
The piano playing and the practicing became very tedious. 
Now, I might say, our apartment, our room, was a big room, 
15 x 18. It was on the lower floor near the entrance and 
it was a big apartment house, but there was this room they 
were renting out to us. It was the only room where we 
had a heater. But the people, the tenants, took pity on 
us. They said, "Well, the two of you have to practice. We 
don't mind the practicing in your room. There's a room 
right across the hall, but there's no heat in it." Now 
that may not sound like much to Californians, but you 
try to practice the scale system of Karl Flesch in Berlin 
in a cold room. See, we got up at six o'clock in the 
morning and practiced two hours before we went to the 
Hochschule, because we'd never get the four hours in 
otherwise. 

So Kurt and I drew lots. We had some kind of system 
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where we had—"Kurt, you take the cold room this week, I 
take the hot room, the warm room." And we practiced in 
different climates, prepared our materials. We were far 
enough apart; you could barely hear it; but enough far 
apart so that we could do our own work. It was very 
important. And the piano was situated in the apartment of 
the people that rented us the place. Well, that was very 
nice of them, so we got a crack at that for one hour a day. 
Those people must have been out of their mind, you know, 
[laughter] Especially with the piano in their apartment. 

Now, there was no bath facilities. I don't mean there 
weren't toilet facilities, but there was no bath. How did 
we manage that? Well, Berlin and all of Germany had the 
most marvelous public bathhouses. I mean, swimming pools, 
saunas, all kinds, whatever you wanted to pay for—shower 
bath (fifteen pfennig), tub bath, whatever you wanted, it 
was there. Public, clean, well kept up, organized, and 
that's the way we took our shower and our baths. Three or 
four or five times a week. On the way to the Hochschule, or 
on the way back, there it was, there was a bathhouse. 
That's the way most people lived. In those days, before 
the destructions of the war, there were a lot of old 
buildings that were not equipped with bath, you know. 
This is something only that Versailles had and Brandenburg. 
I mean, you know, down there by Wahnsee and Potsdam in the 
Sans Souci, that's where they had private baths. Oh, 
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some of the more ritzy apartments Ihad baths] . 
At first we moved into a place, for the first three 

months, in Charlottenburg not far from the Hochschule. And 
this was too expensive. We had to move out, so we went 
to this other place. Okay, so that's what we did. 

But, the delightful thing, of course, was the fact 
that our education was continuing. In the spring quarter, 
I had to have a substitute teacher. Flesch "brought in" as 
substitutes, either Rostal or Wolfsthal. He came in. It 
was either Max Rostal or Joseph Wolfsthal, for the first 
year it was Wolfsthal. That year he went on a concert tour, 
and at the age of thirty-one, he died and that was a 
tremendous loss to the Hochschule, because he was a superb 
violinist. He was of Polish descent and he was so nice a 
person and a wonderful violinist. There are recordings 
available of his of that period. And he died of pneumonia. 
He overworked. So Max Rostal took over the class. 

Max Rostal was a marvelous teacher. He was much more 
my age, let's put it that way. He was, maybe, ten years 
older than I was. He spoke English pretty well, and he 
hung onto every word about the United States and about 
English. He wanted to be something apart from German. 
He must have been German. He was probably a German Jew. 
BERTONNEAU: Tell me about Surt Sachs. 
REHER: Curt Sachs was also a very formal German intellectual 
whose lectures were flawless German, obviously. And it was 
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about his instruments, about the history of instruments. 
And I don't think I had it more than twice a week. 
Unfortun&tely, my impressions of him are vague—they were 
all positive—but I don't remember him as dynamic—again, I 
say, it was a minor subject on my curriculum. But I 
absorbed what he was telling us about the Indian instruments, 
about the African instruments. He knew it all. He put it 
all together. And, of course, we were interested in the 
Italian school of the seventeenth century and the eighteenth 
century, but that was a minor part, see. He gave us all 
that background and it was a lot of old stuff for young 
people, you know. It's difficult to get yourself revved 
up to it. Only when you get older do you get revved up to 
it and then, you know, then it's too late [laughter]. 
But from Curt Sachs I got a tremendous knowledge of 
instruments. He was a very nice person, but also very 
formal. See, the Germans can't stand informality very 
much. They wore ties, and they were Herr Professor, and 
people respected them in their dignity. Musicians were 
much more respected in Europe than they were here, at that 
time, anyhow. Even now, today, I think that a person 
playing in the Berlin Philharmonic had a much higher 
stature than someone playing with the Los Angeles Phil-
harmonic. That's the way it is. Music is a profession 
that, in Europe, has status that has never really been 
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attained here. 
BERTONNEAU: Perhaps because it is, in this country, 
associated with foreigners. It hasn't taken root as 
deeply as it has [in Europe]. 
REHER: Do you really think that? 
BERTONNEAU: I wonder if that's not true. 
REHER: I always felt that it wasn't contributing to the 
business community. In other words, it wasn't a business. 
It was too aesthetic. Now, I'm not talking about America 
now. More and more people are becoming more into [music]. 
But your theory might be true because . . . 
BERTONNEAU: Probably it's a combination of both factors 
and others that we haven't mentioned. 
REHER: Yes, but the status of a musician was very high in 
Europe. It was a dignified calling. 
BERTONNEAU: Was [Paul] Hindemith at the Hochschule at 
this time? Did you have any contact with him? 
REHER: The only contact I had with Paul Hindemith—I 
met him several times, but my brother was so remarkable in 
Feuerman's master class for the cello that he was asked 
to play—in the first and second year we were there—on a 
recital of the students. That's a big honor. It's not 
like a recital of the students anyplace else. You get to 
be on the student recital in the Konzerthalle at the 
Hochschule. You were really having it made. They only 
took two or three people from each class, each year, to 
play on the student recital. [Kurt] played the Hindemith 
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Solo Sonata, the one he recorded that's on that series 
of recordings that I've made, that a local company has 
made. And he played it beautifully and, of course, 
Hindemith liked it very much. Kurt would have had much 
more contact with Hindemith at that time than I did, but 
I did meet him. And he was a short unprepossessing looking 
person who you would have never guessed was an artist of 
his calibre. He was truly the German composer of the 
period. He was outstanding. Of course, Richard Strauss 
was there, but Richard Strauss was from another age. 
[Hindemith] was the contemporary German composer with a 
much bigger reputation already than Schoenberg. Now, the 
reason for that is, he was a practical musician. He 
played every instrument in the orchestra. There's no 
question about that. He, of all composers, of the 
contemporary period, in my opinion, wrote more idiomatically 
than anyone else. In other words, if he wrote a bassoon 
concerto, or he wrote a string quartet, or he wrote music 
for the theater it was written [as] Gebrauchsmusik. You've 
probably heard that term. 
BERTONNEAU: Yes. 
REHER: And he had his students write. He had an atelier, 
or a studio, in which sound film was an experimental 
idiom—it was the beginning of sound film, putting film on 
track, I mean, you know—sound. They wrote background music 
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for films, as an exercise, you know. It's very practical, 
you know. In other words, it was music for use, Gebrauchs-
musik. 

[Hindemith] also was a member of a string trio with 
[Emmanuel] Feuermann, Hindemith and—I can't remember—I 
think, Simon Goldberg, who was a violinist at the time. He 
was a violist and a violinist, I think, concertmaster of the 
Frankfurt Opera House, before he was at the Hochschule. 
So his music was more performed, it was more playable 
quickly. 

See, this is the trouble with contemporary music. 
Through the years, it's always been a hassle for the 
composer to get his works performed, because they take 
too many rehearsals, it costs too much money. That's 
why they're not performed. They always say, "Well why 
doesn't he play contemporary music down at the Philharmonic?" 
It's expensive. And you cannot do justice to a composer 
unless you really give him the best of two worlds. You've 
got to play the notes as he wrote them. You cannot judge 
a modern composer, a contemporary, on the basis of, "Oh 
well let's play it once through lightly and get it over 
with." You can't do that, and the attitude of many 
musicians is that. They get so bored, and they get bored 
with playing, rehearsing Tchaikovsky and Beethoven—but 
that's another stotfy. 

Now, Hindemith. . . . All those professors, I under-

143 



stand, got paid a 1000 marks a month. That's $250. It was 
a matter of honor and distinction to be a professor at the 
Hochschule fur Musik. Even though Karl Flesch spent ten 
hours a week there, that was not his main preoccupation. He 
had private pupils, he gave concerts, and he did things 
like that. [Enrico] Mainardi, the cellist, played an opera 
house in the Unter den Linden. But to be a professor at 
the Hochschule fur Musik was a distinction. Hindemith was 
the same way. He was a professor of composition, the 
leading professor of composition at the Hochschule fur 
Musik when I was there. As I said before, I don't think 
Arnold Schoenberg was connected with the Hochschule at 
that time, between 1929 and 1931. 

They had no practice rooms at the Hochschule. There 
might have been a few but I never used them. 
BERTONNEAU: All right. Another question I was going to 
ask was if it's not too naive a question—how were you—the 
inadequate word I think of is "tested?" You see what I mean, 
how were you evaluated? I suppose that's what I'm trying 
to suggest. 
REHER: That is something that I don't know. Isn't that 
funny to say that. I just cannot remember—you either 
get a certificate of completion, like I did, with no 
grade on it, or you get some kind of a degree. I don't 
know what that is. I never acquired that because I didn't 
have four years there. And I only spent two years there. 

144 



But, there is no such thing as taking an exam every six 
weeks. There is no such thing as classes of five hundred, 
you know? 
BERTONNEAU: It was assumed that since you were there you 
had the capability of doing what they wanted you to do. 
REHER: The university was the same thing, I understand it, 
through people that I've known. You were there and then 
at the end of the course, you presented yourself and were 
investigated to see if you were deserving of a diploma from 
the Hochschule, or a degree from the university, and then you 
passed the test. Things change of course through the years 
but I myself, and Kurt, were not required to give a final 
examination. I suppose, if a person didn't keep up with 
the progress of the class of the instructor, he would have 
to see Professor Georg Schunemann in his office and be 
read the riot act. But somehow, those kids and the young 
women and men there, they just decided this was an honor 
for us as well as for the teachers to teach there, it was 
an honor for us to be accepted there and we had better well 
do what we were supposed to do. The motivation was not 
necessary. There was no pampering, there was no pulling 
people through or, shall we say, class evaluation of the 
professor. I have known ideas on that. That is a Watterloo, 
as far as I'm concerned, but there is no such thing like 
that, or there wasn't. The professor's word was it. The 
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privilege probably was abused, but I didn't run into it. 
So, besides that, I don't know. Have I mentioned this yet 
in a tape—I got to be a good friend of Roman Totenberg, 
who became a very fine violinist. He was that Polack in my 
class. 
BERTONNEAU: Yes, you just briefly mentioned him. Only 
his name. 
REHER: Oh is that all? He got to know an old gentleman, a 
doctor in Berlin. Did I mention this? 
BERTONNEAU: No, no. 
REHER: Dr. Asche who was a viola player and amateur who 
had all the music. And Roman Totenberg came to my brother 
and me—I guess we met Roman Totenberg in our chamber 
music class—he said, "How would you like to play quartets 
with a doctor that I got to know who's heard me playing at 
some student concert? And he would like to have three 
people from the Hochschule come to his house on Sunday 
night, and there'll be a nice dinner and there will be, you 
know, chatting, and then we'll play three quartets. He's a 
good viola player, but we need—I want to organize [a 
quartet] with you." So, for two years, we had the oppor-
tunity of spending three hours at this German physician's 
home, every Sunday night, without fail. That was our 
Sunday night activity, playing with a wonderful violinist. 
We played all the literature as a quartet. I learned the 
literature from A to Z backwards, on the second violin, at 
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that period in my life. Because we played everything. He 
could play everything. He had all the music. And what a 
marvelous thing, to get into the home of.'.a German doctor 
who had the material and who was so gracious and gave us a 
full dinner. That meant a lot, you know. We didn't have 
to go and scrounge for the Konigsbergerklops mit Kapern-
tunke in the restaurants, the local restaurants. 
BERTONNEAU: Was this when you started to pick up the 
viola? 

REHER: No, I had no thought of it. The viola I picked up 
quickly in the high school experience at Interlochen—I 
think I told you that—where they asked us, in the first 
year, to each play one week in the section in the viola and, 
of course, it was all foreign to me, a different clef. 
This was strictly violin, but I learned the second violin 
parts, and I say that with emphasis, because later in life 
I've done the same thing with the viola part, obviously, 
and also with the first violin part. That's another phase 
in my life that I'm talking about because I think it's 
incumbent upon a musician to know the chamber music 
literature not only from his own instrument's point of 
view. You listen and you look. But that was an experience 
that was invaluable. It was my first real thorough intro-
duction to chamber music. Before it had been with my 
father, and it was arrangements of a little bit of the 
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early Beethoven, or something like that, not even then, at 
that time. That came later with my father. But it was 
invaluable. 

All right. Then, also, my parents said, "The summer 
vacations you must come back to Hamburg." And we came 
back for Christmas, and we went on the train. There were 
all kinds of trains. There was the FD-Zug, there was the 
D-Zug and then there was the Bummel Zug, which means 
almost the freight train. It took eight or nine hours 
between Hamburg and Berlin. There was no border to cross. 
It took forever, but it was cheap. We got there. 

But then, also, they said, "We're going to spend the 
summer of 1930 in Denmark." We had one month of the most 
magnificent vacation, and we all went up there, somehow. 
My dad took us up there, and my mother, and we then at 
that period renewed the acquaintances that I had made in 
1923 during the inflation. This was 1930. Well, by this 
time, we were already eighteen, nineteen years old, and 
I remember the tennis I used to play with my second cousins 
and friends and relatives of my mother. And I drool when 
I think of the experiences on their little private yachts 
and sailboats. They weren't wealthy people, but they all 
managed to have [boats]. And this is in this little town 
Fredericia where my mother met my dad. 

Well, we stayed for a couple of weeks before moving 
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on to Copenhagen where my cousins all were amateur musicians, 
so we had to play music at night. We all got together and 
played music. My dad, I suppose, contributed there, and 
we all just got together with our Danish relatives and 
played music. "But first of all, Sven, we're going to have 
a bicycle ride, and Kurt, we're going to go through the 
countrysides—it's not a very hilly country—and then we're 
going to go down to the yacht and I'm taking along coffee," 
one girl says, "and we're going to have open-faced Danish 
sandwiches, and we have all this marvelous stuff, and we 
are going swimming from the yacht." And, of course, you 
know, in Denmark you strip. There's no such thing as—in 
1930—as putting on, being modest about it, you know? They 
just did it. Very natural. There was nothing to it. There 
were young fellows and young girls, and they were there. 
That's the way they were made. And they jumped into the 
[sea]. And the water was so cold. And I remember this one 
man. He was married to one of our friends. He was a little 
older than I was. He was from Vienna, I remember that— 
Georg Busieck—but he was a Dane. He worked for the Danish 
post office. I saw all these jellyfish. I said, "Well, 
Georg, I can't go into this" (I spoke Danish then) I can't 
go into this with a vammann, it's impossible." He says, 
"Oh, don't worry about it. Move around fast and they won't 
touch you." So, in the nude, I jumped off the boat, you 
know, and swam. It was ice cold water. So, we came 
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aboard and put on something, a robe or something, and dried 
off and had this Danish cake and coffee, and then we had 
the music in the evening. Very gemiatlich, marvelous. 
Wonderful change from Berlin. And that I treasure very 
highly. Then we went back to Berlin and did the same thing 
over until it got to the time of spring, 1931. 

Then I started to make noises. "Why?" you say. It's 
because my reenter permit to go back to the states was 
only a one-year thing. It could be renewed on two segments 
of six months apiece and then that's it; then you were 
stuck. Then you had to go through the whole bit again. 
So, I started to say, "Well, I think that I'd like to go 
back to the states." I'm asserting myself again, for the 
second time. The first time it was to stay to finish my 
high school. Now, two years later, I was determined to go 
back to California. And this caused a lot of traumatic 
experiences. My brother's reenter permit had expired 
because he had been there a year already. And my mother 
and dad—all of us—were just Europeans living there who 
had lived in California for a while, or New York, or in 
Texas, wherever you want to say, but we had the problem of 
going back. And only I had the permit to come back. Well, 
it took a lot of talking, but . . . . 

I know you asked me a question a few minutes ago about 
did I notice any political trouble. Yes, I did. My 
professors, and especially Max Rostal and Karl Flesch and 
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Emmanuel Feuermann, all of whom were Jewish, and friends at 
the university who had professors who were Jewish, told us 
about how they had been vilified in 1930 and 19 31, already, 
by some of the fascists. I don't know what they called them 
at that time. They weren't Nazis, really, but they were a 
movement. They were Nazis, 1 guess. 
BERTONNEAU: National Socialists. 

REHER: National Socialist department or party. [They] 
were inclined that way and were persecuting and harassing 
the Jewish professors at the university. Not at the Hochschule 
yet. Somehow musicians cooled it more. There must have 
been some element in the Hochschule that felt that way, 
that were maybe anti-Semitic or anti-something. But 
musicians didn't as a rule—it didn't come out as quickly. 
BERTONNEAU: Perhaps because of the prestige they enjoyed 
as musicians? 

REHER: That's right. We had the prestige as musicians, 
as students. But it did in the university, and this was an 
unfortunate thing. And I remember they deplored that, and 
we had hours of discussion with some of the minor professors 
who were involved in things like that. And, of course, 
it was ugly. Here was beautiful Germany which had suffered 
so much in the First World War, due to its own fault, but 
has been recovering. And all through that, there was 

tremendous unemployment, Arbeitsschlossiakeit, in Germanv--
terrible all through that period. The crash had occured in 
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the States. The world was in turmoil in 1931. And Germany 
no less. 

I just want to say one thing before leaving the 
[topic]. But we did notice, in front of the prison where 
we lived, in Moabit, there were these parades of two 
different groups with the Rotepfanne and red flag, the 
Communists, and the Nazis. The Weimar Republic was there, 
but these young people of these opposing factions were at 
each other's throats all the time, and politically what 
went on in Berlin and in Germany I don't know, except that 
we could see the confrontations, and it was a good thing if 
we didn't go out on the streets when that happened, because 
they didn't know who we were. But, they didn't like the 
unemployment, the suffering. They didn't like the things 
they had to pay to the Versailles Treaty and it was a 
burden on Germany, economically. Now I don't say that 
Germany was destitute. No matter where you go, there will 
always be wealthy people, like that physician who had the 
quartets, and the genteel type of people that have the 
wherewithal and the means. And, I remember, that already 
[in 1931] people were driving sports cars. There were 
certain elements in Germany—they were not confined to any 
group, like Jews or Germans—there were wealthy Germans, 
whatever their background is, and there were poor Germans. 
But there were more and more poor Germans. And there 
were more and more poor Germans out of work. And this is 
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the thing that was brewing up the trouble. 
Before we leave Berlin, however, I'd like to say what 

pleasant times I had in Berlin itself with my brother. We 
used to take every kind of a Ringbahn, Untergrundbahn 
Omnibus. You know, they had all forms of transportation, 
which is lacking in this beautiful city here. 
BERTONNEAU: Don't we know that today!* 
REHER: Don't we know that today! But, I remember, we never 
had any automobiles. But, we went to Wahnsee. I went to 
Potsdam, Sans Souci; I went to Grunewald where they had 
beautiful lakes and the young lovers making love out there 
on the grass. It was beautiful. We had picnic lunches 
and we had trips to the surrounding countryside—Oh! I'll 
never forget my brother. We went on one of those trains 
that went out maybe an hour into the country, probably not 
far from the Luneberger Heide, but, you know, I think, a 
little farther west, to a little town which we said we 
should visit. And my brother, who didn't quite know as 
much German as I did, apparently, started to call someone 
on the train, a man, a grown man, du. 
BERTONNEAU: Uh, oh. 
REHER: Now, I don't know, that's a tremendous insult. You 
see, you have to say, "Professor Flesch Mochten Sie dass 
haben?" You have to use the polite form. But my brother 

* During the time of these conversations, Los Angeles was 
in the midst of a severe gasoline shortage—ed. 
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was not that well versed in it., or something, but he 
slipped out. I had to step in there and protect him from 
physical violence. Probably he was some Nazi or something. 
Who knows who it was. Or it was some German who was Germanic 
and we know the characteristics that some Germans have. 
BERTONNEAU: You were in Prussia, after all. 
REHER: Well, we are in Prussia after all. The Brandenburger 
Tor. But there were other things besides these wonderful 
trips that we had. We weren't living, shall I say, just 
with a fiddle under our chin—we had these experiences. In 
Denmark, and in the surrounding area [we went] to an 
occasional movie. We, of course, wanted to hear English, and 
I remember very distinctly getting finally into the first 
row seats in the Gloria Palast which was right near the 
Bahnhoff Zoo, because a movie had been showing there for 
weeks and weeks and weeks and it had English subtitles 
and was called Der Blaue Engel. 
BERTONNEAU: Oh, well. 
REHER: And there we saw Marlene Dietrich and Emil Jannings 
in this German-made movie called The Blue Angel which, of 
course, was one of the historic films. 
BERTONNEAU: Absolutely. 
REHER: I saw other things. I remember, there was a 
Chinese actress, at that time, Ana Mae Wong. I don't know 
if that name in the movies would have some. . . . 
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BERTONNEAU: It rings a bell. 
REHER: Yes. This was also in German with English subtitles. 
BERTONNEAU: Did you see any of the [Fritz] Lang films, 
Metropolis or M? 
REHER: No, I probably did. But, I remember, the other 
thing I saw was—I don't remember now when it actually was 
made, but it was a movie with Charlie Chaplin in it. 
See, this was just the beginning of talkies, it was '28 
that talkies began, I think. '27, '28, with Don Juan. When 
was The Gold Rush made? It was The Gold Rush. 
BERTONNEAU: '30 or '31. 
REHER: Well, it was partly movies with English talk. With 
German subtitles for the Germans, you know. Sometimes they 
have English subtitles. Like, there were certain showings 
of Der Blaue Engel with English subtitles. We didn't need 
it. No, I can't remember. I think, it was The Blue Angel 
that we saw in English subtitles, because we knew the 
German language. But it was a great film. We saw The 
Gold Rush. I was absolutely in a panic. I thought that 
was one of the greatest pictures I'd ever seen. It was the 
funniest thing when that man was eating the shoe leather 
in Alaska, or wherever it was. But, anyhow, that's one 
of the great films. And then there was this Ana Mae Wong 
and then Franz Lederer. I remember him as an actor in 
Germany before he came here. And so on. 

So, the German period came to a close on this very 
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sad dissolving of what was civilization. I can't emphasize 
enough to you, Tom, how important that period was in my 
life and how important Germany was and what a contribution 
they made despite their tremendous handicaps of these 
political factions. I don't want to go into political 
discussions because I don't really know that much about it. 
But I do know what we saw there, and if that was typical of 
what you got in Germany or in Europe as a musician, it's 
incomparable. It made my coming back to American univer-
sities later a very simple thing, at least to begin with. 
I had a head start on my colleagues. In the first place, I 
was two years older, and I think we've come almost to the 
end of this tape. Is there any other question you want to 
ask me about Berlin and I think we'll begin that next time, 
with going back to the States. 
BERTONNEAU: I don't think there's any more than a few 
seconds left. 
REHER: It was a full experience for both of us, and an 
experience that has stood us, because it really made us as 
musicians, practical, theoretical and everything. 
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TAPE NUMBER: IV, SIDE ONE 
MAY 14, 1979 

BERTONNEAU: We're going to interrupt our chronological 
progression, this morning, in order to talk about something 
which is of immediate interest, and that's the Ojai 
Festival which will start next weekend, in which you 
will be playing some new music and some old music. Let's 
talk about that for a few minutes, then. 
REHER: All right, Tom, I think that's quite appropriate, 
at this moment, to digress from what I've been talking 
about. Ojai is one of those festivals of music which 
is interesting to the concerned musician. As some 
critics, or shall we say devotes, of contemporary music, 
and music that has not been played yet, say: "Why do we 
always play the museum pieces?" They call anything 
that's been performed once a museum piece. Well, we 
know why Beethoven is played and why Bach is performed. 
But there is a need to play contemporary music. I think 
that the music of the great masters like Schoenberg and 
Hindemith, who have passed on, who haven't had performances 
of certain works, are entitled to them. It's difficult. 
The same problem applies to the Philharmonic. The same 
problem applies to Ojai as it does to the Philharmonic— 
it's a matter of money. The only organization, it seems, 
that gets away with performing unusual music and not 
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having a very big budget is the Monday Evening Concerts. 
There are several reasons for that, and we will go into 
that at some other time, I guess when we talk about the 
Monday Evening Concerts. But Ojai is in, I think, the 
thirty-third year, now. My personal experience with Ojai 
spans the last ten to fifteen years. I remember 
Stravinsky conducting there. I remember Michael Tilson 
Thomas. I met Pierre Boulez there for the first time a 
few years ago, and Lukas Foss, and there are many other 
conductors, and you might, Tom, refresh my memories, 
and I can tell you exactly whether I was there. Not 
that that makes any difference, but it is a privilege 
to be there. 
BERTONNEAU: Copeland, for example, was one of the 
recent conductors. 
REHER: Copeland, yes. You see, the Ojai Festival, on 
odd years—[laughter] that's the odd-even plan—on 
certain years, the Ojai Festival is controlled by the 
L.A. Philharmonic. 
BERTONNEAU: I see. 
REHER: Now, I think that's something recent, and 
there's been a lot of, shall we say, opposition to that, 
because the Philharmonic musicians themselves don't 
necessarily want to go up to Ojai and play concerts. 
And also, it's taking work away from other musicians. 
But, primarily, I think, it takes a certain dedication 
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and zeal and patience to play contemporary music. I feel 
very strongly that the contemporary composer has the 
problem of getting an orchestra or getting an ensemble 
to perform their music, because it is so difficult, and 
there's no point in just playing the music without 
proper preparation. It's not fair. If we are bored with 
something that's contemporary, we don't know how that 
will be accepted in fifty years or a hundred years, and 
therefore, if we make sloppy efforts at reproducing 
works put down by a master—and they are masters—they 
shouldn't put something down on paper for nothing. From 
personal experience, I know they have something. And 
it may not be great or greatly inspired or may not even 
be durable. But, I think, they deserve good performances. 
So, therefore, Ojai has that problem. They have the 
problem of paying. It's a union job, to put it bluntly, 
which the Monday Evening Concerts is not, so they have 
to pay a scale for a concert. They have to pay us per 
diem because it's out of town. They have to pay mileage, 
if we can get the gas, and they have to pay for rehearsals. 
Like everything else, inflation has affected that too. 
I think the concerts are now fifty dollars per performance. 
Well, that isn't very much in the scheme of things when 
you think what it takes. I've always said, the more 
difficult music is, the less it pays, and that really 
holds true for Ojai. Rehearsals are now—I think they 
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pay musicians thirty-two or thirty-four dollars for a two-
and-a-half-hour rehearsal. It used to be, you know, fifteen 
and twenty, and inflation has . . . but, it still doesn't 
keep up with inflation. We don't make any money at 
Ojai. 

I don't know what happened in those years, but usually 
Ojai has some connection with the Monday Evening Concerts, 
even though it isn't actually. I think Lawrence Morton was 
in charge of Ojai for a while. Do you recall that? I 
think, a few years ago. Anyhow, I know there is some 
connection; some of the men that played in the early years 
in the Monday Evening Concerts, like Don Christlieb and 
so forth—they have usually been active in Ojai subsequently. 
That's because this group of musicians are dedicated to 
performing unusual music. 

You asked me, just a minute ago, before this tape 
went on, "How do we prepare for a concert?" Now, there 
are some of these concerts over there that I'm not taking 
part in, obviously. There's a Jazz program, I think, on 
one afternoon and I'm not concerned with [that], but 
that'll relieve me of any responsibility. It's not like 
going and reading a Haydn symphony or a Beethoven symphony, 
which we've played many times under many conductors. This 
is music that's usually on bad manuscript paper, badly 
handwritten, but not professionally copied, scribbled in 
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cases. I remember, there was a composer—Ruggles? 
BERTONNEAU: Yes, Carl Ruggles. 
REHER: Carl Ruggles, yes. Couple of years ago, I swear 
it was the hardest piece of music to—not to play, but to 
decipher. Don't forget, I'm still old-fashioned, and most 
of my colleagues are. We expect, with music that we're 
supposed to play, to be able to read it. Of course, I 
mean, I have not gotten to the graphs and all that kind of 
thing that music is based upon now. Not all music, so I 
haven't had that experience. But even with Ruggles and 
Ives. A lot of Ives' music, for instance, is in manuscript. 
BERTONNEAU: The manuscripts that survive are appalling, 
to say the least. 
REHER: The what? 
BERTONNEAU: I've seen photostats of them. 
REHER: Oh, they're appalling, you say. Well, that's true. 
We have to read that. And even if it's copied by someone, 
it's a labor of love, I suppose, unless you hire a profes-
sional copyist. But, there again, we get into money; 
because, in the movies, for instance, everything is copied 
professionally—it's easy to read. But, you know, in the 
case of promoting Ives's music, of performing Ruggles's 
music, or any number of composers [it's difficult]. Not 
Copeland. Copeland's had a lot of print. And Copeland is, 
despite his years, a very fascinating and a very accurate 
conductor, who gets the most out of the music. I've had 
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experience with Copeland not only at Ojai, but also here, 
and with the chamber symphony, with Temianka's group, where 
he was a guest conductor once, here, a couple of years ago. 

First of all, I might say, the Ojai orchestra is a 
small orchestra, usually. It rarely has more than four or 
five violas. The reason I say violas is because I'm a 
violist. But that kind of indicates what kind of size 
orchestra it is. It's a little bit bigger than a chamber 
orchestra. Sometimes they augment it to, maybe, six or 
seven violas for one particular concert. But, generally 
speaking, it's a chamber orchestra. It consists of, 
primarily, young people who are dedicated to the music and 
who want to get a start in music, and [of] seasoned musicians 
like me, who are still interested in music. And this is 
the thing that's really kept me going, my vital interest 
in music. I'm fortunate that way. I'm never bored with it. 
I mean, some people I met while I was in the Philharmonic— 
oh, they don't want to play this contemporary music of 
Schoenberg [which], at that time, was forty years old. 
It's not good, they say, which is a terrible statement to 
make. And then at the next rehearsal [the conductor] says, 
"Well, we have to rehearse the Tchaikovsky Pathetique. "Oh, 
I don't want to rehearse that. I've played it so many 
times." So, I wonder what they're doing. If they don't 
want to rehearse that, they might as well stay home, because 
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music is not something that you can make a great deal of 
money with, unless you play it commercially, exclusively. 
And this, of course, is probably the biggest waste. 
Hollywood is probably the biggest waste of talent—I 
wouldn't say waste. But those people [who] are in it, 
they're the most wonderful musicians selected, and have a 
reputation, and play well on their various instruments. 
And they play music which sometimes is not of their worth, 
but they're paid for it. 

But, in Ojai, it's not a case of popular musicians 
playing popular music. It's there a case of obscure works, 
perhaps, or new works of composers getting the first light 
of day. It's a difficult thing for a composer. It's a 
struggle. 
BERTONNEAU: I heard Lukas Foss on the radio over the 
weekend . . . 
REHER: Oh? 
BERTONNEAU: . . . and he said you will be playing a piece 
by Hindemith, the Lehrstuck, which he wrote in collaboration 
with Berthold Brecht. That will be a premier on the West 
Coast. 
REHER: Yes. 
BERTONNEAU: And then, a fascinating work, by George 
Antheil, from 1925, the Ballet Mechanique. 
REHER: Oh I've played that there. 
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BERTONNEAU: Which you have played before. 
REHER: Oh yes, at the Ojai festival. That I remember 
playing. I don't remember who . . . I recall having 
played that. That's not the first performance, did he 
say that? 
BERTONNEAU: No, it would be the first performance for the 
Lehrstuck. 
REHER: But not for the . . . 
BERTONNEAU: . . . not for the Ballet M^chanique. 
REHER: Ballet Mechanique. No, that's been performed. 
Yes, I have played it. I don't recall exactly what the 
problem was, but I am not new at that. 

Now, let me get back to the composition of the 
orchestra. It consists of young people and people with 
experience who want to do that. I have taken leave of Los 
Angeles. I just feel like going up there to do it. I've 
been asked, which to me is a distinct honor and a privilege. 
It's nothing. I'm going to make money [on]. I'm taking 
my wife, and we're renting a place, and by the time I get 
through, it'll cost me money. But, it doesn't make any 
difference. You gotta do something that is meritorious. 
And I'll have a pleasure playing these. But, the preparation 
. . . this year's festival, one of the reasons I'm 
looking forward to it, is that the principal players in 
the string section are members of the Sequoia String Quartet. 
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Now, maybe people don't know of the Sequoia String Quartet, 
but I think it is an excellent group. I heard them play 
three Bartok [quartets]: Number Two, Number Three, and 
Number Five Quartets of Bela Bartok—on the Monday Evening 
Concerts, about two months ago. That's tremendous. And 
the week before they played the others: One, Four, and Six. 
They are the principals, like the two Japanese girls, 
Yoko Matsuda and Miwako Watanabe, excellent violinists, and 
Jim Dunham playing first viola, and Robert Martin. They're 
connected with Cal Arts, and Martin played cello. They 
are the principals of the [orchestra]. Well, they aren't 
seasoned players, but they're young and enthusiastic and 
very wonderful musicians. Then there are a few other young 
people that are selected to fill in and I'm playing in the 
viola section. I've been asked to, which I'm very happy for. 

So, we're going to have a good orchestra. It always 
is. And they are very willing to rehearse. But you have 
to have the music ahead of time. Now, I know, I'm put on 
the spot here, this time, because I haven't seen a note of 
the music, and they called me about four days ago when 
this gas crunch was really a big thing and the girl said to 
me, "Well, the music is over here." "Well where is that?" 
"In Burbank." And I live in Westwood. I said, "It is, is 
it? Is there any way I can have it sent to me?" "Oh, no, 
you'll have to come and get it. In fact you'll have to 
come at a certain time of the day because I'm not going to 
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babysit it all day." I don't blame her. But I said, "Well 
I don't know whether I'm going to make it. I don't like 
to use four or five gallons to drive to get music." I 
said, "How did some of the other people get it?" "Well, 
the members of the Sequoia Quartet got it in Las Vegas." I 
said, "Oh, really?" "Oh yes, they played up there with the 
Cal Arts, with Carter." You know, Elliot Carter, the 
Kentucky composer? Did you know that they played a concert 
there the first week-end of the Las Vegas gas crunch? They 
played in a place that seats 2,000 people. There were 
seventeen people in the audience. 
BERTONNEAU: My God, what a calamity. 
REHER: What a calamity. Preparing with a well-prepared 
program. I'm sure, if>those people were involved in it, 
that it was well-prepared. Contemporary American music. 
So, it's not because Carter can't draw better, because he's 
drawn better. But, you see what's happened. The economics 
of the gas crunch. I see in the paper that they said that 
the Ojai Festival will go on, says [William] Malloch, who's 
chairman of it, apparently, who I know very well. And I 
don't know whether it's wishful thinking or not, but they 
have to depend on gasoline to get there and they also have 
to depend on their audience coming. It's not alone that 
we get out there. We have to have an audience, because that 
isn't fair. Well, anyhow—so, I didn't get the music and the 
first rehearsal is here in Los Angeles on Wednesday night. 
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That's the very first rehearsal for the Ojai Festival, so I'm 
going to have to make do. There's a Wednesday afternoon 
rehearsal, a Wednesday night rehearsal, a Thursday night 
rehearsal, and then we go to Ojai Friday, and there's a 
rehearsal on Friday afternoon at four-thirty prior to~our 
nine o'clock concert. Have you been to Ojai, Tom? 
BERTONNEAU: Yes, I went to one festival three or four 
years ago. 
REHER: Who was the conductor? 
BERTONNEAU: I think it was the Copeland concert. 
REHER: Was that the Philharmonic? 
BERTONNEAU: I think it must have been. 
REHER: I was either not asked that year—I don't expect 
to be asked all the time—but I do enjoy it occasionally, and 
I certainly enjoy Boulez and I certainly enjoy Stravinsky. 
I mean, my musical horizon was enhanced. Now, you know 
more about the program. I read a little bit about the 
article yesterday, about Ojai but, obviously, a lot of those 
musicians are not going to have that music ahead of time. 
Because it's pretty much to expect a musician to go all the 
way to Burbank and drive twenty miles each way. 
BERTONNEAU: Well, these days, it's just a practical 
impossibility. 
REHER: Practically impossible. It's not that I don't want 
to. I have the time to rehearse, but they didn't sent it 
by mail. I don't blame them for that, because that would 
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take—probably it would get there after the Ojai Festival 
is over. [laughter] You know? 

But, anyhow, so we usually have conductors like Lukas 
Foss, or Michael Tilson Thomas, or someone like that, or a 
big name like Copeland, or Stravinsky, or Boulez. It 
all depends. I can't remember distinctly, in my mind now, 
who the great people were that have been there, but there 
have been people involved. I think, if I'm not incorrect, 
[Darius] Milhaud was up there. I don't remember. I can't 
tell you. But I've played under all of these people. Of 
course, Lukas Foss was a very capable musician who, I 
think, was for a time on the faculty of UCLA. But he's 
especially interested in contemporary music. I remember, 
very distinctly, about fifteen years ago, playing his piece 
for chamber orchestra called Time Cycle here at Royce Hall, and 
it was a very tricky thing. You could not read it at 
sight, but when you got used to it, it made sense. That's 
always the thing with contemporary music, Tom. You have 
to approach it with great patience. You have to be sure 
that every little nook and cranny of the work is brought 
out in proper perspective. It's not fair to make a 
judgment on a contemporary piece of music. And then, if 
it's in good shape, and ready to go, and the orchestra 
plays it well as a total—then you can't even say, "Well, 
this work is no good, it won't last." You can't do that. 
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I will never say that—I may have in the past—but in the 
last twenty, thirty years, I have never said that this 
work will not last. It's too treacherous to say a thing 
like that. 
BERTONNEAU: I spent a little time with Nicolas Slonimsky 
and, of course, one of his constant observations is that 
what you think is good today probably won't be remembered 
tomorrow, and what you are a little bit suspicious about 
will probably turn out to be a classic. 
REHER: That's right. You cannot tell and, as a musician, 
as a performing musician, we have no right to be critical. 
If we're interested to play that, we take the job, and we 
get paid for whatever is paid, and enjoy it to the fullest, 
and make it the best we can. If we're not interested in 
that type of music, don't do it. Of course, that's going 
to limit you. As a musician you don't stand still. You 
have to be constantly on the move. So, I think Lukas Foss 
is a good man to rehearse. I hope he's kind enough to 
realize about the gas crunch and that it isn't that some 
of the musicians, maybe, don't have the right attitude. It's 
because of the situation. But, we'll handle it all right. 
BERTONNEAU: Well, shall we turn back to our story now? 
REHER: Yes, and you asked me some specific questions about 
Ojai and I wasn't really prepared. I'm never prepared for 
anything. [laughter] It's my life's story, but I think 
in this case it is such a pertinent thing, and it is a 
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very important festival. 
BERTONNEAU: I'll ask you one more question. I think this 
is a subject we can come back to later. 
REHER: We can. What do you want to ask me? 
BERTONNEAU: We're in the middle of a heat wave right now, 
and the weather in Ojai is, if anything, hotter than it is 
in Los Angeles. How do you stand up when it's eighty-four 
degrees at nine o'clock at night? 
REHER: It is terrible. You know, I know my wife doesn't 
want to go, because she doesn't like the heat. But I said, 
"Well, if you want to go, I mean, you're invited." So, 
we were making plans to go. How do I stand up? Personally, 
or as a musician? It's difficult, because the heat, which 
is enervating—it just saps you, and you have to concentrate 
and, even if the person concentrates mentally, you know 
very well that fatigue does not help it. And at 9:00 it is 
warm and everybody is in shirtsleeves. There is no such 
thing as formal dress. And the people, the audiences—I 
often wonder—you know, it started out as a social event, 
[backed by] the society of that area. And they are not 
what you would call devotds of the music they1 re going to 
hear. But, they have something there which calls national 
attention to them. Ojai is definitely on the map, musically, 
in the United States. Small as it is, because you wouldn't 
get people like Stravinsky, and Boulez, and Copeland to 
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come there if it weren't, because they want big exposure 
and they're getting it. So, it is. It always comes at a 
terrible time of the year, in May, but that's the way it's 
scheduled. And they have those giant trees and, if you're 
lucky, you sit under the shell, and if you're in the back 
stands, you're lucky because that is the shady spot. The 
front stands, on the afternoon concerts, will be right in 
the sun and there's nothing they can do about it. 
BERTONNEAU: The viola players have a little bit better 
time. 
REHER: The viola players generally, and I specifically, 
will have it up in the shade. [laughter] But, that's 
an item. See, the wind players and the brass players play 
back in the shell, obviously, so they're always out of the 
sun. But, you see, that's another thing—about the instru-
ments. I have a very fine instrument and there are other 
paople playing Strads and Guarneris. To have that exposed 
to the sun is devastating. 
BERTONNEAU: That was my next question, as a matter of fact. 
REHER: That is the thing, always has been the thing, with 
outdoor concerts—Hollywood Bowl. I used to have my 
Hollywood Bowl viola. I had a second viola, which I used 
only for outdoor concerts, or in the Ford Bowl in San 
Diego when we played in the World's Fair, but many years 
ago. Because, there's something about the moisture, or 
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the heat, or something, that isn't good for that old wood, 
because it's patched together. 
BERTONNEAU: And the smoke from the fireworks, we might add. 
REHER: That's right. All those things are hazardous. But, 
we will manage at Ojai. I'm looking forward to it. It's 
a nice community. I don't have to use my car after I get 
there. We can walk around, go to the restaurants, and do 
whatever you want, and I'm looking for a nice time, and 
next week I'll tell you if it was nice. 
BERTONNEAU: Okay. 
REHER: You know, I mean, if we meet next week, hopefully. 
BERTONNEAU: I'm looking forward to it. 
REHER: Well, anyhow, I'll be more current on this festival. 
You see, before we go back to my situation in music, the 
life of a musician is a continuous thing. It's a very 
difficult thing to pinpoint, even though I think that, at 
that moment, I will never forget what I did in the great 
surroundings. There are certain outstanding concerts that 
I remember that I played. Especially orchestra concerts. 
But, the rest of them kind of melt together, and it's 
difficult to be specific. So therefore, in endeavoring to 
make some kind of thing out of this, I had to put things 
into categories like you have them in your files now, which 
at least remind me of a general area. Well shall we move 

BERTONNEAU: Okay, I think so. The next question is, we're 
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back in Hamburg, I guess, and the year is 1931, and you're 
arguing with your father, I think, the merits of coming 
back to America. 
REHER: Oh, yes. I tell you, that was my second confron-
tation with my father that was serious. The first was, you 
know, when I wanted to finish high school, in Ohio. But 
here, I was taking it upon myself—I wasn't aware of Hitler, 
or that machine that was building up there. I was aware 
of something going on, but it wasn't affecting me personally. 
And I felt that since my reenter permit was on its second 
lap, the last one, and had about three or four months to 
go, that I had better get back to the states. Otherwise, I 
would be just another German over there who wanted to 
emigrate to the States again. It's the same old thing 
over. So, I was discussing [this] in Hamburg. We got in 
between sessions at the Hochschule fur Musik in Berlin [and] 
I was discussing and arguing with my dad, trying to convince 
him. Now, mind you, I was, at that time, just not quite 
twenty years old—nineteen. I already had two years 
behind me in Berlin. And it was difficult to convince 
him, although he wasn't doing anything at that time. 

My father is [an] interesting man. He really didn't 
do anything, professionally, after—well, I take that back. 
In Europe, when he came back in '29, that one summer he 
went and played in a resort, near the Czechoslovakian 
border, called Badlandeck. I never went there, but he 
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went there and made some money there. He also got to 
conduct there. That was his principal thing, you see. And 
then he did play in some of the shows in Hamburg, which was 
his native town. Well, after 1931, my dad, with the 
exception of six months, didn't work at all. Now, he was a 
very young man, relatively (late 40s) . But, this is, of 
course, something personal, and I don't think it really is 
pertinent to this tape except that my mother came from a 
family [which], as I told you, had a little money saved— 
and they had houses in California, and she was a very long-
suffering woman, and [a] good musician, and came from a 
very fine family. But [she] somehow seemed to think that 
whatever Willi said was correct. You know, just like 
the opposite of women's lib. Her family and her home came 
first, and the concern for her husband. Why she wasn't 
after him that he should do some work, I don't know. He 
was helpful around the house, but he didn't really earn a 
living. This is a terrible thing to admit—he didn't 
really produce, didn't do what he was really capable of. 
You know, there are many things that he could have done — 
write music, something like that, even if he couldn't 
think of earning a living as a player. But, you know, when 
you audition with Fritz Reiner to get into the Cincinnati 
Symphony, you're not a has-been. You see, he was a good 
violinist, for the day. I mean, he was not what you would 
call one of the modern school of violinists, of Ivan 
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Galamian and Jascha Heifetz. But, he was capable. He had 
a Sevcik background. He had a good background. 

But, anyhow—so ray dad wasn't doing anything in 
Germany, either. How I ever convinced them that we would 
go back to the States, I don't know. But, suddenly he 
decided well, he'd been in Europe for two years; it was 
about time: "Anna, pack the bags, we've got to move on. 
Let's go back to Los Angeles." Now, that's a big move. 
He had moved already, permanently, from Ohio to Germany. 
Now, he was going to go back to Los Angeles. But, somehow, 
it was maneuvered. 

The immigration authorities would not let my brother 
leave. I don't know why. Because his reentry permit had 
expired. He was as American as I was in education. He had 
two years of high school, that was all. But, they decided 
to hold him—and my brother also wanted to finish a 
couple of more semesters with Emanuel Feuermann. There might 
have been other circumstances. However, he did not go 
with us. But, I remember also the way we went. We put 
all the baggage, all the trunks, and all the materials 
that we had over there, onto the Munchen, the North-German 
Lloyd, which left Bremen directly through the canal to 
Los Angeles. A thirty-two day trip. Twelve passengers. I 
don't know how I convinced my father to do this, but he 
did it. He felt, maybe, there was some merit to going 
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around in the canal. I'm very grateful that I got to the 
canal, saw the locks, and saw what it's all about, you 
know? The weather—it was in May, in this month. You can 
imagine, if it's hot today here, how hot it is in the 
canal. Well, anyhow, we left by steamer and, I think, the 
Munchen put in at Antwerp and I think it stopped over in 
Southampton. I'm not quite sure. And then we headed on 
across the long Atlantic, crossing down into the Caribbean, 
in 19 31, in May. We were, of course, just another group of 
immigrants, except I wasn't. I had a legitimate entry 
permit, which my family didn't have. But, again, my father 
having owned several pieces of property—this weekend, I 
was thinking about the red cars. My God, how could they 
ever have talked us out of that? 
BERTONNEAU: I bet a lot of people are thinking about that. 
REHER: Oh.' You know, Tom, I'm not just talking about 
something I read about. I experienced it. And they were 
fabulous. They were noisy, big and clumsy. But, I'd 
rather have it that way than—well, anyhow. . . . So, my 
father had this property, and so he convinced them that he 
would be able to immigrate, and to immigrate into states 
from San Pedro [was better] than New York because, somehow, 
you're treated differently when you come as an immigrant 
from Europe to California directly and haven't touched 
American soil in the meanwhile, except for the Canal Zone. 
In the canal trip, we stopped at Cristobal Colon. Cristobal 
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is on the Caribbean side. Have you been down to the canal? 
BERTONNEAU: No, I haven't. 
REHER: I see, well it's quite an experience. Every 
American should, if possible, go down there to see it, 
because it's just—it hasn't been improved, really. They 
could only get certain types of ships through there. And 
they're debating making another canal, they're debating all 
kinds of things. Well, that's another matter. But, I 
enjoyed the trip thoroughly. It was a one-class ship, 
twelve passengers. It was filled to capacity and a crew of, 
I don't know how many, sixty, seventy. You know, I 
don't know what they were carrying. I know they were 
loading some . . . Oh, another stop we made, after we got 
through the zone, was in Guatemala, at San Jose. There 
we had to stay on the ship. I didn't have the money, and 
none of us went ashore, although they had trips planned. 
And anyone that didn't want to attend were taken to the 
shore and they could take that eight-hour train trip up to 
Guatemala City. But, they were loading. I saw a banana 
boat loading things, so there was a lot of banana activity. 
And we finally arrived in Los Angeles and, of course, it's 
a tremendous feeling to see beautiful Palos Verdes with 
that big hill with nothing on it, you know, coming there, 
and very few buildings in Long Beach. And all that area 
between Los Angeles and Wilmington, where we landed, were 
open fields. Oil wells, some oil wells there. Signal hill 
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was there, in Long Beach, and going full blast with all 
the little derricks on the hill. It's way before your 
time, but you've seen pictures of it, yes. Oh, I remember 
going, driving through that area with that pumping going on 
there. They're still pumping out there, but we're not 
getting much out of it. 
BERTONNEAU: Where it's going. . . 
REHER: Where it's going, we don't know. But, that trip was 
uneventful, except that, of course, we entertained with our 
music. Now, there was nothing here for us, because Los 
Angeles, as well as the States, as well as the world, was 
now in a tremendous Depression. 1931, in the summer, was 
pretty dismal. In fact, one thing went from bad to worse, 
in the next two years. And my dad couldn't find work if 
he wanted to. I joined the union in May of 19 31, right 
after I got here. Now, that's quite historic in a way, 
because I became a life member of the union in 1961, long 
before I ever got of the age when people usually become 
life members, when they're sixty-five. But, the only local 
in the whole country where it's possible to become a life 
member is Los Angeles. I don't know if it's possible any 
more. But, after thirty years service, no matter what age 
you are, [you become a life member.] So, I had my gold card 
before I was fifty. But, that didn't mean anything except 
I didn't have to pay dues anymore, which were only twelve 
dollars a year, or twenty. It was minimal. It's just the 
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idea of life member and the privileges thereto—whatever. 
So, I joined. I didn't hope or think of getting any work. 
But my dad decided—we moved then to Cerro Gordo, "the fat 
hill," that's what it means in Spanish. And it was up 
there, in Edendale, which is contiguous to Echo Park. You 
probably read about that, Tom, the steepest hill in Los 
Angeles, Fargo? 
BERTONNEAU: Fargo, right. 
REHER: I've walked up and down that hill many times. It is 
absolutely almost perpendicular. But, we lived right near 
there, on top of that little hill. And my dad said, "Oh, 
no, we've got to live up there." Well, we had a house up 
there, which he had built in the previous period when he 
was in Los Angeles, in the twenties, and it had been rented 
out. But we got possession of the house, because it was 
ours, and I remember, there was a goat in the backyard 
which belonged to a neighbor. And right across the street 
was a man by the name of Rodriguez. Now, he doesn't mean 
anything to you, but he was a very fine pianist, and he was 
also program director of KFI, which was a radio station. 
And he had a job, and he was working, and he was a very 
fine pianist. 

BERTONNEAU: Was this by any chance Jose Rodriguez? The 
name I associate with the Philharmonic for some reason or 
other. 
REHER: Yes, I think that is. But he wasn't from the 
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Philharmonic. 
BERTONNEAU: He was program annotator, I think. 
REHER: That's the man. We knew him young, and when we 
just came from Europe. But, he lived up there on Fat 
Hill with us, just across the street. There were weeds 
and I had to go out and do the weeds, you know, and do all 
the things that I had to do and I thought to myself, Well, 
how am I ever going to get started in music in this country 
which is a desert, now? Now, mind you, that means there 
were musicians that were employed. The musicians in the 
Philharmonic orchestra had a good job, a relatively good 
job and, certainly, that group that controlled the motion 
picture studios, because by this time it was all sound film. 
They were working day and night. No taxes. And, I 
understand, it got so bad that someone died on the stand, 
from exhaustion, got heart attacks. Really working hard. 
I don't see how they put in those hours. Many of them were 
Philharmonic musicians who did their job in the Philharmonic, 
and then the studio call was arranged so they could play 
from one o'clock on, if there was a rehearsal in the morning. 
So, there was a group that was getting everything. 

And America became the land of unemployment. Really 
devastatingly unemployed. So was Germany, but Germany had 
been going through so many things. So what's unemployment? 
But, of course, this brought on Hitler unfortunately. I 
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mean, that helped bring him on because, you know, when 
someone gets up there in shining white armor and promises 
you all kinds of things, you know, they really believe 
them. I think I must make an aside here, that all of us, 
no matter where we live, are subject to the charisma or the 
pounding in, the drumming in, especially if you're up 
against it. You know, you'd almost buy anything. And 
this could happen in this country, or could have happened 
at one time. 
BERTONNEAU: It did, to a certain extent, in Louisiana, 
during the Depression. 
REHER: That's right, that's right. Very well put. But 
my dad would not deny [me my] continuation of a normal 
existence. You see, my brother wasn't there yet. This 
was a little bit of concern to my mother. You know, he was 
still over there and, come July and August, he was still 
over there. He didn't deny. My dad didn't deny. He said, 
"Let's go to the Hollywood Bowl, we can get in for twenty-five 
cents, or fifty cents." And that's how I got some of the 
earlier programs, you know. Before I was in the orchestra, 
I heard some of these programs from '31, '32. 'Cause my 
dad insisted we go to Peppertree Lane, and hear the Los 
Angeles Philharmonic, that's all. 
BERTONNEAU: One of the programs is from 1933. It shows 
that Nicolas Slonimsky conducted there. Do you remember 
that? 
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REHER: I certainly do. The fanfares. 
BERTONNEAU: Yes. 
REHER: I remember it very distinctly. That's another 
subject. But, I remember that. I remember Nicolas 
Slonimsky. I remember he wore something white. He had 
either white slacks or a white coat. I remember he was 
striking, and thinking, "Gee that's interesting, all these 
fanfares between the music." It was kind of a shock for me. 
But, that was one of my first exposures to the Bowl. But, 
in '31, I did the same thing. But, I felt, by the time I 
got to September, I was wasting my time. I can't do this. 
My dad said, "Practice!" That makes perfect. "Now you 
practice!" I started to say that I'd like to further my 
education. "What do you mean, education? After the 
Berliner Hochschule, why would you want to go anyplace?" 
But I prevailed upon him, and I forced it. I did all 
kinds of little things that I could possibly get my hands 
on to help them to make some money to come to UCLA. And 
it's interesting that I sit here now, right where I was 
in 19 31. In this building, which was there at that time. 
And 1111 give you my first impressions of UCLA as we go 
on. But, the tuition, the incidental fee was twenty-five 
dollars. And we had to have a student fee if we wanted 
it, of five dollars, which took us into the football games 
and into the basketball games. I was very much insistent 
on that, and I worked at home, washing dishes and things 
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like that, to make those extra five, ten, fifteen cents— 
to accumulate them for that. Well, anyhow, that's getting 
ahead of the story a little bit, because, by that fall, 
or by that summer, my dad had already organized an orchestra 
again. He always wanted to conduct. Now, this was 
organized in San Gabriel. 

Now how did we get to the Hollywood Bowl? We took the 
red car. And the red car went up Highland Avenue, transferred 
at Santa Monica and Highland, and the car went right to the 
Bowl. How did he get to San Gabriel? There was no problem 
whatsoever. He took the red car. He had no automobile, 
no matter where he lived. It was only that horrible hill 
that we had to climb to get down to the line on Glendale 
Boulevard. 
BERTONNEAU: But, you were close to the main station, 
weren't you, downtown? 
REHER: Yes, but not in walking distance. That's right, 
we were. The Pacific Electric Station was at Sixth and 
Main. I told somebody about that last night. He was 
interested in architecture. I don't know what's there, now. 
BERTONNEAU: I don't either. 
REHER: But, it was a big thing, and I'll describe that 
later, if you want to hear about my impressions of the 
Pacific Electric. 
BERTONNEAU: I think this is really an appropriate topic 
about now. 
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REHER: Yes it is very much so. So, we'll leave my dad 
there, having organized the orchestra. But, that leads to 
my brother coming over here so I don't want to lose that. 
BERTONNEAU: All right. 
REHER: How shall we do it? Shall I go into the Pacific 
Electric thing or shall I finish with my dad? 
BERTONNEAU: Let's finish with your dad. 
REHER: All right. My dad had organized this little 
orchestra in a Methodist church or something like that, and 
the pastor was very nice and, eventually, one thing led 
to another, and my dad talked about his son who was still 
in Germany, but he had to have some kind of support or 
some kind of an affadavit. So that gentleman was very 
nice. After much pulling, and hemming, and hawing, he 
made out [an affadavit of] support. He knew that we had 
enough money to get by, but that wasn't enough for the 
government. They had to have someone else to say they'll 
be employed. 
BERTONNEAU: Sponsorship. 
REHER: Sponsorship, yes. See, we're aliens. So, finally, 
my brother came over in October, and that was four or 
five months later, and it was a long wait for my mother. 
She was very apprehensive. My dad, of course, figured, 
it just gives her another chance to go back to Germany 
to see him. But, Kurt was glad to come over, too. He 
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had finished his studies there. He had been over in 
Germany one year longer than I, because he'd gone there 
one year before I did. So Kurt joined the family. And I'll 
never forget, whereas I was pulling and gunning to go to 
UCLA, Kurt was only finished with his sophomore year in 
high school. And Kurt said, "Well, I'm not going to go 
finish high school." So, therefore, eventually I 
persuaded Kurt to do it the next year. I said, "Go to 
high school." So, he went down to what [was] known as 
Polytechnic High at that time—"Poly High." It [is] L.A. 
Trade Tech [Los Angeles Trade and Technical College] now. 
BERTONNEAU: Oh, I see. 

REHER: Downtown. How'd he get there? He took the red 
car. But, I mean, he finally did it and he finally got 
his high school diploma and he played a cello concerto for 
the [graduation]. And, of course, he was the toast of the 
town there. He got his two years finished in one. He 
had language, experience, met the requirements easily—all 
that kind of stuff. So he finally made his high school 
diploma. I said, "You've got to have that, if you live in 
America, at least." That's as far as my brother got with a 
formal academic education. 

Well, I was launched upon a long career at UCLA. 
I didn't know it, at the time, but I'm glad I did, because 
it expanded my knowledge as a musician and I made so many 
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contacts here. It was a delightful experience. I cannot 
say that enough. But UCLA came just in time for me. 
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TAPE NUMBER: FOUR, SIDE TWO 
MAY 14, 19 79 

BERTONNEAU: We're going to talk about the Pacific Electric 
Railroad for a little bit because, in the midst of this 
gas crunch, that's probably the most nostalgic memory 
that any Angeleno can have. 
REHER: Tom, thank you for referring to me as an Angeleno 
because I do feel like an Angeleno. We've described how 
long I've been here, but ever since I remember, in all my 
youth and my going into college, there was the red car. The 
red car was a network that existed for seventy years, or 
sixty-five years, I believe. 
BERTONNEAU: Close to seventy years. 
REHER: Was it? I don't know the history of it. In fact, 
I'm kind of curious now, too. The headquarters for the 
Pacific Electric, which was, I think, a strictly Southern 
California operation, was at Sixth and Main Street. I'll 
never forget that place because that's where I was inducted 
into the army in the Second World War, at Sixth and Main— 
that's where I took my physical. But, that was also where 
the red cars all seemed to converge. 
BERTONNEAU: That's where the lines came together. 
REHER: Yes, they had about six tracks coming into the 
first floor. They came from the back, you know, Los Angeles 
Street or Alameda. There was a big railroad thing, and by 
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the time they got up to the main street, they had already 
risen on an elevator so that they all stopped up there. 
Of course, the traffic was fantastic because they spread 
out like the tentacles of an octopus, all over the place. 
You could take the Venice Short line or you could take the 
Newport-Balboa line, you could take the Covina line or 
you could take the San Bernardino-Riverside line. I 
think the car even went to Redlands. At that time it 
went to Mount Lowe; and it went to Santa Monica. It went 
to Long Beach, obviously, and it went to Wilmington. I'll 
never forget, I was in an accident on one of the red lines 
while I was a service man in the Second World War. My 
wife was with me; it was in Watts. We were rear-ended by 
another train. 
BERTONNEAU: My gosh! 
REHER: There was a panic, you know. We were in 1943 or '44. 
I don't know what happened; some signal went wrong, but 
we spent the night with some people in Watts, because my 
wife was really in shock, practically, and we just 
jumped into somebody else's bed. They were very nice 
people, Mexican, Chicanos, or I don't know what they were, 
but they were so friendly and concerned. 

The red lines were big, old-fashioned trains. They 
were nothing streamlined like we have in Europe today, or 
in the eastern cities here, with rubber wheels. You know 
how some of them are. Like in Heidelberg they're very 
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lovely. I mean, you can go from downtown Heidelberg to 
different areas by this streetcar, very narrow-gaged. These 
were a standard gauge and I don11 know if there was any 
connection between Southern Pacific and Pacific Electric 
or not. But there's that line that comes down through 
Beverly Hills. 
BERTONNEAU: Right. 
REHER: It comes down Santa Monica Boulevard, and then it 
goes on to Beverly Hills? 
BERTONNEAU: That's a P E right-of-way. 
REHER: That's a P E right-of-way. Do they still have 
that? 
BERTONNEAU: The tracks are still there. I don't think 
they're running. 
REHER: The tracks are there; they're kept in operation. 
Every once in a while you see a train running, once a day 
to keep the franchise. But I don't think anybody will 
ever take those franchises away, now. It was enough to 
have this done to us by certain groups in this country. 
I have a very strong opinion that I know what groups 
they were, and Los Angeles was a beautiful, beloved place— 
with getting around there was no problem. Now, the red 
lines were very high; you had to step up on platforms that 
were several steps. Not at all like a modern streetcar 
should be, like in Mannheim, or whatever. You know, you 
find the modern streetcar like in Madrid. But they just 
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went every place and they didn't just go every two hours. 
The Venice line, I think, ran every twenty minutes, especially 
in a rush hour. See, don't forget, Tom, there was Los 
Angeles down there, Sixth and Main and around there, maybe 
to Venice [Boulevard] and down to Civic Center, which was 
the center of town. There were a few buildings there, 
nothing big. The Biltmore Hotel was built in 1923. (I 
read about that yesterday in some article, that they were 
restoring the Biltmore Hotel which has interesting memories 
for me too, with Jackie Robinson, which I'll go into a few 
hours later, you know, when we get along in our story.) 

But, it was ten cents to ride the red car. I remember 
that. And I remember they said, "Well, ten cents for this 
zone, and if you go any farther, if you go past Crenshaw on 
the Venice line, it'll be another ten cents." I don't know 
how long you'd go, maybe you'd go all the way to the beach 
for ten cents. But there was a certain area where it was 
ten cents and kind of a cutoff. And I remember that the 
conductor came by and he rolled his hand on something above 
here, like this [gestures], and pulled a lever which 
registered the number of passengers on a box at the end of 
the car. When I think of that now—what a racket that 
made. He set the thing one [notch] over and then came 
down—crunch!—and anybody that was sleeping was awakened; 
it meant another passenger had either bought a ticket or 
something. That's the way they registered. They didn't 
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have boxes for money. The man handled it right there, you 
know, with his . . . 
BERTONNEAU: . . . coin machine. 
REHER: Yes, coin machine. It was very, shall we say, 
primitive, but delightful. You would like it, Tom. 
BERTONNEAU: I caught the tail end of the Pacific Electric. 
REHER: Oh did you? 
BERTONNEAU: I have some personal memories of it. 
REHER: Well, I don't know if they had replaced some of 
the cars or not, or were they still the same? 
BERTONNEAU: No, I think they were the big lumbering 
cars until the very end. 
REHER: What a racket they made when they went through a 
neighborhood! But how convenient and efficient. 
BERTONNEAU: What a lullaby that racket would be today. 
REHER: Oh, yes. I think people are so fed up on the 
automobile and what it's done to us that they would welcome 
something like this. Sure, I know, there's always some 
people with a sports car. They hate to give it up. But 
they're going to have to. I don't know why the dilemma, I 
don't know what we're going to do. Frankly, whenever 
things get difficult in life, I always say I'm only a viola 
player so don't tell me your problems, [laughter] which 
is always an easy way out. But I have definite ideas and 
feelings about it. As far as spreading the word for 
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Americans to see California, the Pacific Electric did a 
very plus job. Their public relations job was fascinating 
and fabulous. 
BERTONNEAU: We've seen that the Pacific Electric was 
really the instrument which integrated your family into 
this society's culture. 
REHER: That's right. That's the first thing we did. How 
do you think we got from Wilmington to our place? You 
think we had a cab? We didn't have any money for a cab, 
and furthermore, that was so far through the wheat fields 
that Los Angeles [was] way over there someplace. Well, we 
took the red car. It came right down to the dock, practically. 
There was a red car that went down to where the ocean 
liners came in. It's fabulous when you think it was 
everywhere. It went to San Pedro but also to Wilmington. 
We went to the Hollywood Bowl by the red line. We went 
to the beach every weekend. My dad went into the ocean. 
That's one thing he did. Going into the ocean was one of 
his big hobbies; wherever we lived he always liked to be 
near the beach. If we didn't, he'd go on an outing from 
Cerro Gordo [and it] took us about an hour and a half to 
get to Venice. And Venice, at that time, had canals. 
BERTONNEAU: Oh, yes, that's well known. 
REHER: Everybody knows that. Well, I remember it when 
they had the canals. So, I think that's enough for the 
red cars. I remember, after the Hollywood Bowl concerts, 
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the cars were lined up six, seven cars. Different cars 
that were going to different parts of the city for the 
patrons of the Bowl that didn't have an automobile. 
BERTONNEAU: That's a magnificent vision, isn't it? 
It really is. 
REHER: Well, it [dismantling the P E] was a real cruel 
thing. My wife said the other day, "Well, why didn't you 
object to it?" Well, why didn't I object to it? It's a 
good question. You can remember it, you're a young fellow, 
so it wasn't too long ago. 
BERTONNEAU: No, it really wasn't. 
REHER: It was not more than fifteen years ago, was it? 
BERTONNEAU: Fifteen, sixteen years ago. 
REHER: Right. That's not very long. I was aware 
politically. Certainly I knew; but I didn't realize that 
this was going to come upon us. It has nothing to do with 
just Iran closing off oil. That's just something, I think, 
that's part of the fabrication. 

But, anyhow, let's get back to UCLA. My memories of 
UCLA are very vivid and my first classes [were] in the 
education building. There were only four buildings 
here—these four: Powell Library, Royce Hall, of course, 
and those two buildings over here, Chemistry and Physics 
they were, at that time. The education building, Powell 
Library, Royce, and Kerkhoff Hall. I think Kerkhoff Hall 
was there. 
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BERTONNEAU: Yes, that's one of the original buildings. 
REHER: The original Kerkhoff Hall. Oh, I'll never forget 
going in there as a freshman in 1931. I'll never forget 
the first football game that I saw here. A friend of mine, 
Edgardo Acosta—you will see his name in some of my programs— 
was a Pacific Coast fencing champion from UCLA, and he 
taught fencing here to some of us who had to take some 
form of defense—you know, physical education. There were 
no gyms when I got here. There [were] a couple of wooden 
buildings for the gym activities, and for football teams, 
and it was very primitive. The first football game I 
saw I'll never forget. This Ed Acosta—he says, "You came 
from Europe; now you've been gone from America. I want 
you to see what it's really like." So, he takes me down 
to the coliseum; and we got down there [to] this big, vast 
coliseum. There were 3000 people and [UCLA] was playing 
Occidental. Can you imagine that? Occidental. That 
was the first game in the season of '31, I think. You 
could check it. And it was a nothing-to-nothing tie at 
the end, at this big university. And [Edgardo Acosta] told 
me: "That's a moral victory—don't you know that?" And 
everybody was really going to town. (That year, you know, 
we barely beat Pomona—I remember that—out here in Spalding 
Field.) 

There were some other games in the coliseum. I went 
to every game for the first five, six years, and I enjoyed 
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getting into the American college life. It was really 
different than the European. I had that behind me, so 
I'll never lose that—but, I had this wonderful new 
attitude of six thousand students in the student body at 
that time. And the classes—of course, many of them were 
large. I was bewildered at first. A big university like 
this. Getting my lockers, finding the right place, and how 
to get out to UCLA? The red cars. You know, [they] saw 
me in good stead. I only did that trip for the first 
year. I remember, we lived on that hill, Cerro Gordo, 
up in Edendale. I went down and took the streetcar and 
changed the Edendale car at Sunset Boulevard. Then, on 
Sunset Boulevard, there was a red car running. One of them, 
at Hyperion Junction, switched off, kept on part of Sunset, 
and then finally went down Hollywood Boulevard. I don't 
think there was a streetcar on Sunset Boulevard. And the 
other one went down Santa Monica Boulevard. You see the 
planning. Santa Monica Boulevard and Hollywood Boulevard. 
In between, of course, was quite a big gap, but they 
couldn't cover everything. There were a lot of wheat 
fields in there anyhow. You know, in other words, the 
civilization grew up around the tracks because that's 
where the business was. So I transferred there and I 
finally had to transfer to someplace else. I remember 
also, there was a bus connecting with the line that went 
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down Hollywood Boulevard that went out to that distant 
place Westwood by bus over Sunset Boulevard on the strip, 
what is now the strip, which was a very narrow dirt road— 
oh, paved a little bit. There was a bus running down 
there to Westwood campus. I remember the campus when we 
had the bridge there, with the water. 
BERTONNEAU: Oh, the famous bridge. 
REHER: Sure. These were all my introductions. I mean, 
at college, life was in full gear and I loved it. 
Immediately, I also had a chance to play in the school 
orchestra, and I got to know a friend who was a senior at 
that time. His name is Paul Smith. Paul Smith is, of 
course, one of the most illustrious alumni that UCLA has 
ever had in music. 

Now, Paul Smith was a very clever man. He was 
conducting. He had arranged the music; he had only a 
student orchestra, but he wanted to get good musicians 
and he found me and he invited me over to his fraternity 
on fraternity row. He says, "Sven, come on over here and 
would you help me play through some of this music, would 
you help me in Campus Capers?" Well, Campus Capers was 
an annual show that they put on here in Royce Hall, in 
that pit. And I played Campus Capers with him and 
subsequently, of course, Paul Smith became Musical Director 
of Walt Disney (Studio in Burbank). He was a big musician. 
He's retired, now. But I worked with him at Disney. Not 
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through any connection that I had through him; but I 
happened to have come to Disney about twenty years ago and 
there he was and we renewed acquaintances. But he was a 
man who played the piano. He has still some brothers that 
play in Walt Disney Studio. You know, they were younger 
than he was and they're reed players, I think. But Paul 
Smith graduated from UCLA in the depth of the Depression, 
and I don't know what he did subsequently, but he has 
become very well-heeled, not only through his music, but 
through his investments. I don't know where he lives now. 
I've lost track of him. But he was one of my first 
contacts with people that, you know, were in my line of 
work. There were the professors . . . . But, don't 
forget, at that time I was not taking music. Listen, after 
all, let's face it, I came from the Berliner Hochschule 
fur Musik. I should come and take music courses after 
having been with Kurt Sachs? 

You know, I'm not deprecating the people that were 
here at that time. I have some memories of some of the 
people. In fact, it's interesting—in some of the old 
programs I read an advertisement for a lady who taught 
voice up here for people that were going to go into music 
education. Her name was Bertha Vaughan. I had to take 
voice because I was trying to become a teacher of music 
in the school system, which never materialized. And my 
voice is terrible, as a singing voice. She said, "You 
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try it, you go ahead." And she also had a series of 
concerts which she put on for her private students. She 
had classes here: beginning voice and advanced voice. We 
sang art songs and had to stand there, you know, and sing 
in the text of the language, though that was no problem 
if it was a German art song. But she said, "You could 
help me, Sven, if you would perform a group of violin 
solos in my recital for my students." You know, after 
all, it gets to be pretty dull to hear the recital of 
students no matter what it is. [So,] you have a diversionary 
thing. Someone from the Berlin Academy of Music comes to 
play some violin solos—which I did. Maybe it helped my 
grade. I don't know. I remember she gave me an awful 
bum grade. [laughter] My average was very good when I 
left UCLA, but I think she gave me a D in one course. 
That was a one-unit course. 

But in 1931-32, the concertmaster of the Philharmonic 
orchestra, Sylvain Noack was hired [by UCLA] to teach 
chamber music, and that was probably my first break. You 
see, my dad could do nothing. He had contacts, but they 
never materialized. It was just stagnant. Everything was 
absolutely deadly. [But,] the movie houses were filled. 
People went to the movies because they only cost fifteen or 
twenty cents. Otherwise, we had to use crystal sets to 
get early radio. But Sylvain Noack came here and he took 
an interest in me. My first experience with a viola was 
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in the National Music Camp. Did I tell you that? For one 
week of the season in 19 2 8 I had to play orchestra literature 
on the viola. 
BERTONNEAU: Yes, I remember you mentioning that. 
REHER: Yes. And that was my first experience. I didn't 
know anything about it, and I just barely scraped through, 
but my violin was my deal. So, when I came here Sylvain 
Noack said, "Would you mind playing viola, because we 
don't have any viola students at all here; it's just 
violin and cello." It [was] just about like it is now, 
you know, pianos galore. So, he became interested in me. 
I said yes, and he liked what I did and I helped him out. 
He says, "How would you like to go to a chamber music 
concert with the Bartlett-Frankel String Quartet?" 
Bartlett-Frankel were some business people in Los Angeles 
who sponsored a string quartet with Sylvain Noack, second 
violin: Anthony Briglio. The viola player was Emile 
Ferrir who was my mentor in the Philharmonic, subsequently. 
The cellist was, I think, Ilya Bronson. I'm not quite 
sure. But these are all musicians from the Los Angeles 
Philharmonic from the twenties and into the middle thirties. 

By this time, the principal conductor of the Philharmonic 
was Artur Rodzinski. He was the conductor of the Phil-
harmonic from 1929 to 1933. I'm not quite sure. You'll 
have to correct me on that. 
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BERTONNEAU: Rodzinski left in '33. 
REHER: Did [Georg] Schneevoigt come in there, or was he 
before? 
BERTONNEAU: No Schneevoigt must have been before [19 24-
1926]. 
REHER: Yes, '33, because Klemperer came in '33. So, he 
[Rodzinski] was there for four years and then, I think, he 
got a big job in Cleveland and, of course, he took some of 
the musicians from here to Cleveland, but they promptly 
returned a year later, because they didn't like the 
weather there. The red cars were more convenient, 
[laughter] But I remember, he [Noack] said, "Madame 
Rodzinski is playing with us." She was a pianist, she was 
a very good pianist. And they were playing the Schumann 
Quintet and she needed a page-turner. Of course, you 
know, I was really in seventh heaven. Here, the concert-
master was taking me in his car and it was at Scripps 
College in Pomona. That's where the concert took place. 
BERTONNEAU: That's quite a trip in those days. 
REHER: Quite a trip. Oh quite a trip is right because, you 
see, the only way to get there was through Pasadena and 
then go to Foothill Boulevard. Foothill goes through 
Pasadena, a little north of Colorado. 
BERTONNEAU: Yes. 
REHER: You go down Colorado and then you join Foothill 
and, of course, there was no race track. And then, one 
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town after the other. You know, Arcadia. . . . Of course, 
the red car went to Arcadia, you know—Upland. We went by 
car. Arcadia, Monrovia, Azusa--you name it. Finally we 
got to the place and in Bridges Hall, in the auditorium, 
the big auditorium which was there already, we played this 
concert. I turned the pages. And, of course, that was my 
first introduction to Emile Ferrir and to the other people 
in the ensemble. You know, I was a student, still. But 
that's all right. I was a student of Sylvain Noack and he 
taught me a lot of things. Sylvain Noack had lots of 
music. Some people criticize him, say he was dry, but he 
was from the Concertgebouw Orchestra. He was a Dutchman, 
and he was in the Boston Symphony Orchestra as assistant 
concertmaster. He had background. He was not just someone 
from Hollywood. He was also working in Hollywood Studios. 
Did you want to ask me something? You seem like you were 
on the verge of asking me something. 
BERTONNEAU: Did you say before that he had been a student 
of [Eugene] Ysaye? 
REHER: Ferrir, yes. Ferrir was a Belgian. Noack was a 
Dutchman, a Hollander, so they're lowland country, both of 
them, you know. So, we came back and there [were] 
individual courses. I remember one thing, though. I met, 
at that time, two students who were both undergraduates with 
me, and I think I mentioned one of them, Henry Bruman, who 
became subsequently head of the Geography Department here, 
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and he became a chancellor of the University of California 
in Germany, you know, in the university over there, 
Gottingen, Germany. He also then went to Penn State as a 
professor, and he was also a chemistry major in Cal Tech, 
and then he came here to UCLA because there was more 
culture. In 1931, he transferred here from Cal Tech 
because he thought it was too restricted. You know, Cal 
Tech is a pretty scientific school, and he then switched over 
to Geography, and he went and got his PhD in Geography at 
Berkeley. He's still here. I don't think he wants me to 
tell this, but he gave a lot of books and collections and 
money to the library here. The other one was Sigfried 
Puknat. Now that's a very odd name. Did you ever hear 
of him? 
BERTONNEAU: I can't say that I have. 
REHER: Well, he became a professor of German. We studied 
German together. Can you imagine me studying German here? 
It was a good contact because—I'll tell you the truth—it 
was easy for me, especially elementary German. I had to 
take A, B, C and D, you know, conversation and grammar. 
Well, it helped me to get my grammar in order. 
BERTONNEAU: After all, it helps the other students to 
have someone like you [in the class.] 
REHER: That's right. Well, I have some very pleasant 
memories, because I really majored in German here, getting 
my degree nine years later. (But that's ahead of the story.) 
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But this Siegfried Puknat went on to get his PhD in 
German, I think, also at Berkeley. And he stayed within 
the system. He then became a professor of German at 
Davis and now he is a chancellor—do they call them 
chancellors in Santa Cruz--one of the chancellors of one 
of the groups there. 
BERTONNEAU: Chancellor or dean or something like that. 
REHER: One of the colleges, he's head of it. And we're 
lifelong friends. Obviously, he was—both of them were—of 
German background. Both were born in Germany. Puknat was 
born in Hamburg, I think, same place that I was, and 
Henry was born in Konigsluther which, he always says, is 
right near Berlin. So those two friends I have kept up 
with very carefully and we're still on a good friendly 
basis. A lot of water's gone over the dam since that 
time. And they, of course, went on into academic ways. 
My job, of course, was to get a toehold in music. Although 
I wasn't aware, by this time, I was already being bombarded 
by the German department to become a professor of German 
and by the music department to go into teaching. 

So, I had avenues of escape there. UCLA offered me 
that. And, of course, I'll never forget. I got up at 
5:00 A.M., and I got the first streetcar at 6:20 from the 
bottom of the hill. And I got it and made an 8:00 class. 
I was here all day, and sometimes I stayed here in the 
evening. 
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Now, in those first few years from 1931 to 133 I 
wasn't working, except I had pupils. I remember I got 
five dollars a lesson. I had to go to their house. I 
finally picked up a little name for myself that I could 
make a little money. But one of the people that I met 
here in the early days—and I don't know what's become of 
him--is Hale Sparks. He was called the University 
Explorer. 
BERTONNEAU: He was a broadcaster in radio. 
REHER: Is he still alive? He wasn't much older than I 
was. He was a little bit older, but he was in charge of 
the radio station in Royce Hall here, and he did his 
[University Explorer broadcast] right from Royce Hall. 
There was a room up there which they had as a primitive 
broadcasting studio. He did a remarkable job to publicize 
the university. I don't know what the function was, 
except that he was the "University Explorer." He was 
telling the state about the University of California. Do 
you know what you wrote about him and his program? 
Because, I know, he had me on his program two or three 
times. He had me as a violin soloist, representative of 
the music department. 
BERTONNEAU: Did you play then? 
REHER: I played right up there, in 1932. 
BERTONNEAU: Oh, my gosh I 
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REHER: "Oh, my gosh!" is right. And he was so nice to me. 
I remember, he took me out to dinner and things like that 
and told me about the University of California as, of 
course, I'm gradually getting to learn it myself. I had 
a marvelous time. I never joined any fraternities because 
I didn't have the money, but I participated in everything 
that we had to do here, from the football games to the 
homecoming rallies. Oh, I just loved the parades down 
Westwood Boulevard which were going already in 1931-32. 
But that didn't get me anyplace in my professional life. 
Apparently it was inevitable that I wind up in music as a 
performer. I didn't think I would stick at it as long as 
I have to this very day, but I'm glad I did. It's been 
good to me. I still love music. Many professional musicians 
say, "I hate music." But they're in it. To me it's not 
a business, it is an art. Who was it the other day that 
was yelling at his orchestra? Some conductor says, 
"Music is an exact science!" I'm mumbling under my 
breath, "That's what you think, buddy." Music is not an 
exact science, it's an art. We know that. 
BERTONNEAU: Exact science—that's acoustics. 
REHER: That's right. Acoustics brings me to Vern Knudsen, 
who became a very good friend of mine in those early days. 
Well, anyhow, I was vacillating between a German major and 
a music major. I was a music major. Music education is all 
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they had. I can remember some of the teachers, but 
don't want to bring up any, except Bertha Vaughan. The 
orchestra leader was Squire Coop. He was very nice to me. 
I remember that. We had these rehearsals here, and we 
played all kinds of things in Royce Hall because there was 
no other stage. Sometimes there were little performances 
in the education building. Have you ever been in that 
building? 
BERTONNEAU: Oh, yes. 
REHER: That's called Moore Hall, isn't it? 
BERTONNEAU: Moore Hall, now. 
REHER: Yes. I knew Ernest Carroll Moore very well. But 
Squire Coop was very nice to me. Of course, Sylvain Noack, 
with his chamber music group—one thing led to another. 
In fact, I might say this—to jump ahead of the game a 
little bit—that Sylvain Noack asked me in 19 33 to become 
a member of his quartet, because Emile Ferrir resigned. 
He didn't ask anybody else in the Philharmonic. He wanted 
me to play viola in his quartet. So that's why you'll 
see my early programs are with Sylvain Noack. But that's 
getting ahead of the story, because my early programs on 
this campus in 1932 and 1933 were with my father. He had 
the Reher Quartet, and we might as well go into that, 
because it's part of UCLA and, mind you, UCLA as a performing 
place had really just opened in 1929. In fact, I doubt 
that there were many performances in 1929 and 1930. (I don't 
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know what happened; I was in Germany.) But in 1933 things 
were beginning and I'll never forget, my dad organized the 
quartet. He was going to play first violin and I was 
going to play second violin. Did I tell you this story? 
BERTONNEAU: I don't think so. Go ahead. 
REHER: I met [Edgardo] Acosta by that time. He owns an 
art gallery in Beverly Hills, now. He became a fine viola 
player and then he gave everything up and he's taking 
art, now. He liked my family and he was of Spanish-
Mexican descent. I remember his father. They lived in 
Lafayette Park, which was a very ritzy place at that time. 
BERTONNEAU: Near the park. 
REHER: Not far from there. It was very ritzy. And he 
was an importer of Mexican- or Spanish-speaking movies. 
That was his business. They spoke very broken English. And 
the mother looked like she was derived from Spain, some 
place, but I couldn't speak any Spanish and Ed Acosta, of 
course, spoke perfect English, so we were never bothered. 
But Eddie joined the quartet—"Sure I'll play second 
violin." Well, by that time, I had had this argument with 
my dad. I said, "I will not play second violin." 
BERTONNEAU: Ouch! 
REHER: I really was up on my behind, you see. Twenty 
years old, huh? I had been studying with Carl Flesch. 
Oh, the knock-down, drag-out fights we had! My brother 
too. He didn't participate, and when he finally arrived, 
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he got into the quartet. And it was a good quartet, but 
I steamed all over the place—a musical thing. Technically 
there was no problem, but I felt that my dad's interpre-
tations were archaic and were not updated. I suppose, in 
my youthful impetuosity, it was wrong. I should have been 
a little bit more charitable, but I had real violent 
arguments with my dad. So, he says, "All right, play the 
viola." So, that's when I started to play viola, about 
the time that [Noack] had asked me to play viola up here 
in the music department. I didn't know that he was going 
to ask me to be in his quartet, though. So that was a 
big honor. It was, you know, the depths of the Depression. 

All right, so. We get ahead. In those early days, 
[my dad] sold Ernest Carroll Moore the idea, why don't you 
hire the quartet? Dr. Moore said, "All right, Mr. Reher, 
you've got two nice boys here and one of your sons goes 
to school here. Why don't you give us a program and I'll 
pay you fifty dollars." 
BERTONNEAU: Not bad. 
REHER: For the whole four of us. Not bad, no. In fact, 
that was his budget. [We gave] two concerts, I believe. 
They're in my morgue there, my file. So, the preparations 
went on feverishly. Eddie Acosta played second violin. 
We played the concerts and there were a baker's dozen 
people and nobody knew us. But it was again an introduction 
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to UCLA. "Oh, one of the UCLA students is in an organization 
that's playing quartet concerts." So, you know, it got 
around. It didn't hurt. So, those were our early days with 
my dad and quartets. We played several little engagements 
he got us. 

Now by that time my brother had played an audition 
for a group and they sent him on a tour of Canada. That 
was big stuff. And the pianist was a very big pianist at 
Whittier College, Margaretha Lohman. She's pretty big in 
this town. I think she's still living, or whether she's 
dead or not, I don't know. But Margaretha Lohman was a 
delightful person. She never got married; she was a 
delightful person and a very fine pianist, and they had 
won an audition, Kurt and Margaretha Lohman, to take them 
on a tour of Canada in the summer or the spring of 19 33. 
They went as far east as Winnipeg. They had concerts in 
Vancouver, Moose Jaw—the little towns, you know—Regina, 
Saskatchewan. That's a wonderful area. Have you been up 
in Canada? 
BERTONNEAU: Yes. 
REHER: I love Canada, western Canada. My daughter lives 
out there in Nelson, British Columbia. So they played 
concerts there and they got rave reviews. Cello recitals 
with this Margaretha Lohman as pianist, because she also 
played a group of piano things and he played sonatas with 
her, you know. So, they combined and then she also 
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accompanied him. And, I remember, they also went up to 
Vancouver by ship. I don't know whether it was the S S 
Harvard and the S S Yale or not. You remember those 
ships, you've heard about them. 
BERTONNEAU: Coastal steamers. 
REHER: Coastal steamers. That's another thing that we 
just loved. Coastal steamers from here to San Francisco. 
That's all over. But they went and they were gone for two 
or three months. He had nothing else to do. By that time 
he had finished high school. I prevailed upon him to 
finish high school. 

That summer, in 1933, my dad went down to the union 
as his custom and he ran into a friend of his that had 
played with him in the California Theatre in the twenties, 
a violinist by the name of Raymond Paige. Raymond Paige 
says, "Bill, nice to see you again. I am now the conductor 
of the Don Lee Broadcasting System and we have our radio 
station at Seventh and Bixel, right above the Lasalle 
Cadillac Agency of Don Lee. We are an affiliate of the 
Columbia Broadcasting System. X conduct "California 
Melodies" and a few other things. Perhaps you could come 
down there and join the orchestra for part-time work or, 
eventually maybe full-time work." So my dad got a job in 
the depth of the Depression, in 1933, in about June. 
BERTONNEAU: Apparently, a musician was not a bad thing 
to be at that time. 
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REHER: From my litany here it doesn't seem like it was a 
bad thing to be at any time. It was something. Well, he 
was fortunate. He was at the right time and the right 
place at the union to meet Raymond Paige, and they became 
friends. Of course, he talked about his sons, which 
every father does, I suppose, because they're proud of 
them. In the meanwhile, I went through the summer of 
'33 at UCLA, having finished my sophomore year. I was now 
a full-fledged upperclassman about to embark on my third 
year. Well, get this straight. That's right, it was 
during that summer I got a chance as an added violinist 
to play on "California Melodies" and some of those radio 
shows that were emanating from that point of view. Made 
a few bucks. Also, my brother got the opportunity of 
going and playing in the Chinese Theater, which at that 
time was a big theater, you know, where they had stage 
orchestras. Not so much in the Depression, any more. 
But they had them up to the period of the crash, and then 
up to about '31. Everything died when we got here in '31. 
But '33, it was starting up, and Raymond Paige sold them 
the idea that they should have an orchestra to see if it 
can't get a revived interest in the Chinese Theater. And 
they did. My brother got to play in that orchestra, with 
Raymond Paige, someplace back in the section. But it was 
a job. 

BERTONNEAU: Were they just giving concerts? They weren't 
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accompanying movies anymore. 
REHER: No, they were not accompanying movies. Good 
observation, because by 1930, or while I was in Germany, 
movies were completely done on film or on track, whatever 
it was. They didn't need orchestras anymore. That was 
another thing that added to the Depression among musicians. 
He could no longer go to every theater, my dad, and get 
a job, because there were no theater orchestras in '31. 
It was all over. However, my brother did get that through 
the Raymond Paige connection, the chance to play. After 
his successful tour, Raymond Paige liked the credits, and 
he had this stage show which lasted a half an hour three 
times a day, or something. They got a check. So we were 
all working a little bit. In August, late August or 
September of '33, my dad lost his job at the radio station. 
You know, he was by that time full-time, but they let him 
go, and they said, "Mr. Reher, the Depression is eroding 
everything, advertising and everything; and since we're 
depending on advertising we have to let some musicians go 
and you're among them because you're one of the lates to 
come." Well, my dad was pretty upset about that, but he 
didn't want to play in an orchestra anyhow; he wanted to 
conduct, you see. It was a persistent ambition which he 
never did realize. So I went back to school as a junior, 
back in the music department. By this time, I was pretty 
big in the chamber music group, playing viola—played a 
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few concerts with my dad yet. The phone rings one day 
about six weeks after my dad had been fired. "Could I 
speak to Mr. Reher? This is Raymond Paige." "Oh," I 
said, "I suppose you'll want to speak to my dad." He 
says, "No, I want to speak to you, Sven." He says, "How 
would you like to come and join the staff at CBS?" What 
am I going to tell my dad? But my dad was beautiful 
about it. He said, "That's fine. You're a fine violinist 
and you should do that. You're young." He said, "I 
want to conduct." But it was a terribly embarrassing 
thing. Things didn't get better that quickly. Something 
happened. I was appointed, not assistant concertmaster, 
but I was an associate and got in the orchestra. And I 
remember I was obliged to play six hours. My first 
agreement with them was to play in the staff orchestra for 
Don Lee on CBS (KHJ). How did I get down to Don Lee? By 
red car. And I remember the great big beautiful Lasalle 
cars being sold, you know, for four thousand dollars. My 
God, what a fortune. I had six hours to play there and 
my salary was to be thirty-five dollars. Now, that wasn't 
bad, you see, that was five dollars an hour, five and a 
half dollars an hour. It was a union job; I was in the 
union already two or three years. And above all it gave 
me a chance to do some college work. I wasn't completely 
out of it, but I had a marvelous time. This was my first 
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professional job. I only stayed there one year. I got 
to play some solos on a national network with Raymond 
Paige. I remember, I played some Fritz Kreisler arrangements, 
like Tambourin Chinois. I remember that. I played that 
on a national hookup and I played also on the Inglewood 
Park Cemetery concerts with Frederick Stark who subse-
quently became the musical director—or the contractor— 
at Disney Studio in Burbank and in later years he went to 
Germany and retired and he's dead now. But it was an 
opportunity. All of a sudden in the thirties, in 1933, 
in the depth of the Depression, I was making it. As a 
student, I came back to the campus, I got that job in the 
first few weeks; and, of course, it got around. He's the 
only guy that's working, you know. He's a student, he's 
in a professional orchestra. 
BERTONNEAU: We've been ending these tapes on an up-beat 
[laughter], so I think I'm going to stop you here. 
REHER: How can you say this is an up-beat? Wellr it is 
an up-beat. 
BERTONNEAU: You have a job. 
REHER: I have a job. 
BERTONNEAU: In the middle of the Depression. 
REHER: In the middle of the Depression. As an immigrant 
boy from Ellis Island, the land of opportunity, the red 
cars and all the beautiful people here at UCLA. I have 
no complaints about life. 
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TAPE NUMBER: FIVE, SIDE ONE 
MAY 21, 1979 

TOM BERTONNEAU: The year 1933 is our opening topic today. 
SVEN REHER: Right. Did you want to ask me a specific 
question or shall we just start? 
BERTONNEAU: Off tape you mentioned a couple of things 
that stand out in your mind. The first one is the 
snowstorm in Los Angeles. 
REHER: Yes, the snowstorm in Los Angeles was quite a 
sight for me. I had, of course, seen snow, living in the 
East, in Copenhagen and in Berlin. But when I came and 
went to school here at UCLA, on the new campus in 19 31, 
it was sunny California without smog. It was the usual 
thing. I think it was the year 1932—it was a cold winter, 
and one morning when I came to the campus, it was just 
covered with snow. This was quite a spectacular sight 
and the students were just having all these snowfights 
and snowball throwing and trying to build a snowman on 
the campus, right here between Royce Hall and Powell 
Library, and it was quite a thing. Of course, there was 
some damage to the windows and things like that, but 
everybody just kind of played it cool and enjoyed this. It 
didn't last very long. You couldn't have done any skiing. 
Nothing froze to form a lake. However, in different parts 
of the city, I understand, there was quite a frost and 
there were even attempts at ice-skating. And it made 
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national news, the fact that UCLA had snow here in 
Southern California, and it showed pictures of the students 
in the activities. And the other thing I remember from 
that period, of course, was the fantastic earthquake of 
19 33 which, I think, was centered close to Long Beach. 
BERTONNEAU: Long Beach was the epicenter. 
REHER: Yes, and as I've mentioned previously, we had 
property and lived in Seal Beach at one time, and we were 
familiar with Long Beach, and it was pretty well levelfd 
and many people were killed in that quake. It was in the 
afternoon, late afternoon. I happened to be on a streetcar, 
one of the red cars, going home from UCLA. And it was the 
year, I think, that I was already working on the radio 
station in the staff orchestra of the Columbia Broadcasting 
System with Raymond Paige. But I did commute by streetcar, 
then. And, suddenly, the streetcar seemed to sway from 
left to right and the trolley came off the line on top. It 
happened near a power station and, of course, we had to 
sit. Everything blacked out. It was kind of dark, 
getting towards dark, and nobody really actually realized 
on that streetcar what was going on. It was near that 
Hyperion Junction on Sunset Boulevard heading towards 
Echo Park when this happened, and we got on the streetcar, 
and I made my transfer to the other streetcar that goes to 
the bottom of the hill. And when I got home, up on the 
hill there on Cerro Gordo again, there was my family 
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standing in the yard, and my brother was there, and 
everybody seemed to be deathly white, and they said; "Did 
you feel it?" And I said; "What?" It was the earthquake 
and, of course, it terrified the people in Los Angeles, 
because it was really a major hit right close to Los 
Angeles, and this was perhaps the first of three earth-
quakes that I've experienced in Southern California. 
People became very apprehensive and this lasted for a long 
time. I remember going to classes in Moore Hall and the 
chandelier in there seemed to be swinging for at least a 
week. There was a slight movement—shows you how well 
constructed it was--but it was there, definitely, and it 
was put into motion by the major shock, kept on swinging 
like a pendulum as if it would never stop. But the after-
shocks lasted for several days and it was a community, in 
those days, of radio. The only news we got was through 
the radio, obviously, and the newspapers. And Long Beach 
needed quite a bit of help. Needless to say, we were 
barred from going to Long Beach and traffic was pretty well 
halted. And there being no freeways and fewer hospitals—I 
imagine the catastrophe in Long Beach was of major 
proportions. I do know that some of the buildings like 
the Riviera Apartment Hotel—they survived, and also the 
building that was on the very front of that hotel. I 
don't know what they called it—the Hilton Hotel—and at 
that time it was something else. Well, all right, let's 
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get back to the musical scene. 
BERTONNEAU: Well, you mentioned the Columbia Broadcasting 
System Orchestra of which you were a staff member for some 
time. Would you tell me a little bit about that? It's 
new to me. 
REHER: Well, in the days of early radio, live music was 
very big. Playing recordings on stations was limited to a 
station or two. Most of them had staff orchestras, staff 
organists, and they made these programs which were 
constructed as variety programs, or musical programs as 
the case may be; and sponsors picked up the tab. So it 
was a definite case of commercial sponsorship of live radio 
talent, of Jack Benny people like that. I remember Bing 
Crosby coming to the station. He was a marvelous enter-
tainer, one of the best in the business. I remember, it 
was in the depths of the Depression. The first day he 
came and rehearsed with the band for the "California 
Melodies" program. He was just becoming famous. He had 
a roll of bills that would knock your eyes out. He had so 
much money and he carried it all in his pocket, here. He 
wore his hat. And I met a lot of other entertainers of 
the day, like Kaye Thompson and the Mills Brothers, the 
original Mills Brothers—they were a marvelous group. 
And many others. I really don't remember them that 
specifically except I know these shows were not prerecorded 
or anything like that, but they were very carefully timed. 
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They had rehearsals and then they had dress rehearsals in 
which the timing was done very accurately—in that day, 
anyhow. So, they come out pretty sharp on the half hour 
or the hour program. Raymond Paige, as I have said 
previously, was the music director of that Columbia 
Broadcasting System outlet at KHJ on Seventh and Bixel, and 
his sponsor was the people that had the agency, the 
Cadillac-Lasalle Agency at that place. And Don Lee and 
Tom Lee were very prominent people in Los Angeles in the 
thirties, and somehow liked his music. Of course, [there] 
was always KFI which was not far removed from KHJ. That 
was downtown, a little farther. Seventh and Bixel's 
almost downtown, but on the other side of Figueroa. Down 
there about Ninth and Grand, or something, was KFI. Those 
two outlets were the most important ones for live music. 
I might say this, Tom, that what we call the good music— 
I think it's silly to say that, because some of my best 
friends are in the other type of music—the good music, like 
legitimate music, or string quartet music, or chamber 
music, was usually done in the mornings. The prime times — 
they didn't call it that at that time--were reserved for 
these variety shows or jazz shows and famous dance orchestras 
like the Casa Loma Orchestra from the East. They all had 
programs which featured their dance bands, live bands, you 
know. 

My activities were scattered. I was assigned in that 
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orchestra to whatever came up. "California Melodies" was 
one of the big shows. Inglewood Park Cemetery program was 
usually on Sunday morning, was conducted by Frederick 
Stark who later became a very important figure in the Walt 
Disney Productions. He was a very nice gentleman, a good 
musician from Germany. He spoke with an accent, was very 
friendly, very high strung, but liked, of course, the 
good music, and it was his chance to conduct so he usually 
made a program an hour long called the Inglewood Park 
Cemetery Concert Program. They rarely played symphonic 
music as such. They played Carl Fischer editions and 
arrangements for string orchestra or arrangements for that 
kind of orchestra. I might point this out, this was my 
first experience with hand-copied music. Now, that might 
seem strange to most people. A musician mostly plays 
from a printed score. All symphony music is printed. 
But in these radio programs, and later in the movies, 
most of the music--in fact all of it in the movies today-
is copied. It's arranged specifically for a combination 
and then copied, and it's duplicated if there are more 
than one stand. But those were my first experiences with 
this copied music. If the copyist had a good hand, it 
was easy; but, sometimes, copyists, who are only human 
beings like the rest of us, make mistakes and that can 
become very devastating and very costly for the production. 
This was my first experience in this orchestra of playing 
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arrangements. It was tailor-made for that specific program. 
Not so much Mr. Stark's programs—they were printed music, 
and we made cuts and slices and splices to make it fit, and 
then the announcer who was to put on the commercial aspect 
of it told what he had to, what the association that was 
sponsoring it had in mind to air. That program was usually 
beamed just to Southern California. I remember it was 
with a great deal of pride that KHJ had one of the first 
broadcasts nationwide that emanated from Los Angeles, 
because at that time Los Angeles was not considered a 
point of emanation. 
BERTONNEAU: It wasn't yet a broadcast center. 
REHER: No, but the "California Melodies" got a national 
plug. I think that program was actually sponsored by Don 
Lee. I don't think they had a commercial sponsor. It was 
probably, shall we say, nudged along by the Ail-Year Club 
or the Chamber of Commerce, or something like that, to 
promote the land of oranges, the land of snowcapped 
mountains and beautiful oceans and palm trees and Beverly 
Hills. 
BERTONNEAU: Not to mention earthquakes. 
REHER: Not to mention earthquakes. Oh, that gets a 
little bit ahead of the story, but I must tell you this 
to show you to what length they will go to advertise 
Southern California. And this is jumping ahead about a 
year. 
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In about 1935 or so, in one of my first years in the 
Philharmonic Orchestra, we had a trip to Palm Springs, and 
it was in the middle of winter right after the Rose Bowl 
game and after the golf tournaments down there and we were 
taken down there by bus to give a concert on the Palm 
Springs Golf Course at the foot of Mount San Jacinto. 
Everybody expected a beautiful sunny day in the middle Qf 
winter. This was a national hookup and I remember it was 
Pierre Monteux conducting the Philharmonic orchestra. And 
I also remember that one of the pieces we played was La 
Mer, and very appropriately, because, about a half an 
hour before the program began, it clouded over and a 
tremendous downpour of rain really socked-in that valley. 
So during the broadcast they improvised awnings and things 
like that for the orchestra and, of course, the audience 
was very sparse because they scattered far and wide. In a 
thunderstorm and in a rainstorm we played La Mer. And the 
announcer says, "And now, from beautiful Southern California, 
we would like to present to you the Los Angeles Philharmonic 
Orchestra and Pierre Monteux conducting in the desert 
where the sun is shining brilliantly and the warmth is 
keeping everyone happy and this is the playground of 
Southern California." And the rain was coming down and 
he was making this big announcement. They didn't dare 
want to say this: "The weather is so bad we had to call 
off the concert." But that was one of the things. 
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So, to go back to the radio thing. We did have 
these programs. I know I got a chance to play some solos. 
I got a chance to play some chamber music. But, there 
[was] never String Quartet opus 59 no. 3 of Beethoven. 
Nothing like that. That was done from the East. Nobody 
trusted Californians with that kind of material which is, 
of course, so far from it. They [had] wonderful musicians 
here even then as you pointed out when we first met. But, 
somehow, the big programs were left to the East. Atwater 
Kent had his sponsorship of very important things. Even 
though he lived in Bel Air he had his programs in the East. 
But this certainly was a marvelous experience for me, this 
one year. The interesting thing is, as I've said, we 
were unemployed in our family for years and, suddenly, I 
got this radio job and my first check—I was guaranteed 
thirty-five dollars a week—but, my first check was 
seventy five dollars, which was astronomical for someone 
who was working and going to college, mind you. I was 
still in college. But, aside from the money aspects, [it] 
was nice to have this to help us out with the Depression, 
and we all kind of shared family kind of stuff together 
pretty well. By this time we had already had a Reher 
Quartet that performed several places in Southern California, 
even in the Coleman series in Pasadena. That was a very 
big thing. I don't know if it is now anymore. The 
Coleman Concerts had a series of chamber music concerts 
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with big quartets and they both had one concert for 
Southern California and it was played in the old Pasadena 
Playhouse. This I don't think exists anymore; it was 
where they had legitimate stage plays. But, on Sundays, 
they had these chamber music concerts. I remember Lillian 
Stueper (who was a very well-known pianist of the time 
and who just passed away recently—she was a professor of 
piano at S C the last twenty years or so). She was a fine 
young pianist at the time and, I remember, it was an all-
Bach program which was very interesting. I took part with 
Edgardo Acosta—I think, in the Bach Double Concerto, 
accompanied by piano. See, in those days there was not 
such a big emphasis on the harpsichord like there is today 
or, shall I say, like there was in the sixties. (It's 
been changing a little bit.) But Bach was never quite— 
you know—it wasn't specific piano or specific harpsichord 
keyboard. But the performance practices people, of 
course, have their ideas, which I will not argue with. 
So, I had that experience there. 

In the meanwhile I had met this Sylvain Noack who 
asked me to join his quartet. He said, "You will have 
enough time to play and I'm going to book concerts and 
you will be part of the Philharmonic String Quartet"— 
which was very nice. It gave me a sort of prestige spot 
before I really deserved it, if I ever deserved it. But 
there it was, lucky, no auditions. Suddenly, I'm flown 
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into a spot where people knew my name, at least. 
BERTONNEAU: Were you playing second violin in the Noack 
Quartet, or viola? 
REHER: Good question, Tom. You're very alert. I was 
playing viola, because as you recall—I think I said this— 
when Mr. Noack came out to UCLA, to take the chamber music 
class, he had a lot of violins and cellos but he didn't 
have any violas. He knew I had a little experience from 
high school at that music camp there at Interlochen. 

So in 1933 I had my first thrill hearing a Phil-
harmonic concert. The opening concert of the 1933-34 
season is one of the most exciting events that I've ever 
witnessed in Los Angeles, because it was the arrival of 
Otto Klemperer as the music director and the conductor of 
that program, on that day in October, or November—I can't 
remember what it was. I was in the gallery, sitting up 
there. I haven't been there since, I don't believe. But, 
those seats were so hard and so uncomfortable. But the 
sound was fantastic. The place was packed to capacity. 
Have I mentioned this, this opening concert? 
BERTONNEAU: No, you haven't and I would like to hear 
&bout it. 
REHER: I was only a spectator. I was a college student on 
a temporary basis, and I was also a professional musician. 
I was still on the outside, except the concertmaster had 
me in a quartet. I sat down up there and looked, and I 
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thought to myself, before he came in, before Klemperer 
came in, "What a nice thing this would be if I could be 
in this orchestra." You know, it's an established orchestra, 
and there were very few women in the orchestra, by the way. 
(This is very interesting: with the exception of the 
second harpist, I know of no woman that was in that orchestra 
in 19 33. You can check it in the programs.) But, to get 
into the Philharmonic in the Depression was almost impos-
sible. In the first place, someone had either to die or 
they had to be fired. They were very cliquish and 
clannish, as they are today. But the Philharmonic appealed 
to me. There was that list of people and I was absolutely 
amazed to see this beautiful orchestra come in there, the 
violin sections and the viola section, and I knew nothing 
about viola playing as far as orchestra material was 
concerned. Suddenly, Klemperer comes in, that tremendous 
hulk of a man, imposing, with strong black hair. No 
podium—Klemperer didn't need it. Six feet four, you know. 
Takes his little stick and starts the concert. I remember 
that [the] Beethoven Fifth was on it and I also remember 
that there was a work of Stravinsky and I thought it was 
either The Firebird or Petrquchka. 
BERTONNEAU: It was probably Petrouchka. 
REHER: Was it? Well, you probably looked at the programs. 
BERTONNEAU: Yes, that's what spurred my memory. 
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REHER: Then, there was something else, some overture, but 
I had no way to compare it. I had heard the Philharmonic 
play, but I wasn't with that keen an ear to it. Now I was 
getting close to the heartbeat of music, a big major 
orchestra, which I thought was major, and we all thought 
around here it was major, and it was a major orchestra, 
marvelous musicians. But there was something, the dynamism, 
the electricity, that swept that auditorium when that man 
came in. Mind you, it was at the beginning of Hitler. 
But there had already been these rumblings of anti-Semitism 
in Germany, and even when I was over there, bloodshed. Now 
it was big and people were starting to leave. And the 
Southern California Symphony Association took over for 
William Andrews Clark who had sponsored the orchestra for 
the first fifteen years. Something had to be done. It 
was at the depth of the Depression. It was very difficult 
to collect money, but nobody wanted to see [the orchestra] 
die, and Otto Klemperer saw to it that it didn't die, 
because that was the stroke of genius to get a man of 
that caliber and stature to come to Los Angeles. We had 
a good conductor, Rodzinski, but he left. He saw that 
things were kind of falling apart here. He went to 
Cleveland, but here comes Klemperer. We have Klemperer 
from the Staatsoper, Platz der Republik,* in Berlin, where 

* I still have the feeling that Klemperer in Berlin was 
at the Kroll Oper—I remember reading about a symphony 
concert there with Joseph Wolfsthal as soloist and Klemperer 
conducting (1932). —Note from Sven Reher 
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he was at the time that I was there. And he was big in 
Europe. 

The audience went wild. And it meant different 
things to different people. Some of the people were 
involved with relatives being persecuted in Germany. It 
reminds me, in a way, of Iran, right now, you know? 
There is a kind of a terrible thing where Iran is closing 
into itself and persecuting people and doing things that we, 
personally, are not as involved in, but there are some 
people here that are very apprehensive of what's happening 
in Iran. You can imagine how the people feel, of the women 
or the men that have married Iranian citizens who are 
still over there. The same thing, in Germany. 

But to have this man come meant so much to some of 
the people because here was a great musician and a member 
of the Jewish faith who got out of Germany and came here 
to give this music to us. The orchestra sounded different. 
Different from what? you might ask me. Maybe that's a very 
emotional statement to make. But it sounded exciting. It 
wasn't just a symphony concert, of which there are many, 
and I've heard many already, even in Germany. But this was 
a specific, unique occasion and I'm sure that there [was] 
a fantastic review about the arrival of Otto Klemperer in 
Los Angeles. He introduced Los Angeles to big music, 
especially classical music, and also some of the romantics. 
Mr. Klemperer was careful to avoid playing Richard Strauss, 
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but he did play Hindemith. Hindemith, of course, was, a 
year later, expelled from Germany, because of the same 
thing. I must bring you a little booklet I have on Hindemith 
which was given to me, which was published in 1955. It's 
all in German. It has a lot of pictures. I'm very fond 
of Hindemith, but that's another subject. Now, with Ojai, 
just having come from there, we played Hindemith's work 
there. But Klemperer put the orchestra on the map and I 
was more determined after hearing that concert to be part 
of that organization. But of course I'll probably never 
get into it, because it's so difficult to make a transfer. 
I've got a job now and I've got to just cool it. 

So, I played that winter, and I remember very distinctly, 
that was the winter that there was a lot of rain and the 
Rose Bowl team was Stanford. I remember that. January 
first, '34. And the opponent was Columbia, and it was 
played in a downpour. It was raining on New Year's day, 
and it usually never does. The announcer usually says, 
"Here we have the beautiful Rose Bowl, the parade . . ."— 
and everything was washed out. I didn't go to the football 
game, but I had a good friend of mine from Stanford, whom 
I met later, [who] was on that team. So that year went by. 
We had some concerts with the Noack or the Philharmonic 
String Quartet or whatever they want to call it. 
BERTONNEAU: Noack Quartet. 
REHER: Noack String Quartet. But it had the prestige 
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of the Philharmonic because he got us engagements in 
different towns, like Santa Barbara. So, I was kind of 
in a travelling local quartet situation—learned a lot 
of the literature on the viola. This was my first 
experience. So, comes the summer of 19 34 and Sylvain 
Noack called me one day and he said, "By the way, how would 
you like to play in the Philharmonic Orchestra?" I said, 
"It'd be wonderful." He says, "I think that you would do 
all right." I said, "What do you mean?" He says, "Well 
there's a job open in the viola section." I said, "But, 
Mr. Noack, I read the clef and I can play chamber music 
from the viola." "Well," he says, "don't worry about 
that." Now, some people, of course, can say I got a 
connection, which I did. It's a connection with the 
concertmaster. "But you'll have to play for Mr. Klemperer." 
And also, Kurt--Kurt, by this time, was also in that 
quartet. [Noack] said, "I think that you ought to try out 
for the Philharmonic, too. Would you like to?" Well, Kurt 
hadn't had any kind of a job. He had finished high school 
at my suggestion and urging. He had done that Canadian 
tour. He was helping out with Raymond Paige and he 
played in the Chinese Theater. And it was a big day. 

Well, we were assigned to come down—it was in 
September or October of '34—to audition. Now, of course, 
I was nervous and I was excited, not only because I had 
to play music that I wasn't familiar with, but I was going 
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to play for the big man, Klemperer. He was going to listen 
to me. Well, I played, and there were thirty violists 
that tried out for that job. It was just a minimum salary, 
way in the back. I think the scale was sixty dollars a 
week. But, people were really desperate for jobs. So, 
here it was, on the line. Kurt had also his audition. 
And, miracle of miracles, I remember what he had me play 
was the Beethoven Fifth. That's one of the most famous 
things for the audition of an orchestral musician. It's 
the differentiation between the sixteenth note and the 
thirty-second note in the slow movement, because, if a 
person is slightly nervous or not concentrating, he will 
read the music wrong. Now, that doesn't seem like much to 
the average person, but that is the kiss of death. Even 
today. 
BERTONNEAU: Well, because it's rhythmically related to 
the opening motif. 
REHER: Right. See, this is a pitfall, and obviously 
you may say, well, anybody can make a mistake. But, when 
you apply for a major orchestra, you should know. And, 
you know, most of those viola players played it the other 
way. The wrong way. I was probably so worried about 
hitting the right notes in the clef that I looked at the 
notes more carefully. This is just like taking an exam 
or reading the question first, carefully, before you 
answer. Well, I very gingerly read it. And then I had 
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to read Don Juan of Strauss. Now, he didn't play Strauss,* 
but that was a standard fare for auditioning a musician. 
And the opening passage, that upsweep with the strings, you 
know—we all had different notes, and the viola notes are 
not even in the pattern of the melody, but they are there. 
Is this too technical, isn't it? 
BERTONNEAU: No, I think it fits in perfectly. 
REHER: Well, most musicians—do it very fast. But it's 
a triplet, eighthnote triplet instead of the sixteenth 
note that had preceeded it. That's the way Strauss 
wanted it, to fit in the pattern. 

I got through it, and I played the first page of that 
thing. I don't know whether Mr. Noack tipped me off that 
that might be it, and I'd gotten the material, but I got 
very little material before that audition. But I remember 
one of my competitors tried out and he read also this 
thing of Strauss fairly well, but he got into the wrong 
clef. You know, it changes to the treble clef. It starts 
in the alto clef. And he knew much more about viola than 
I did, but he was flustered, confused, like everybody 
else. We're all human beings. 
BERTONNEAU: Klemperer did not have a reputation for putting 
people at ease. 

* In the first (33/34) season; later, Klemperer relaxed 
this self-imposed prohibition. 
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REHER: No. You know, he's imposing, and he comes down the 
aisle, lumbering with this big hulk. And he says to this 
young fellow, he says, "Violin key!" You know, he had an 
accent. Now, in German, treble clef is Violin Schlussel: 
Violin key. Well, this young man was confused. This big 
guy coming at him and saying," Violin key!" He thought, 
"Play more violently!" So, he goes right at it again, and 
got it in the wrong clef. And [Klemperer] started 
yelling. Finally, the manager of the orchestra, who was 
standing by, says, "He means, you didn't change the clef 
there." But that was Klemperer. He was very emotional, 
and very powerful. 

Well, Tom, I'm very lucky. I don't know whether the 
connection did it, or my playing—muddling through, I 
would call it. At that time, I had problems of nerves 
that were absolutely staggering, which fortunately have 
left me. It's difficult. I would say, it's one thing to 
play at home? it's another thing to play when the red 
light is on. That's an expression we have in the studios 
or any place when you're on stage. Then you become very 
aware of who's listening and this is, of course, the 
devastating thing about auditions. The kids today that 
have all these auditions to play—they are so concerned 
about how they will sound to somebody else. I try to 
counsel them to worry only about the music and think 
about the man that wrote it. Beethoven's a pretty big man, 
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or Strauss. They created the music, try to do them a 
favor. They're not here to listen to you, but you have 
your own thing about it. Well, Kurt and I both got in 
the orchestra and, of course, it was absolutely stunning. 
It was as if I suddenly became something very out of my 
milieu. Exciting I And I remember going to the places to 
buy clothes, cutaway clothes. In those days they wore 
those cutaway clothes. Striped trousers I had to buy. 
Spats, pearl gray vest and all that stuff for the 
afternoon concert, and tails. Had to outfit myself. 

I went down to the office and signed a contract, 
rehearsals to start in two weeks. Well, now, what was I 
going to do? I had a job in the radio. And it was a 
difficult thing to tell a person in the Depression, "Uh, 
Mr. Paige"—David Brookman was there by that time, too—"I 
have decided to play in the Philharmonic Orchestra as a 
viola player." Well, I remember their reaction. They 
said, "Well you can't—how can you give up a job like this? 
After, you know, having the good fortune to be here?" 
Then I tried to explain to them that I was trained to be a 
symphony musician, which I really wasn't, but that I 
wanted to play, and they could see, Klemperer being here. 
He was a big name by that time and he'd been here one year 
already when this opening occurred. So they released me. 
I had not a written contract with the radio station, but 
I left them of my own free will after one year, a very 
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pleasant year, and they were very nice to me, gave me a 
start as a young man and I appreciate that. But I had to 
tell them I was going in the Philharmonic. It was, by 
that time, a cut in pay for me, because the radio had 
become more and more commercial and there were more and 
more things added for me. But that didn't bother me so 
much. I wanted to play in the orchestra. And I was put 
on the fifth stand inside. That's way in the back. Of 
course, I had to go through the torture of playing this 
music with this bunch of musicians who knew the music, most 
of it; with this great conductor standing there quite a 
distance from me. 

I remember one of the first UCLA people to get in the 
orchestra, when I was in there. He was a football player 
here. His name was Sinclair Lott, a horn player, but also 
the son of Clifford Lott. In your materials you'll have 
something about the Lotts. They used to be vocal coaches 
and they were very big here in town, Mr. and Mrs. Lott. 
And they had a son, Sinclair, who went to UCLA, whom I 
met here and who was one of the ends of the early football 
teams in the thirties. He became one of Klemperer's 
proteges after I got in the orchestra. But most of the 
orchestra were established musicians who had been there 
for ten, twenty years, ever since the days it was almost 
organized. 

I got in the orchestra, you see, when the orchestra 
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was fifteen years old. And it had some of these great 
people like Emile Ferrir, Sylvain Noack, Henry Debuscher, 
people that came from Boston and Europe, who were imported 
into Los Angeles by William Andrews Clark—high-priced 
people. Fritz Moritz from Berlin played first bassoon, and 
magnificently. Brain, Alfred Brain. Famous family from 
England—horn family—and Vladimir Drucker was the trumpet 
player, famous Russian trumpet player. I don't know where 
he had played. I think in New York. But, they were all 
imported musicians, and they were, of course, excellent. 
And Ilya Bronson was principal cellist. Sylvain Noack was 
concertmaster. I was in the back. But, I was playing with 
Sylvain Noack in the quartet and, of course, by that time 
people were observing. Who [were] these kids that Sylvain 
Noack was playing with? Kurt and Sven. 

Now, I must say, the people around me were very nice, 
because I made an awful lot of goofs. I remember, one time 
in Santa Barbara, we were playing Schubert, the Symphony 
of Heavenly Length, you know, the Number Nine or Seven— 
whatever catalog you're looking at—in C major. And I 
overshot [hums triplet figure from introduction to finale]. 
It was the thing at the end of one of the expositions of 
one of the movements, and I went right through into the 
rest. I knew better, I had rehearsed it. But you get 
caught up in the emotions, you know, with Klemperer up 
there. I was sitting close to the end of the stage scenery, 
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you know, and the trumpet players were sitting around 
there and the bass section—they got a tremendous kick out 
of me. I must have turned red in the face. And there were 
a lot of things like that. 

I'll never forget the first rehearsal that I had with 
Klemperer, the first thing he did, L'apprenti Sorcier of 
Dukas. Now, remember, this was forty years ago, and right 
after that, Daphnis and Chloe of Ravel. Now, those were 
very baffling things for me, and although they had already 
been established quite a while, that was the fare of that 
period besides Beethoven and Mozart. So, you can see, I had 
my work cut out for me. I took my music home and practiced 
it, because I didn't only have to learn to play the viola— 
the clef I knew—I had to learn the music, because I didn't 
want to embarrass myself. 

But, aside from the fact that Klemperer was a dynamic 
personality, he was a man that demanded the best from every 
musician at all times. There was no having fun and taking 
it easy and kibitzing. He meant business, but he got that 
orchestra to sound. It was a rough-hewn thing. [hums 
introductory motif from Beethoven's Fifth Symphony] 
Overwhelming. I mean, you know, it was together, but the 
most important thing, it was dynamic. It was without question 
brilliant and forceful. And I'll never forget the first 
time I played the Ninth Symphony with him, the first time I 
ever played the Ninth Symphony. Most of my material was 
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played for the first time under Otto Klemperer. So you can 
imagine why, next to the red cars, Otto Klemperer was big. 
This was the biggest thing in my life, to have that 
privilege. It was a privilege. It was not a job. It was a 
privilege to play under a great man like that. The first 
time I played the Ninth Symphony with that chorus was in 
the Shrine Auditorium. The chorus had to rehearse and he 
was ruthless that way. Well, those people that donated 
their services had an impossible time to get away from their 
jobs to rehearse, and if anybody came late he would almost 
publicly embarrass them. Not maliciously, but he couldn't 
understand: "Wie Kann so was geschehen hier?" You know, he 
demanded complete obedience. [He] was almost a dictator 
of the baton. That is a very true thing. Have to have it. 
If you don't have a man or someone in charge like that, 
you don't have an organization. Now, I'm a very democratically 
inclined person, but in this case, in a string quartet, or 
in an orchestra, or any kind of a group that functions 
together, there has to be a leader, and that was Klemperer. 
He was absolutely fantastic and, of course, the second year 
I was in there they announced a Beethoven cycle with, you 
know, Richard Buhlig—and Arthur Schnabel played some of it. 
And the concerts—all the symphonies and the Triple Concerto 
and the Violin Concerto. I can't remember who the people 
were. They're in the books there. But here I was in the 
orchestra playing with these great people with a great 
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conductor. Of course, the children's concerts and some of 
the other minor things—other people were imported for them. 
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TAPE NUMBER: FIVE, SIDE TWO 
MAY 21, 1979 

BERTONNEAU: We're talking about your first year with the 
Philharmonic. Klemperer brought new programming to the 
orchestra. He expanded the orchestra's repertoire. That 
meant you were playing a lot of music that was not only 
new to you, personally, it was probably new to all the 
players in the orchestra. 
REHER: Yes. 
BERTONNEAU: What kind of reception did new music get 
from the orchestra members? Hindemith, I note here, was 
played in November of 1934. Klemperer brought his 
symphony from [the opera] Mathis der Maler. 
REHER: Was that 19 34? 
BERTONNEAU: Yes. 
REHER: Thank you, Tom, for the good help. That's right. 
That was my first year in the Philharmonic. Of course, I 
read in the program, it was the first performance in Los 
Angeles. Of course, it was new to the Philharmonic men. You 
mean, what kind of reception by the men, or by the 
audience? 
BERTONNEAU: Both. 
REHER: All right. Well, in the first place, it was a 
superb ensemble. There was no problem with reading it or 
studying it. Now, that particular score, he played only 
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the symphony not the opera. 
BERTONNEAU: Right. 
REHER: And it's in three movements. It's about Matthias 
Gruenewald who was a painter of the baroque period, or the 
early Reformation period, or something like that. And it's 
the altarpiece at Isenheim. 
BERTONNEAU: Isenheim. 
REHER: Isenheim, that's right. And [it's in] several 
sections, you know. "The temptations of St. Anthony" and 
"The Entombment [of Christ]." Well, you know the story. 
Of course, as far as I remember, the orchestra, after its 
four rehearsals, put on a fantastic performance of it. 
They liked it, though. Hindemith's was a musician's 
music; when Paul Hindemith wrote something for an instru-
ment, it was written for that instrument. There was no 
question that it couldn't be played on that instrument. He 
never wrote against an instrument. So, therefore, he was 
a tremendous craftsman. Everybody had his part and, of 
course, I remember practicing it. I remember the part 
when I played it last year in Pasadena again. I hadn't 
played it for all those years. I remember that part—it 
was a rented part, you know—from New York. And as far 
as I remember, the reception was fantastic, because this 
is a piece for an audience. It has this dissonant counter-
point, but it wasn't that far afield. It kind of fit 
into the pattern of Stravinsky. In other words, Stravinsky 
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was accepted by that time, although not The Rite of Spring. 
I told you, when I was in Berlin, how it was received 
there in 19 30. 
BERTONNEAU: No, you didn't. Maybe we can digress to that. 
REHER: Yes, it's very interesting—with [Wilhelm] 
Furtwangler conducting. But, Klemperer brought Mathis der 
Maler. Of course, by this time, Hindemith was having the 
problems in Germany that Klemperer had anticipated, and he 
was very quick to pick it up and bring it here: "This came 
from my native Germany, from the outstanding German 
composer, and look what they're doing over there now." 
He didn't say that, but that was the inference. I think 
it was a smash. I think it went over beautifully. People 
didn't sit on their hands, because it's a brilliantly 
orchestrated piece of music and it makes a lot of sense. 
Now, sure, that was unusual music; that was the first time 
it had been played. I did play many first performances. 
I don't remember exactly how they were received. Some of 
them indifferently. But, to go back to 1930, with the 
Berlin Philharmonic, The Rite of Spring—people whistled and 
booed and walked out. Now, that isn't unusual for a German 
audience. 
BERTONNEAU: "Blowing on the house Key" is a tradition. 
REHER: Yes, that's right. They did [that]. The Germans 
tend to be kind of conservative, you know. It's like 
Bayreuth. Last summer, when I was over there to hear it, 
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how they booed and whistled at Patrice Chereau and [Pierre] 
Boulez's interpretation and you've heard about that, the 
French concept of The Ring in Bayreuth, hallowed ground of 
Richard himself. The Germans were conservative and they 
didn't accept. Now, The Rite of Spring was written in 1913. 
You'd think that the Philharmonic Orchestra would really 
know it by 19 33. Well, maybe they knew it, but I didn't 
know it. It was a work that grated at people. The 
Firebird and Petrouchka were accepted pretty well. Now, you 
probably know more about what was played at that time than 
I, because I have not referred to those programs. I 
remember definitely though this "Matthias the Painter." 
I was fascinated with this work which was completely new 
to me, completely new. 
BERTONNEAU: I will mention something else just because 
it ties in with one of our earlier conversations. I 
also see here, in my notes, that Klemperer programed a 
big orchestral work by Max Reger about the same time as 
the Hindemith piece. Variations and Fugue on a Theme by 
Mozart. 
REHER: By Mozart. Well, that kind of bored some of the 
musicians that were playing it. And I must say myself that 
I just could not understand what the idea was, to take a 
theme of Mozart and make it such a contrapuntal thing as 
Max Reger did. But, see, Germans are Germans, and Reger 
was big. That did not go over too well. But Klemperer was 
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a German; he wanted to play that. He brought it to Los 
Angeles audiences. I would always say that, personally, 
musicians are really not the best weather vane. They have 
their prejudices and to them it's a job. But, with 
Klemperer, mind you, it was passable. We could do these 
things and get away with it, because he made sense out of 
it. You know, rehearsing the pertinent things and knowing 
the music. He knew the music, not like these conductors 
that [conduct] new pieces that they don't know too well 
without having thoroughly studied them. Klemperer played 
these things in Europe, so to him it was not new. But he 
brought the best out in a piece of music. I personally 
remember the piece as a dull transcription of a Mozart 
theme. I didn't have the background in harmony and counter-
point that I have got subsequently. I didn't appreciate it 
for its value. But it did not impress me like "Matthias 
the Painter." Is there any more there that you have? 
BERTONNEAU: I have some specific questions. Maybe I should 
ask a couple of general questions first. Throughout his 
tenure at the Philharmonic, Klemperer conducted probably 
about seventy or eighty percent of the concerts. 
REHER: Right. 
BERTONNEAU: That has an effect on an orchestra. It 
becomes Klemperer's orchestra. How did the guest conductors, 
even though there weren't very many of them—how did they 
adapt to Klemperer's orchestra? 
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REHER: Now, you're right. In those days, a maestro got 
an orchestra and stayed with it and made it his orchestra. 
In Hollywood Bowl seasons the maestro does not conduct—even 
in those times—the whole season. Sometimes they could 
get him for a week or two. And we had guest conductors. 
But that Hollywood Bowl is a different ball game. Let's not 
talk about the Hollywood Bowl. Let's talk about the 
Philharmonic seasons. The seasons, when I first got in, 
were only eighteen weeks long. They eventually grew to 
twenty-four or twenty-six before I left in '42. Specifically, 
I cannot remember. Well, every professional orchestra, 
at least that I have been acquainted with, plays music to 
the wishes of the conductor that's conducting. But the 
conductor that comes in and has a guest tenure of a week, 
say, or two, is at a disadvantage, because there were 
never more than four rehearsals for a concert. Now they're 
down to two, you know. There were four rehearsals: 
Monday, Tuesday, Wednesday, Thursday morning, and sometimes 
a double rehearsal on Wednesday. And Thursday night was the 
Philharmonic concert and Friday afternoon. By that time, 
there was, of course, a pro-Klemperer and an anti-Klemperer 
faction in the orchestra. There always is. But most of 
the people were for Klemperer, because they could see the 
success he was bringing and enthusiasm, by the press, and 
also by the audiences. Klemperer never conducted the 
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children's concerts. I think Henry Svedrofsky conducted 
some of them, Albert Coates conducted some of them, 
Ernest Schelling—these are names out of the past, who 
[were] musicians of prominence. Svedrofsky was in the 
orchestra itself. He was an assistant concertmaster who 
wanted to be a conductor, and he did a pretty good job. 
He also conducted the Standard Broadcasts, which I talked 
to you about in.our intermission. But to answer your 
question specifically—in those days I do not think that 
the conductors attempted to change the Klemperer image to 
that extent. They were merely a new face coming in and 
for them, of course, it was a way to get recognition. 
There was no such thing as television. Radio concerts 
were almost exclusively done by the Philadelphia Orchestra 
with Leopold Stokowski introducing America to all those 
transcriptions of Bach. It was pretty difficult for 
conductors to get around. But when they did come, they 
behaved themselves. There was nobody of the stature of 
Klemperer that came as guest conductor, that I remember, 
in the winter season. Now, you can draw my attention to 
it maybe in a future tape. Look that up specifically and 
I will answer if I can, but I don't recall. 
BERTONNEAU: Here's a pretty interesting guest conductor, 
in February, 1935: Igor Stravinsky. 
REHER: Oh, well. Was that February, 1935? 
BERTONNEAU: If my notes are correct, that's when it was. 
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REHER: It's possible. Do you remember what the program was? 
BERTONNEAU: Yes, I've written it down: Apollon Musagete, 
Eight Pieces for Small Orchestra, Petrpuchka Suite, and 
Firebird Suite. 
REHER: Eight Pieces for Small Orchestra? 
BERTONNEAU: Small Orchestra. 
REHER: Now, was that '35? 
BERTONNEAU: Yes. 
REHER: I was at the end of the section. Unfortunately, 
those two works, Apollon Musagete and the Eight Pieces 
didn't involve me. Is that just for winds? Or is that 
also strings? I can't remember. At least, I did not play 
it under Stravinsky. However, I observed Stravinsky. And 
the other work, I know, was with only two or three stands 
of violas, so I didn't get in on that. But I did play 

Petrpuchka and Firebird under Stravinsky. My first impression 
of Stravinsky—that was my first personal impression, 
because, I think, that was the beginning of composers 
conducting their own works in Los Angeles. There was very 
little of it before then. Composers were composers and 
that was it. But, for box-office reasons, I think, they 
prevailed upon Stravinsky to come here, because he was a 
big name, you know, with the great ballet, with Diaghilev 
and all that, to conduct a concert. Now, Stravinsky oozed 
rhythm. He was not a great conductor, but he knew what he 
wanted. And I remember also, though, when you bring out 
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the Firebird, the one movement in the Firebird is a very 
idyllic movement. What is that movement called? It's 
almost like a lullaby. It's a section that could be very 
sentimental, I think. 
BERTONNEAU: The second section, the Berceuse? 
REHER: The Berceuse. And Klemperer tended, in his 
previous interpretation of that, to play it much slower 
than Igor. And Igor brought it up to tempo and I know 
there was comment among the musicians, at that time: Well, 
how different! Stravinsky couldn't speak English as well 
as Klemperer. That was the way he wanted it. He was the 
man that wrote it. He's entitled to that. And there was 
a big disparity. But, we played it. We didn't try to 
sandbhg Stravinsky, obviously. We played it the way he 
wanted it. Well, it wasn't the way Klemperer wanted it, 
but you learn as a musician that the composer and the 
conductor do not always agree. In my book, the composer 
is the important thing. I didn't have the pleasure of 
playing under Beethoven or Brahms or those people, but I 
would think that the way they interpreted it would be the 
way it should be. Now, we do not know about Beethoven, how 
it was played by Beethoven, from any proof, except from 
scholars who have gone into performance practices. The 
metronome was just barely invented. But Beethoven was very 
careful in notating directions for the performer. He was 
the first composer to do that. And I felt that Klemperer— 
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just to digress from Stravinsky here a minute--Klemperer, 
in his Beethoven Fifth, the cutoff for the first phrase 
was the downbeat for the next phrase. If you look at the 
score that's the way it's written, and not the way that 
Stokowski did it later on where he made a clean break 
after the first motif. Because the fermata—the corona—is 
not on the bar line, it is on the note. That means, after 
the note is finished, there's a bar line and the tempo 
proceeds. There's nothing to indicate that you should 
wait there. But some people interpret it that way. It 
brings more Schmaltz out of it. But I thought that 
Klemperer was very faithful to Beethoven. Well, he may 
not have been. But from what I know of Beethoven, what 
I've studied since, I felt he followed very closely the 
score of the classics. Stravinsky was not that careful in 
his directions to the performer. The music is so unusual 
and strange to most musicians that you play it almost like 
the conductor wants it, you know, and you don't make any 
philosophical argument about that. But this thing of the 
Berceuse and the tempo between Klemperer's interpretation 
and Stravinsky's was quite obvious. Now, I'm glad you 
pointed that out that Stravinsky was guest conductor there, 
because a few years later Pierre Monteux did the same 
thing. Pierre Monteux, you know, he was connected with 
Stravinsky in his early performances in the ballet. 
BERTONNEAU: So, peculiarly enough, was Klemperer in 
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Berlin. He gave a number of first performances of 
Stravinsky. 
REHER: I didn't know that. Well, Stravinsky was—you 
know—he was a visitor to Berlin, and I don't know where 
he lived at that time. 
BERTONNEAU: Paris, probably. 
REHER: Paris, yes, Paris. But he was very accepted 
with the exception of The Rite of Spring. But the Germans 
finally accepted it in a big way and Stravinsky was then 
given his due. In contrast to Bartok, Stravinsky made it 
big in Germany as well as here. Bartok didn't. But in 
Europe the composers are pretty important, because they 
created what's out there. It's something, to write out of 
nothing, a blank piece of paper, and create it as an 
inspiration. And to have a man of Stravinsky's stature 
come to the Philharmonic—whether he was a good conductor 
or not is not important. He was the guy that wrote it. 
And he was the man that created the ballets with Diaghilev. 
The first time in the history of music that, as I understand 
it—maybe I'm wrong, you have books on it here that could 
prove me wrong—but, I understand it was the first time 
that ballet was specifically constructed with choreography 
in mind. Am I right or not? I don't know. 
BERTONNEAU: Maybe some of Gluck's ballets were done that 
way, but probably between Gluck and Stravinsky, there was 
a big gap. 
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REHER: I didn't know that about Gluck. Well, you can 
learn from everyone. I'm glad to know that. But I'll 
have to check it. But I had been taught, subsequently, that 
Stravinsky's collaboration with Diaghilev, and with 
Fokine and those people, was to create the ballet. 

Well, anyhow, Stravinsky was there. He was the man that 
wrote it. Klemperer was the towering figure and Klemperer 
was not there the week Stravinsky was there. I know 
that, because Klemperer probably had a gig some place 
else. He was a big man, Klemperer. You know, [he] was 
almost too big for Los Angeles, but we were very fortunate 
to have him, and they did everything to hold him. And it 
wasn't that he left for another job. It was because he got 
sick. And we had guest conductors then. But, Stravinsky, 
that was a tremendous experience to have, to have this 
person come there with such great stature. 
BERTONNEAU: Here's another man of great stature conducting 
the Orchestra, also in 1935, in March. Arnold Schoenberg. 
REHER: March, 19 35. That's before I met Arnold Schoenberg. 
I met him in 19 36, that is, personally, when he came to 
UCLA. What did he conduct? 
BERTONNEAU: The Brahms Symphony Number Three, his 
[Schoenberg's] Verklarte Nacht, the Suite for String Orchestra, 
and two Bach transcriptions. 
REHER: Yes, well that was a very tame beginning for 
Schoenberg. The Brahms Third Symphony, I do not recall how 
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he did the Brahms Third Symphony. But, God rest his soul, 
Schoenberg was nowhere near the conductor that Stravinsky 
was, and [Stravinsky] he wasn't much of a conductor. And 
he had no way of communicating. He spoke with a very 
thick accent, but the people in the orchestra respected 
him because he was the composer. Now, he played the Brahms 
Third Symphony. I'm sure we suffered through that. I 
don't think it was a stellar performance. Then you said 
something about the transcriptions of Bach. 
BERTONNEAU: Right. The prelude and fugue in E-flat. 
That's the St. Anne Fugue. 
REHER: Oh yes, I remember that. Personally, I couldn't 
understand why he would do that with the Bach line, with 
the orchestration of it. And his orchestrations were 
definitely unusual. And people had a very difficult time 
accepting him. The audiences certainly did. What else? 
Well, there was Verklarte Nacht. Of course, that was a 
sensation. Schoenberg's Verklarte Nacht was very slow and 
very romantic. It is truly a beautiful piece of music. 
Schoenberg remarked to the orchestra, "Well, that's the 
trouble, I come here to conduct and they ask me to play 
Verklarte Nacht, and that's a youthful work and I don't 
want to play that." But he did it because the management 
persuaded him. Everybody knew it and it was accepted 
beautifully by the audience. But some of the other 
experimentations with the Bach arrangements and then—what 
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was the other piece? 
BERTONNEAU: The Suite for Strings. That's something he 
must have written pretty close to the time that he performed 
it here. 
REHER: That's right. 
BERTONNEAU: In the early thirties, I think. A tonal work. 
REHER: It's tonal. It's not atonal. 
BERTONNEAU: No it's not dodecaphonic. It's in a rather 
neoclassical style. 
REHER: Yes, I recall that, and we had a difficult time 
with it. We had special rehearsals. Was that performed 
in the Philharmonic auditorium? 
BERTONNEAU: Yes. 
REHER: Of course, I'm a very prejudiced man for Schoenberg, 
because he became a friend and a teacher in counterpoint 
and so forth. But his conducting left a lot to be desired. 
He was a very gentle man and his interpretations, 
especially his orchestrations, kind of baffled the 
musicians, because it was so unorthodox. It was all there, 
but it was distributed. It was not along the line, you 
see. In other words, he kind of did, really, what 
Beethoven started to do, to divide up a theme into various 
segments. What did they call that? Durchbrochene Arbeit or 
something.like that. I can't remember what the German 
term is. 
BERTONNEAU: Perhaps that melodic distribution would have 
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had something to do with Schoenberg's idea tone-color-
melody, or Klangfarbenmelodie or whatever it's called. 
REHER: Yes, you're right. You're up on the subject much 
more than I am, Tom. And that's right, that's probably 
what it was. But the division seemed a little awkward. 
But, then, you must look at it historically. At the time of 
Beethoven, how could a man break up a theme in so many 
different instruments, one after the other, and get away 
with it? At that time, it must have shocked those people. 
So I can't say, well, how can Schoenberg do that thirty-
four years ago, when everybody knows Beethoven did it? 
But it's accepted. History is a very strange thing. In 
other words, we get used to things that baffle us. I mean, 
there is no problem with The Rite of Spring today. There 
was a problem in 19 30, from the orchestra point of view. It 
was a big problem from the audience's point of view in 
1930. But '30 isn't today. So, it moves along. That 
program, you see, is a very conservative program for 
Schoenberg. 

Now, I don't recall that Suite, whether I've played it. 
Schoenberg has always, through the years, suffered from 
the fact that he never got enough performances. It costs 
simply too much money. And I say this, you cannot play 
a piece of contemporary music without adequate rehearsal. 
This weekend I spent at Ojai. We played a work of Schoen-
berg. I had never played it before. It was written in 
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1929 for a movie. It was a Begleitmusik. It was only 
four or five pages long, but it was difficult. Now, the 
young people in the orchestras today assimilate this much 
more quickly, and people like me do, too, because we know 
the material. But even then that performance under Lukas 
Foss could have been better if there had been more time 
for the rehearsal. You cannot play a contemporary piece of 
music, because it gets away from you. You have to 
rehearse it. And Schoenberg simply did not have enough 
time, and the Philharmonic Association, the California 
Symphony Association, was very interested in bringing to 
the public composers of works. And this was mainly to 
add to the prestige of the orchestra, to bring in clientele. 
Not that Klemperer didn't fill the houses. But they wanted 
to bring this, too, to show that it was a living thing and 
I'm glad to see from your file that this was occurring, 
and I'm glad that I happened to be in on it. It's a 
privilege. Is there anything you want to ask about that? 
Neither of them gave the signals to the orchestra in a 
proper fashion and this, of course, makes their performances 
suffer. 

It's as simple as this. I mean, a conductor has a 
technique of handling those things. I mean people today, 
like Lukas Foss and some of the younger element, like 
Michael Tilson Thomas, people like that, and Ozawa, they 
have tremendous techniques of contemporary music. Lukas 
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Foss, when he conducted the Ballet Michanique, he did it 
with a movie [in the background]. Well, that's an old 
piece, but it's still very complex, you know, with 
percussion and all. He did a fabulous job with stick 
technique. Well, Schoenberg had no stick technique; 
neither did Stravinsky. Stravinsky had rhythm. Schoenberg 
had feeling for Klangfarben and romanticism in his Verklarte 
Nacht. Obviously, the Verklarte Nacht was a sensation. The 
other part was not accepted as well as Stravinsky. 
BERTONNEAU: Here's a concert which interests me, because 
it introduced something new to Los Angeles. In 1935, in 
May, Klemperer performed Mahler's Second Symphony. . . 
REHER: In the Shrine Auditorium. . . 

BERTONNEAU: Which, I understand, was a major undertaking— 
naturally, because of the forces involved. But he seems to 
have called for extra rehearsals, and so on and so forth, 
for this. Could you tell me about that? 
REHER: Yes. That was in May, and that was after the 
Philharmonic season, because the season usually ends in 
April. Again, I was still in the back, but can you 
imagine? You know Tom, I'm so glad you're doing this for 
me, because you're bringing me back to a period where I was 
experiencing these great things and I just had gotten in 
the orchestra in the Fall of '34, so it was a big year 
that I happened to get in there. [laughter] I don't 
mean for me, but it was big for Los Angeles, apparently. 
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This Mahler symphony—of course, I don't know whether 
that had been done before in Los Angeles, or not. 
BERTONNEAU: No, I don't think any Mahler had been done in 
Los Angeles before. 
REHER: That is incredible. You mean that all of these 
other conductors like Rodzinski and—well, there weren't 
many. Henry Rothwell certainly wouldn't have done it. 
Schneevoigt? That's interesting that you mention that. 
All right, in other words, I participated in the first 
performance of Mahler's Second or any Mahler in Los Angeles? 
BERTONNEAU: Probably on the West Coast. 
REHER: On the West Coast. Well I, of course, thought it 
was a fantastic work; but I was introduced to it, I was 
reading at sight. To me it was a new score, but the over-
whelming use of the chorus—isn't this the one with the 
chorus? 
BERTONNEAU: The tremendous choral finale. 
REHER: Choral finale. And I remember the rehearsals in 
the Shrine Auditorium. Yes, we did indeed have six 
rehearsals I think for that instead of the usual four. It 
must have been a special concert for some specific 
purpose. I can't remember. But why it would be in May? 
I don't know. Did you notice in the program whether it 
was part of the regular season? 
BERTONNEAU: It may have been a fund concert or something 
like that. 
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REHER: Well, it wasn't a pension fund. It was a fund, 
probably, because there was no pension established for 
the Philharmonic, yet. Well, that's interesting. All 
right. Whatever it is, Klemperer saw fit to remain in Los 
Angeles in May to conduct this special concert with the 
Philharmonic, in another auditorium. And that was the 
first time, I think, that we had been [in the Shrine], 
that I had been there, anyhow. It was at the end of my 
first season and, I remember, Klemperer was baffled with 
this auditorium, because there was no auditorium in Europe 
like that. I mean, you know, the concert halls in Europe 
are not 6,000 people. In the Paris Opera house, it's 
1,800 and, you know, Bayreuth has 1,800, and some of the 
other orchestra halls had 2,500 or 2,800, but never 6,000 
people. And I remember Klemperer vaulting back and listening 
to the balance, and I don't think we were involved yet with 
electronic gimmicks. Maybe we were. I know Stokowski 
brought them to the Bowl, about that time—maybe that first 
season, I can't remember. But it was like the Beethoven 
Ninth Symphony. I think I played the Beethoven Ninth in 
the first season. If I didn't, I did in the very next 
season. But, Klemperer knew the score backwards. He 
rehearsed the orchestra and, of course, the sounds that 
came out of that orchestra thrilled me. To me, it was an 
exciting time. I wasn't just playing a job. To me, this 
was itI I was playing the music of the great people, the 
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things that have been played in Europe for many years. 
Mahler, in 19 35, in Los Angeles. Yes, it made a 

tremendous impression. And the people that sang the chorus, 
who gave their time and their efforts, they were beautiful 
people, and they sang well. I don't know who trained the 
chorus at the time. (You probably have notes on that.) 
But it was well-trained and, of course, Klemperer put on 
the finishing touches. You see, Klemperer's physical 
appearance helped him. See, we can also cite Ormandy, in 
Philadelphia, who was nothing like that in physical 
appearance, who created tremendous music, and he's a great 
master even today. I mean, the Philadelphia sound is 
pretty difficult to duplicate. But Klemperer made an 
imprint on this orchestra from a sheer physical thing, and 
musical, of course. Klemperer never did anything unmusi-
cal. Never tolerated anything. Klemperer, I felt, Tom, 
never conducted a concert or a rehearsal with the idea of 
impressing somebody or wearing fancy clothes. "Is my 
tailoring fine? How do I go over with the women in the 
orchestra? In the audiences?" It was strictly business 
of a sublime nature. And these were the days when the 
conductor had an adulation. Today, they flip from one 
city to the next and they are successful everywhere they 
go, and they're very skillful. The baton technique of 
Klemperer was not to be compared with some of the people 
today. But it's more than that. Baton technique is 
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important. Klemperer had enough of that. I don't know 
what makes Klemperer, besides his physical appearance. 
Of course, he played piano, too. But he played it with a 
heavy hand. He was too heavy for a Mozart piano concerto. 
Not like Bruno Walter on the Mozart piano concerto. 
And perhaps it was his operatic background. It was 
important to him that the sound came from the right place 
and it was produced in the right way. 

BERTONNEAU: Of course, that's extremely important in 
Mahler's scores, because he actually indicates the 
physical disposition of the instruments. 
REHER: Exactly. That's why he was following the directions 
of Mahler very explicitly. And, of course, all the music 
is printed in Germany, and the directions to the performers 
are in German, which is all right for me, and was trans-
lated by Klemperer for some of the non-German-speaking 
people in the orchestra. Is there anything more? These 
are interesting things you're telling me, you know. I'm 
delighted. 
BERTONNEAU: There are a lot of interesting concerts. 
We're pretty short on time for this session. We can, of 
course, pick up next session. Let me ask you if you had any 
personal contact with Klemperer. I would be interested if 
you did. 
REHER: Yes, I meant to say that, right away when I got into 
the Philharmonic, I had already been a friend of Rolf 
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Hoffman. I think I mentioned him once on the tape. If 
not, here he is. 

Rolf Hoffman was a professor of German at UCLA, and 
I thought he was a delightful person. He was an artist, he 
was a man of letters, spoke several languages, was not 
academic at all, you know. In fact, he was censured for 
that, I think. I don't know what the details were, but he 
was a very prestigious person when he came here, had a 
tremendous knowledge. But the most important thing is, he 
took me in. When he found out I was in the Philharmonic, he 
invited me to his home in Brentwood. His home was a 
shambles, you know. His wife was an artist and they had 
things standing around there with nothing. But I met 
these people and I remember the first time, one of my 
first concerts in the fall of '34. I had a concert in 
San Diego. We had to get there, and the bus left at a 
certain time, or I had to leave at a certain time. And I 
told Doctor Hoffman, I was at a tea party the night before. 
Klemperer was not there. It was the first week, second 
week, and [Hoffman] says, "Oh, I know Otto Klemperer. He's 
a good friend of mine. You won't be late, but I have to 
go down there on business to San Diego. I'll drive you." 
Well, I said, "I'd like to leave for this, you know about 
two o'clock because of the concert at eight." "Oh," he 
says, "don't do that. I'll drive you in my Cadillac," or 
whatever he had, a big car. And, you know, we didn't 
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leave till five o'clock? 
BERTONNEAU: Kind of scary. 
REHER: And I was supposed to be with the downbeat in San 
Diego at 8:30. Now, there was no freeway. To get to San 
Diego was easily a three-hour-and-a quarter trip. You 
had to go through all those little towns, you know, Laguna 
and San Clemente and Oceanside. No freeways. And he says, 
"Don't worry about it, son. I will speak to Klemperer if 
you're late." I said, "But, I can't be late, Dr. Hoffman." 
"Oh, don't worry about it." So I played along with it and 
I went down on this trip to San Diego and we got there at 
8:29. And it was enough to drive me up the wall. I got 
there, but I was completely unstrung, and I remember then 
that Klemperer was introduced to me by Rolf Hoffman back-
stage after the concert. That was the end of that. 
An amusing thing: He took me home that night, and we got 
up here by where Robinson's is now, you know, coming up on 
Wilshire Boulevard, and he ran out of gas. Ran out of 
gas! At 2:30 in the morning. Well, there were gas 
stations open. He says, "Sven, I don't have any money." 
Rolf Hoffman, who is a very well-heeled man—he says, 
"Would you mind lending me some money? I'll pay you back." 
So I give him ten dollars. Well, needless to say, he never 
paid it back. But, I mean, I was glad to get home. When 
I got there, I had to take my little car, a Ford, and 
drive back to my home on Cerro Gordo. 
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But that was a beginning of a friendship with Rolf 
Hoffman that lasted for at least a year or two, and I met 
a lot of wonderful people. And I met Klemperer, got to know 
him better, through him. And it was so nice at this Ojai 
Festival. Werner Klemperer was the narrator for the 
Lehrstuck of Hindemith that was performed for the first 
time on the West Coast, I understand, by Lukas Foss, here. 
And Werner came up to me. I've greeted him many times, 
since I've seen him at movie things, and he always talks 
about the days, you know, with his dad, "cause he was just 
a kid. He's younger than I am, and his sister—and they 
grew up and I saw these young Klemperer kids, and it's 
nice to have him remember that. You know, oh, it was a 
concert about a few years ago that Kurt and I played and 
he was there. And Werner says to me, "You know, my dad 
certainly would have been proud of you, to be here, to 
hear you play, you and your brother." And he said, "He 
certainly liked you." Well, that's how I got to know the 
Klemperers, through Rolf Hoffman, and there were other 
people, [Lion] Feuchtwanger and Thomas Mann and people 
like that—people I knew and had read about. But they 
came there; they're artistic. Rolf Hoffman was the center 
of cultural activity, apart from the university, and it was 
a tremendous entre into the musical life and the literary 
life of this community. It was through Professor Hoffman, 
who became very friendly to me. I was mad as hops at him 
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for putting me through that torture as a green man of the 
Philharmonic, to almost make me come late. But he had a 
way and he drove like insane, like all Germans do, you 
know. Fast! [laughter] But, yes, I did meet Klemperer 
and, of course, subsequently I got to know him better. 
BERTONNEAU: Did Klemperer take personal interest in some 
of his musicians, or was he pretty much of a remote figure? 
REHER: Klemperer was generally a remote figure, but if 
you spoke the German language with him. . . . I know, I 
recalled to him that I remembered he was a conductor at 
the Platz der Republik when I was a student at the Hoch-
schule and immediately I had a kind of contact and rapport 
with Otto Klemperer which the other people didn't have. 
He was a remote figure, because he was imposing. 
Physically, you didn't want to go to him unless you were 
a first chair man, like Sylvain Noack. I think he was 
only there one season, then we got new concertmasters. I 
think it was only one or two seasons that I served in 
there in that quartet. I can't remember, exactly. 

But it was most difficult. He would not tolerate a 
person getting out early to go to a job, another job, if 
you could get it. It was strictly business. You had to 
be there. And he just couldn't understand how anybody 
would even ask for a thing like that. He was a very 
difficult person, like most Germans are, I guess. They're 
difficult. Including myself, I suppose. We get an opinion 
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and we think we're right. That doesn't mean we're right. 
That's the way it is. 

Klemperer was the ideal symphony conductor, because he 
was a boss. He was someone that ran it with a tight 
reign. But my best years with Klemperer, of course, came 
when I was moved up, and that came about in 1936, after 
we had played one week in the exposition in San Diego, 
with part of the Philharmonic. I didn't get to play two 
weeks because they had to split the work. I was still on 
the tail end in the section when, after this Mahler 
concert, Klemperer decided he wanted to upgrade the 
orchestra sound. The sound is usually better if it all 
comes from the front in strings. So, you could imagine 
what kind of a revolution it was when they moved me up 
from ten to three. Just like that, overnight. I was 
right behind Emile Ferrir, principal viola, and another 
young fellow, Harry Rumpler, was also moved up to the 
second stand. And they moved some of the old-timers back. 
It happens to all of us. It's happening to me. But I 
can understand that, because the sound of some of the 
musicians that were in the Philharmonic at that time was 
really not worthy of Klemperer. And their attitude was 
not worthy, either. It was always that Klemperer was such 
a—almost a bulldozer, that he whipped them into shape. 
But the orchestra really jelled; by 1936, it became a 
first-rate orchestra. I was already with my second season 
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in the Bowl. You have the Bowl programs now, and you 
know what went on there. I don't remember whether Klemperer 
conducted from the Bowl in the first two years that I 
was there. 
BERTONNEAU: He conducted a couple of concerts. You know, 
in a conversation that he had with Peter Heyworth, he 
said that he didn't like the Bowl very much. 
REHER: No. He did not like the Bowl. He did not like 
outdoor music. Most Europeans don't. You know, we just 
don't. Like in the Ojai Festival, it's difficult to make 
it there--we have all that amplification. But, no, 
Klemperer did not like the Bowl and he was worried about 
the pianissimo and he got a fantastic pianissimo. But 
the Bowl story is, of course, another exposure for me, 
a tremendous exposure, because I then was exposed to all 
the great soloists and many of the great conductors of 
the world who came to do their little one-week stints in 
the bowl. We only got little vignettes, but we were 
exposed to it and those gigantic audiences—always very 
bad for symphony concerts, always very big for pop concerts, 
especially Gershwin. But in the Hollywood Bowl we had 
some spectacular concerts. 
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TAPE NUMBER: SIX, SIDE ONE 

MAY 30, 1979 

BERTONNEAU: I guess we take up the Philharmonic again 
today. I'd like to start by asking you about Bach, who 
seems to my surprise, at least, to have dominated the 
orchestra's programming in the 19 30s. 
REHER: That's interesting, Tom, that you would mention 
that. While I was immersed in it, I was not aware of that. 
In the first place, in the first two years that I was with 
the Philharmonic, I was way back in the section and a lot 
of the Bach music does not call for a full section of 
violas. Perhaps that's one of the reasons. And the other: 
I was so impressed with the Beethoven output of Klemperer 
that I wasn't aware of it. I know one thing, as far as 
I remember, that usually the harpsichord was not as 
prevalent in the thirties with Bach as it has been the 
last twenty years. 
BERTONNEAU: When Klemperer conducted Bach unarranged he 
seems to have used a piano. 
REHER: That's interesting that you observed that. I 
don't exactly remember that, but I don't remember the 
presence of a harpsichord, and he did play the piano 
rather, you know, heavily. But he could do it. But 
before we go into this, I'd just like to say the thing I 
told you on the telephone the other day: I feel personally 
so very fortunate that I was able to obtain a position in a 
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major orchestra so quickly—not having played much music 
before that time—of so fine nature, especially on a 
viola, and then being subjected to it, conducted by these 
great people. I started at the top, really. It's one 
thing, in retrospect, that I'm very grateful for, because 
I got a taste of high-class interpretation of the music. 
Now, let's get back to Bach. I know we talked about 
Schoenberg's arrangement last time, didn't we? 
BERTONNEAU: Yes. 
REHER: We talked about Schoenberg conducting. I don't 
know whether he did that from programming, or to show off 
his ability at orchestration. Needless to say, when he 
[Schoenberg] was on the stand he could not command the 
respect of professional instrumentalists—even though he 
be a great composer in his time—[that] a great conductor 
of the power of Klemperer or Bruno Walter or Fritz Reiner 
or someone like that would command. Now, the arrangements 
that Schoenberg made of the Bach chorales, divided the 
melody of Bach into many segments, into different instru-
mentations, made it rather interesting. But it came out; 
the long line came out, if you look for it. It was kind 
of broken up, but that's the way this Durchbrochene Arbeit, 
as they say in German, was carried on. It was done by 
Mozart already, and by Haydn. I think he was probably 
one of the first to do it, you know, to take a theme and 
divide different parts of it into different instruments. 
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BERTONNEAU: Sometimes we call that, informally, I think, 

dovetailing of a melody. 

REHER: Dovetailing. Right. Now, you say, you want to 
know more about Bach. Is there any specific event that 
you want to talk about—in regards the music of Bach or 
Klemperer's interpretation? Or who else did Bach at that 
time? 
BERTONNEAU: Well, strangely enough, Jose Iturbi conducted 
Respighi's transcription of the Passacaglia and Fugue, at 
least three times in the Hollywood Bowl in the 19 30's. 
What was Jose Iturbi's Bach like, for heaven's sake? One 
doesn't think of Iturbi first of all as a conductor and 
secondly as a conductor of Bach. 
REHER: Jose Iturbi, at the time he started conducting, 
was probably one of the most brilliant pianists on the 
concert scene. He had a fantastic memory and a fantastic 
facility on the keyboard. And he started off by taking an 
engagement with an orchestra and not having a conductor. In 
other words, conducting from the piano, which was highly 
unsuccessful. But this Respighi arrangement or transcription 
of Bach, this specific occasion, even though we played it 
three times, I don't recall. I mean, I'm sure it's available, 
but I daresay, at this point in time, forty years after, 
that Iturbi's interpretations were probably on the romantic 
side. Iturbi was a great romanticist and his Chopin and 
Liszt and things like that, he played magnificently. I 
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don't remember I turbo.'s classical piano interpretations as1 

being anything outstanding, even at that time. You must 
not forget, now, Tom, I!was in my mid-twenties when all 
this happened, and I've changed a lot and I've heard a 
lot since and, obviously, my conception of Bach at that 
time was, indeed, probably closer to the romantic ideal. 
Because, the way we knew Bach, most of it, in the thirties 
and the forties, [was] from editions that were published 
in the nineteenth century when the Bach Gesellschaft was 
at its height. And they were rediscovering Bach and editing 
and arranging it so that we are almost stuck, even to this 
day, sometimes, in some of [the] violin and string music 
and arrangements which were conceived by Romantic musicians— 
Schumann, Brahms and contemporaries and they probably did 
things with Bach. I think we've gone too far the other 
way. Lukas Foss pointed that out. I mean, in other words, 
you can become too academic about a thing and about the 
performance practices and about the ornamentations and 
things like that. But, I think Leopold Stokowski, whom I 
knew pretty well too and under whom I played, when he came 
out here, very often in the early 40s—in fact one of the 
movies I made with him was A Hundred Men and a Girl. 
BERTONNEAU: Ah, yes. 
REHER: You know, Deanna Durbin. And a hundred piece 

symphony orchestra, which were all men in those days. So, 

that's interesting. Today, of course, it's a little different. 
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They weren't all men. I remember some young women in the 
L.A. Philharmonic and in other orchestras. But, of course, 
Leopold Stokowski had his radio programs even before I 
got into the Philharmonic in the early thirties. I can't 
remember the sponsor, but he had fifteen-minute segments, 
and so forth, and his Bach was indeed romantic. Trans-
cribed by him or his assistants. So that was already a 
romantic concept of Bach. Now, Klemperer, coming from 
Germany, which was the heart of romanticism—the way I 
feel, German romanticism in literature and in music is 
pretty hard to exceed. In other words, this was the height 
of that period and music went right along with it. I don't 
specifically recall that Klemperer disturbed tempi, made 
these tremendous ritardandos at the end of pieces which 
Stokowski did and, of course, which Lukas Foss abhors. You 
know, the Brandenburg Fourth Concerto last week—he [Foss] 
went right to the end without the ritard and that's the 
way the score says it. And it always amazes me that a man 
like Leopold Stokowski, and perhaps even Klemperer would 
conceive Bach in that style, that they would put in these 
ritards which almost seem instinctively musical. You do 
this because you figure Bach was at an organ and he was 
expanding things, but the music comes across better when 
you don't make these excesses. And I think that's going 
to apply to ornamentation, too. I know some of my colleagues 
in the music department will argue with me about the 
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ornamentation. Ornamentation is important, but to make 
such a fetish of ornamentation causes—you lose the thing, 
the rise and fall of Bach's line. 
BERTONNEAU: Of course, even in Bach's time, there was 
controversy about the extent to which interpreters should 
ornament the melodic line. 
REHER: Yes. And you musn't forget, a lot of the people 
were ornamenting who were inferior performers. Now, I 
don't say all people in Bach's time were inferior performers. 
We know that's not true. But let's put it this way. I've 
always said, as clever as Oscar Levant was at the piano— 
I knew him very well from the day I was a student here at 
UCLA; Schoenberg introduced me to Oscar Levant—I would 
hate to see him play a Mozart concerto and then improvise 
a cadenza. I mean, he couldn't get away from it. Benny 
Goodman can't. You know, if he were left to improvise 
Mozart . . . 
BERTONNEAU: It would swing. 
REHER: It would swing, and that's the way they're built. 
You know, it's only lately we have musicians like Andre 
Previn, and people like that, even though they really are 
swingers, in a way, musically, you know, they know the 
thing. I saw Andre Previn last night in an interview with 
some people on his TV show, this Pittsburg thing. He knows 
the musical comedy scene, he knows the Hollywood movies, 
he's a good conductor and he is a serious student of music. 
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But, you know, Oscar Levant—he would sit down there and 
really give it the works. I'll never forget—do you mind 
if I digress? 
BERTONNEAU: Not at all. 
REHER: I think it was Henri Temianka, about ten years 
ago, fifteen years ago. And Oscar Levant, the pianist, 
was going to play. He was an extremely nervous man. And, 
when he got older he had more obsession with nerves and 
things like that. He really built himself up into a panic. 
But he was playing a Shostakovich piano concerto, one of 
the Shostakovich piano concertos. And I will never forget, 
it happened right here in Royce Hall. That man chain-
smoked backstage waiting for his entrance into the arena. 
In fact, he was smoking still while he was coming in on 
the stage, in his full dress suit, and he stamped out his 
cigarette right before he sat down at the piano. Well, 
this shows a sign of tremendous tension and nervousness. 
But, despite that, the second movement was very well done. 
It was the one with the piano, trumpet, and string orchestra. 
But the poor fellow—he just barely hung on to get through 
this performance. Of course, he may have had a fantastic 
ovation, because of the way he has with audiences. All 
right, well let's go on. 
BERTONNEAU: Back to Bach. In 19 37 Klemperer gave a 
performance of [the] Sjt. John Passion of Bach. Do you 
recall that? 
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REHER: I certainly do. That was my first experience with 
the Sjt. John Passion. Now, you know, a person would have 
done that earlier in life. But I happened to be in the 
orchestra, and by 19 3 7 I was up in front. Now, you say, 
"Well, What's the difference?" Only a few bucks extra 
per week. But that isn't the point. You sit up in front, 
you're right there in front of the maestro, you're right 
there with the great soloist, and the pianist and whoever. 
You have a front row seat that you can't duplicate in the 
auditorium. You could see every movement and get every 
feeling that Klemperer or any other great musician had. 
Was that done in the old Philharmonic Auditorium? 
BERTONNEAU: Yes, in March, so that would still be in the 
season. 
REHER: Yes, it must have been in the season. Yes, at 
Fifth and Olive. It was indeed a packed audience, and 
it was indeed a massive, wonderful performance, especially 
with the choral forces, the vocal forces and the soloist. 
Now, you're probably going to ask me what kind of instru-
ments they used—whether they used some of the old instru-
ments. I'm sure they did. Maybe the program will reveal 
that. I do not remember that. But I remember that as one 
of the most moving experiences that I had in my early years 
in the Philharmonic, to play the St.. John Passion—And I 
remember Klemperer, too, explaining in his broken English 
how—something I learned later in college or while I was 
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going there—that the St:. Matthew Passion is a more popular 
piece of music, because its arias have a more song-like 
quality, and appeal to the emotions and feelings of the 
auditors, whereas the St. John Passion is a much more esoteric 
type of work. I think that's one of the reasons that he 
put on the St. John Passion. And it was indeed a tremendous 
affair, probably put on close to Easter time, MarcluIt 
sounds like something Klemperer would do. He usually did 
that. 
BERTONNEAU: It's March 26, 19 37. 
REHER: Yes. 
BERTONNEAU: That has to be close to Easter. 
REHER: Could have been. Or Sunday in that Lent season. 
And it was a very moving experience, as far as I was 
concerned. 
BERTONNEAU: Was it a taxing work for the musicians to 
play? 
REHER: Not like the B-minor Mass, no 
BERTONNEAU: It's not as long as the B-minor Mass. 
REHER: Well, I remember, I have played it subsequently, 
but not many times. The St.. John Passion one does not 
get to play every day, you know, unless you go around 
from church to church in these little things that you have 
every year. But with a big orchestra and a fine performance, 
it was a taxing work. But there were more rests. Well, 
you might say that's a very peculiar thing for a musician 
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to say. I think it's very important that the musicians 
that participate are not exerted physically continuously. 
Some composers just write forever. The B-minor Mass, as 
I've just mentioned—you know how sublime it is, and how 
descriptive of the resurrection and of descent into hell 
and all that, you know, with the descending chromaticism. 
It's a magnificent work, but it's, from beginning to end, 
playing: holding up the viola, which is the most physical 
instrument of the orchestra. It is physically difficult 
because it's cumbersome and heavy and we played a sub-
ordinate part. Now, in Bach we don't. In Bach we underline, 
simply, the melodic things that were stated by the chorus 
and the soloist. It's interesting that the B-minor Mass 
really was much more subordinate to the vocal forces than 
the St. John Passion. St. John Passion was, at that time, 
for me, a more interesting performance. I mean, in other 
words, it was a more interesting work. And it's silly for 
me to pontificate about the differences between the St. 
John Passion and the B-minor Mass, but I'm just talking 
from a player's point of view. I have played the St. 
John Passion a couple of times since then and the Mass in 
B-minor many times with Roger Wagner and of course, the 
choral work that Roger Wagner does is superb. At that time, 
the choral forces were good, but probably not great. 
BERTONNEAU: They seem to have been assembled from women's 
clubs, church and community groups, and that sort of thing. 
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REHER: Right. I mean, there was this Mr. [Clifford] Lott 
who organized a lot of it and they were good, and the 
people were lovely and they wanted to sing and they were 
absolutely turned on by this magnificent man, Klemperer, 
who was a giant musically, physically, in every way. And 
he was a man of serious purpose. There was no question in 
my mind that Klemperer ever went onto the stage with any 
thought of what he was wearing or how he looked to the 
audience or what an effect he could make upon the orchestra, 
upon the critics. None of that. And I think Giulini is 
doing that. This is the kind of thing I like. We had 
that also with van Beinum, here, in a brief interlude. 
I'm not going to talk about the other conductors, but many 
of them were always concerned with their own career. 
Klemperer wasn't. Klemperer already had lived a very 
important musical life before he came here. But when he 
came here, he took it very seriously, and he was unquestion-
ably a man without any self-indulgence. 
BERTONNEAU: From Bach to Bruckner, then. There is a 
connection, I think. 
REHER: Well, I'm sure there is. 
BERTONNEAU: And there certainly must have been in 
Klemperer's mind, because he was a champion of them both. 
In March of 19 36, he conducted what must have been another 
west coast premier and that's the fantastic Seventh 
Symphony. 
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REHER: That was also my first experience with Bruckner. 
I knew there was Bruckner in there someplace in the early 
years. That was about two years after I got in the 
orchestra. You know, my dad always talked about Bruckner 
and Mahler. Being German, those were his big composers, 
with Reger. Of course, a Bruckner symphony is a long 
thing. The German language is a long thing. You know, 
before you get to the meaning of a sentence—we know what 
German is. The romanticism in German literature is the 
long thing. The Germans draw it out. They milk it, you 
might almost say. But that's the way they are. If that's 
the way they're going to be, romantic, then that's the way. 
So, anyhow, the Bruckner symphony. Now, the viola part 
for a Bruckner symphony is not very demanding, and it 
gives a person that's thinking and listening a tremendous 
opportunity to hear what's going on in an orchestra. 
That's the biggest thrill I have in an orchestra, to see 
what the composers have done. If you're so preoccupied, 
like when Richard Strauss writes something—well, you are 
worried about the notes and you can't see the forest for 
the trees. But Bruckner—he gives you plenty of opportunity. 
I remember the french horns and the brass and those long 
buildups of one or two pages of tremolo which is physically 
difficult, but if you know how to play it cool, you can 
get by that and it's not important. It's only part of the 
shimmer that builds up this tremendous symphony. But, 
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again, I cannot compare what went on before I got in the 
Philharmonic. Rodzinski, of course, was there. But when 
Klemperer came, he made the brass and the woodwinds come 
into all their glory. And even though musicians didn't 
like to play a symphony that lasted one hour and five 
minutes, every minute of that was a tremendous joy to me. 
BERTONNEAU: Now, Klemperer was notorious for his slow 
tempi, and especially in the Bruckner symphonies. Was 
that evident in those years? 
REHER: It certainly was. I mean there was nothing hurried 
about it. He was, therefore, what you would call a true 
romantic, in the German sense. 
BERTONNEAU: "Heavenly length." 
REHER: Heavenly, this symphony of heavenly length of 
Schubert. You're right. That's right, exactly. And 
that's the way Wagner conceived his music. I mean, we 
know, it's endless. And Bruckner is also endless, but 
so sublime. Bruckner, of course, was a very mystical man 
and spent a good deal of his life playing in church— 
organs, you know, in Linz and parts of Austria, in the 
Stephanskirche in Vienna. So, therefore, his music was 
conceived that way and the German conductors exploited 
it, you might say. But, what it says is adagio molto, or 
these great descriptive titles that they have of their 
works, in German, which I think applied to Bruckner. They 
really did it. 
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BERTONNEAU: Bruckner—his favorite description is 

f eierlich he says. . . 

REHER: Oh, feierlich . . . 

BERTONNEAU: Und sehr langsam. 

REHER: Und sehr langsam, very good. Well, that, of 

course, if you tell a German "Sehr langsam," oh he's 

going to really show you what langsam is. It is adagio 

molto molto. But there's nothing wrong with that. Art 

has to be. In music, you've got to let the interpreter— 

you've got to let them have a free reign. You can't 

corral them. I don't think that Klemperer ever imposed 

his will in tempi on a soloist. I never recall any 

specific discussion between soloist and conductor about a 

Mozart concerto or a Beethoven concerto. First of all, the 

Beethoven concertos—I'm sure that Klemperer selected the 

soloist. You know, in other words, he probably told the 

[Ernest] Fleishman of that day, "Well, why don't you get 

Arthur Schnabel, you know, and we were going to play the 

Beethoven cycle, the piano concertos." You know? So, 

therefore this slow, feierlich, majestic—I think that he 

brought out the best in Bruckner. I know the United 

States—well, I think they do have some kind of a Bruckner. . . 

BERTONNEAU: There's a Bruckner society. 

REHER: Bruckner Society, of course. In Germany, it's 

big. Mahler is big in Germany. Mahler's become big in 

T-shirts here, too. You know, in other words, Mahler has 
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something which the young generation likes. 
BERTONNEAU: His time has come. I wonder if Bruckner's 
time has come? 
REHER: I think it has come, and won't come back. Now, 
that's a terrible thing to say, because a great piece of 
work of art comes and goes. It weaves through the 
different political eras and so forth. Well, Bach is the 
best example. Bach was a great organist. He became 
bigger and bigger and when he died, the performance of 
Bach's music ceased, practically killed. Mendelssohn 
rediscovered it. Then they had these romantic excesses. 
In the romantic period, they compiled the music of Bach 
and arranged it that way. Then it came to a point, in 
the early twentieth century, when Bach was again kind of 
not forgotten, because no composer ever forgot Bach 
entirely—they all used him as a model, from Beethoven on 
up into the moderns—but, for the audience, it [subsided]. 
Then, finally, with this new renaissance—I might use the 
term lightly—of Bach, in the sixties or since the war, 
the young people [took] hold of Bach and [made] him such 
a popular composer. There's no question about Bach as a 
composer to contend with. All you have to look at is that 
last Ojai festival, the three concerts that I performed in. 
The Bach was sold out and, God knows, everybody's heard 
the Third and Fifth Brandenburg many times, and also those 
two keyboard concertos. I mean, somehow, it has a 
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fascination and Bach has caught on in this country. And 
I'm glad that the Philharmonic in those days, under 
Klemperer, participated in that because, at that time, 
Bach was still in the romantic concept of Stokowski, and 
I think that Klemperer probably brought something to it 
besides that. 
BERTONNEAU: I don't think the Bruckner was repeated. The 
Mahler Second Symphony was repeated in 1937. We talked 
about that the last time. 
REHER: That's right. 
BERTONNEAU: But, Bruckner doesn't seem to have gone over, 
unfortunately. 
REHER: Unfortunately. But, it has gone over since then. 
Zubin Mehta has done very well with that. In other words, 
there's something about audiences which have become much 
more sophisticated than they used to be. There are more 
young people and they insist on Mahler and they insist on 
Bruckner. In those days, don't forget, we were still used 
to Night on Bare Mountain, you know, and Scheherazade, 
and things like that. I'll never forget, I think there was 
a symphony concert in the early days there, a regular 
symphony concert which still had a piece on it like 
Scheherazade. That's usually reserved for a pop night, 
now, if ever played. I mean, I wish I'd written it. 
I'm not deprecating the work. But, you know, compared to 
Bruckner and Mahler and those substantive works. . . . Yes, 
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Klemperer was indeed a forerunner and, of course, my dad 
was so delighted when something like that came that he 
could go to see a German interpret a German work in an 
American orchestra and be successful at it. It went over 
very well, but probably was not that successful that it 
would be repeated, unfortunately. 
BERTONNEAU: Since we're on the subject of Bruckner, I 
suppose we should talk a little bit about Bruno Walter, 
even though that's getting ahead of our story. You must 
have played Bruckner under Walter in recordings. 
REHER: Those stereo recordings that we made, I don't 
remember the years, but it's somewhere in my notes. 
BERTONNEAU: How did Walter's interpretation of Bruckner 
differ from Klemperer? 
REHER: Slower. 
BERTONNEAU: Slower? That's almost hard to believe. 
REHER: Not much slower, but slower. I mean, in other 
words, there was no difference between them there. In 
other words, Klemperer saw to it that Bruno Walter came in 
here. There's no question about it. They were buddies in 
Europe and they were great people there. Bruno Walter was 
probably one of the most appealing, personally appealing 
conductors that I had in those years. Even though Klemperer 
was overpowering and overly dramatic and big, Bruno 
Walter was a gentle, soft-spoken person who perhaps told 
the story and, you know, kind of pontificated. But he had 
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an interpretation of those things that was remarkable. 
What Bruckner symphony was made on those records? 
BERTONNEAU: I have a recording of the Ninth Symphony and 
I think also the Seventh was recorded under [Walter] in 
the early sixties. 
REHER: Did you ever hear a recording of Bruckner under 

Klemperer? 

BERTONNEAU: Yes. It's interesting. Of course, Klemperer's 
earlier recordings of Bruckner are slower than his later 
ones, but they're all slow, as you say. 
REHER: Well, that's an interesting thing you brought up. 
Klemperer and Bruno Walter, especially Bruno Walter, 
pointed out how America and it's pace of living has changed 
conductors, I mean, their tempos. Someone [who] had heard 
either Klemperer or Bruno Walter in Europe and then, after 
several years here, wouldn't recognize the concept. So in 
Germany, or in Austria, those composers were played slower 
by these gentlemen. When they came to our faster-paced 
society, they were affected by that, by automobiles and 
speed and so forth and the Indianapolis 500. I think the 
excessive speed of America, in its lifestyle, was wonderful 
for people like Fritz Reiner and for Artur Rodzinski. 
And we know also that Toscanini was fast. But I don't 
think he was as influenced by America as he was by his 
Italian background. But, there's no question that the 
interpretations were faster when they got here. Somehow, I 
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don't know whether the time—no, I don't think so, I don't 
think Klemperer or Bruno Walter were ever aware or were 
ever concerned that it might run overtime, you know, as 
far as audience fatigue was concerned. 
BERTONNEAU: How about with regard to the union rules about 
the players themselves—would that have caused perhaps a 
tendency to take up the music a little faster-paced? 
REHER: You couldn't do that with the great masters. You 
could do it with some people that I don't want to mention 
by name, that came in as guest conductors—minor conductors 
from the coast and little orchestras and so forth. I'll 
never forget one conductor—I shouldn't tell that story— 
maybe I will when I'm weak. But, obviously, they had to 
get used to the fact that the rehearsal lasted two and a 
half hours. 
BERTONNEAU: Did Klemperer have trouble with that? 
REHER: He didn't have trouble with it, except he was kind 
of surprised when the manager . . . [telephone rings] . . . 
excuse me. [Tape recorder turned off] 
BERTONNEAU: Well, we're back again after a short interrup-
tion. 
REHER: You know, Tom, it gives me such great pleasure to 
talk about these things in depth to you, a young person, 
because that period in my life was filled with things and I 
was overwhelmed. But, now, as I sit here and you are 
prodding me onto this, I am delighted. Let's get back to 
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this union problem. That may seem inconsequential, 
but that's very important. The union has certain laws 
about the length of rehearsals. Sure, they can go into 
overtime, and they pay for it. But the manager of the 
orchestra has to tell the conductor that we are now going 
overtime. But a man of Klemperer's stature and Bruno 
Walter's stature had no problem with management. They just 
have to raise that much more money and they felt it was 
worth it. Some conductors abused it. These men never did. 
I remember, sometimes, Bruno Walter would let us go early. 
There's also a time limit on concerts, length of concerts. 
I don't know what the time span is. 
BERTONNEAU: That's what prompted my question about 
Bruckner tempi and length of performance. 
REHER: Yes. I believe that the time span for a concert is 
two and a half hours, so that would bring it up to eleven, 
if we started promptly at 8:30. I don't think any concert 
ever lasted longer than that. If it did, they weren't going 
to run out there and say, "Hey your time's up." Now, I 
don't know how it is in Germany. I know Germany has a 
union, the Musikerverband. My dad used to belong to it. 
There was some kind of an understanding, a civilized under-
standing, about when musicians get tired. You see, a 
musician becomes fatigued, not physically, necessarily, 
but, you know, it's a very exhausting thing, to concentrate 
on these beautiful things and play them the way the maestro 
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would like them. Therefore, a break is called. I know it 
is a difficult thing, but here the union was very strict 
about it. I never remember confrontations like I did with 
some other conductors who could not understand why a person 
wouldn't be limitless. So, they made peace with the union. 
They had double rehearsals. But, mind you, this overtime 
bit is fine if you live in Arkansas, or if you live in 
some place where there are no other temptations. But very 
often there was. I'll never forget, my brother and I were 
very fortunate to have a radio program called the Lux Radio 
Theatre which was produced by Cecil B. De Mille, you know, 
movie things, and it was every Monday. It met at four 
o'clock in Hollywood. There was no freeway at that time and, 
obviously, we had to be in Hollywood for that rehearsal 
at four. The rehearsals were scheduled in the Philharmonic 
at 9:00, till 12:00—or 9:30. No, they never started at 
9:00—9:30, Philharmonic Auditorium. An hour off for lunch 
and then from one to 3:30. Now, it was hard put for us 
to go from there, Fifth and Olive, without freeways, to 
the Huntington Hartford Theatre. Now, you might say, 
"Well, what's so important about that?" But if Klemperer 
said, "We have to have overtime in the second rehearsal," 
then there was a tremendous conflict, because some of the 
musicians that were on that program with me got up and left. 
I never did. And sometimes I had to come late to the radio 
show. Not for the show itself; for the rehearsal. The 
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show didn't go on till 6:00. But, there was a dress 
rehearsal at 4:00. So it was very important, to make a 
living. And the American orchestra, or our orchestra, at 
that time, did not pay us a living. As you saw from my 
contract, which you have, twenty weeks, or twenty-two weeks, 
or maybe thirty weeks with the Bowl, was not a living 
even though the prices were, you know, thirteen cents a 
pound for ground round. It wasn't a living, because it 
deprived one of doing other things. And this was difficult, 
at first, for Klemperer and Bruno Walter and other conductors 
to realize—that Hollywood has this temptation. I feel that 
is probably one of the reasons this orchestra will never, 
can never be maintained at the highest level. It's too 
difficult because, when you get those virtuosos, those 
blur-ribbon instrumentalists, and they get a temptation. . . . 
I'll never forget a horn player from the studios. About 
ten years ago [he] was making a fabulous sum of money, 
still is, was offered by Zubin Mehta $500 or $600 a week 
to play first horn in the symphony. That fellow turned 
him down. Well, you might say, he's greedy for money. It 
isn't exactly that. Simply, in the scheme of things, it's 
difficult for this orchestra to be maintained in competition 
with what goes on in rock and roll and with movies. And 
my hat's off to the management that they are able to do 
it. Of course, they have fantastic contracts now in the 
symphony. They get all kinds of fringe benefits and year-
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round employment. Sometimes they don't even know what to 
do with the orchestra. You probably have seen where they 
go there and do this and you wonder why. In those days 
we didn't. There were the pairs of concerts, the concerts 
in San Diego, Santa Barbara, and some of the children's 
concerts. And there wasn't much leeway. But, again to 
terminate that with the unions, they got along with them, 
all right, and it was an experience for them, I'm sure. 
BERTONNEAU: Let me ask you about Klemperer's Berlioz. One 
doesn't think of Klemperer as a Berlioz interpreter, 
particularly, but he seems to have played the Fantastic 
Symphony and some of the overtures more than once. 
REHER: That's right. Let's put it this way: I think, 
as a prejudiced musician, and a man of many years who has 
experienced many conductors, Klemperer never did anything 
badly. You couldn't say that Klemperer was an outstanding 
Mozart conductor, but you couldn't either say that he was 
no good at Mozart. It's the same thing with Berlioz. I 
remember, I think my first experience with Berlioz was 
with Klemperer. Mind you, I was a new guy in the orchestra, 
and right away—Roman Carnival, Benuvenuto Cellini [Overture], 
and the Symphonie Fantastique. It was only later that I 
learned the construction of the idee fixe and how Berlioz 
went about it. So, therefore, my college training here at 
UCLA went hand in hand with my experience down there. But 
I don't remember specifically, again, about Berlioz and 
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Klemperer, and not being a tremendous Berlioz aficionado, 
I still found nothing wrong with it. He brought out the 
principle, the essential things, knew the background of 
the music and what it was all about. We know that Berlioz 
was a great master of orchestration and he was way ahead 
of his time with the English horn and the harp and all 
that and I even used it in my dissertation, I mean, it was 
one of my references, point of departure. Berlioz knew 
what he was doing. He was way ahead of his time. 
BERTONNEAU: He's not a very German composer. 
REHER: No he's not a very German composer, certainly not 
a German composer, but he influenced the Germans in 
orchestration. You know that. I mean, you know, the 
school of Wagner, Liszt, Mahler, Richard Strauss, were 
influenced by Berlioz in their concept of instruments, 
using them. And not a German composer, but he [Klemperer] 
did them well. Maybe he didn't do them French enough for 
Pierre Monteux. I don't know. But it was good; it wasn't 
bad. 
BERTONNEAU: Last week off tape you asked me to find out 
about Klemperer's Strauss performances, and he does seem 
to have started conducting Strauss with the orchestra 
fairly early. He did Don Juan in 19 36, Til Eulenspiegel 
in . . . 
REHER: What time in 19 36? 
BERTONNEAU: February, 19 36. 
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REHER: That is early. I didn't think that. I had forgotten 
that. And Til Eulenspiegel? 
BERTONNEAU: 19 37. Don Quixote in 19 38 and Also Sprach 
Zarathustra in 1937. 
REHER: Oh, I'll never forget that performance of Also 
Sprach Zarathustra. 
BERTONNEAU: Well, Klemperer was an outstanding Strauss 
conductor, even though he was a little bit reluctant, I 
would think. 
REHER: Well, he was reluctant because of reasons we've 
talked about. After all, Hitler and all that, and Strauss, 
what he was doing, you know, silly things. But the concept 
of the orchestra, the massive big orchestra, went right 
hand in hand with a man like Klemperer, much more than 
Bruno Walter. Klemperer, when he [conducted] Also Sprach 
Zarathustra and Sinfonia Domestica and all those tremendous 
works that I played for the first time under Klemperer were, 
I think, conceived and interpreted in the manner that 
Strauss—because they knew each other—would have wanted 
it. Big, bombastic, romantic music, making use of motivic 
ideas, which were really established by Berlioz. The 
idee fixe and the Leitmotif: comme ci comme ca. We know, 
historically, Berlioz, Strauss belonged to the same 
category and they both had their roots in Beethoven and 
Bach, whereas Schumann, Mendelssohn, Schubert were classical 
romanticists who came and followed more the Beethoven 

291 



forms, and didn't dabble so much with the idea of 
representing something extra-musical, like the idee fixe, or 
Harriet Smithson. But Strauss did that to the fullest. 
BERTONNEAU: What does a viola do in a Strauss tone poem? 
REHER: What does a viola do? It does that much that the 
material we have to play is of such difficulty that it's 
used even today for auditions. If you look at a score of a 
Strauss work, Don Juan [the opening phrase] is not just a 
monophonic melody. [Sings the phrase] The violas don't have 
that going way to the high reaches like the violins do, and 
like the piccolo, and the whole massive orchestra in that 
upsweep of Don Juan. We have also our part [sings]. In 
other words, in a different register, but the same 
rhythm, and the same combination of notes in relation to 
one another, augmented intervals and sharps and flats. 
Very difficult music. Demanding. But it can be played. 
But the secret of it is, I took those parts home and learned 
them so well, by the time I got up to the front there I 
was sure that I played as well as I could. When I got in 
the mass of the orchestra, I couldn't handle it. I could 
handle it, but it was only an indication of what I should 
have handled. But some of those pieces were conceived with 
the idea of the effect [sings another phrase from Don Juan] 
that he had in mind and, if we didn't make every note in its 
proper perspective, it wasn't a serious sin. In Mozart 
you can't do that. But in Strauss, sometimes of necessity, 
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we had to do it. But the better you learn your own part, 
and the more carefully you work it out, the better the 
overall performance. I never played as well in a perfor-
mance of Richard Strauss, especially when I'm sitting in 
the back, because that is impossible, to be that far from 
the conductor. It's much more difficult to sit back there 
than up in front. But, in those pieces, we had to, not 
fake, but we had to know our part. If it doesn't come off 
exactly the way Strauss put it on paper, it just doesn't— 
it's not necessary, but it's too bad. It's bad for our 
own conscience. We feel frustrated. [laughter] All I 
can say is that as I get older I realize how important 
[it is] when a composer writes something, how important 
[is the way] that it's played. I'm very much that way. 
BERTONNEAU: Another Mahler question: the concert before 
the one in which Klemperer played the Passion According to 
St. John consisted simply of Mahler's Das Lied von der Erde. 
Do you recall that? 
REHER: I certainly do. I was baffled by it the first time. 
But, again, Klemperer approached the thing in a way that 
you felt almost reverent. And here he had two singers. 
And it's five or six movements, and it's a choral work; 
is the chorus in there? 
BERTONNEAU: No, there's no chorus in Das Lied. 
REHER: No chorus in it, but it has these beautiful voices 
which are like instruments, treated like instruments by 
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the composer. But the story of it was told to us by 
Klemperer, and the concept. Yes, I loved every minute of 
it. Rehearsals were long and I couldn't see why we would 
be concentrating on certain areas which would be relatively 
simple. But he knew what he was doing. And the performance 
was a first here and has been done since several times, I'm 
sure. But it was a marvelous experience for me. This, 
you know, when I go to high school, I went to the Academy 
of Music in Berlin, we never played Mahler or Bruckner 
like that. Here I was getting these things from a man 
that goes back to the time of Mahler and Bruckner. 
BERTONNEAU: Klemperer was a Mahler protdg£. 
REHER: Of course. 
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REHER: Tom, you are marvelous because you are giving me 
such a leash, and I just wanted to say a few things here 
that I just got through telling you while you were changing 
the tape. The experience of sitting on the stage close to 
the conductor turned me on to such an extent in the thirties 
that I thought I would be transfixed, like for instance 
the Tod und Verklarung of Richard Strauss or some of these 
other tremendous climaxes or the Beethoven Ninth. The 
gradual buildup of sound of the different instruments 
joining, and the look of almost a God-like look, if that's 
possible, on Klemperer's face and his way of carrying on— 
you knew he was living it. There was no showmanship with 
the audience. There is nothing as great as sitting in an 
orchestra and hearing what goes on. Then you really have 
a box seat. You're really there, and you get the vibrations 
and how they come and how they're added to, and it catches 
people up. The audience as well as the musicians, they are 
caught up with it. And, I might say here that—did you ever 
come late to a lecture to be ushered down to the front row 
and everybody was, you know, listening carefully? Or 
come late to church, or some kind of a meeting where you 
were very conspicuous? Well, if I came late, which I 
never did, but if somebody came late to a rehearsal of 
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Klemperer where something like this was in progress— 
almost out of respect, he would not come in until 
[Klemperer] put down his baton, even though it cost maybe 
ten, fifteen minutes, because of the fact that there's 
a letdown when something interrupts it. And this is the 
kind of a feeling that Klemperer, Bruno Walter, Barbirolli 
and Pierre Monteux and these other great people got— 
respect. Respect for persons, respect for life, respect 
for music, and certainly respect for music and art. It's 
overwhelming, the feeling. It's hard to describe. It 
sounds almost like I'm being maudlin. I'm not. I think 
a young person that gets in an orchestra today has the same 
feeling. If you get to play these great works under 
great people, you can't get away from it. That's why 
this music is so great. All right. Let's get onto more 
earthly things. 
BERTONNEAU: All right, a quick question about Mahler, 
really the same question I asked you about Strauss. What 
does a viola do in a Mahler symphony? 
REHER: He's not as active as he is in a Richard Strauss 
composition. However, he's much more active than in 
Bruckner. Bruckner—he lays down the harmonic parts with 
trombone and a little melodic support to wind instruments. 
In Mahler, actually, the viola predominates. A lot of 
Mahler's works are rustic. They are almost folk-like in 
their melody. You probably know what I'm talking about. 
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Well, the viola fits in with a kind of Austrian easy way 
of life. So it is very earthy, the music of Mahler. I 
love it because it's—you see, the Bruckner music is much 
more mystical and spiritual and almost "churchy." But 
the music of Mahler is so earthy. That's probably why 
young people today identify with it, because it's living. 
Beethoven is austere. Bruckner is mystical and Mahler is 
earthy, sensual, also philosophical. The viola is more 
active in it. But there are also plenty of rests in 
between, something which was not allowed us in Wagner 
and not allowed us in Richard Strauss, and that's what 
made those works tiresome. I mean tiring. Great pieces 
of music. 
BERTONNEAU: Tell me something about the old Philharmonic 
Hall where I have never been. 
REHER: The old Philharmonic Hall at Fifth and Olive, now. 
I noticed in my records, when I look at them, that the 
first concerts at the L.A. Philharmonic were in the 
Embassy Auditorium, or something like that. I know where 
that is, too. But the old Philharmonic Hall was really 
a church. A church owned it. I don't know what church 
it was, but they used it for services on Sundays in the 
mornings. It had a terrible gallery. I used to sit in 
the gallery when I first went to concerts as a poor 
student. Very stiff seats with nothing to pad the agony of 
a long Bruckner or Mahler symphony which I didn't have to 
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endure until I became a member of the orchestra and then, 
of course, I revelled in it. But the sound of that orchestra 
in that hall probably has never been duplicated. I think 
there are people that will tell you today, "Well, the 
music center is fine, but there are a few little dead 
spots in that and a few spots that are not so good." 
Seats may be far superior to anything they ever had in the 
Fifth and Olive, but that place, the sound of it, was 
magnificent. And that hall was filled very frequently— 
in fact, almost always when Klemperer conducted. And you 
go out after the rehearsal coming down that little grimy 
hallway, and the backstage was terrible for the Philharmonic 
Orchestra. The San Carlo Opera came in there; they occupied 
all the dressing rooms of the musicians down there with 
their costumes. It was a shambles. It was not a good 
theater. It was probably not a good church either, but 
the sound in that auditorium—I don't know if it still is 
there. It should be conserved. The conservancy should 
see to it that it is not taken away. 

BERTONNEAU: I read just that other day that some trust 
or company had bought it with the intention of refurbishing 
it for more public purposes. 
REHER: Well, fine. If they don't tamper with the acoustics. 
The acoustics were gorgeous and, of course, that statue 
of Beethoven out there is still there in Pershing Square, 
I think. Isn't it?—Oh, you don't seem to be familiar with 
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that, do you? 
BERTONNEAU: No, not with the Beethoven statue. 
REHER: I wonder if it's still there? Because that 
was given in memory of Beethoven and obviously was up 
there since the thirties. Whether it's still there or not, 
I don't know. The Biltmore Hotel has been refurbished now, 
and the Philharmonic auditorium should be refurbished. It 
was a great hall. And we've had some great concerts 
there, great musicians have appeared there, including 
Horowitz. 
BERTONNEAU: In 19 3 8 Klemperer conducted, and Emile Ferrir 
was the viola soloist in Hindemith's Trauermusik with 
which you have been recently connected. Did that make 
an impression on you at the time? 
REHER: Yes, well, I always was a great devote of Hindemith's 
since my school days in Berlin. Mr. Ferrir became a very 
good friend of mine. In fact, he got my viola for me 
from England. He was a Belgian, but he lived in England 
and he was the head of the Edinburgh Orchestra many years 
and then he also was in Paris and in Boston. A very 
prominent violist. He had a sound on the viola like very 
few people have duplicated. Now, Mr. Ferrir wasn't a dealer 
in instruments, but he always saw to it that the young 
people in the orchestra got good instruments. And he 
said—I'll never forget him—Emile said to me, (he was a 
man about sixty-five, like my age now, but talkin' to a 
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fellow in his twenties, you know, [he] seemed like 
Methuselah. But that's the way life is.) But he said, 
"You know, Sven, I think you ought to buy this viola now." 
He said, "It's going to cost you $1815." Well, that was a 
year's salary in the Philharmonic at that time in '37. 
And he says, "But I advise it. You don't have many 
responsibilities now, and here's a bow, too, made by 
Vigneron, a French bow I'll give you for thirty-five dollars." 
Well, he was so right, my dear friend, because my viola— 
I just hate to tell you—but it's worth about $25,000 now. 
And that bow that was bought for $35 is worth about $1,200, 
$1,500. Now the dollar isn't worth much, you know, but 
he was so right to buy it then because for love or money, 
it's impossible to get an Italian instrument. You have 
to pay $90, 000 for an instrument, and then they're mostly 
in the hands of collectors. Nobody wants to part with 
them, and musicians are being squeezed out of the market. 
Young musicians—I don't know what they do. I don't know 
how in these days of inflation they can afford to get a 
good instrument and also how they can afford to buy a 
house. It becomes simply a matter of economics and it's 
priced a whole segment of our population out of the 
picture. But Emile Ferrir, yes, I remember that because 
that work was written by Hindemith for the death, memorial 
service of an English King, [George V], And he played 
it, Hindemith, in '36 in England. Emile Ferrir played it, 
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but Emile Ferrir had a characteristic about him. He was a 
marvelous man. He knew wines, and when the prohibition was 
lifted, we used to go to lunch when we had two rehearsals 
and we went down to Taix Restaurant downtown and he took a 
few of the younger people around him and we liked to hang 
onto every word. He was a very good soccer player from 
Europe, too. He was an all-around man. There was nothing 
about him that wasn't to be respected, and a great artist. 
But he didn't like, in those years, to stand up. And I 
remember the confrontation with Klemperer. Was it Klemperer 
conducting then? 
BERTONNEAU: Yes. 
REHER: Yes. He said, "Well, Mr. Ferrir, Sie mussen 
aufstehen." (You have to stand to play this piece.) 
After all, Hindemith played it for the queen in England 
and he stood up and played [his] Trauermusik, which was a 
piece in three or four sections, a very short but a very 
lovely piece. He says, "I wouldn't do it." Emile Ferrir 
for some reason did not want to stand up, but I think 
Klemperer prevailed. I'm not sure. Poor Ferrir—he's 
gone and so is Klemperer. So, this will have to be culled 
from someone else, and I can't tell how that came out. 
But there was a confrontation, the first time I've heard 
of it, except it was a very nice confrontation because 
Klemperer had great respect for Ferrir and Ferrir, of 
course, had great respect for Klemperer. But it's just 
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something about him. But he played it very well, even 
though he might have played it a little more Gallic in 
concept than Hindemith because he [Ferrir] was a Belgian. 
But he played very well. 
BERTONNEAU: On that same concert Josef Hofmann was the piano 
soloist and I know you wanted me to ask you about some of 
the illustrious soloists. 
REHER: I'm so glad you did that. What did he play, 
Chopin? 
BERTONNEAU: It seems to me that he played the Beethoven 
Fourth Concerto. 
REHER: Fourth Concerto. Josef Hofmann—I never knew him 
personally except on the concert stage—was, of course, 
a legendary figure in pianism. He was an expert in Chopin, 
had a worldwide reputation and I think he was brought here 
by Klemperer because of his tremendous reputation in 
Europe. The concept of the Fourth, which is one of my 
favorite concertos of Beethoven—yes, I was very moved 
by it, especially by that slow movement, the dialogue, you 
know, and then the piano comes in with the beautiful 
chordal passage which is so serene and simple in harmonic 
structure, and then the orchestra comes in, the string 
section, with a kind of a recitativo idea, but all the 
strings participating in it, with the basses coming in. 
And no question, Hofmann made a very poetic, lovely inter-
pretation of that thing. I've heard Hofmann in recital 
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before that, I think even in Europe. But he certainly 
did a beautiful job. I don't know if that was part of 
the Beethoven cycle or not, but . . . . 
BERTONNEAU: I think that the Beethoven cycle was the sole 
domain of that pianist [Richard] Buhlig who seems to have 
been a resident of Southern California. 
REHER: Yes, Buhlig. Do you want to talk about that? 
BERTONNEAU: I think so. His name crops up an awful lot. 
It would be interesting to know a little bit about him. 
REHER: Well, he was a great friend of Rolf Hoffman whom 
we've talked about, who was a kind of a center and led me 
into a lot of people that I never knew. Now, I don't know 
whether Buhlig was a friend of Klemperer, but I think 
he was. 
BERTONNEAU: I believe so. 
REHER: He was an American pianist of German descent, from 
Chicago, I believe. Buhlig was very musical and had an 
international reputation. But I do remember Buhlig. He 
played with a kind of a Beethovenian understanding, but 
he was not always as accurate at the keyboard as he could 
have been. And I feel that is almost the case with 
pianists in general. Now, this is a very snide thing to 
say. If a violinist played the Beethoven Violin Concerto 
like Buhlig played the Beethoven [Fifth] Piano Concerto 
he would never get a return engagement. He missed too 
many notes. Now, that might be because he was older or he 
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was sick at the moment, but I was not impressed with his 
playing and I thought to myself at the time, I'm surprised 
that Klemperer would choose him, but Klemperer knows 
better than I do. So, I'm not going to comment on Mr. 
Buhlig except to say that personally I do remember it was 
not of the highest technical accuracy. Like for instance 
[Arthur] Schnabel or [Robert] Casadesus when he first 
came. But Casadesus came here. I don't know if you saw 
that in the programs. He came here—there were a few 
people in the audience. Did I tell you this already? If 
I did, I shouldn't repeat myself. There were very few—he 
was introduced—we all knew he was of French family, came 
from some very, very famous family of French musicians 
who made arrangements and wrote music and conducted and 
played and things like that. And he was booked into the 
Philharmonic auditorium on a Friday or a Saturday night 
which was not a regular concert, but an extra concert. 
The concert was conducted, I think, by Klemperer or maybe 
not by Klemperer. Maybe [Pierre] Monteux. I'm not quite 
sure. But there were practically no people there in the 
audience. I know it was a year of a flood. It was probably 
the first season I was in the orchestra. Then, the next 
year when he came again, he had packed houses. Nobody had 
heard of him here in Los Angeles, which probably was 
relatively provincial musically, although it doesn't look 
like it from the material I brought you. But that name did 
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not click with the American audiences in Los Angeles at 
that time, except that he was a marvelous performer. 
BERTONNEAU: Let me ask you a general question. Was there 
generally a good audience. Maybe you've already said this. 
REHER: I think I have said it, Tom. As far as the 
audience is concerned, Klemperer with his political 
background, you know, and how he came here, could do no 
wrong. They were absolutely enthralled with his Bolero. 
Bolero, of course, was a piece that—when they had to have 
a packed house, they booked Bolero in. Forty years ago— 
Ravel's Bolero—standing room only. 
BERTONNEAU: It still does that. 
REHER: It still does it. What is there about this piece? 
It's the orchestration, of course, that gets musicians, 
how [Ravel] combines—and I know some people, they say, 
"Oh, the monotonous rhythm." But there's something about 
it. And, of course, I'll never forget, there was a flyer 
out, "Klemperer conducts Bolero!" And I think they put it 
in the Shrine Auditorium. I'm not quite sure. But the 
place was filled. And the audiences were enthusiastic. 
The audiences were as enthusiastic as they are now, if 
not more so. They loved this guy. They liked the fact 
that they had greatness there and especially under the 
circumstances that he came. Thrown out of his native 
country, or had to leave because of persecution. This all 
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kind of came together. So, when Klemperer experimented 
with some music he was not too familiar with, they probably 
forgave him. The critics were not, shall we say, as 
sardonic as they are today, not mentioning any names. And 
maybe they were not as sophisticated about music, although 
Bruno David Ussher was a very good critic. 
BERTONNEAU: Albert Goldberg was in L.A. at that time. 
REHER: Oh, no. 
BERTONNEAU: He was not? 
REHER: I don't want to differ with you, but if he was 
he must have come just in before the war. 
BERTONNEAU: I think maybe he was in the late thirties. 
REHER: Are you sure about that? 
BERTONNEAU: Probably writing in Los Angeles. I mean, 
I'm not absolutely certain. 
REHER: I am under the impression it didn't come until 
1945-46. 
BERTONNEAU: Well, that is very possible. 
REHER: I may be wrong. Albert Goldberg was, of course, 
a very beautiful man and he has mellowed with the years, 
has a good knowledge of music. He was brought in from 
Chicago, I believe, but the critic of the time was Isabel 
Morse Jones. She was the principal critic of the Los 
Angeles Times. I'm very curious to know when that change-
over took place. Because I have it in my mind that Goldberg 
never commented on a Klemperer concert in this town. 
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BERTONNEAU: I can find out between now and the next 
session. 
REHER: I wish you would, for my own curiosity. But the 
audience—they're marvelous. 
BERTONNEAU: Arthur Schnabel played in 19 38 and he played 
the Beethoven Fifth Concerto. 
REHER: Well, of course, that was the epitome. That was 
probably not in the Beethoven cycle, because that came 
a little sooner. I think we had one or two Beethoven 
cycles and then that kind of [faded] out. I don't know 
why they couldn't do that all the time with Klemperer. 
Arthur Schnabel had a sort of attitude and the way he 
played—he didn't play every note either. He missed a 
note, but one took no exception to it. It was caught up 
in part of the tremendous thing he put into it. Schnabel 
was a superb musician of Beethoven. You know, there is a 
very long introduction, not introduction, but the materials 
of [the concerto] are symphonically stated in a great 
length after the opening chords. The piano sits quietly 
and does nothing. We have this great material, first and 
second theme and then, finally, it leads into the piano 
after about, I would say, seven or eight minutes, which 
seems interminable. Then Schnabel begins. And as is the 
case with most pianists, the piano seems flat in pitch 
compared to the instruments. It's not the piano's fault, 
because the piano has a firm pitch. It's the instrument's 
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fault, and not that they didn't tune the piano. There's 
something about the temperature in a room and in a hall 
which raises the pitch considerably and therefore the piano 
seems flat. But despite that fact, when he came in with his 
opening statement, [the] look upon his face--I mean, I can't 
emphasize this enough—it's the eye contact. Lukas Foss 
mentioned that the other day at Ojai. He says to me— 
I was sitting up on the second stand—he says, "I can't 
see you." See, that's a tremendously considerate thing. 
He says, "To me, music is eye contact; it's very important." 
So he had to move the piano out of the way and to be able 
to see everyone in the orchestra. Not only me. It just 
happened that I happened to be blocked out by that thing. 
But that's the same thing. So I could see Schnabel at the 
piano. Couldn't see his fingers, but I could see his 
facial expressions. And this was worth everything to me. 

I'11 never forget once when Bronislaw Huberman came 
into the Philharmonic and he played the Beethoven [Violin] 
Concerto, I think it was. Now, Bronislaw Huberman had a 
tremendous reputation in Europe. He was not the greatest 
violinist in the world, but he was one of the most 
interesting. He comes in and Klemperer gets all ready to 
begin, and Bronislaw Huberman says, "Wait." So out of his 
pocket he gets—he puts his violin down someplace on the 
conductor's stand, I believe—and takes out some rosin. 
Starts to rosin his bow. I think he was playing with steel 
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hair, or something like that which needed more rosin. 
Right in front of 2,500 people doing this, and the orchestra— 
we were sitting there waiting, and it took him forever. He 
had the most cool of anybody I've ever seen. Then he 
played his concerto. He was a great artist, Huberman. 
He's not my favorite violinist, but he was close to it 
because he was interesting. And that's what Schnabel was, 
interesting. Very interesting. Josef Hofmann was interes-
ting and Casadesus was interesting—and that's what makes 
it. Besides being a big interpreter of the music, it's 
the interesting personality, and I can't tell you that 
enough. The person that appears on the stage—it shouldn't 
be by design, it should be coming naturally out of the man, 
like Schnabel, he's almost aristocratic-bearing when he 
sits at the keyboard. You might say, Kaiser Franz Josef 
was there and said, "Well, this is my man," because, of 
course, Schnabel was German, but it was a Germanic—I 
wouldn't say austerity or haughtiness. We know, we all 
say the Germans are this and they are that, but when a 
German is an artist he is an artist, and when a Russian is 
an artist, he is an artist. I don't want to go into these 
things, you get hung up on political things. Not with you, 
Tom, I mean with people that you talk to. But it can't 
be good, he's German. All right; well, all right, I'm 
sorry for them. I mean, not for the Germans but for the 
person that said it. [laughter] 
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BERTONNEAU: Here's a kind of interesting concert in November 
of 19 38. Klemperer conducts a work by an American composer 
who's virtually unknown today—perhaps for a good reason; 
I don't know. Daniel Gregory Mason, who wrote A Lincoln 
Symphony. Do you remember that? 
REHER: What was the year? I mean what was the month? 
BERTONNEAU: November, 19 38. 
REHER: I recall it. I didn't think much of the work. But 
Daniel Gregory Mason is known in history books, as you've 
probably seen, and he belongs to the school of Arthur 
Foote. 
BERTONNEAU: Extremely conservative. 
REHER: Very conservative, New England type of composer 
like [Charles] Ives, except Ives was a different breed, you 
know. We know what Ives is now. Daniel Gregory Mason. I 
remember now, the music was not even in print; it was very 
beautifully copied, but there was nothing in it that I 
hadn't played time and again with the masters of the 
nineteenth century and he was part nineteenth century, 
earlier twentieth century. Why Klemperer conducted it I 
don't know. I have a feeling management says, "Mr. 
Klemperer, you have to play an American work." And he 
found that and he felt it hadn't been played here and it 
was easy enough to play for the orchestra, nothing demanding, 
and really nothing about it to make it interesting. What's 
the word—sounds like a corny word, banal or trite—but 
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it's got to have something more than just harmonic modula-
tions and resolutions. 
BERTONNEAU: Well, what was the effect of Klemperer's 
departure which came after the '38 season on the orchestra? 
That was all a very mysterious thing at the time and he 
seems to have been sick, but he really kind of disappeared 
in a hurry. 
REHER: Now, it's strange for me to say this. At the time 
of 19 38, after those four glorious years that I had with 
Klemperer, I was steadfast in being a devote of Klemperer. 
But, I think, his Germanic attitude about rehearsals and 
about overbearing and about pontificating about the music 
got to some musicians, so there were some musicians that 
were in the orchestra that were anti-Klemperer. Well, 
there's always that, you know, no matter where you go in 
any university or any orchestra, you know, any baseball 
team, there's always somebody, you know, who doesn't like it. 

Klemperer made us feel that he was the boss. He was 
the dictator of the music. You gotta have it, Tom. You 
can't do it without it. If you don't have any respect 
for the conductor and he hasn't got the knowledge to demand 
that respect, you're not going to have a good orchestra. 
You've got to have--that's why guest conductors are the 
ruination of an orchestra. As good as they may be, and as 
big a name as they may have, they have no control. You've 
got to have a man that can hire and fire you, and this is 
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one thing I must say. The American system of competition 
and of excellence and of no tenure is good. There's 
nothing wrong with European orchestras, because, somehow, 
there's a different attitude towards music and art in 
Europe. Here it becomes almost like a business. But 
beware. In this country we have great orchestras, because 
of this constant element of competition and of the man that 
you have to please who is the music director. From the 
time that Klemperer got sick—I don't remember the exact 
circumstance, but suddenly it was announced that Klemperer 
was taking guest appearances in Philadelphia or someplace 
like that, and then he got sick. Maybe you know about the 
history there. I'm not quite sure. But suddenly he was 
there no more, and a lot of us felt, well, that's quite a 
blow. But, of course, he introduced us to Bruno Walter in 
the meanwhile, so that Bruno Walter was there. He was, 
he could commit himself for a few pairs every year, but 
there was a continuity of this greatness. But Bruno Walter 
could never assume the mantle of General Musikdirektor, 
which you have to have. And it sounds funny, coming from 
me, but music is a very disciplined thing. You got to 
have it, because musicians are human beings. We like to 
kid around, make light of it, or if you have a man like 
Klemperer, to pull you through those years—and he did 
magnificently—it was a high plateau. I know he had some 
kind of illness, some problem there, and you might go on 
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from here because I'm a little bit unclear about the 
chronology here. 
BERTONNEAU: Well, Klemperer left at the end of the 19 3 8 
season. 
REHER: That was his last full season here, '33, '34, 
'35, '36, '37, '38. He left '38. 
BERTONNEAU: '37, '38. 
REHER: Five seasons we had Klemperer. Full seasons. I 
only had four of them, but they were marvelous. 
BERTONNEAU: Then Bruno Walter seems to have taken up 
the beginning of the '38/'39 season. 
REHER: 1938/39 season. All right. Do you know of any 
other conductors of that period? 
BERTONNEAU: I see that Albert Coates conducted. 
REHER: Albert Coates . . . 
BERTONNEAU: He was here fairly often. 
REHER: Ah, well, Albert Coates. Anybody else there? 
BERTONNEAU: Well, yes. I'm going to take you to 1940, now. 
REHER: Well, don't let's jump Bruno Walter, although he 
lasted into that period, too. 
BERTONNEAU: Let's talk about Bruno Walter. 
REHER: I think we've said quite a bit about Bruno Walter. 
But Bruno Walter, in contrast to Klemperer, was a gentle 
soul. He was not the dynamic taskmaster, although he knew 
what he wanted. His Mozart phrases were simply idyllic. 
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The minuets, you know, often end in an octave- He never 
accented like the average musician would play it, plunk, 
the second note louder than the first. He always said, 
"It should be done this way." And his Marriage of Figaro 
Overture—we played this under Klemperer, too—but under 
Walter, Mozart had a special meaning. And he did play 
once at the piano. He used to do that in Europe a lot, 
but I can't remember here what he did. But he was definitely 
a man you could talk to, more than you could to Klemperer. 
Klemperer was such an austere figure, you treated him as 
if he were some kind of a god-like figure that you couldn't 
approach. 
BERTONNEAU: He is an almost Old Testament figure, 
isn't he? 
REHER: That's right. Old Testament figure's a good 
description. But Bruno Walter was gracious. I don't know, 
I think he was also born in Germany, although he lived in 
Vienna. But he had a lot of the Gemuth and his Mozart 
was superb. Klemperer's was good, too. Nothing bad about 
Klemperer, but Mozart was especially Bruno Walter. Bruno 
Walter also conducted some of the Strauss things, and he 
conducted some of the other works, I think even some of 
the French music. But there was a respect for Bruno 
Walter of a different nature than there was for Klemperer. 
But also with Bruno Walter there was more levity and a 
little bit less—a little lax in the discipline, I felt. 
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Consequently, the performances were probably not of the 
highest grade we got in Europe, because there, a conductor 
of Bruno Walter's stature, whether he's a guest conductor 
or not, is respected by the musicians. 
BERTONNEAU: I thought of a question just now which I 
should have asked, perhaps, about some of the other guest 
conductors, but I'll ask about Bruno Walter. Did you get the 
impression that he had a respect for the Los Angeles 
Philharmonic Orchestra? Did he come here expecting to have 
a good orchestra or was there, perhaps, an idea in his 
mind that this was a provincial orchestra and that maybe 
they played well under Klemperer, but that's not to be 
generally expected? 
REHER: I think you're right, Tom. Of course, I can't put 
myself in the mind, in the psyche of Bruno Walter, but I 
don't think Bruno Walter ever felt that this was a first-
rate orchestra. You know, he probably looked at the 
roster of who had been the conductor and what had happened 
and he saw only the Klemperer years, and he knew what 
Klemperer could do and had done with the orchestra, and 
he was a friend of Klemperer. But, I think, he kind of 
came over here with tongue in cheek and felt, well, he 
would help out his friend Klemperer and do the best he 
could with this orchestra. After all, it's west of the 
Rockies. [He's] used to leading the Vienna Philharmonic 
and all the great orchestras of England and so forth. I 
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think he did have that. I wouldn't be so harsh as to say 
he felt that we were a provincial orchestra. We really 
never were a provincial orchestra after Klemperer was here. 
Matter of opinion. Others would not agree with me, but 
I'm only giving you what I felt, okay? 
BERTONNEAU: The big event in 19 4 0 was that Stokowski 
conducted the orchestra for four or five consecutive 
concert pairs. There's one here in January that catches 
my eye because, not only was there Stokowski conducting 
Stravinsky and his own arrangements of Bach, but he played 
through the Rachmaninoff Second Concerto with Rachmaninoff 
himself as the soloist. 
REHER: Yes. I don't know why you've neglected to mention 
Barbirolli. 
BERTONNEAU: I think Barbirolli came in a little bit after 
Stokowski. 
REHER: Fine, leave it at Stokowski because I want to talk 
about him. This is a very interesting period. Now, this 
was in January 1940. All right, now, when Bruno Walter 
was here, it was fine. We went to Albert Coates, and we 
had other guest conductors, and the Bowl was filled with 
the passing parade. The orchestra went from good to bad, 
not in quality, but in support, financial support. 
BERTONNEAU: Well, I noticed that the programs, which are 
really quite well-made in the Klemperer years—they become 
smaller and printed on poorer paper. 
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REHER: Interesting that you would say that. There was 
tremendous economy. We were, after all, still in a 
Depression in 19 38 and '39, and the orchestra from '38 
to '39 until '40, till this beginning of '40, was in real 
bad shape. Now, something had to be done. The management, 
the Southern California Symphony Association, which took 
over the management of the orchestra from William Andrews 
Clark in '33, struggled through with eighteen-week seasons 
and twenty-week seasons here in Los Angeles. We were 
living from hand to mouth, and my salary was not raised 
very much as was seen by the contracts, and it was just 
impossible to gather that kind of money from the society 
that wanted the orchestra. (Now it's a little different 
thing.) That's one of the things that I admire about 
American people and American women. They were determined 
to keep that orchestra going and all respect to Mrs. 
[Atherton] Irish and all respect to the other wonderful 
women and their families who supported this orchestra 
during the Depression. They really saved it. Klemperer 
came, sure. He was something they can hang their hat on. 
But Bruno Walter came and went, you know. He was not here 
as our musical director. And the orchestra did not play 
as well after that. Now, did you notice whether that 
program—where was that held? 
BERTONNEAU: In the Philharmonic Auditorium. 
REHER: Was Stokowski conducting? Are you sure about that? 
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BERTONNEAU: Well, I could be wrong. 
REHER: Then, I'm thinking about something else. Who was 
the soloist? 
BERTONNEAU: Rachmaninov himself. 
REHER: That's possible. Because that leads me into a 
story that came in 1941 around the time of Pearl Harbor 
when they actually got Stokowski. Was Stokowski only a 
guest conductor here? 
BERTONNEAU: Yes, but he was a consistent guest conductor, 
rather in the manner of Bruno Walter. He accepted many 
concerts per season. 
REHER: Yes, I'm a little confused about the chronology, 
but it doesn't make that much difference, except I remember 
Stokowski never used a baton. Had a tremendous physique 
and was to the manner born and proud of it. And he had 
this thing going with Gloria [Vanderbilt], you know. He 
was going after her. He was the one that brought the first 
electronic equipment to the Hollywood Bowl. I don't 
remember the years, but you have the programs because I 
gave them to you. Sometime [around] '37, '38 they put 
this tremendous thing that cost $35,000 at that time over 
the shell to amplify the shell and to amplify the sound 
and it was a cost experiment which brought us. Before that 
everything was just natural, you see, within the Bowl, 
but they did away with that. So I remember one concert 
with Rachmaninov conducting. I didn't know he—I have a 
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feeling this came again later. 
BERTONNEAU: Perhaps. 
REHER: Did you notice around that season—was Stokowski 
conducting with Marian Anderson singing? 
BERTONNEAU: Yes . . . 
REHER: Fritz Kreisler playing? 
BERTONNEAU: I think so. 
REHER: Well, if you have—if that's the series of concerts, 
that is the correct date. But I was under the impression 
that those concerts were held at the Pantages Theatre. 
BERTONNEAU: Well, you may well be right. 
REHER: Well, no, you said they were in the Philharmonic 
auditorium. See, this is very important to me, because 
then I won't tell you the story that I finally came out 
with. The Beethoven Fifth was not on that concert, was it? 
BERTONNEAU: No. Oh yes, yes it is. It says in my 
notes, Stokowski leads Bach's Fugue in G-minor then conducts 
the Beethoven Fifth Symphony then Rachmaninov plays his 
concerto. 
REHER: I would like you to do me a favor so the next 
time I come—and tell me exactly where that was held. 
BERTONNEAU: Okay. 
REHER: But I'll never forget the Beethoven Fifth, and 
I can tell that story right now. Klemperer had conducted 
this Beethoven Fifth for years. That was his tour de 
force, you know. He always went right into the second 
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phrase. There was a fermata on the Da-da-da-DUM. The 
cut off for the fermata for the downbeat, Da-da-da-DUM, 
to go right ahead. We knew that backwards. We wouldn't 
play it any other way. So, Stokowski says—in this 
very pontifical manner—he says, "We will play this work, 
but a little differently than you gentlemen have played it. 
We'll play it like this." He demonstrated: "Da-da-da-
DUUUUUM. [pause] Da-da-da-DUUUUUUM." A big gap in there, 
which, technically speaking, is not the way the music was 
written. But we've known Stokowski to tamper with the 
music for the Philadelphia sound. I wish I had done it. 
He's a great man, but Stokey—we called him Stokey--was 
a big name. Philadelphia Orchestra—had just left it. 
Ormandy took over. But he made the Philadelphia Orchestra. 
So he was a good choice for them to have here. This was a 
big evening. Rachmaninov was the soloist and what a 
soloist. [I] tell you, that man was one of the greatest 
men that ever appeared. Had absolutely no expression on 
his face, stone face, but what a composer, and what a 
pianist, and what a thunderous ovation. But before that, 
came the Fifth Symphony of Beethoven. The rehearsals had 
gone fine. He had many rehearsals. He had micro[phones] 
all over the place because he was amplifying sounds, you 
know, he was experimenting with—he was the first guy 
that was big on this. And we came to the moment, the 
audience was hushed. Da-da-da-DUUUUUM. Suddenly a 
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a violinist in the second violin section was thinking of 
the good old days and by himself played da-da-da-DUUUM, 
you know, thinking it was Klemperer. Da-da-da-DUUM, 
Da-da-da-DUUM. He forgot for a moment that it was Stokowski 
conducting, and he was the only one that played. And if 
you ever want to be conspicuous, play a solo when it's not 
written, you know. It was absolutely a catastrophe, and 
that led from one mistake to the next. That orchestra 
was absolutely devastated. Because they were thinking of 
Klemperer, they were thinking of Stokowski, and they were 
not paying attention to business, and it was probably the 
worst performance of the Beethoven Fifth that I've played 
in ever, and I played for five years with Otto. 
BERTONNEAU: I laughed a little bit. It's a very sad 
story, really. 
REHER: A sad story. Yes, it is a sad story. It says more 
than it says. But he was so livid. He says to the 
contractor, personnel manager, "I want you to tell all 
the musicians to come after the concert." The great ovation 
with Rachmaninov that came—I'm not going to have enough 
time to talk about Rachmaninov, but I want to finish this. 
"I want a rehearsal with the orchestra after the concert." 
Now, that's unheard of.' He rehearsed us for one hour on 
the Beethoven Fifth after the concert was over. Needless 
to say, for the Friday afternoon audience, there was no 
problem. The musicians were relaxed and they were more 
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concentrating on what they were doing. Maybe they were 
on edge, or something, but the stamp of Klemperer was there 
and we took it bitterly. In other words, we didn't kick 
the ball around and fumble it on purpose. No professional 
musician ever does that. But there was something in us 
that Klemperer had stamped in that we just weren't going 
to forget, and that concert entered the disaster. The 
review must have been absolutely outrageous the next day 
in the Times. Could look 'em up tomorrow and see what they 
wrote. 
BERTONNEAU: We're just about out of tape on this side, 
so why don't we pick up with Rachmaninov next time. 
REHER: All right. We'll do that. That's a very good 
point because, as you well know, Rachmaninov is from another 
age. Okay. 
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TAPE NUMBER: SEVEN, SIDE ONE 
JUNE 4, 1979 

BERTONNEAU: Let me set the record straight. You asked me 
last time whether or not a particular concert conducted 
by Stokowski was given in the old Philharmonic Hall 
or in the Pantages Theatre. We were both right, really. 
The concert that we were talking about with the Beethoven 
Fifth Symphony in which there were certain catastrophes in 
the playing was given in the Philharmonic Hall. Howevp.r, it 
seems that the Fifth Symphony was repeated in the Pantages 
Theatre the next month in a concert that was probably 
outside the normal subscription [series]. 
REHER: With Rachmaninov? 

BERTONNEAU: Not with Rachmaninov, however. 
REHER: Tom, this is very interesting. This shows you how 
one forgets. Certain things stand out about that happening, 
and it was Stokowski conducting, and we were used to 
Klemperer. Was that the first concert you mentioned in 
January 19—. 

BERTONNEAU: Right, January. 
REHER: All right. And Rachmaninov was soloist. 
BERTONNEAU: Right. 
REHER: I got the facts a little bit confused, but I 
stand corrected. But it is interesting. I had the impression 
it was at another occasion, but I'm glad you did mention 
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they did have a concert in the Pantages Theatre, was it? 
BERTONNEAU: Yes, it was the Pantages. 
REHER: There were three of them, though. I remember 
that. Did you check that? 
BERTONNEAU: Yes, in February. In fact, one of them—he 
had Fritz Kreisler as the featured soloist, and then in 
the second one . . . 
REHER: Marian Anderson? 
BERTONNEAU: I believe so, because a singer is indicated 
here. 
REHER: So, Rachmaninov was not in the Pantages, then? 
BERTONNEAU: No, he only played at the Philharmonic Hall. 
REHER: Well, that's interesting. 
BERTONNEAU: He was a soloist twice, and then later in 
1941 or 42 he also played with the orchestra. Perhaps 
that was when he played in the Pantages. 
REHER: You know, I got the impression that those concerts 
at the Pantages Theatre were especially engineered by 
Stokowski, because they asked him to find a hall. He did 
not like the auditorium at Fifth and Olive. He was looking 
for something which would be more modern, where he could 
place his microphones around and fix the electronic equipment 
so that the orchestra would come forth, kind of a renais-
sance of the orchestra, trying to raise money and to keep 
it afloat, which was a difficult time at that time. 
Obviously, as you know, the war with Germany started on 
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September 1, 19 39. I remember that very vividly, when 
Germany invaded Poland. And, of course, immediately, 
Britain and France were in it. But things got kind of 
tough and then, of course, they started to build up 
defense and things became a little better economically 
in this country than they had been. The Depression really 
lasted until September 1, 19 39, you might say. It was 
already loosening up a little bit, but those were the 
preliminary rules. 
BERTONNEAU: There are a couple of other concerts in the 
19 40 season and the 19 41 season that I wanted to ask you 
about. I think we've already talked about Bruno Walter, 
but let me ask you this specific question about a concert 
that he conducted in December. It included the "Rhenish" 
Symphony by Robert Schumann, and I was wondering if he 
used that famous reorchestration by Mahler which he was 
known to do? 
REHER: That I cannot tell you. That orchestration by 
Mahler would probably not be indicated in the viola part 
and at that time, perhaps, I was not curious enough to 
check the score, and I couldn't tell you that. It didn't 
seem any different to me. We all know the Schumann 
weaknesses of the doubling of motives and themes that 
became much more opaque. An orchestration of Schumann is 
never as lucid as one of Mendelssohn and certainly not as of 
Mozart and even Beethoven. 
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BERTONNEAU: I know you also wanted to talk about John 
Barbirolli. 
REHER: Yes. 
BERTONNEAU: He came in 19 41 to conduct during the winter 
season. He conducted earlier in the Hollywood Bowl. 
REHER: Yes. 
BERTONNEAU: That would have been in the 19 30s. 19 38 or 
'37. I wonder if you can remember the concerts he conducted 
in '41? 
REHER: Oh, I remember him very well. In the first place, 
he was a wonderful gentleman. In the second place, he was 
a very thorough musician and I also remember specifically 
a Sibelius symphony [Symphony No. 2]. I played it before, 
but never like that. I felt that his Sibelius was 
especially outstanding and, of course, he was very big on 
the English things and English arrangements of Handel's 
Water Music.and material like that. He himself was an 
instrumentalist. I can't remember what he played. Maybe 
you could help me on that. 
BERTONNEAU: You've stuck me on that one. 
REHER: His wife was an oboe player, I believe. But he 
understood the instruments better than a person that was 
not experienced with them. That's, of course, an "in" 
thing with instrumentalists. We know that. There are many 
conductors that were pianists. But Barbirolli came at a 
time in his life when he needed this success here. 
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As you recall, Barbirolli was selected to be the young 
successor to Toscanini in the New York Philharmonic and 
they, after a few weeks, made life miserable for him. He 
just didn't suit them. It was a difficult act to follow, 
and he was pretty downcast. It was at the low end of his 
career. Barbirolli then was asked to come here. Perhaps 
it was one of those things in the history of an orchestra. 
[We] lost [our] permanent conductor, we had guest conductors. 
We relied on Bruno Walter heavily, but there wasn't anybody 
else of great note. Now, Barbirolli, despite his disasters 
in New York, had by that time assumed a pretty good name 
for himself. I don't know what they had to comment about 
him in New York, but I thought he was a marvelous conductor 
and certainly a marvelous musician and personally above 
board. And then, after that, we know that Barbirolli went 
back to England and eventually became a tremendous conductor 
of the Manchester Halle Orchestra, and he was knighted and 
so forth. But he came at a time when his career was low, 
and this kind of revived him. He did a lot for us. 

Our orchestra was floundering financially, I'm sure. 
I got the feeling all through these years that this may 
be the last season, you know, not realizing that it was a 
going concern. But all thanks to people like I mentioned 
last time who caught it and saw it through the crisis. 
BERTONNEAU: One of the works that Barbirolli played was 
the Big Ben variations [Variations and Fugue on the "Big 
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Ben" Chimes for Orchestra] by Ernst Toch. Do you remember 
playing that? 
REHER: Oh, the Big Ben variations, yes, vaguely. I don't 
know whether this music was printed. I really couldn't 
comment on this except that Toch was an interesting 
composer as far as instruments are concerned. 
BERTONNEAU: Did you have any traffic with Ernst Toch? 
REHER: No, I never was involved with him. My brother knew 
him better than I did. But he had met me, but I was never 
involved with him musically at any festival, nor played much 
of his music, even his chamber music I wasn't too familiar 
with at that time. 
BERTONNEAU: Another English visitor in 1941. The 
redoubtable Sir Thomas Beecham. 
REHER: Oh, yes. Sir Thomas Beecham, of course. He was a 
sarcastic man who just—he wouldn't go over in the women's 
lib movement, to put it bluntly. I mean, he insulted the 
women's clubs here, especially the Women's Committee of 
the Philharmonic Orchestra. There was a big brouha when 
he came here and he was invited to the luncheon there and 
made some comments which didn't set very well. What were 
you saying? 
BERTONNEAU: Do you have any Sir Thomas Beecham anecdotes? 
Orchestra people do. 
REHER: There were too many and the trouble is with me, 
Tom, I'm not too good at remembering humorous stories and 
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off-color stories. Most of his stories were humorous and 
certainly off-color. But I just somehow don't have 
a—there are some musicians that eat that up and keep it. 
I can't help you in that regard, except that I know he 
was very amusing and he never kept an orchestra past what 
he needed. He didn't go overtime or stretch it to the 
bitter end like some maestros do. He was very easy for 
musicians and he told marvelous stories and, indeed, did 
give us a shot in the arm because his concerts were very 
well attended because of his name. 
BERTONNEAU: He made you play a little bit of Delius 
who's a curious composer. Do you remember anything about 
that? 
REHER: What was it, Paradise [Walk to Paradise Garden]? 
BERTONNEAU: I believe, Summer Night on the River. 
REHER: Oh, Summer Night on the River. Well, he was 
tremendous in Delius. Now Delius, I don't know what you 
feel about Delius. He was a kind of an English impressionist? 
BERTONNEAU: Yes, very meditative. 
REHER: Meditative, and there was a slow-moving music, very 
pleasing to the ear. And he did play Delius, they say, 
with great authority and with exceptional flair, but then 
Delius was not among my great—well, I know one thing: I 
don't believe Klemperer ever conducted Delius. 
BERTONNEAU: No, it's hard to imagine that. 
REHER: I mean, you see, I was steeped in Klemperer and 
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Bruno Walter, and Delius—Barbirolli may have conducted it. 
BERTONNEAU: Probably in the Hollywood Bowl. 
REHER: Possibly, because that's Hollywood Bowl music. I 
mean, generally speaking, you know, it's a dreamy type of 
thing which goes by without causing many waves. I'm 
sorry I can't help you on those specific programs. 
BERTONNEAU: That's all right. 
REHER: Because of the great length of time, I should have 
consulted the programs that I gave you, but I don't believe 
it would have helped much. Except that I know my education 
in music was tremendous. It just went on, week after week, 
with different conductors, and I really got to know them, 
even in the wintertime—especially when they came and 
stayed several weeks like Bruno Walter and Albert Coates 
and people like that. 
BERTONNEAU: Let me ask you about a couple more of them. 
George Szell was there for about two months in the 19 41 
season. 
REHER: George Szell. That was my first introduction to 
George Szell. Frankly, I thought he was—well, we know 
he was a taskmaster, a drill sargeant, and I was not overly 
impressed with him. And he came to this orchestra and was 
almost Germanic in his approach. But we know what he did, 
subsequently, and that he had it. But I got so sick and 
tired of this Bartered Bride music and the Bohemian things 
that he did, because that's what he did so well. His tempi 
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were very fast. He already had a big name but, personally, 
he didn't go over too well with the orchestra. I mean, 
you know, there was not the great reverence for him that 
there was for Bruno Walter or for Klemperer or even for 
Barbirolli. George Szell was a builder and we know what 
he did later with the Cleveland Orchestra. 
BERTONNEAU: Rodzinski conducted in 1941. He came back 
to the orchestra and that would have been an opportunity 
for you to play under him, because you just missed him, 
really. 
REHER: Yes, I missed him coming in. Now Rodzinski I 
will never forget. Well, in the first place, the first 
time that I played the Shostakovitch First Symphony was 
with Klemperer. I think he did the First Symphony in the 
19 30s sometime. Well, Rodzinski came to the Hollywood 
Bowl. Now I don't know if it was in 19 40 or '41, but he 
conducted the First Symphony of Shostakovich, and he was 
of the type of Fritz Reiner. He was caustic and by that 
time very temperamental. Very acrid. His stick technique, 
was the opposite of Klemperer's where you didn't know when 
the downbeat was, except that you knew that when he got to 
a certain point, that was the downbeat and that was Germanic 
style. Rodzinski was a precise Italian-Russian style—I 
don't know what you'd call it—of conducting, where 
precision was the thing. Like Fritz Reiner. It's an 
international thing, but a different technique where 
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movements were not too big. Small batons. But they were 
very sharp, precise, and therefore we had to play in a 
completely different gauge. But he got the orchestra on 
edge for the Shostakovich First. I believe that we played 
it before. Maybe he was the first time I played it with 
him. I can't remember. The tension was so—you could 
cut it with a knife. I mean, you could tell that he was a 
man that some of the men in our orchestra had played under 
who had come over from that period, but a lot of the younger 
people were not acquainted with [him]. And, as I say, 
[he was] the kind of man that would point his finger at 
you and say, "Play that alone." That is devastating. No 
matter—the farther back you sit the harder it is to play 
and make any kind of impression, nerves and all that 
considered. But he made the most of it. He was one of 
the last of the old-time conductors who could embarrass 
you in public. They don't do that now, anymore. Conductors 
don't get that detailed because—I don't know what happened— 
but I think the union has stepped in there, because they 
used to do this in the thirties. That's why I'm so 
fortunate that we had Klemperer here, who, although he 
was very demanding, he never embarrassed—he did embarrass 
some people, but he never put it to the point where you 
put your professionalism on the line and had to play 
before your colleagues a passage which was unplayable. 
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But I remember this Shostakovich First, which has 
a very lucid type of orchestration. Everything counted. 
Like Mozart every note that wasn't in its place was quite 
obvious. In Schumann you could get away with things like 
that. But Rodzinski, of course, was welcomed by the 
audiences. He was well liked and he was a brilliant 
conductor; brought brilliant programs. I don't remember 
him as a classicist, especially, but he certainly brought 
us a lot of the Russian and romantic music and some of the 
modern music. He was a marvelous conductor, but very diffi-
cult to work under, as was Fritz Reiner. I had that 
experience with him, too. I heard of his reputation 
through my father, from the Cincinnati days; and Fritz 
Reiner was older but still as demanding and still as 
brilliant. He was a virtuoso conductor; both Rodzinski and 
Fritz Reiner were. 
BERTONNEAU: Did he know who you were, Fritz Reiner, I 
mean, when he came to conduct the orchestra here in '38, 
' 39? 
REHER: No. No, by that time my dad was out of the country. 
He was making one of his two trips across the Trans-
Siberian railway. He just loved to travel. He went to 
the Orient; he just wasn't here when Fritz Reiner came. 
And I just didn't make any move to make myself known to 
him. Whether he would have remembered my dad or not, I 
don't know. He might have. But I enjoyed playing under 
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him, because my dad had played under him, and I knew now 
what a demanding Rodzinski-type conductor like Fritz 
Reiner was like. They were both the same pattern, but 
very demanding. 
BERTONNEAU: I'm going to back up in time a little bit 
now and ask you about some highlights from the Hollywood 
Bowl concerts, the summer season of the Philharmonic. 
One particular concert that intrigues me comes from the 
19 36 season. It was conducted by William Grant Still. 
Now, that must have been an unusual thing, for a black 
man to conduct the orchestra at that time. 
REHER: It certainly was. William Grant Still was always 
a lovely person. I don't remember specifically the concert, 
but I do remember him, and I remember the compositions. 
Do you have the lineup there, what it was? 
BERTONNEAU: It was his Afro-American Symphony. 
REHER: Oh, yes, he made his big name on that. I felt, 
musically—see, by that time I was studying with Schoenberg 
already and I'd experienced a lot of music—that lacked 
profundity. There was nothing to it except that he was 
putting into action some of the elements that Dvorak had 
told American composers to do years before when he said, 
"Write music, and use your native things, your Afro or your 
Indian or your Western." He was the one that really 
promoted the cult of America, like Copeland, incorporating 
things of American civilization into music, and that's 
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what Dvorak did. He was a nationalist composer, you might 
say. I felt—now this is only a personal observation— 
that Mr. Still was a pioneer in his efforts, and I feel 
now, in retrospect, that the music doesn't measure up to 
what has happened since. As a conductor he did nothing 
outstanding. I felt, too, that the musicians were not 
very attentive to him at the rehearsals. 
BERTONNEAU: That, of course, was a question of mine how 
he was received by the orchestra. 
REHER: Well, I don't like to be self-serving. I think 
musicians, by and large, show even less prejudice, I 
mean, show certainly less prejudice than the public at 
large. The musicians are now, shall we say, tempered by 
custom as much as by music. In other words, the social 
aspect of the plight of the black person was certainly 
at the heart of musicians' feelings. Musicians generally, 
I feel, are understanding of their fellow man, no matter 
what his color. The fact that he was black did not disturb 
the orchestra as far as I know. There were one or two 
members of the orchestra who were kind of America-firsters 
[who said]: "Oh, well, what is he doing here? He doesn't 
really belong here." But, generally, I think, the feeling 
was a receptive one. But not musically. The music did 
not turn us on, because—all right—those themes—maybe you 
might say [still] is the first ethnomusicologist [who] brings 
Afro things into Western music. I don't know. But, 
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generally speaking, the public received him with—they 
were sitting on their hands. There was nothing big that 
I remember about it. I don't think it was so much because 
of his being black; but that was forty-three years ago, and 
the fact that a black man was conducting the Philharmonic 
Orchestra was probably as unique as having a woman in the 
Vienna Philharmonic even today. You know, it was a very 
unique event. Far-reaching, but certainly well deserved. 
But I'm sure there have been other composers since that 
time, black or what have you, that have much more to offer. 
I thought his [music] was very simple, simplistic. 
Personal observation, you know, Tom. I'm not a music 
critic. It's just the way the music struck me. 
BERTONNEAU: Let me ask you about Carlos Chavez. He 
came to conduct in 1937 at the Hollywood Bowl. Do you 
remember? 
REHER: Yes, I certainly do. John Charles Thomas was the 
soloist, I believe. 
BERTONNEAU: Yes. 
REHER: Yes, he was. Now, Chavez was, in my book, a man 
who knew not too much about conducting. He was a kind of— 
again, it's a long time ago—but I thought he was arrogant. 
And he came here from Mexico—going to show the musicians 
in California what do they know about music, you know. 
That's a very bad attitude to have. Mr. Thomas was a 
magnificent singer who was one of the stars of the 
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Metropolitan. He was a great singer. Drew big crowds. 
And, of course, the thing that he wanted to do as an encore 
was "Home on the Range." And I'll never forget, we had 
to go through this music, and Chavez says, "What's this?" 
So, you know, he said, "What's going on, here? How can we 
possibly rehearse this music?" He had the score upside 
down, and he couldn't make heads or tails. So someone, 
I think the concertmaster, pointed it out to him. "Mr. 
Chavez, the music belongs this way; this is a very popular 
American song that people want to hear." And he [Chavez] 
implied in his remarks—I don't know how well he spoke 
English—that, well, he'll do it, but it's beneath his 
dignity. He wouldn't think of something like that in 
Mexico. Well, of course, this was the Hollywood Bowl. 
You're talking about a Hollywood Bowl concert? Yes, don't 
forget the Hollywood Bowl has to be geared to Peppertree 
Lane people, you know? It's kind of a Disneyland of 
Hollywood, you know, and you've got to please the public 
and you're not going to have John Charles Thomas sing 
without "Home on the Range" as an encore, because that's 
what the people came for. They don't want to hear him 
sing the Barber of Seville, although he did that magnificently. 
But Chavez—I don't remember his own work that he brought 
there. 
BERTONNEAU: Horse Power Suite from the ballet of the same 
name. 
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REHER: I can only say this, that the composition itself, 
I do not remember. I don't remember having read about it 
since; about its having been performed any place. 
BERTONNEAU: Lots of ostinati and perpetuum mobile kinds 
of things. 
REHER: I tell you one thing, too, that it was under-
rehearsed, as Hollywood Bowl things are. In the Hollywood 
Bowl, in those days, we had three concerts a week and two 
rehearsals for each concert, which was amazing. Today 
they don't have that. Now they have more concerts and less 
rehearsals. But the Hollywood Bowl was no place to bring 
on a piece that is in manuscript which, at that time, was 
badly copied, and to try to put it on. You just can't do 
it. There's not enough time. I don't care who the 
composer is—Carlos Chavez, William Grant Still, or what. 
You have to give the composer at least a fighting chance, 
and if a person takes a negative attitude as a player 
towards the music and doesn't give his best to try to read 
the notes the way they belong, [they're] not being fair 
to someone that created this music. To create something 
out of nothing always impresses me. Here is a man that 
could write something, whether you like it or not, to 
put it down on paper, have the ear. That particular work, 
I can't go into it in detail, in fairness to Mr. Chavez. 
BERTONNEAU: Who died recently, by the way. 
REHER: Oh, he did, yes. 
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BERTONNEAU: Yes. 
REHER: Of course, he's written some things that are going 
to survive, but we never know that. But he was not for 
the Hollywood Bowl, believe me. Just because he happened 
to be from Mexico, that doesn't make him a figure that 
would have drawn crowds. He was very lucky indeed to have 
John Charles Thomas on the same program, because nobody 
would have come, I'm sure. Because nobody knew him. 
That doesn't mean he didn't have something to;offer, but 
that's the way it is. The star system, if it ever had to 
be, had to be in the Hollywood Bowl. We have to have the 
conductors and the soloists to attract for symphony 
concerts. 
BERTONNEAU: Is it, do you think, a case of the Bowl 
season being the financial support for the winter season. 
Is that possible? 
REHER: I don't know if that's the case today. Maybe it 
is. But in those days the Bowl season was self-supporting. 
BERTONNEAU: I see. 
REHER: They had some events like [Andre] Kostelanetz and 
Lily Pons, John Charles Thomas, Lawrence Tibbet, and people 
like that who were stars from radio, and people knew their 
names through recordings. They were reserved for Saturday 
night concerts. I don't know whether this particular 
concert with Carlos Chavez was on a Saturday or not, but 
whatever it was, I'm sure that Mr. Thomas was the one that 
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saved the financial thing. The Bowl was not the foundation 
of support for the Philharmonic in the winter as far as I 
can remember, but it was self-supporting. It's the only 
thing we could be sure of, the Hollywood Bowl season. 
Also, at times, they used to sign different contracts. 
Musicians didn't play the Bowl. In my tenure of eight 
years it was a year-round thing. I mean, not year-round— 
it was eighteen weeks in the winter. I think we finally 
got out twenty-four, plus eight in the summer. Now they 
have many more than that. Up to eleven, pre-Bowl and picnics 
and Fourth of July and things like that. 
BERTONNEAU: Shall we turn to some more personal matters, 
now? 
REHER: Well, it's up to you. I mean, I'm generalizing. 
Yes, I think that would be in order. 
BERTONNEAU: I know you want to talk about your citizenship. 
REHER: Yes. Citizenship probably does not mean much to 
the person that is a born citizen of a country. I'm not 
a superpatriot, but I also value the fact that I was here 
in [1914]—got back in 1931. As you recall, none of us 
were citizens except my sister Erna who was b<brn in New 
York City. In 1936 the great day had arrived. That's 
exactly five years after I arrived back, and it takes five 
years after your first papers to become an American 
Citizen. At that time, I studied my exam and, of course, 
having studied at UCLA all the while, I had a good 
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background. Having studied in a course called "American 
Institutions" and things like that—we know that every 
UCLA student has that background—I was very happy and 
proud to become a citizen. 

Historically, of course, Hitler was holding full sway 
and, at that time, was making pronouncements that all 
people born in Germany are subject to military service 
in Germany no matter when they emigrated. The only 
exceptions would be people that became citizens of other 
countries. However, even that, he felt—Hitler, in his 
tirades and his many speeches over the radio, said that all 
Germans are subject to military duty and, obviously, I 
felt very strongly that this was the long arm reaching 
out and that I would be abducted at any moment and taken 
back to the Reich to serve. 
BERTONNEAU: That was a real fear for you? 
REHER: Oh, you bet it was. This was a personal traumatic 
experience, Tom; and I know Kurt went through the same 
thing. So when we became citizens, this was one step in 
the direction of securing, of becoming Americans and staying 
Americans. After all, we were here since 1915. It was 
absolutely ridiculous that we were still Germans in 
1935-36. Everyone in my family, including my mother who 
was born in Denmark, became citizens—except my father. 
Now, everybody loves his father and we like to speak well 
of them before they die and also after they die. After 
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all, he's my father. He had a completely different idea, 
however, of being a German. My dad was not a Nazi or even 
concerned with the politics. He was caught up with the 
emotion of Germany being revived, but it wasn't because he 
was anti-Semitic or because Hitler was there. He was a 
German. You might describe him as a pan-German. He's 
entitled to his opinion, but I'll never forget the personal 
involvement, the personal pleading my dad made, especially 
with Kurt and me, not to become citizens. I'll never 
forget a trip we had to Arrowhead, to Big Bear. We were 
just there on a weekend. Gosh, gas was only about fifteen 
cents a gallon, I think, then. [laughter] It's absolutely 
terrible. But we just went up there with my little Ford, 
you know, which I bought in 19 34, and he kept "yammering" at 
us all day long. Finally, in October of 1936, we became 
citizens, much to the chagrin of my father. Then, in 1939, 
Germany built up and persecuted more and more and became 
a tremendous power. There was the America First group, 
you know: Charles Lindbergh and the Progressive Party. It 
was all mixed up. Obviously, Lindbergh I liked, but I 
wasn't as involved in politics as I am now. Perhaps I 
should say, aware. I don't like politics, to be involved 
in it, but I'm aware of it. 

But any way you slice it, Franklin D. Roosevelt was a 
great president. I mean, some of us disagreed violently 
on it, but he brought this country out [of the Depression]. 

342 



And, of course, he made these things—you know—the fifty 
destroyers [for Britain] and all that trading for time to 
arm his country. Hitler was going at it, boom! on 
September first, 19 39. I'll never forget the day. I was 
in Del Mar. I was on the beach just taking a little 
post-Hollywood Bowl vacation or maybe a weekend—went to 
the races there. And the radio said, "German troops 
invaded Poland." 

Now, I still lacked about twenty units from a degree. 
I was ambivalent. I had enough units in music and in 
German literature to say I could go either way. I decided 
I better get to UCLA and do it now because this is another 
piece of unfinished business. Somehow, it seemed to me, 
I was almost sensing that something was going to happen 
as far as I was concerned, personally, and as far as 
America was concerned, generally. So I went back and found 
out, and through the help of a lot of the German professors 
and the German department who made concessions, I was able 
to attend classes and still retain my position in the 
Philharmonic Orchestra, where we rehearsed mostly just in 
the mornings. The music department was out because their 
schedule was such that I could not master it. Even though 
I had studied with Arnold Schoenberg already, I just 
couldn't do it. It didn't make any difference: I had to 
have an AB degree. The German department saw me through. 

The German classes were practically empty. German? 
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Who wants to study German? You go around here, even at 
UCLA, sneaking around. What's your major? You don't want 
to admit anything. It was a funny thing. There was an 
anti-German feeling. After all, we know that Germans are 
troublemakers in the world. You know, they have been all 
the time. But here we are, caught up in this thing again. 
So German was not a popular major. I think there were 
about seven majors in the German department and, of course, 
a couple of my classmates became very famous scholars. 
William. Cornyn w«.s an American who could hardly speak 
German, but boy, did he know languages. And he became a 
FhD in Sanskrit or something and he became big at Yale 
University later. But the German department was very nice 
to me and in 19 40, just right when—it was the invasion of 
the Germans into France in the low countries and they 
took over—what was that, Dunkirk? 
BERTONNEAU: Dunkirk. 
REHER: Dunkirk happened. In other words, they swept the 
French and the English out, the French down to Vichy and 
the English across the Chanel. So Germany owned all of 
Europe and, of course, things were hot and heavy here. 
It was a very bad time for Germans and German dogs. In 
the First World War—this I do remember—they threw things 
at dachsies, if you had a dachshund dog. My name, my 
first name and my second name, helped because they were 
Scandinavian. But it was not easy. Of course, the Jewish 
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people here were very nice about it. But you know, I 
was still German. Especially my father was a German 
citizen. Difficult. A very personal experience. So I 
got this degree, finally, and I went on to graduate school 
in German. Dr. Arlt convinced me. He said, "You have a 
future, you should really go into German." And I wrote 
some things for one of the language forums; [I] was 
always involved in music and German. It was very interesting. 
He [Dr. Arlt] was very nice to me and I remember his lectures 
in the history of German literature [were] carried on in 
German for about eight, nine weeks, but the students 
finally threw in the towel. I loved it. 

But that was over and that takes me to another point 
which I should mention which happened around 1942, in 
March. That was when my dad was thrown out of the union. 
Or he wasn't yet, but there was such a ruckus made, 
that my brother and I were attacked indirectly by musicians, 
colleagues. I remember their names. They wrote letters 
to the producers of the Lux Radio Theatre and we were 
threatened with the loss of our jobs, despite the fact 
that we were American citizens. 
BERTONNEAU: Because of alleged pro-Nazi sympathies? 
REHER: Yes. We were considered Nazis in American clothing. 
Now, they couldn't throw at us that we weren't citizens. 
That would have been a disaster. So Lou Silvers and those 
people that ran the show—Cecil B. De Mille, the Lux Radio 
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Theatre—said: "You'll have to do something. We know how 
you feel and how American you are and your education and 
everything, but there are people after your jobs and they're 
writing the sponsors." You know, it's dynamite. So we 
had to write a little retraction or, shall we say, that we 
regret our father's action. I think it's in the file 
someplace. You will find it. 
BERTONNEAU: I have read it. 
REHER: You've read it. It's a hard statement to make, you 
know, about one's own father; but we had to practically 
disown him. That saved the jobs for us and, of course, 
the day I went to the service, the people like Alfred 
Newman, Lou Silvers, staunch Jewish people, whose people 
were being incinerated, were very relieved, but also very 
supportive. They said, "Go and make your service to your 
country, and you can have back what you had here. And 
we're proud of you." That's a nice feeling. 

In 1941 one of my fellow students became my future 
wife. Her name was Anne Sullivan. She was a music 
student and by that time I was doing graduate work in 
music. And she had a way about her that must have been 
successful, because it wasn't very long until we were 
engaged. Now, remember: 1941. She was a musician, she's 
a fine pianist, a good mind, a marvelous public speaker to 
this day. I always chide her now. She doesn't practice 
music, piano, how can you expect to play? But she played 
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on the Monday Evening Concerts with me in the first years. 
They were difficult moments, because she wasn't used to 
appearing in concert with a professional musician playing 
Paul Creston and [Paul] Hindemith's sonatas and things like 
that. Not easy, but she did a very good job. But she was 
a master speaker, public speaker and subsequently had very 
important jobs which we'll talk about later. [The announce-
ment of our marriage is in one of the orchestra programs.] 
BERTONNEAU: "Sven Reher will end season with marriage." 
REHER: "Sven Reher will end season with marriage." It was 
a big, quick courtship. I was still studying at UCLA and I 
never finished my MA then. She was working for her MA 
and she never finished it either there. She went to 
Mount St. Mary's and finally finished it. But for all 
those years I'd been a bachelor and the musicians and 
everybody in town were wondering, what the heck's going on 
here? And all of the sudden to see this—and I'll never 
forget the end of that season. Albert Coates, I think, was 
conducting at that time. I can't remember exactly. But 
Anne got to meet [Albert] Coates, Bruno Walter, and a lot of 
people that I was playing with that year, because she went 
to every concert and, of course, that was the big thing 
for her. She was from Denver and she enjoyed it and, of 
course, I enjoyed having all this attention—because, you 
know, it's hard to describe. Well, everybody goes through 
that, I suppose. It's a beautiful feeling. 
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But, anyhow, we got married at the end. I don't know 
why we got married [when we did]. It was after Lent, or 
something—to fit her relatives, or something. The date 
was set on April 22. But it was just about the end of 
the season. But I had to miss the last concert and in 
the wedding party my brother was, of course, my best man; 
and I had as the ushers David Frisina. . . 
BERTONNEAU: Wow! 
REHER: . . . Wow! and Edgardo Acosta, who played with us. 
And I don't know what. The wedding party was a marvelous 
thing at the Beverly Hills Hotel—the Crystal Room, you 
know. It was a magnificent thing and all happened on the 
day of a children's concert. Somehow, they got out of the 
children's concert, or something; but my brother had to 
leave the wedding party and then come back later for the 
wedding breakfast. It was a kind of thing, a Philharmonic 
thing, engineered beautifully, I suppose by Anne. I don't 
know how all this material got in there, but it was the 
kind of. . . . Kurt had been married already—before that— 
to Loretta DiTullio. [Joseph] DiTullio was his brother-in-
law—Joe DiTullio, the cellist. He was in the orchestra. 
Kurt married Loretta in 19 39, but ours took place in 1942 
and, of course, some people said, "Well, he only got married 
because of the fact that he has to go into the service 
and this is one way to avoid getting in the service." 
How little did they know! 
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And then, also, I'll never forget: I must say that 
Anne's family—who are Irish-Canadian—and the mother, Mrs. 
Sullivan, who has passed away since then (and I became 
very friendly with her)—but they just—they threw up 
[their] hands. She [Mrs. Sullivan] couldn't understand how 
Anne could pick someone with a name like Sven Helge Reher. 
She said to her daughter, "How would that look on the 
wedding invitation—Anne Sullivan marries prominent 
musician with that big name?" Foreign sounding. And also, 
you know, they're superpatriots; they're Americans to the 
bone—been here for three generations from Ireland. "But 
this foreigner—his father's having trouble." So it was 
not—it was a beautiful thing for us personally; but it 
was not without its hazards. 
BERTONNEAU: A little flak on the periphery. 
REHER: That's a little flak on the periphery. However, 
we got married in April, 1942. [That year] I played the 
Bowl season. Anne was sick as a dog all the time. I took 
a good look. She says, "I want to go to the concerts." 
And I kept giving her martinis backstage. I didn't know 
what was wrong with her. Two months later I found out she 
was pregnant. [laughter] So here—she's pregnant. Well, 
you certainly try and avoid the draft. Well, I never saw 
another Philharmonic season, because the draft was really 
breathing down my neck. And I had enlisted in the service 
in the beginning of October, 19 42, with already having 
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physical things with my heart and things like that. But 
that didn't keep me out—and the fact that my wife was 
pregnant. I was supporting my mother and father. All 
kinds of affadavits were sent. Nevertheless, I would have 
gone. And I just enlisted. Three and a half years of it. 

But I didn't know, of course, that Anne, when I 
married her, was a fine pianist. This was all—you know, 
she was just a drawing room pianist that cotlld play "London-
derry Air" or the--you know, "Farewell to Culcullen" or 
"Danny Boy" as they call it. You know the Irish. And 
her mother just loved when I played these Irish things on 
my viola. 

I'll never forget. After one of these concerts when 
Anne went with me, she says, "There's a carnival across 
the street from the church where I go." [It] was over on 
Pico—Mary Magdalen Church. And they had a ferris wheel 
there. I had my tails on, you know. And she says, "Let's 
go ride on the ferris wheel." I don't know—in those days 
she didn't mind going on it. And here I was, in full 
dress-gear—white tie and all the formal trappings—going 
on the ferris wheel. So we had a wonderful time. We got 
engaged the week before Pearl Harbor. 

Oh, I'll never forget. I was on the beach out in 
Santa Monica, in fact, and then the week after that—yes. . . 
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TAPE NUMBER: SEVEN, SIDE TWO 
JUNE 4, 19 79 

BERTONNEAU: You were talking about where you were when you 
heard the news about Pearl Harbor. 
REHER: Yes. I can tell you exactly where I was. I was, 
of course, engaged to Anne on December 7, 19 41; no, on 
December 1, secretly; but officially on December 7. The 
night before Pearl Harbor I was on the beach at Santa 
Monica or Malibu. We talked about it and everything and 
then she's all excited. I take her home that night and I 
go home and I said, "You know, Anne, I've got a rehearsal 
tomorrow morning; we've been rehearsing as a trio. You 
know, Kurt's in it and David Frisina. And I must get up 
early and I'll see you after you've been to church." So 
the next morning, which was Sunday morning, December 7, 
1941—never forget it—we were playing Beethoven's String 
Trio and we were playing at Kurt's house. And there was 
a radio in the other room. Someone was listening to it 
with the news that Pearl Harbor had been attacked by 
Japanese planes and it had wiped out the American air 
force, what there was of it. It wasn't much of an air 
force then. And the newscaster says, "An emergency session 
of Congress has been called for Monday and the President 
will address both houses of Congress." Well, this was it. 
The sequence of events are history. We know that. So I 
called Anne on the phone. She was, of course, in seventh 
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heaven about being engaged. I said, "Do1'you know there's 
a war on?" I'm older than she is. "What's a war, what 
do you mean a war?" I said, "America has been attacked 
in Pearl Harbor by Japanese planes." "Oh, it couldn't 
be," she said. "The Japanese ministers were just together 
in Washington, they were talking about the scrap metal 
deals." (You remember that; there were people talking to 
Roosevelt.) Of course, America was not entirely unpre-
pared. Already we were gearing up to war, but not with 
Japan. We were concentrating on fifty destroyers; 
remember, overaged destroyers were going to be given . . . 
BERTONNEAU: "Lend-lease." 
REHER: . . . "Lend-lease." You know that side. You've 
got the words. So this was a big shock. And what a day 
to be engaged to be married! In Congress, the whole 
thing, you know. We had this concert which we played 
then, and I'll never forget that part. We were invited 
by the Junior women's committee of Pomona Claremont 
Colleges to play in Little Bridges [Auditorium] a chamber 
music concert. My scrap book has a picture of that with 
Frisina and Kurt, and I cannot find it; I don't know where 
it is. But we played a concert. It was a Beethoven 
thing and it was probably the Mozart Divertimento [in 
E-flat] which is one of the finest pieces of chamber music 
for violin, viola, and cello, which is what the combination 
was. Then, I think, we played a piano quartet as a finish, 
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Faure's Quartet in C-minor, which is a great piece, or the 
Brahms''C-minor. But we were all young people in the 
Philharmonic playing a concert for the Philharmonic and 
this is what happened and that was the day I really got 
engaged and that was the day my future wife didn't under-
stand what it was all about. And not until later when I 
met her did the impact of the situation dawn upon her. 

Well, Anne did everything she could to keep me out of 
the service. I did everything I could, too, but I was 
bound to go. My first assignments were stateside and they 
lasted for quite a while, but I think that's another 
story. Maybe we should wind up the Philharmonic. 
BERTONNEAU: Yes, I think so. Let's postpone talking about 
the war for a little whi'le; • Can we talk about [Arnold] 
Schoenberg a little bit? 
REHER: Yes. Arnold Schoenberg came to UCLA—I can't 
remember the year, but I gave you the notes. I took in 
one of his classes. 
BERTONNEAU: Yes, they're like a textbook. 
REHER: You know, Tom, I'm glad you brought that up. I 
didn't realize what I had, there. I took pretty good 
notes in college. I don't know [about the] doodles; you 
probably saw all kinds of little marks in there, but then 
we all do that. We're all students at heart, you know, no 
matter when we lived—forty years ago or now. But 
Schoenberg was a tremendous experience for me and I 
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realized, as a member of the Philharmonic, Mr. Schoenberg 
was immediately attentive to me. I mean, not attentive to 
me, but you know: here was a member of his class. But he 
was a member of the Philharmonic orchestra. He was not 
just, you know, a student. Schoenberg was so nice. He 
was so clumsy with the English language, it was just 
littered with German idiomatic expressions and I recognized 
them immediately and helped him over many a spot, smoothing 
out his English into presentable English. He became very 
good at it later, but he never was able to communicate in 
the language like he could in Germany. And his voice was 
not a stentorian tenor that could project to a big class. 
It was a class of maybe twenty people. Most of the people 
didn't even realize whom they were studying with. They 
were taking formal analysis because they had to, or counter-
point, or composition, as the case may be. But there 
were people in that class like Leonard Stein whom I met 
there and who played chamber music with me. But, when Mr. 
Schoenberg walked into the classroom it was very important 
that there was silence because otherwise you would miss 
everything. I was very eager to get myself in the first 
row, or very close, so I wouldn't miss a thing that he 
said. Mr. Schoenberg had a peculiar approach, in contrast 
to many professors at UCLA who always have textbooks. I 
shouldn't say always, but most of the time [they] have 
textbooks, probably that they wrote themselves, you know, 
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and then they sell them at $14.95 apiece. Mr. Schoenberg 
came with terrible English, with great eminence as a 
musician and with no textbook. You can imagine how some 
of these students were trying to make sense out of what 
he said. It's difficult because you had to know German, and 
then transfer it into English, if you wanted to take 
intelligible [notes]. I haven't read those notes since 
that time, but now I realize, having gone through that 
experience with Schoenberg in three courses, that I was 
very lucky because he never had a textbook. 
BERTONNEAU: It fits very well with his image as kind of 
giver of the law, doesn't it? 
REHER: That's right. The only thing he had as a textbook 
were the scores. He said, "What do we need a textbook 
for? Look at the Beethoven piano sonatas. Look at Pales-
trina." "Don't go to the books," he says. (I can't 
remember whether he used those words or not, but we never 
saw any books there.) And, you bet the attendance at 
that class was pretty much right there. Because, if you've 
missed it, you missed it. Now, I missed some lectures 
because of the Philharmonic commitments and it was difficult; 
but I realized also that this man was, in my book, probably 
the most important composer of the twentieth century in 
the first fifty years. 
BERTONNEAU: Did you realize that then? 
REHER: I realized it then. I'll tell you why. By this 
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time I had already had experience with Stravinsky; 
Shostakovich I had experience with, and some Bartok; but 
the two people that were in Beverly Hills were Stravinski 
and Schoenberg. I mean, Schoenberg was not in Beverly 
Hills, actually; but I always would say, "Well, they lived 
in Beverly Hills. They were colleagues of mine." It's 
very easy to say that. But they were, in a way. 

But we knew—although he never alluded to it until we 
got into advanced composition, which I never did—about the 
twelve-tone system. But I knew what that system was about 
because I read about it and heard about it from people 
that were interested in that method of composition. It was 
the most revolutionary thing in twentieth century music. I 
don't have to go through the theory of tonality and atonality, 
it's so well understood now. As Lukas Foss said the other 
day [in his interview with Dick Cavett] who asked him 
about the twelve-tone scale—he said, "Well"—and he 
played the chromatic scale—"that's what it's all about; 
there is no new scale." But Schoenberg made each note as 
important as the next, because each note was an entity in 
itself. [The music] had direction, but it did not have to 
have the traditional direction. I never learned this from 
Schoenberg, but it's the way I understand it. So that's 
atonality. It wasn't just arranged like tonic, dominant, 
subdominant, authentic cadences and plagal cadences and 
things like that. It was without key signature and without 
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cadences. Musical cadences yes, but not harmonic cadences. 
And this, of course, forty-five years ago was still a 
shock. Even today it's a shock. The reason, I say, that 
I felt that Schoenberg was the most outstanding or the most 
revolutionary composer of the time is that even Stravinsky, 
with the tremendous things that he did with orchestration, 
with the rhythmic patterns and involvement with the dance, 
eventually came around to adopting Schoenberg in some of 
his works. We know that. 

I don't know if I had already said this on a tape or 
not, I remember the Philharmonic concerts where Stravinsky 
was conducting rehearsals. Schoenberg came to the rehearsals 
and sat and listened to [Stravinsky's] music and studied 
it carefully. And when Schoenberg had his turn to conduct, 
maybe that one concert or some of the others, he didn't 
conduct as much as Stravinsky. Stravinsky was there with 
all his three or four sets of glasses and two or three 
towels wrapped around his neck, studying Schoenberg's 
music. They didn't communicate with one another too much 
that I know of except that Stravinsky had the name. 
Schoenberg also had the name of being a revolutionary but 
never the acceptance that Stravinsky had. Probably true 
today. But Schoenberg was the man who could do something 
new with that which had been almost exhausted by men like 
Richard Strauss and Mahler. In the harmony, tonality, you 
had to do something different. Well, the Verklaerte Nacht, 
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which is a beautiful piece of Schoenberg's, written in 
a romantic style, certainly was the epitome of romanticism, 
but it was still romanticism and—I'll never forget— 
Mr. Schoenberg was irritated when that work was performed 
because it didn't show what he thought he had to give to 
the world in the early part of the twentieth century. 
BERTONNEAU: You know that Schoenberg was treated in a 
rather offhand manner by UCLA, and I wonder if you think 
that was because people in general simply didn't know who 
he was? 
REHER: No, Tom, I think that people knew who he was, and 
I don't want to condemn the administration. 
BERTONNEAU: That's certainly not my intention. 
REHER: I know it isn't. I don't even know who was running 
the music department. Well, I know that the provost was 
probably Ernest Caroll Moore. But Schoenberg gave a faculty 
lecture here in one of his years. That was one of the 
finest things that I've ever heard. He had been here a 
couple of years. It was an afternoon lecture and he was 
dressed in a tuxedo. I remember that Leonard Stein and 
this other fellow from Stanford was up there. He had 
slides, demonstrated to the audience, which was packed by 
that time. He was one of the most illustrious people that 
ever stepped on this campus. Certainly in the department 
of music. And he carried off that faculty lecture. There 
was only one a year at that time. It was a very prestigious 
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thing. Royce Hall, I remember, was filled. He did a 
magnificent job despite his terrible English. But his 
explanations were fabulous. Of course, he had help from 
Americans like Leonard Stein—and I can't remember this 
other fellow's name. 
BERTONNEAU: Would it have been Gerald Strang? 
REHER: Gerald Strang, yes. Gerald Strang was a good 
friend of mine too. Yes, both of them. They were involved 
with Schoenberg in his early years and know much more what 
he would have to talk about. In fact, Leonard Stein would 
be a good person for you to talk to. He's really caught 
up as far as Schoenberg's concerned because he's now, you 
know, director of the [Schoenberg] Institute [at USC]. Yes, 
to answer your question, I think Schoenberg probably was 
treated shabbily here, but he certainly was at SC too 
before he came. But so, what else is new? Bartok was 
treated shabbily, too, you know? We can't all end up 
like Igor Stravinsky, who made it big while he lived. And 
then we had this building built here after he had gone 
[Schoenberg Hall]. He taught up there in the old Education 
Building, third floor. I'll never forget him. He talked 
in a whisper, practically, but it was so interesting and, 
to me, so important that I'm glad I retrieved those notes 
from my horrible basement where they would have been 
destroyed. You have at least an idea of what he taught. 
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BERTONNEAU: Did you have any social contact with Schoenberg? 
REHER: Those were after the days of Rolf Hoffman. He 
[Schoenberg] came a little later. No, I didn't, except, you 
know, I went down to the Kerkhoff Hall. You know, I had 
a coke with him sometimes, things like that, and we talked 
about the Philharmonic programs and he was always telling 
me, "I can't get any performances, you know; it's too 
expensive." We know the whole story. But after class he 
always pursued me. I mean, you know, pursued our friend-
ship by having conversation in German. Always in German. 
In fact, this must have been going on when I met Anne 
because in 1941, when I met her in October, he was still 
there. I was no longer taking classes from him but I was 
involved. I was up in the department. I saw him. I 
always talked to him and she had spotted me—that's before 
I knew her—talking to Schoenberg in German. Or Schoenberg 
turned around and talked to a group of students among whom 
was I, speaking to him in German. "Who was this guy?" my 
future wife said. "Got to meet him." So that's what 
happened. But he was always that way. He came back out 
of his way to talk to me. 
BERTONNEAU: It's interesting to know that. 
REHER: Yes. He always felt that I was a kind of a 
liaison. Because here I was, a student, young, interested 
in him and also playing in the Philharmonic. Because 
Das Philharmonisches Orchester, in the German Gemuth, 
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you know, in the spirit, means something in Europe, you 
know? 
BERTONNEAU: The idea of having a coke with Arnold 
Schoenberg in Kerkhoff Hall has a rather charming appeal, 
[laughter] 
REHER: It is charming. At that time I thought nothing 
of it because, well, I couldn't invite him to have a beer 
or something like that, I mean, because it wasn't there. 
He was never averse to it. I was inducted into the Phi 
Mu Alpha which is an honorary music group, national 
fraternity. And in those days they still had some hazing, 
and we each had to fashion ourselves—I've lost this—a 
paddle, a fraternity paddle. It's way before your time. 
They don't have that, now. Made out of plywood; they had 
it cut out, you know, and then put the Greek letters from 
the Phi Mu Alpha on it. It was a very prestigious thing, 
a music fraternity. I had to get sponsors, and one of my 
sponsors was Arnold Schoenberg. 
BERTONNEAU: Ama zing. 
REHER: Not only that, he signed my paddle. 
BERTONNEAU: My gosh! 
REHER: My gosh is right! I'll give anything if I can find 
that. I had it for years. I can't find it. And he signed 
it and some of the other professors that were my sponsors 
here, to get into the fraternity at that time. I can't 
remember who it was. Oh yes—Walter Rubsamen. So, I 
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remember them very fondly. It was in Walter Rubsamen's 
class that I met Anne, of course. And Walter became a 
very fast friend of ours and, I remember, gave us as a 
wedding gift Mathis der Maler [Symphonie—Mathis der Maler 
by Paul Hindemith]—recording in seventy-eight [R.P.M.], 
it was, at that time. I mean, here he was, Walter Rubsamen, 
a professor of music; and he was a very intelligent man 
with whom I got along very well—not because I was such a 
great student, (this irritated the other students) but 
it's because I spoke German, and I knew some Italian. He 
says, "Anybody that takes my course. . . . " Graduate course 
in Introduction to Musical Studies. You know, graduate 
research, bibliography and methods. Every department teaches 
that. I know Anne was in that class. 

I was able to tell you the title of Das Chorwerk and 
where to find things in German. And I could read German 
things, so his reading lists were always filled with works 
in German and French and Italian. Well, I couldn't speak 
all of those languages, but the very fact that I spoke 
German—and he did his research in German, Germany, on 
Pierre de la Rue, or someplace, so we became very good 
friends. 
BERTONNEAU: Schoenberg didn't get as many chances to have 
his music played by the orchestra as he wanted, but he 
was fairly active in association with the Philharmonic. One 
thing I want to ask you about is an orchestration he did 
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of the Brahms G-minor piano quartet which Klemperer played 
through in 19 38, maybe outside of the regular subscription 
series. 
REHER: Oh yes, I remember that and, of course, by that 
time I had studied with him and I was very curious. And 
Klemperer conducted that concert, is that right? 
BERTONNEAU: Yes. 
REHER: Well, of course, that is a fantastic piece of music 
to begin with. I mean, it's got that tremendous last 
movement which has that wild Hungarian thing. And I 
don't recall Schoenberg's arrangement. I think I said on 
a previous tape how he devised the melodic ideas into 
different instruments and made it a little bit disjointed, 
as far as the ears for Brahms were concerned. Some of the 
musicians cattily said, "Well, how can he butcher a great 
work like that?" But that is not the point. Sure, I 
think they did give him a chance to do this. They couldn't 
perform his music, but they felt if he made some transcrip-
tions of music that's well known, we might be able to 
afford to put it on. It had to be dollars and cents. 
That orchestra was suffering economically. Yet it was a 
great orchestra, and Schoenberg realized it was a great 
orchestra, and Stravinsky. Those people had an appreciation 
that, if there is a philharmonic orchestra in this city, 
it is a thing to be preserved, because that's the way all 
Europeans look upon their orchestras. So Schoenberg did 
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have this association. 
There's one thing I do remember after the war. Of 

course, I was caught up; I had, by that time, had a couple 
of children. And through some way I was offered the 
String Trio [Opus 45, 1946] of Schoenberg. I have a copy 
of the autograph score and he autographed it for me. We 
had a chance to play the first performance in Los Angeles, 
but I couldn't get my trio to do it. Marshal Sosson, 
the violinist, and Kurt—they were so busy, hung up in 
studio work and things like that, and the work was in 
horrible manuscript. Schoenberg had terrible manuscript 
hand, not like Walter Piston. I had to give it up, but it 
was subsequently played. I heard it on the air the other 
day. I thought to myself, "Well, we could have handled 
that work. What are we talking about? Why didn't we take 
that opportunity?" Somehow, my brother and/or colleague 
did not quite sense the opportunity that was there. Any 
other questions on Arnold Schoenberg that we might go into? 
BERTONNEAU: Gosh, I can't think of any right now. 
REHER: No, I tell you, he made a tremendous impact and, of 
course, he had to retire. It's really silly, but the laws 
of the time stated that he had to retire. I'm glad that 
he got out of that horrible Europe when he did. And I'm 
also very happy personally that I had that association with 
him. He was a very lovable man. He used to love to play 
tennis. I don't know much about his family life. You asked 
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me about social activity with him. I was in his home two 
times, I believe, on Rockingham. I can't remember what 
the occasion was, but it was some kind of a to-do with some 
of the musicians, other composers or somebody, and he 
wanted me to come over there. I didn't have contact with 
him. Had I known then what I know now, obviously I would 
have become a little bit more aggressive in that area, 
if you know what I mean. 
BERTONNEAU: Let me ask you about the Monday Evening 
Concerts. This might be a good time to talk about your 
association with those, which began pretty much about the 
time that the concerts themselves began. 
REHER: Yes, '39 was the beginning of the Monday Evening 
Concerts, [then called "Evenings on the Roof"]. 
BERTONNEAU: I believe the first concerts were given in 
Peter Yates's home in 19 39. 
REHER: I think the first program was Ives. Peter Yates's 
[Frances Mullen Yates] wife, played the Concord Sonata. 
But there were other things played. The connection that I 
got with the Monday Evening Concerts was through Kurt. 
Kurt played this concert tour with Margaretha Lohman, the 
woman from the Whittier College, in Canada and she was a 
friend of Frances Mullen Yates. But that family lived in 
Redlands and the Redlands Bowl was supervised by Mrs. 
Mullen, who was the mother of Peter Yates's wife. For 
many years she was the head of it. Redlands Bowl is an 
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outdoors place, you know, where they have concerts in the 
summer. I don't remember the very first thing. I guess 
the archives would show that, and Mr. Lawrence Morton 
probably has it in his summation of the first ten or 
fifteen years of the thing. Do you have them? 
BERTONNEAU: Yes. 
REHER: You can have that, I want you to have that. But I 
know one thing. I played many works that were played for 
the first time. I really launched my career on the 
Hindemith Sonata opus 25 no. 1 [for viola unaccompanied] 
at that on that series. I think that was the first time 
it was played in town. Now, I may be wrong, but it was 
very rarely played, and I was lucky enough to have a chance 
to record that about ten years ago. It's still in the 
Schwann Catalogue. 
BERTONNEAU: Lawrence Morton mentions a concert of music 
for solo viola which you played fairly early in the history 
of "the Roof", and I think one of the works he mentions 
is a sonata by Darius Milhaud. 
REHER: Oh yes, that's another thing. The Milhaud Sonata 
no. 1, which I played here in a concert last year, was 
also performed for the first time in Los Angeles by me. I 
can't remember the pianist at that time, but this was one 
of the works that "the Roof" put on. I remember too that 
Lawrence Morton was very generous to us. He was a reviewer 
at one time, a critic, and he wrote, "not a Panzer division" 

366 



could have stood up to the stellar performance, could have, 
shall we say, demolished the performance that was put on 
by Mr. Frisina and the Brothers Reher. He was very nice to 
us in the early years, but he had nothing to do with it 
really at that time. 
BERTONNEAU: It may have been in Peter Yates's interview 
that I read that reference or that allusion to the Milhaud 
Sonata. 
REHER: It might be, because I played at least three 
concerts in his home. I was really one of the very first 
viola players to be asked to perform on the Monday 
Evening Concerts. I think in the first ten years or so 
there were only about three, Milton Thomas and Virginia 
Majefsky, and I feel very honored and privileged to have 
been in the start in this. Of course, it was done this 
way. Mr. Yates said, "Now, we don't have any money." Of 
course, that was the story of everybody in the 19 30s and 
in the forties "there's a war going on and we want to 
get this off the ground, and we want the cooperation of 
musicians if we can get it." And they put it this way: 
"We're going to give you a chance to perform a contemporary 
work or something unusual. It doesn't have to be contem-
porary. We're going to perform new works or old works that 
have been neglected. You will be paid ten dollars for 
every performance." That isn't very much money, but it's 
an inducement of some sort; and that's the way it got 
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started and, of course, it grew like topsy-turvy. It 
really gathered momentum and became one of the most 
important things in the United States as far as contemporary 
music is concerned. The emphasis became more and more 
geared toward the composer and, of course, this was an 
ideal place for Schoenberg, because the performers went 
along with that. They got their ten dollars and they got 
prestige by performing. But, of course, we have our 
pitfalls. Sometimes you weren't able to perform the work 
that you wanted. And you had to—if you wanted to appear, 
you just better do what they want you to, because that was 
the way it was set up. Well, that's fair enough. I mean, 
that's what it was about. It was about new music and it 
was done by the younger musicians of the time, and it's 
still done now by younger musicians. So it is an enduring 
thing and it has contributed immensely to Los Angeles. 
BERTONNEAU: Did you attend them as a spectator as well 
as a performer? 
REHER: Oh, yes. We became good friends of Peter Yates and 
we went to many of the concerts. It was before I was 
married, so I could come and go and I didn't have any 
other obligations. And many of our evenings were occupied 
in listening to others perform in that little room, which 
couldn't hold more than fifteen, twenty people. It moved 
to bigger places and I followed it even to the Wilshire 
Ebell. It was a very wonderful contact for me. Mr. Yates 
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was a very learned man who worked for the county or something, 
but he had a tremendous mind and he had this tremendous 
vision of putting these concerts on. And we did hear many 
of the performances. Not regularly, because sometimes, you 
know, you're busy with the Philharmonic. Then don't 
forget, I was taken out of that pretty soon when I went to 
the war, and there was no such thing as going to Monday 
Evening Concerts for me. But I did get that lick in 
there between 1940 and '41-42. 
BERTONNEAU: Do you remember any of the concerts particu-
larly? Does any stand out in your mind? 
REHER: I remember the Concord Sonata. I thought, my, what 
a long-winded work this is. And it was, of course, 
horribly dissonant to m^ ears, and I couldn't figure it 
out, since Ives had lived way back in my time in my early 
youth. He was a mature composer then, an insurance 
executive, or whatever he was. But it was baffling how 
Mrs. Yates played that. She played it beautifully. 
BERTONNEAU: Have you played any Ives? 
REHER: Well, I have played the Three Places in New 
England. The reason I remember that is because that 
happened about ten years ago in Ojai, and Boulez was the 
conductor. It was my introduction to Boulez. So that's 
another story, but I can tell you, I was more impressed 
with Boulez's handling of that than I was with Boulez 
himself. We'll go more into that later. But Ives—I 
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don't know whether it's a fad or whether he actually was 
putting down something that came out of an actuarial chart, 
or statistics, or something like that, that made his music 
so dissonant when his contemporaries were not writing 
anything like that. I don't think he was the innovator 
Schoenberg was, though. 
BERTONNEAU: How do you think we should close up the 
Philharmonic part of our discussion? How did it end? 
REHER: My Philharmonic tenure ended in 19 42, in the 
beginning of September. This was one month before I went 
into the service. I looked through my programs to find 
out what we played right after Pearl Harbor—it's interesting 
to notice the dates, you know--and as we got into '42, 
and the battle of Guadalcanal, and all those things. After 
Pearl Harbor, "The Star Spangled Banner" was always played 
at the beginning of every concert. This is done all the 
time. Not now, during Vietnam it wasn't, but, I mean, during 
that war it was a must. And I know that young musicians in 
the orchestra were getting prepared to be mustered out. I 
mean out of the orchestra and into the service including 
some of my best friends. Of course, the earlier you got 
in, the better it was for a musician. And they had 
enlisted in this Santa Ana group, you know, which consisted 
of people like Bronislaw Gimpel, our concertmaster, who 
was a marvelous fellow. I used to play chamber music with 
him. He just passed away recently. And the Gimpels became 
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very good friends of ours. He had to get in the service. 
He was a great violinist. His brother Jacob Gimpel, an 
eminent concert pianist, still resides in Southern California. 
And Felix Slatkin. They all went to Santa Ana. 

And, of course, they got into the service long before 
I did, six months before I did, and maybe I waited too 
long, but just getting married, you know, it was difficult 
for me to suddenly become a soldier, I didn't want to. 
Everything militated against it. I'm not militaristic. 
I'm not what you would call chauvinistic or a superpatriot, 
but when I did get in I realized—although my family 
probably suffered--I realized that this was a war that was 
a must. I mean, it had something worthwhile about it. 

So when I left the Philharmonic, I can't remember the 
last concert. It was just at the end of the season in the 
Hollywood Bowl in the summer of 1942. That was it. There 
was no talk about next season because I knew what was 
coming up and, by that time, Anne was pregnant. (But I 
didn't know it for sure.) The war got hotter and hotter 
and the Pacific war was really stretched out. It looked 
like no end to it. It looked like the tunnel with no end 
to it because they were trying to island hop, you know, and 
I think they took back Midway and a couple of islands, but 
the big battle of Guadalcanal was the one that turned it 
around momentarily. But it still took weeks and months 
and years to do that. 
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BERTONNEAU: Well, I think perhaps we should postpone any-
further discussion of the war until next time. 
REHER: Well, I think so. Now, if there are any other 
things in music before I went into the service, I would 
like to tie them up right here. I don't know exactly what 
to say. I think I've covered it pretty well. I was very 
sorry to see it come to the end for me, because I know I 
hadn't played everything. But eight years is pretty good 
tenure. 
BERTONNEAU: Eight very important years. 
REHER: Eight very important years. I didn't realize how 
important they were but really I was very lucky. Every 
musician worth his salt, I feel, should spend at least five 
to eight years in a professional orchestra. Orchestra 
playing is not the most delicious thing in the world, 
because of the fact that you're lost in the shuffle. 
Chamber music is always my preference. But how can one go 
through life without playing some of these great works that 
are so well crafted? As a viola player I felt especially 
fortunate, because I wasn't demanded upon technically as 
much as I would have been in a violin section. So I was 
able to listen. That's one thing Schoenberg taught me to 
do is to listen to music. I became acutely aware of what 
it was all about—the construction of music. Even my days 
in Berlin I was only scratching the surface. Horowitz, of 
course, came through here and played magnificently. Lily 
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Pons—I think I mentioned it. She was the major attraction 
of the Hollywood Bowl season. She filled the Bowl—26,000 
people were there one time. I remember--oh yes, I remember 
playing under [George] Gershwin. Did I talk about this yet? 
BERTONNEAU: No, I don't think we got to Gershwin. 
REHER: George Gershwin was a young man in his thirties, 
late thirties. Came to the orchestra first in the Bowl 
and then also in the winter. He conducted and played his 
American in Paris, the Rhapsody in Blue, and that early 
Concerto in F. No, I think maybe Alexander Smallens 
conducted. This is a name out of the past, but he was very 
much associated with Gershwin. He conducted some excerpts 
from Porgy and Bess which was the big sensation of the 
thirties. George Gershwin was the most unassuming young 
person I ever met--it must have been around '37. 
BERTONNEAU: He died in 19 37. 
REHER: Did he? Oh, that was it, yes. Because, in 19 36, 
I met Oscar Levant in Schoenberg's class, who came through 
one day. Maybe he was promoting Gershwin or something. 
Schoenberg got to know Gershwin at that time, I think. 
Gershwin, of course, by that time had made a big name for 
himself since the Rhapsody in Blue in the twenties. 
My dad had already played it in Cincinnati with the—what 
was it?—the Paul White—who's the fellow that wrote 
Grand Canyon [Suite] . .? 
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BERTONNEAU: Ferde Grofel 
REHER: Ferde Grofe did the orchestration. That's the 
famous one, you know, of the Rhapsody in Blue. So here 
was American music. And I know he was doing the different 
things that still wanted to do. But he had that flare, 
that charisma about him. And he had that way of playing 
at the piano which is so appealing, so that his program 
was a sensation. George Gershwin conducting was a gentle-
man, and he played beautifully, was a good conductor. But 
he knew show business, and he wrote this "serious music" 
which became part and parcel of the regular repertoire. 
BERTONNEAU: It seems somehow quintessentially appropriate 
to the Hollywood Bowl to imagine George Gershwin playing his 
Rhapsody in Blue under that Frank Lloyd Wright dome in the 
middle of the starry night. 
REHER: That's right. They were naturals, and Gershwin 
was always popular. In fact, for years, I understand, 
after that, the Hollywood Bowl has had "Gershwin nights." 
You've probably seen that in the last thirty years. 
BERTONNEAU: I've probably been to a couple of them. 
REHER: Yes. Well, I don't think I would go to them, 
because I think they are one of these mass hysteria things. 
When you play with Gershwin in the Philharmonic auditorium, 
which I'm sure I did—now I may be wrong; I've been wrong 
on certain things--you get to know him, especially if 
you're on the stage rehearsing with him in the Bowl. It's 
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an intimate thing, you know; it's not like sitting in back 
of that fountain and all that. Then, of course, it was a 
terrible shock when he died of this brain hemorrhage, or 
whatever it was, at a very early age. Just think what he 
would have done had he lived. He was so prolific and he 
wrote such good music, for what it was. And it indeed 
became part and parcel of the music of our symphony 
orchestras. Always a best-seller. 

I've mentioned Bolero. I remember one night--Pierre 
Monteux was conducting—and the fog rolled in to such an 
extent that the people in the back stands lost sight of the 
conductor.[laughter] In other words, it was so thick that 
they had to call the concert. And there was a blonde diva 
singing; I can't remember what her name was. And then 
there was also the time when the Bowl was rained out. But 
that was very rare. Another one that I remember is Maria 
Jeritza. Now, that name doesn't mean anything to you, but 
she was in a movie—something about Vienna, and she was 
starred. Of course, she drew a lot of people, and the same 
thing with Grace Moore. Grace Moore of One Night of Love 
was a big sensation in the Hollywood Bowl. The Hollywood 
Bowl has always been a more sensational place and more of 
a place where people go because it's the Hollywood Bowl. 
It's a spectacular thing. You're not going to hear any 
outstanding things in the Bowl that are new, but when 
Stokowski brought in that electronic system—it changed 

375 



the Bowl. It used to be au naturel. You sat way back up 
there. It was miniature, but it was still there. And then, 
of course, they goosed up the sound and things happened. 
I remember a couple of performances of opera where they 
took the water out [of] the pit and we had Die Walkure— 
it was played there, and before I got into it, it was 
Midsummer Night's Dream, you know. But we've talked about 
that. It was always a thing for big extravaganzas. 
BERTONNEAU: It's Hollywood. 
REHER: It's Hollywood. And I know the red cars went 
right up to the door there, and people came by the 
hundreds of thousands to the Bowl concerts. And they're 
here to stay, and it's a good thing. 
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TAPE NUMBER: EIGHT, SIDE ONE 

JUNE 11, 1979 

BERTONNEAU: We're going to begin by talking about playing 
for the motion pictures and your association with the 
Lux Radio Theatre. 
REHER: Yes, I think that shortly after Kurt and I became 
members of the Philharmonic Orchestra, having performed 
quite a few chamber music concerts, somehow we had the 
good fortune to have caught the ear and the eye of a lot 
of people in Hollywood, and our career in motion pictures 
and in radio was launched. The first time that I was 
called for a motion picture—I remember very vividly--was 
in 1936. I think it was in the fall of 1936, and it was 
for MGM and, of course, I was amazed and flabberghasted 
why they chose me, but I accepted it and enjoyed it be-
cause it was a completely different thing. 

The old MGM scoring stage is still there today, and I 
work there often. It hasn't changed one bit. However, it 
is a tried and true place to record music. Some of the 
old studios are still in use. I remember, there was a fire 
a few years ago, and it burnt down Sam Goldwyn's lot, you 
know, the stage, and that was a dusty, musty place, but I 
think it was probably the best scoring stage in Los 
Angeles. Somehow they knew how to build the stages for 
scoring music, even in those almost primitive days by 
modern standards. But my first assignment was Tale of 
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Two Cities, which was the version which came out with 
Ronald Colman; the Marx Brothers' Night at the Opera; 
and also the Mutiny on the Bounty with Charles Laughton. 
Those were very important. MGM in those days was a very 
powerful and important studio and I was amazed at the 
hours that were spent on details in recording techniques. 
Orchestra was of good size. I think there were six to 
eight violas used. That means it would be an orchestra 
of fifty people, fifty-five people for the score. Herbert 
Stodhardt was one of the musical directors, I believe, and 
the people in the studios accepted the presence of this 
young upstart who got into the recording end of the movies. 
Of course, I've seen those pictures on reruns. Haven't 
paid much attention to them, but there was much more—the 
way I recall it—much more music recorded than there is 
today. In other words, every picture is busy with music; 
in fact, almost too busy by modern standards. I don't know 
whether it's that we're accustomed to something different 
now, or that the techniques were at that time such that 
musical directors and producers felt compelled to have 
background music almost continuously. 
BERTONNEAU: Mutiny on the Bounty does have an almost 
continuous score. It stops very infrequently. 
REHER: Well, there you are. Even under the dialogue it 
goes down, but it does have a big score. Of course, that 
made a lot of work for musicians. I don't know how many 
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hours they spent, but I know one thing. In that month, 
in the month of October, from those three pictures—and 
it's very crass of me to tell you this, but it's indicative 
of what they paid at the height of the Depression—I made 
$1,000. And practically no income tax. 
BERTONNEAU: That's in 19 36 dollars, too. 
REHER: That's in 1936 dollars. And, obviously, it was 
very well paid activity. About the same time, Louis 
Silvers, who was the musical director at Fox Studios, 
got the program called the Lux Radio Theatre, and he 
became the musical director of that radio program which 
originated in New York two years previously, but then 
finally moved out to the coast in 1936. I was asked to 
be on that and, I might say, getting ahead of the story, I 
was on that every week until I got in the service, and 
even after I got out of the service; so, all told, I was 
on that program from 19 36 to about 1948. I had three and 
a half years in the service, but I had that job and it 
simply was this: The producer of the show or, shall we 
say, the director of the show, was Cecil B. De Mille. Cecil 
B. De Mille was a very big man in the movies. He was the 
head of Paramount Pictures. He was almost just a figurehead. 
He came in and read his speech of introduction and so 
forth of the play. He had nothing actually to do with 
producing the play, I don't think. However, during his 
tenure, or during my tenure there—he lost his job and it 
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was very famous. Cecil B. De Mille refused to pay a one 
dollar fee to a union or something. He was pretty dead set 
against unions, and the pressures were so great that the 
union went out. He lost out, which was unfortunate, 
because the name Cecil B. De Mille was a very important 
thing. However, it did survive and was a very important 
thing. However, it did survive and it went on, I think— 
even into television. I had no part in that, because by 
that time I was under contract at another studio. 

But Louis Silvers is probably best known for winning 
the Academy Award for his score called One Night of Love 
with Grace Moore. So he was a very good choice for the 
job. It was really very easy for us. They had a first 
dress rehearsal on Sunday afternoon. We had to be 
there for about an hour or two. The show, mind you, was 
one hour and we had to go through it from the beginning. 

First of all, we rehearsed the music individually and 
then integrated it into the show, which consisted of a 
story which involved the leading movie actors of the time, 
like Robert Taylor and Grace Moore. Several very important 
movie stars took part in this. I see these movies all the 
time on the playbacks. But they came there actually and 
played the parts and the lines. Oh, all right, that was the 
Sunday rehearsal. On Monday we had a dress rehearsal at 
four o'clock, and the show went on at five so it could hit 
the East Coast at eight. There was no double. There was 
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a direct broadcast. But what lines for tickets at the 
box office! Admission was free, but the tickets were so 
difficult to come by, because everybody wanted [them]. They 
heard about the program, because it was a kind of a one-
hour dramatic show, mostly dramatic plays with musical 
background, and then they got to see the movie stars. So 
it was a kind of two things in one for those people. I'll 
never forget how one time I was late getting to the Lux 
Radio Theatre. Now, we had been advised that there was 
a parade in Hollywood around November—I mean, Thanksgiving, 
or a prelude to Christmas. 
BERTONNEAU: Oh, that was the Santa Claus Lane Parade. 
REHER: And it moved down Sunset Boulevard. Now, the Lux 
Radio Theatre started out on a theater on Hollywood 
Boulevard, east of Vine, but at the time it finally worked 
itself down to what is now the Huntington Hartford Theatre, 
and the rehearsals and everything took place in the 
Huntington Hartford Theatre, so I know that place backwards 
from backstage. The parade was going down Sunset 
Boulevard and they told us, "You might leave ahead of time 
and get here, get parked, because there will be no parking 
places." So I moved my car about four blocks south of 
Sunset where there was still some parking and I thought, 
"Well, that's nothing—I'll walk four or five blocks to 
the place and I'll be there. I left an hour and a half 
ahead of time from home and, do you realize, I got to 
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Sunset Boulevard and I could not get across that parade? 
And I was five minutes late to that rehearsal. They 
finally had a break in the parade and I ran across with my 
instrument. But that's the way it was. Hollywood—was 
always something like that happening. 

But anyhow, Tom, 1942 brings us up to the time when 
I had my last season with the Philharmonic and also my 
last Bowl concert. In the summer of 1942 the war was quite 
dramatically present. We were pretty well involved in it 
and it was just a matter of touch and go. Last night, just 
before I went out, I happened to see a movie on the 
television. They were playing Thirty Seconds over Tokyo, 
and I've never seen that movie, so I was kind of fascinated 
because I knew exactly what that was and when it was. It 
was in the spring of 19 42. 
BERTONNEAU: I watched that, too. 
REHER: Oh, you did? It was a rage, you know, that new 
little raid on . . . 
BERTONNEAU: Tokyo. 
REHER: . . . launched from the carrier in retaliation. It 
was shortly after Pearl Harbor. I think they were trying 
to make their presence felt, and it was quite a daring 
thing to do. So in 1942,;in the fall, since I saw what was 
coming and I wanted to get something at the urging of my 
new wife, who was by that time pregnant. It was a pretty 
big blow to be separated, but everybody in a war like that 
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is inconvenienced. I knew I had to go. So my first 
assignment I had maneuvered. In other words, a friend of 
mine [Huntington Burdick] got an assignment to a base in 
Long Beach, at the Air Transport Command, and he was a 
fine french horn player. He was in the Symphony. And he 
says, "Sven, why don't you come down and join the band 
here and play second horn?" And I said, "But Huntington, I 
don't play horn." He says, "I'll teach you." So I learned 
to play the french horn in about four weeks, but I got my 
feet wet with it. In other words, it was interesting to 
get this opportunity. So I enlisted into the service on 
October 12, 1942. I'll never forget the day. It took me 
a long time to pass the physical. I had some kind of 
medical problem and they should not even have taken me—but 
it was all right with me. I went to Fort MacArthur in San 
Pedro, waiting for that request of assignment to come 
through from Air Transport Command. That base was primarily 
for ferrying pilots and material to the wars and it was 
where the Long Beach Airport is now. 

So I got that assignment finally and they issued to me 
a french horn which was, incidentally, a double horn, B-flat, 
F-convertible with valve. I got to know a little bit about 
it. I got to have a lot of respect for the french horn 
before I got through with that phase of my assignment. 

Huntington Burdick, who was the horn player from the 
Philharmonic, played first horn in the marching band, and 
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also in the rehearsal band. Once he went on sick call and 
that made me first horn and—I have news for you, Tom— 
that was life's darkest moment, because I had no confidence 
by that time. I knew a little bit about it, but to play 
these things without the band leader, without being able 
to lean on the first horn player, was a pretty tough 
assignment; but I learned it in my spare time. I learned 
to play the Siegfried horn call. And Anne tells me that 
she used to tell her friends—she says, "The reason the 
Japanese lost is because, when they heard Sven play the 
french horn in the band, they had to give up. It was just 
too much." 

Well, this went on for a couple of years, which was 
very lucky for me. I was permitted to live off the post. 
We rented a place in Long Beach right on the ocean front. 
I remember the landlady said, "We don't like to rent to 
soldiers and we don't want to do anything. We don't like 
to do that." 
BERTONNEAU: Why, for heavens sake? 
REHER: Because there was a tremendous prejudice against 
people in the military. I'll never forget, Tom, on one 
occasion, I was riding a bus in Long Beach; one of these 
people that were working in the aircraft at Douglas, or 
wherever it was—this one woman says to this other woman, 
"I hope this war lasts forever; the money is fantastic 
and we're getting all sorts of war time." And it was that 
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kind of a syndrome, you know, where people were not 
involved in the war. I was still state-side, but I still 
was in the army. Fifty-four dollars a month, you know. 
And this prejudice against soldiers. Well now, "Are you 
married?" Well, at that time it was very important to get 
married to get an apartment or live with a woman. But, 
"Yes," and we didn't say that Anne was pregnant. But as 
soon as that landlady found out that she was pregnant, in 
one month we were out. We were evicted before the baby 
even came. The baby didn't come till 1943, April. We were 
in that apartment two months when she found out. So we 
were out by Christmas. So then we did what probably at 
the time to everybody seemed like the most ridiculous thing 
in the world. We bought a piece of property on Alamitos 
Bay and, I remember, it was only $3,900. It was a little 
house right by the canals where the marina is now. And I 
also remember that I could not get the money from the lending 
agency because I was a soldier. No credit. So Anne had to 
get the credit to get it. 
BERTONNEAU: Which must have been a difficult task in 
itself in those days. 
REHER: Very, very. That's right, for a woman to get 
credit. So it was very difficult. Well, I think her 
family had a little money so that there was some kind of a 
thing that made it easier, and they took into consideration 
that I must have a little bit saved up if I already worked 
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in the movies, you know. But that didn't mean anything when 
you got in the army. I was a G I and that was it. Ill-
fitting uniform; shots the first day. I think they hit me 
from both sides, three shots on each arm, and then my hair 
all off, you know. After doing very well in music and in 
things like that—Philharmonic, eight years—it didn't 
mean a thing to them. We bought a house there—I'll 
finish that story—and later we sold it after the war. We 
shouldn't have yet, but everybody makes mistakes although 
we did all right because by the time we had sold it, I had 
made enough money to buy in Westwood—so you know how it is. 
That's the way it works. 

But my colleagues there, Charles Teagarden and other 
leading musicians from Hollywood--it was a very good band. 
Ziggy Elman was one of the leading trumpet players of the 
time who played with Benny Goodman. Didn't play with 
Harry James, obviously, because he was a trumpet player. 
But some other bands of reknown. 
BERTONNEAU: Dorsey Band? 
REHER: Dorsey. That's right, yes. Very famous and he had 
a IMtle jazz combo from our band that was asked to play 
in the officer's club. They didn't need me as a second 
french horn player but Ziggy saw to it that I had violin 
parts. There was another fellow that played violin a little 
bit, so that they had two violins playing in a jazz band on 
Saturday night for the entertainment of officers, which was 
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fun because it gave me a little insight into those things. 
But Ziggy became a very good friend of mine. In fact, I'll 
never forget, he made an arrangement of several violin 
pieces for a band, symphonic band, and violin solo. 
BERTONNEAU: How interesting. 
REHER: Yes. In fact I think I have some of the arrange-
ments. I have them someplace. I can't find them, but 
[they're] handwritten things which were done by Ziggy for 
me, specifically, so that I could be featured on some of 
those special services things, when they had meetings with 
the whole base, you know. Like, I remember, Mike Franco-
vitch was the head of the special services in that parti-
cular camp, or air force base. He was a varsity football 
player at UCLA in the 30s. I saw many of the games he 
played. So I had a pretty good life there. Ziggy was a 
pretty good musician and we had a party over at the new 
house we bought, which was a little humble place, but it 
was right near the beach, right on the canals of Naples, 
they called it. So it was rather nice, but eventually 
the government found out about me. 
BERTONNEAU: Well, you had linguistic abilities, and that 
predestined you for a place called Camp Ritchie. 
REHER: Yes. That is one of the things that finally 
caught up. It took them two years to find that out. I 
don't know. All the information was right there on my 
application when I got into the service. They found out. 
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Suddenly the office of the base got a telegram from 
Washington: "Following enlisted men proceed at once by 
commercial aircraft for assignment in. . . . " It gives a 
lot of dots. And then it says, "Maryland, Camp Ritchie, 
Maryland." Of course, my friends and relatives were 
wondering what was going on. Why was I being singled out 
from the band so suddenly? There was only one enlisted 
man in that list, by the way. If you're ever issued an 
army order, sometimes there's twenty or thirty enlisted men 
involved, sometimes there's only one. There I was with this 
secret order. I couldn't get anything out of anybody. 
Where was I going? What was Camp Ritchie? What was I 
supposed to do? Everybody came to see me off. I left 
Burbank—I remember that—on a commercial airliner. God knows 
what kind of a plane it was—probably a C-4 7 conversion or 
whatever, but a very good plane. 
BERTONNEAU: Safer than a DC-10. 
REHER: Safer than a DC-10, and it left from Burbank, I 
remember that. Of:i course, the parting of that was a 
difficult thing for Anne to take. But for me it was something 
new and I was looking forward to it. I didn't know what 
it was going to be. So I finally get there. My sister, in 
the meanwhile, was working for the government someplace in 
Washington. I can't remember whether she was in the 
Pentagon or not; but she was working in the government and I 
didn't go to her. I saw my sister and I stayed overnight 
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probably with her in her apartment with her husband. But 
I went then by bus to a place in Maryland. Now, Maryland 
is a very beautiful state, and I can't remember how far 
Camp Ritchie was from Camp David today, but Camp Ritchie 
was already an established camp. They had permanent 
buildings there. It wasn't one of those pup-tent things, 
you know. Permanent buildings with heating done by coal 
and for regular army troops before the war. So I got to the 
MP at the gate with my orders, kind of shaking in my boots. 
"What's going to happen to me now?" He looks at 'em. 
"Oh, well, that's really funny," he says. "You're not 
really due here for three weeks." I said, "Oh, really?" I 
said, "They sent me by commercial aircraft posthaste from 
Los Angeles to get here in a hurry." "Oh, that must have 
been some snafu in the orders." 

Well, we know that happens all the time in the army. 
You hurry up and wait. That's the old lingo, there. But 
I said, "Well, what is this place?" He says, "It's a 
military intelligence training center for the United States 
army." I said, "Really? So what do I do?" "Oh, well, 
you'll be assigned to a barracks, I mean a two-story 
building which has a lot of soldiers who have come in from 
different parts of the country who are waiting for the 
course of indoctrination that they're supposed to take. 
That's why I'm telling you you're three weeks too early. 
So you'll have to see the sergeant in charge and he'll put 
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you to work." Now, we know the army in the States at that 
time was a lot of picking up of cigarette butts, a lot of 
KP. I'll never forget the KP. I volunteered for KP. 
Never volunteer in the army. 
BERTONNEAU: I guess not. 
REHER: You learn that. Never. The only time I ever 
volunteered in the army was to get in this music job. 
Well, that was a very risky thing to do, but when you're 
once in the service, never volunteer. They'll get around 
to you. I could go on like this for a long time, but I 
don't want to do that. I want you to ask me pointed 
questions, because I have some very interesting little 
anecdotes about what happened to me; but I must say one 
thing about the KP. I volunteered for KP. They said, 
"Well, if you have three days of KP you get a three-day 
pass." And I wanted to go to Washington to see that hubbub 
of activity, what was going on there, and see my sister. 
It was interesting. Interesting city. But I didn't know 
what those three days of KP meant. It means getting up at 
4:00 in the morning and being there till ten o'clock at 
night. Not enough time to go home to get my mail--I mean, 
not to go home--to go back to the barracks to shave or 
relax. KP—I was assigned to the pot-and-pan room, Tom. 
Pots and pans. That's all I had to do; from 4:00 in the 
morning I was cleaning pots and pans, because there's a 
continuous mass production in the army. Camp Ritchie was 

390 



now a place—I can't estimate how many troops were there, 
but I would say there were at least 2,00 0 people there, 
including the personnel that staffed it. But I must say, 
I came into contact with the most brilliant minds in the 
service. 
BERTONNEAU: According to the accounts I read about Camp 
Ritchie, it was probably the intellectual center of the 
United States from the years 1942 to 1945. 
REHER: I don't think there was anybody there with less than 
an MA degree. 
BERTONNEAU: So it seems. 
REHER: They were from Harvard, Yale; they were professors, 
young professors; they were graduate students; they were 
people that could speak one, two, three, four languages. 
BERTONNEAU: Predominantly they were Germans, weren't they? 
REHER: Many Germans—German descent anyhow. But even 
Germans that were speaking better German than they were 
English. I met so many of them. I remember, though, I 
did meet one musician there who heard me practicing. I 
had my violin there, not my viola, because I never took my 
good viola on an overseas assignment or away from [home], 
because it was a very valuable Italian instrument which I 
still have today. I just put it in the bank in the beginning 
of the war and never even saw it, the one I purchased—you 
remember—with Mr. [Emile] Ferrir. But I had a violin, and 
he heard me practicing, and it turns out that he was formerly 
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a member of the Philadelphia Orchestra. His name was 
Albert Falcove who is still here; he's in the Los Angeles 
Philharmonic now. And we always get together. He took a 
real interest in me, and we played duets. He had his 
viola, I had the violin; so we played everything that was 
possible to be played for those two instruments, and we 
revelled in the time that we had free, because we could 
practice and do these things. We played in the special 
services orchestra there, waiting for assignments. So 
Albert Falcove is a fine violist in town and he's still in 
the Philharmonic. Every time I see him we talk about 
Camp Ritchie. Camp Ritchie, as you say, was the intellectual 
center of the American army. Definitely of the army, if 
not the country. Probably there are many people I met on 
some of those things that I don't even remember; and they 
became very important. 
BERTONNEAU: Stefan Heym, I think, is the most illustrious 
one to go to Camp Ritchie. 
REHER: You know much more about it than I do. [laughter] 
BERTONNEAU: Did you meet any of the people that George 
Bailey mentions in his book [Germans], the Captain 
Brandstadter, for instance? 
REHER: You know, I've been reading that book, and I read 
very carefully the sections on Camp Ritchie. I don't 
remember that, Tom. Frankly speaking, I probably met him— 
I mean, either through my class work there or music. They 
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loved good music at Camp Ritchie, in contrast to other 
parts of the army. When we played these duets there, we 
had all kinds of people. "Oh, I'm professor so-and-so, 
I'm a graduate student from here. What are you playing? 
I'd like to hear more of it." They were intellectually 
geared to good music. 

My assignment was to take "IPW course; German." 
That's what the designation. "IPW: German." Well, it 
turns out it was "Interrogation of the Prisoners of War: 
German section." There was a Japanese section, there was 
a Russian Section, there were all kinds of sections. I 
never heard so many languages spoken and so many accents. 
In fact, the personnel that ran Camp Ritchie, I felt, were 
rather prejudiced against the people that were there, 
because they felt it was a soft assignment. They were 
hardboiled sergeants from Texas who had completely no idea 
of what these men were. So they made it tough on us. I 
mean I became a fireman while I was waiting for that 
assignment. I'll never forget that, Tom. 
BERTONNEAU: Tell me about it. 
REHER: Now, I'm a California boy—thin blood, you know. 
Gets cold in the winter—Camp Ritchie. And they said, 
"If you are a fireman for a twenty-four hour period 
without relief, you can get a three-day pass." Well, I 
felt that was good—work one day and get three days off. I 
could just sit up one night. All you have to do is to keep 
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the fire burning, not only in one barracks, but three of 
them. Now it wasn't so bad during the day. People used 
the big coal bin, and you shoveled the coal into [a stove] 
and kept it going. At night you keep the barracks not 
quite as warm, but you have to keep the water warm—hot. 
I think it was the second night or the third night I had 
this disaster. I think it was the third night—it started 
to rain. Of course, I did not cover the coal bins with a 
tarp. I kept shoveling, twelve o'clock, one o'clock, two 
o'clock in the morning, and everybody's snoring, you know. 
All my classmates there. This is before I had these 
classes. I'll never forget it. The fire started to go 
out in the morning, at three o'ctlock in the morning. It had 
to be hot at 5:30, reveille. It happened to two barracks. 
The third one somehow I managed to keep going. The water 
was only lukewarm. But you should have heard when they hit 
the deck in the morning. The water was cold. Nobody could 
shower. They couldn't shave. "Who's the fireman?" And 
believe me, that was one of life's darkest moments. 
BERTONNEAU: I can imagine the air was filled with 
expletives deleted. 
REHER: Oh, the expletives deletedI Yes, I must say I took 
a ribbing on the chin, and they were furious with me, 
those people. Fortunately they were educated people, and 
some of them were good-natured; but it was a very embarassing 
moment for me. 
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Finally I got through these courses. I think you have 
some of the material from the Camp Ritchie in my file, what 
I studied, you know: how to interrogate people, and what to 
say to them, and how to prod them for information. Stuff 
like that. And it was an assignment which sounded pretty 
good to me. I thought, "Ye Gods, I mean, this is going to be 
exciting!" I graduated from my section; it was eight weeks, and 
we were all assigned, put on the shipping list. But we got 
a week's furlough before we were to board. 
BERTONNEAU: Was this now, in 19 4 3 or 19 44? 
REHER: No, '44, late; '45, early. No—I didn't get over 
there till '45; after the [Battle of the] Bulge, you know, 
just before VE-day. But you see, by that time I already was 
overage. I mean, in other words, most of us were. I was 
thirty, you see; in 1943 I was thirty-two, thirty^three. So I 
wasn't about to be in the infantry. But I got sick on one 
[of the marches]. I remember we had to make a map, and they'd 
drop us off on the Maryland countryside, off a truck. We had 
only a flashlight and a compass and a paper, and it started 
to rain, and I was making a map of the area, of the terrain, 
and then [had to] find my way back to the camp without asking 
anybody anything. I was put on my honor for that, and it was 
dark, you know, and here we were moseying around. The people 
that were living around—of course, they knew what was going 
on. We were on maneuvers, you might say. Well, obviously, I 
couldn't draw that map, because every time I had a nice thing 
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on it with a nice ruler and a compass, the rain came down 
and it just blurred everything and I had a miserable time. 
But I got sick. One day a fellow says, "Say, Sven"—I was 
shaking—"You really ought to go on sick call." I said, 
"Oh, I don't want to go on sick call." He said, "But you 
got spots all over you." I thought to myself: Well, that's 
a fine kettle of fish. I wonder what that is? Maybe I 
better [take sick call]. I really felt terrible. It 
turns out that I got the German measles. Very appropriately, 
[laughter] Well, that took me off the shipping list. 
They put me in the infirmary, and I must say I had a 
beautiful two weeks there. The army nurses were marvelous 
to me, and the food and the service were excellent for a 
PFC, with the serial number 19161742, which we memorized 
like the social security number. Everybody has his own 
serial number. "Oh well, you'll be shipped the next 
time." So I was saved [from] this, and I remember just 
taking it easy for the first time in my army life, without 
doing anything manually. It was in the sick call where 
I phoned Anne and told her about it. Well, finally I got 
out and then got my date to sail, or to be transferred to 
Camp Shanks. You didn't go back to the dock, you went to 
Camp Shanks for processing for overseas service. Always 
lugging my fiddle along. But I had this one week furlough 
and we took that. I sent a telegram to Anne. I said: 
"Will meet you in Chicago; have reservation Hotel Sherman." 
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Just a cablegram I sent her. And she made time. She got 
herself a reservation on the Chief—goes to Chicago, 
because Chicago, we felt, was a good place to meet. I was 
in the East. I hitched all the way to Chicago, you know? 
I was a GI. I didn't have any money to speak of. Why 
should I spend it? Everybody was very friendly. I got to 
Chicago, the people were wonderful. I went to the Hotel 
Sherman. "Oh yes, PFC Reher. You have a reservation; your 
friend . . . " I remember I met a friend in Ritchie. Hans 
Schmidt, his name was. He was also one of these friends 
that was sent overseas, but he used to be the manager of 
that Hotel. And he was one of these maitre d's you know, 
that could speak all these languages, and greet the guests. 
He says, "Go to the Hotel Sherman." I know hotels are 
hard to get. Well, Anne thought that my telegram said—she 
didn't read it carefully. Always read carefully the instruc-
tions. She thought it was the Hotel Stevens. Now, the 
Hotel Stevens is now the Hilton or something, but that 
was the most famous hotel in Chicago. That's where I was 
as a high school student in that big music convention which 
was at Hotel Stevens. Through the help of the USO, the 
yellow pages of the telephone book, I was finally able to 
track her down. I had to do the looking. She never 
bothered to look at the telegram again, I guess, or she had 
forgot it in California. I don't know what the score was. 
Finally, after about twenty hours of my leave, which was by 
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that time—had gone down to already five days left, I just 
decided, "Well, I better look through the yellow pages." 

So I went through all the hotels that began with S 
and I finally got to a hotel. You know, there were a lot 
of them. Stevens, S-T, you know. Chicago's a big city. I 
called the Hotel Stevens. "Is there a Mrs. Reher registered?" 
"Well, let me see. Oh, yes! Who is this calling?" "Oh, 
this is Private First Class Sven Reher, her husband." 
"Oh yes, she was wondering what had happened to you." I 
said, "Put her on the phone." [laughter] I said, "Anne, 
where were you twenty hours ago? I've been here for a day, 
already, at the Hotel Sherman." "Well, you never told me 
the Hotel Sherman." I said, "I didn't? There wasn't a 
phone call, there was a cablegram. Did you receive it?" 
"Oh, yes, I received it, but I left it in Los Angeles." Sure 
enough, she had left it there. I said, "Well, when you go 
back there you look up what hotel you're supposed to meet 
me in." Well, that was just a little incident. We got 
together, had five days, or three days, because I had to 
take the train then back east to Camp Ritchie. [Anne said,] 
"Well, what am I going to do?" "Well, you come to Camp 
Ritchie; there might be some reservation there, someplace 
on the outskirts." Anne said, "Where are you going next?" 
I said, "I don't know." Well, she found out somehow that 
this was a shipment to Camp Shanks. After all, wartime, 
it's not so easy to find out. But I had heard the rumor 
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I was going to Camp Shanks. "Well, where's Camp Shanks?" 
"Well, somewhere in New York," I said. Well, she decided 
to go to that general area, to New York, because Camp 
Shanks is in New York. So we had some kind of an arrange-
ment: I should call some place, there'd be a relative or 
something like that. And I never did see her again, 
because when you're shipped overseas you don't jump 
ship, you know, and see your wife, or your mother, or 
something like that. You just—you're part of the army. 

So they got us ready for shipment. I wasn't even able 
to call her. I didn't see her after I left Washington. I 
mean after I left Ritchie, which was near Washington. Now, 
before we go overseas, what did you want to ask me? 
Anything specific? I can't answer the question about Did 
I know any specific people there? because I probably did 
but don't remember. And it is very difficult, but I know 
it was the people that ran it, they called all this the 
camp of the specialists. They call them the spashalists. 
They put a real accent on it, the guys from Texas. It's 
true. And they were all either going to Japan or to 
Germany with their language knowledge, their linguistic 
background. 
BERTONNEAU: You've given a pretty complete picture. I have 
no specific questions at this point, so maybe we should 
just go on. 
REHER: We'll go on. I was sent overseas by army truck 
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to the dock. I didn't know what I was going to go on. 
Queen Elizabeth was the troop ship. You know, the one that 
sank in China about . . . . 
BERTONNEAU: Oh, three or four years ago, maybe longer. 
REHER: Yes. It had only been decommissioned. It's not 
the Q.E. 11̂ , it's the one before that, you know. 
Tremendous ship. I thought, "My goodness." 
BERTONNEAU: Sister ship of the Queen Mary. 
REHER: That's right. Of course, it was gray, and it was 
painted. I don't know—they threw us into cabins, which 
were first class cabins, but they were arranged for troops. 
"I wonder," I thought, "Is it going to be a convoy?" 
There were no convoys. By that time, you see, 19 44 or '45, 
early '45, Germany had pretty well taken it. Of course, 
Japan was still very much in it. But the ship went on and 
on, quickly, without any escort. They never told us where 
we were going. We suddently get into a kind of a harbor. 
Not a harbor, it's a kind of inlet, and it was at midnight, 
and it was light. I thought, "Gee, that's interesting. 
Where are we?" Well, it happened to be Scotland, 
Greenock, Scotland, and that's where the ship landed. 
Most of the troop ships landed in Greenock, Scotland at 
that point in time, especially the big liners. You didn't 
come to Southampton because it was too much of a sitting 
duck, but up there, way up. And it was very quiet on the 
coast. I could see, I mean, the town where we landed, 
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Greenock—nobody was there, just a few people walking out 
of a pub. But here we are in Europe. 

Well, by the time we got off and got our gear and 
everything, we were ready to hit the train, always on the 
double. This was very difficult for me, my violin, and my 
heavy duffel bag, and all my gear. It was hard physically. 
I mean I developed heart trouble on that, those things, 
because I always had to keep up with the kids that were 
eighteen, nineteen, and twenty years old, always. Because, 
after you leave Ritchie, you're thrown in with other 
troops again, you know, integrated. You have your own 
shipping orders, but they're not going to say, "Well, the 
Camp Ritchie people stay in first class and the people that 
are from the infantry stay in second class." You don't do 
that. In the army, you know, you're assigned by serial 
numbers, so I don't know how they work it. We got on this 
train. It just started going south. I didn't know—I 
looked at the countryside. It was Scotland, beautiful. 
Very attractive country. Then it moved on into England 
and it went through a lot of railroad yards. I thought it 
was probably going to London. Well, as it turned out, it 
didn't. We skirted London completely, and we went down to 
Southampton. Well, that was a staging area to go across the 
channel, you see. And the only time that I got out of the 
camp in—I don't know what they called it—in Southampton . . . 
It was a huge camp because that's where the fellas that had 
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gone with the first waves of the D-day, you know, in 
•44, were staged from that place. They would never let me 
go to London. I couldn't get a pass; nothing I got. 
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REHER: We crossed the channel to France, landing in— 
let's see, I remember the first time I went over there, met 
that Frenchman, that was in Cherbourg. I can't remember 
whether we landed in Le Havre or Cherbourg. I think it 
was Le Havre. In fact, I'm sure it was Le Havre. And we 
were, of course, supposed to catch a train. It was a cattle 
train, of forty-and-eight, you know. Forty men, and eight 
cows, or horses, a freight car, because we had all our 
gear. We had C-rations, not K-rations, because K-rations 
implied you could cook. So they gave us C-rations for the 
trip, because we didn't know how long we were going to be 
on it, and we couldn't cook in freight cars. It always 
galled me, though, to see the GIs coming over there, sleeping 
on straw in these cars, which were cold at night, being sided 
almost every half-hour for some train that sped by with 
the Brass and some high civilians. Those were running from 
the harbor to Paris. Fast trains. But the track was always 
cleared for those fast trains. So it took us forever. 
BERTONNEAU: By this time France was completely liberated, 
wasn't it? 
REHER: Oh, yes. By this time France was liberated, yes. 
I never got into any combat zone. But the train kept going 
and finally it stopped at a little place. I don't know 
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where we were. I didn't know France that well, but it 
wasn't Paris. It was a little town, turns out to be 
thirty kilometers from Paris. And there, I think, I spent 
my most primitive time in the army, because there were 
no showers, except out of Lister-bags. You know what they 
are, where you get water and put it in—I don't know what 
they're made out of. You just shower like that, take a 
kind of a Cincinnati bath, or whatever you want to call it, 
kind of makeshift. And we were sleeping in pup tents, with 
rain coming in, water coming through in a little puddle. 
Dirty. We had to cook our own stuff. There was no setup 
for that. We were just troops in transit, strictly 
forbidden to leave the campgrounds without permission— 
and permission was not forthcoming to go to Paris. But 
interestingly enough I got to Paris. I just sneaked out 
one day and spent about three hours in Paris, because I 
just had to see it again. Strictly verboten, you know. 

Well, we stayed there for two or three weeks, waiting 
to be assigned, and finally the order for the Ritchie 
people came through, and we all congregated there, those 
of us that awaited that shipment, and got on a train—again 
one of these cattle trains—and we were going to Germany. 
Nothing was said about where, or anything. Well, we went 
through, not Paris, but the outskirts—went east. And my 
first view of [destruction] . . . . Well, in England, 
Southampton had some destruction. When the freight train 
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came through Metz, France, Nancy, and these places, there I 
began to see destruction—especially in Metz. Then we went 
on into the Saargebiet, you know, and stopped. Finally 
the people started not talking French anymore. They 
started talking German. The peasants there came to watch 
the train, you know, and look at all these G Is that were 
in there eating their C-rations. 

Then I got into the German area. My first glimpse 
of what war really was, with the destruction it could 
wreak, was in the city of Mainz. They finally told us, the 
officers said, "We are approaching Mainz and that's where 
you'll be transferred to some other mode of transportation 
to your destination.11 

Now Mainz, of course, conjures up immediately for me 
publishing. Schott, you know. The Edition Schott. This 
was a great publishing center. It was completely levelled. 
Mainz is on the Rhine, I think. It was nothing but rubble. 
Brick after brick. I was in Mainz a couple of years ago 
and I think that is where—if I'm not wrong—that was where 
Gutenberg has that museum there, isn't it? The Gutenberg 
Bible? 
BERTONNEAU: I think so. I've been to Mainz and I think 
that I saw that. 
REHER: Yes, it's a charming town. It's been rebuilt in 
the original way. That's one thing I like. They didn't put 
up some modern [buildings]—some of them—but the historic 
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things were reconstructed. So we were then shipped on. 
I don't know how it was then—by army truck. We had to 
get into army trucks. And those fellows drove through 
those German towns, little one-way roads. They drove 
fifty miles an hour, and the civilians—many of them were 
killed by the troops, because they were conquered people 
who—you know, they just had to get out of the way. We 
finally got to our destination: a place called Bad 
Schwalbach. Not far from Wiesbaden, I think, in the 
Taunusgebirge. 

Well, Bad Schwalbach was my introduction. From that 
point on, we lived in a Kurresort. You know, we were now 
the conquering American army, and these were special troops. 
All we had to do was to stand guard duty and take our 
turn at that, only once a week, maybe. Very little work. 
Food, excellent, cooked by POWs, Germans, with American 
ingredients. No American army chef ever made a meal like 
those Germans did, there in this dining room of the Kur 
Haus—you know what a Kur is; it's a watering place. 
BERTONNEAU: For water-cures. 
REHER: That's right. That's right, water. We all sat 
at round tables, eight or ten of us each. Officers, 
enlisted men—there was no distinction any more, because 
the officers who were in charge were also linguists who 
had been taken out of their units but already had the 
officer's rank. The difficult thing in Camp Ritchie land 
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in this military intelligence thing was, you couldn't get 
any advancement. It was very difficult because the spaces 
were all filled up already by people who were maybe master 
sergeants, or something like that. So the pay was not 
increased, except it was overseas pay. But, you know, they 
can't make the table of an organization all filled with 
master sergeants, so if there was a PFC that came through, 
he remained a PFC. I was discharged eventually as a PFC. 

We were assigned to homes. There were apartment houses 
around there. They had to vacate everything, the Germans, 
in that area. There was a family there that had to manage 
this one place where all the GIs had their living quarters 
and, of course, nobody wanted to hear violin practice, 
necessarily, except this couple and their children. They 
were very friendly to me, and I wrote to them many years 
after the war because they said, "Well, why don't you go 
in the basement and practice?" Well, it was nice and cool 
there, and it was out of the rains, and it was just away 
from everybody and I could practice, keep my fingers 
moving. 

But where do I take a bath? "Oh well, there's no 
facilities in this apartment house; you'll have to go to the 
Kurhaus and make an appointment there: There's a swimming 
pool, and hot baths, and regular baths, and shower baths, 
and everything." It was usually tub-baths. I was naive, 
almost, you might say, puritanical at that time, or really 
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Victorian. This young woman, German girl, draws my bath 
water, and she stays in the room. And beautiful tubs, I 
mean, you know, gold. This was where all the dukes and 
the Kaiser, and everybody went. 
BERTONNEAU: Wilhelmine in style. 
REHER: Oh, Wilhelm, Wilhelm der Zweite. Elegant. 
Beautiful towels still there, left over from the Hitler 
days when their crew came down there. This girl found out 
I spoke German, so I started to converse with her in 
German and couldn't get rid of her. So she tells me, you 
know, "Get undressed here, and then I will soap you and rub 
your back," and all this kind of thing, you know. [laughter] 
I wasn't used to that. [laughter] I mean, you've got to 
put yourself—I know, now it's a different—I just wasn't 
used to it. But I finally managed to take that bath, and 
she was there helping me, so that's as far as I want to 
put it. [laughter] But it was an interesting experience 
because most Americans at that time were not like Europeans. 
BERTONNEAU: Well, they're still not—I certainly would 
feel peculiar. 
REHER: Peculiar, yes. And you're a modern young man. 
Yes, we're not used to that. We're puritanical. Just 
like in Denmark, where we went swimming, remember? We 
went together, we were in the nude, you know, with my 
cousins and my relatives in Denmark. 
BERTONNEAU: Right. 
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REHER: The same thing here. She didn't think anything of 
it, that I was a man and she was a woman, so that's it. 
She was going to be helpful. She was friendly, and needless 
to say, I mean, the bath was an enjoyable thing after 
that. I mean, because it was done in a civilized way. 
[laughter] 
BERTONNEAU: I have to ask you . . . . It must have been 
peculiar because, after all, you're of German birth and 
culturally, to some extent, you were a German. 
REHER: That's right. 
BERTONNEAU: How did this impress you? We've talked about 
this a little bit off tape. You had a sense that this was— 
if anything can be--a just war. Was it for you a kind of 
civil war, the way it was, for example for some of the 
German Jews who fought in the American Jewish Legion? 
REHER: You mean a civil war? I don't quite follow you. 
BERTONNEAU: Did you have a sense of, fighting for other 
Germans against the Nazis? 
REHER: Oh, at that time? 
BERTONNEAU: At that time. What were the German reactions 
to you? 
REHER: In the first place, many of them told me my German 
was flawless. Where did I learn to speak German? Then 
they found out I was of German descent, and the fact that 
I was born in Germany. But I was an American soldier. The 
Germans of that area, that had been run through already, 
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were never commital about Nazism. None of them knew 
anything—they said—about the atrocities, and they looked 
upon me, probably, as someone that was a traitor to them, 
to have left them. I don't know how they actually looked, 
but they couldn't make it out. Did I go there to help 
the Germans fight the Nazis?—No. It was a much more 
general feeling. I had been befriended by a lot of people 
here in Hollywood, and I knew that their families had been 
exterminated, and I felt that Hitler was a crime to 
civilization, that what he did to people—not only Jewish 
people, but Catholic people, almost anybody that he could 
get his hands on that opposed him—was indescribable. I 
just felt that we had to get rid of him. Well, I didn't 
personally feel I'm going to take a gun and shoot all the 
Nazis that I could find. I didn't find any Nazis, if 
that's what you want to know. No, I didn't. Probably I 
did, but they never would own up to it, because at that 
time, after all, they were already overrun by the Americans. 
What were they going to say? They had nothing to buy, they 
were starving to death. The Germans had to take everything 
from the Americans. They were, you know, going along with 
the situation. They were lucky to be alive and to have 
escaped these things of Hitler. But it was indeed difficult. 
But I never got to feeling once, however, that I was being 
a traitor to the Germans. After all, I'm a human being; 
I left Germany a long time ago. I'm very proud that I have 
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some German background in me, I'm very proud that I learned 
my music in Germany, and from a German father here in the 
States. But it never made me uncomfortable to go to 
Germany. I remember one of the things they asked us 
before we were sent over, they asked me, "Would you have 
any objection to working against the people from where 
you came?" Of course, I said no, which is true. I didn't 
know who these people were except that they spoke my 
language. Their background didn't interest me or was of 
no concern to me. I dan't tell you any more about it than 
that. But I might say this: I was eventually transferred 
to another glorious place, Bad Homburg vor der Hohe. Well, 
Bad Homburg was another dot in the Taunus region, another 
gorgeous place. This place, as the first one, was 
completely intact. See, the Americans took over all the 
places that they had purposely not bombed. I'm convinced 
of it. They said, "Well, here we're going to have the 
headquarters." Eisenhower's headquarters was at the 
Farben Building, I.G. Farben, outside of Frankfurt. 
BERTONNEAU: That was definitely marked, no bombs to be 
dropped. 
REHER: Right, because Bad Homburg vor der Hohe was about, 
by streetcar, twenty-five minutes from Eisenhower's 
headquarters. So they got us there. Well, I finally got 
an assignment. Mind you, we were for two or three months 
at Schwalbach. We were supposed to be there because it was 
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a kind of gathering place of all intelligence personnel. 
Through the camp came many troops from the front, and they 
found out that here were all these people sitting on their 
hands waiting for assignments. They said, "Well, we could 
use you at the front." You know: "We're back from the 
front but we had nobody there that could speak German and 
knew anything about the situation." Can you imagine this? 
We're waiting for an assignment while the troops that are 
coming through, if they happened to come through Schwalbach, 
see what goes on there. We know that our situation is run 
by a general who lives in a chateau in France. He has a 
table of organization, whereby he says, "I've got so many 
lieutenants and so many master sergeants and so many 
PFCs and they're all at Schwalbach waiting for assignment." 
And they kept us there, and they could have used us. They 
kept us there abnormally long. For us it was great. 
Guard duty once every two weeks, a little bit. Nobody's 
going to take a potshot at you. If they did, why then your 
number was up. But there were still people with guns. So, 
it was a waste of manpower. 

So in Bad Homburg I finally got an assignment. I was 
assigned as an enlisted man working for one captain as a 
helper. It was in the information control division of the 
theater-film-music section of USFET, United States Forces 
European Theater. They have these acronyms. So that was 
connected directly to Eisenhower's headquarters, and when 
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I finally got there, my assignment was to be a surveyor 
of the documents that came through the office of the 
captain, who couldn't read it, who was not in military 
intelligence—or he was in intelligence but he didn't know 
the German language like the specialists from Ritchie did. 
Well, sad to say, my talents were completely wasted, 
because never once was I ever really given an assignment, 
a gut assignment, which I could handle. Somehow, somebody 
else did it, or the captain did it badly. I don't know, 
but it never was. I know once the captain said, "Would you 
mind telling those Germans that are coming tomorrow morning, 
workmen, those POWs, that I want the desk moved from this 
office to the next office, and you tell them in German?" 
BERTONNEAU: Heavy stuff. 
REHER: Heavy stuff, you know, and I don't know if this is 
duplicated by the stories of other people. Now, Mr. Bailey 
in his book didn't go into those details, but he must have 
had similar experiences. The waste was incredible. So here 
I had my office, finally, and an eight-to-five job. I 
lived in a beautiful apartment on the edge of this gorgeous 
green area with fountains that were turned off but with 
statuary, you know. All the German places are filled with 
statuaries. And I just walked by the hour around it, I was 
so fascinated with it, that part of it. 

I got to go to Frankfurt. Frankfurt, Tom—you would 
not believe it. But the Bahnhof was completely gone. Every 
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house that I could see for miles was destroyed. There were 
tubs hanging by their pipes from another story that had 
been bombed, just left there. Literally the stench of 
death was in that town. I hated so much contact with it. 
I went there many times while I was stationed in Bad 
Homburg. Because who knows how many bodies were still 
there? The Germans, however, in their systematic way had 
cleared things. Now, the Germans must have done this at 
the command of the Americans. You've got to get the 
streetcar lines running. But the destruction just covered 
all the tracks. They got it cleared, and they systematically, 
beautifully, laid the bricks, piled them high on each side 
of the track, and the only way to get from one place to 
the next was walking on the tracks, and then when a 
streetcar came along, get off of it and let it pass and then 
walk some more. If you were going to find an address, it 
was almost impossible. However, while I was there I said, 
"I've got to find a leading violin dealer in this city." 
Frankfurt, which was the home for so many years of Paul 
Hindemith, where he was concertmaster of the opera house, 
was all destroyed. Well, the opera house wasn't completely 
destroyed, but they're still restoring it now; They tried 
to put it back in shape. They've got another theater now, 
another stage. But I found this man. He had a pretty big 
name. I can't remember his name, Hammig, or something— 
I can't remember. I was in there talking German to him, 
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and I had my soldier's suit on, you know. I always had to 

be in uniform; you could never be without uniform. That's 

strictly forbidden, especially overseas. I talked to him 

in German, and he was amazed how well I spoke German, and I 

asked about it. He says, "Last March, Frankfurt suffered 

a tremendous raid. They levelled it. And I'd like to show 

you something. Some of the musicians left their instruments 

in a locker." He says, "Look at this." So he brings out 

a paper bag with thousands of pieces of wood, and he said, 

"This was a Strad [Stradivarius]. I'm supposed to restore 

it." Nobody could buy. Everything was so primitive in 

Germany. "I have to restore it. It belonged to one of the 

concertmasters." Well, he probably restored it, because they 

can restore those instruments, but it takes a tremendous 

time and energy and knowledge. But outside of that, there 

was very little visiting. Impossible, because it was just 

rubble. 

BERTONNEAU: Had the nonfraternization order been imposed 

at this time, or was that to come later? Were you even 

there when that was imposed? 

REHER: Oh, yes. That's the first thing they told us when 

we left Ritchie, and also when we first got to the camp in 

Schwalbach: "Do not fraternize under any conditions with 

anybody." Well, needless to say, many did, and I was one 

of them. 

BERTONNEAU: So many did so that the order had to be 
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rescinded. 
REHER: I don't know the history about that but I thought 
it was absolutely ridiculous. For me, speaking German the 
way I do, and with the government, the United States govern-
ment about to make a military government over there, then 
at least there should be some talking ground with some of 
the people that fought them. But they didn't want you to. 
Of course, they weren't there in the bathhouse with me, and 
they're not going to tell me that I can't talk to this young 
woman in German, her native tongue. She spoke with a big 
accent in German for that area. 

It was difficult for me. But I remember also going 
in the home of a paterfamilias on the outskirts of Homburg, 
Bad Homburg vor der Hohe, who was a great music lover, and 
he had a piano there, and I went over there and played 
sonatas, and I met some musicians. I attended two concerts 
in Hombourg-vor-der Hohe, one at the church and one at 
another church. One in a Catholic church, one in a Protestant 
church, right after VE day. Needless to say, the forces 
that were performing were not very high in level and they 
were pretty decimated, because Germany had no men, to begin 
with. I saw so many of them in the Krankenhaeuser, you 
know, trying to overcome their wounds, and we have the same 
thing, of course in our country here. But it was a beaten 
country. So there were a lot of women there. But it was 
not like it would be today. I mean, the women were then 
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not into music like they are today, here, and almost every 
place in Europe, so the performances were very naive, and 
I wasn't used to that kind of performance, but I had to 
hear it, and see it. It was a church. I can't remember 
what the programs were. But they were interesting and I 
wanted to take back home at least some story about that. But 
as far as nonfraternization went, I never kept up to that. 
I know a lot of GIs told me, "You're crazy to do that." 
But when I speak the language, how can I keep my mouth 
shut, you know? I'm not condoning the Germans. In my 
talks with them I just wanted to get out of them what they 
felt all about it. But I never did, in my conversation in 
private with them, find anybody that was for Hitler, 
[laughter] and never found anybody that knew anything about 
the concentration camps until it was all over for that area, 
wherever the concentration camps were. I find it hard to 
believe. 

When I went back in 1966, I took two of my children and 
Anne to Dachau. I felt my children should see Dachau. 
Dachau, by that time, was a museum. It's not far from 
Munich. It was a museum—it probably still is—run not by 
the state but by the church, which is Catholic in Bavaria. 
But that's interesting, because they felt they had to do 
it. And it was good, because the state was not that involved 
in something that made it seem [that] they're just doing 
that because they're the state now and they're trying to get 
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along with the rest of Europe and with the United States. 
The church did it. They felt personally responsible for 
the sins of their countrymen. So the fraternization did 
not get me very much. I got interesting comments about 
music and things like that from the Buerger, but there was 
nothing of guilt feeling of the Germans. I didn't feel that. 
BERTONNEAU: In the documents that you've given us there is 
one envelope concerning the denazification proceedings, if 
that's what they were called, involving Walter Gieseking. 
Were you involved in that personally, at some level or 
another? 
REHER: I'm glad you brought that up. One of my assignments 
in Bad Homburg was—every document that came across the 
desk, I was supposed to look at. I came across the documents 
of many people like Alfred Cortot, Gieseking, many of the 
film actors, and many of the other people that were in or 
from entertainment. Gieseking and Furtwangler too, and 
Richard Strauss. It fascinated me, but there was nothing in 
those documents that I could see that incriminated them to 
the point where they were blacklisted; but they were. Now, 
how guilty they were or not I don't know. But I do know 
this for a fact, that Gieseking was prevented from playing 
in public when the Americans took over that area. He was 
under house arrest, or he was confined to that area; under 
no circumstance was he supposed to do any teaching or 
playing in public. But I also know for a fact that Gieseking 

418 



was asked by the American military, the generals and the 
people that were running things, to give concerts for the 
military. Not for us, but for them. So they were violating 
that verboten thing in Gieseking's case. Not only that, a 
story has circulated that Gieseking, in order to make a 
living, having been deprived of the concert stage and 
anything, was almost confined to teaching people of the 
military. That was all right, if it was a general; and in 
return he got cans of sardines, cigarettes, coffee, from 
the PX. He was paid that way, in the early days after the 
war. And, of course, they could turn that into many 
things. I mean, cigarettes were absolutely precious in 
Germany and you know, he eked out a living. He may have 
had some money, I don't know, but he was very verboten. 
But the military shut an eye and took care of him. 
BERTONNEAU: Mostly you were stationed in a northern part 
of Germany. 
REHER: Well, I wouldn't call that the northern part of 
Germany. That's the central part of Germany. 
BERTONNEAU: Central Germany. 
REHER: Yes, I have a map here but I don't want to take 
the time to look at it. But it's about halfway between 
Hamburg and Basel. 
BERTONNEAU: Ah, yes. 
REHER: Let's see, it's a little north of Heidelberg and 
Mannheim, which was a railroad center. Oh, I'll never forget 
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one of the little trips that we took. I used to have 
Sundays off. One of the trips that I was allowed to take 
was to Fulda. Now Fulda—I don't know, it doesn't mean 
much to most Americans, but it was the most, the farthest 
east town. It was close to the Soviet border, you know, 
close to where the division was going to be. Russian 
soldiers were in there occupying. Under no circumstances 
were we supposed to go beyong a certain area by Fulda. And 
another trip I took was up the Rhine, with an army truck, 
going through [the Rhine Valley] up one side, up the east 
side, and to Bonn to see the Beethoven House. Miraculously 
the Beethoven House was there, but everything around it 
there was levelled. There was nothing there. I don't know 
how they missed it, but the Beethoven House stood. And then 
I came back on the other side, and when we got to Bingen, 
which was a great railroad center—still is now—the 
destruction was absolutely unbelievable. Also, I passed 
Remagen. I was very interested in that because our troops 
first crossed the line at Remagen and, of course, that the 
Germans, after the troops had crossed the line at Remagen 
and, of course, that the Germans, after the troops had 
crossed a little while, they bombed it out, you know, and 
then they had to make it over the pontoons. But there it 
was. The river was filled with tanks, boats, capsized, 
sunk by shells from our port, from the British. Because, 
after all, this was war. And so I did get to see these 

420 



areas. Darmstadt, I went to Darmstadt. I thought, gee, 
I should go down there, that's quite a famous place. Oh 
well, there was nothing to see there except that big tower 
that's in Darmstadt today. Everything else was levelled. 
BERTONNEAU: You must have gone to Bavaria, too, because 
there are some postcards from places like the Koenigsee. 
REHER: Oh yes. Believe me, my job over there was easy. 
Anne, of course, was raising the family, and it was diffi-
cult. I never had it so good in the army. I don't make 
any complaints about it. The service was supreme and the 
enjoyment was fine. I wasn't going to stop seeing what was 
going on there just because [someone] tells me not to 
fraternize. I just didn't operate that way. But don't 
forget, the only way I could get anyplace in Germany was by 
army truck, and they always saw to it that the GIs had a 
chance to go, if they wanted. Most of us did, and they 
played poker or something like that. But I just felt, I'll 
go with a few of them, and we'll take an army truck and take 
our chances, because they were awfully fast. They went 
all over Germany, because the roads were clear in the little 
towns, but there wasn't much in the little towns. Railroads 
were practically nonexistent in Germany at that time 
except what was reconstructed quickly by our military for 
movement of troops and material. But that's just about the 
way it came out for me. VE day came, VJ day came and, of 
course, I'll never forget that night. In fact, I have not 
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very fond memories of that, and I want to go into that 
because some of the GIs got boisterous and obnoxious. One 
fellow was really—I mean, you know--after being up till 
two o'clock he disturbs the peace in our barrack—not our 
barracks, but our hotel room where there were two or three 
of us. And really, you know, he became personally offensive 
to me. I felt, that's a little bit beyond the call of 
duty. 
BERTONNEAU: On the whole, did the American soldiers treat 
the Germans well? 
REHER: Miserably. 
BERTONNEAU: Miserably? 
REHER: Yes, most of them. Not the specialists. Somehow 
the group that I was with were people that had a kind of a 
feeling. Well, they were smart people. 
BERTONNEAU: Many of them were of German background. 
REHER: That's right, yes. But the average GI—"Oh, these 
Krauts here . . . . " I tell the truck driver, "Why do you 
go so fast through here? There's little kids on bicycles." 
He said, "Oh, to hell with them, you know, they're just 
Germans. I have to go right on through. If they don't get 
out of the way, that's just tough." I didn't like that 
attitude because I could just see that happening to us here. 
That . just doesn't make any sense, because that little girl 
on the bicycle had nothing to do with Hitler or with the 
German war. 
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I wasn't going to sit up there as a judge and say: 
"That German was a Nazi and that one wasn't," because I 
didn't know. They didn't tell me and furthermore I took 
them at face value. I fraternized because I knew the 
language, and I was interested in the country. So after 
VJ day, of course, I couldn't get out of the service. 
Everybody felt, well, we're going to go home now. And this 
is where, historically, I think we made a mistake. It's 
easy to say that now in retrospect. I feel that had we 
pursued the Germans, kept on going east with Patton and all 
that, we would have eventually gone to Moscow. Well, that's 
a very peculiar thing for me to say. They were our allies, 
but it seems to me a lot of problems would not have arisen. 
BERTONNEAU: When were you finally demobilized? 
REHER: I think that I would have been demobilized quickly, 
but when you have millions of men overseas, in different 
spots, in all those islands over there, going to Japan, and 
also in Europe, all over the place, millions, you just can't 
send them home immediately. So a point system was set up 
by which every month of service counted so many points; 
every month overseas counts so many points and so on down 
the line. I, of course, even having been in the army over 
three years, did not have enough points to get out at that 
point, September, 1945. Just didn't have it. Furthermore, 
those people that were overseas who had the points had to 
wait for priorities. After all, the fellows that fought the 
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[Battle of the] Bulge were entitled to go home first. 
BERTONNEAU: So you didn't have enough points. 
REHER: Not to get home immediately. Well, it didn't 
bother me so much because it gave me a chance to enjoy the 
fall in Germany. I had my assignment. There was no more 
fighting going on except on some occasions. Some of my 
buddies, we went to a restaurant, a beer hall, and there 
was some shooting. Some German still had some weapons 
and he got in a fight with a GI, and I don't know if he 
killed him or not, but there was some scuffling, you know, 
and [it] was not comfortable. The Germans, young Germans 
that were still around that had been soldiers, or that were 
POWs, did not like the Americans. You can't blame them in 
a way because, after all, they were a defeated army, but 
that's not the point. 

So I had to wait, and I did more and more of my music, 
but I looked through these files, as I said before, and 
that was the extent of my service. [I] saw quite a bit of 
Germany. 

Finally comes the chance for me to come back because I 
had reached the point level already a month before this 
happened, in December, 1945. But there was a lot of pressure 
put on by other friends of mine who were trying to get me 
to come back because I had a family. There were all kinds 
of excuses used. But, when I got to Camp Herbert Tarrington, 
I was shipped finally back to France, Le Havre. A little 
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different this time. It wasn't by freight car. There were 
four camps. Herbert Tarrington, Lucky Strike, Camel, and 
another one [Pall Mall]. They're named after cigarettes. 
There were only four brands of cigarettes at that time. 
You know, before the war. Now we've got thousands and none 
of them are any good for you. This is me, talking. I used 
to smoke but I gave it up many years ago. Thousands of 
GIs all had orders to go home. Well, you can imagine, I 
spent several weeks there in France. Finally they used 
every available liberty ship and every available victory 
ship to bring the troops home. So they jammed this little 
10,000 ton liberty ship, or it was a victory ship. 
BERTONNEAU: That's probably the most dangerous thing you 
did in your service. 
REHER: The most dangerous thing. Of course, having been 
across the seas several times in luxury and also in a troop 
ship, now I am faced with this. I was down in the engine 
room, near the engine room. There were eight tiers of 
bunks. Every space was occupied. Now this was a ten-day 
or eleven-day trip to New York, because those ships travelled 
very slowly. Used to have convoys when there was fighting, 
a shooting war. You know, destroyers. It was crowded. I 
must be a good sailor, because I didn't get sick. They 
got so sick, Tom, I can't describe it. Some young fellows— 
you never saw them eat in the mess hall. They just [would] 
never eat. And where they got all the stuff they heaved I 
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don't know. With the movement of the ship they're deathly 
sick, had no energy. Having fought a war that was a 
miserable way to leave the service. But we all wanted to 
come home, so we put up with it. Now it was getting pretty 
close to the wintry season and it was stormy. There was a 
tremendous storm, and the decks and the latrines were filled 
with people having retched themselves into states of convulsion, 
practically. Very unappetizing. In fact, I never, in Ellis 
Island days, experienced anything like it. 

We got to New York, then we had to rush with our gear 
and my violin and pack up and go to Fort Dix, which was the 
dezoning [area]. 
BERTONNEAU: Demobilization? 
REHER: Demobilization center, Fort Dix. And from there they 
had trains running and we got on a train to California. It 
took five days. But I heard and met all kinds of GIs. 
The trains were packed. I got back here in December, 1945. 
But on the train, some of the people said, "Why, I got these 
oriental rugs, I got this silver, I did this." 
BERTONNEAU: You mean from looting. 
REHER: Many American officers talked. You know, they had a 
lot of liquor on the train, an American train. We're out of 
the service. They had taken those things and it was 
verboten. You weren't supposed to do that, but they just 
took it from the Germans. I remember there was someone in 
Santa Barbara—he had taken all kinds of things, art works, 
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and had them shipped. He was an officer. I don't know 
how much was taken, but I can't approve of that. I mean, 
it just turned me inside out. Finally I got out. I was a 
free man, you might say, January 1, 19 46. And rejoined my 
family and we still lived in Naples, California. 

Anne had an old car—I had sold my DeSoto, which I had 
before the war. During the war someone rooked me out of the 
money. I was a GI. I said, "This DeSoto will cost you 
$400. It's a beautiful car with air conditioning and power 
brakes and everything, you know, power steering, and radio." 
He paid me $200, he never finished paying it. Because I was 
a GI he figured I couldn't get it. So I had this little 
car. It wasn't long until I reestablished my contacts, and 
I got tremendous amount of work in radio and in movies 
immediately, because there was no doubt that anybody that 
had served the country was entitled to the jobs. The 
Philharmonic offered me a job. I didn't take it for the 
reason I told you off tape, once, because I had to make 
some money to support my family. So I got heavy into 
commercial music. By the time two or three months rolled 
around in 19 46, I got some national radio programs. There 
was still radio going on at that time. The Philharmonic had 
made me the offer—I told you that—and I got in contact with 
my old people from the Monday Evening Concerts, the 
Yateses, you know, and people like that, and I resumed my 
career on the Monday Evening Concerts. That was really the 
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only serious thing I did for a couple of years. 
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TAPE NUMBER: NINE, SIDE ONE 
JUNE 18, 1979 

BERTONNEAU: I know that last time you wanted to talk about 
getting your degree. 
REHER: Oh, yes, I'm very glad you brought that up. I had 
forgotten about it, because at the time, through all those 
years in the thirties and through the war, I was thinking 
about it. In the forties I was really what you might 
consider a perennial sophomore with my base at UCLA, 
primarily. I think we've already explained that I did get 
my degree in 1940, my AB in German literature. In the 
meanwhile I had, of course, taken courses in the music 
department, already having had the great pleasure of 
studying with Arnold Schoenberg, having made the friendship 
of Walter Rubsamen, and who became subsequently chairman 
of the music department. I knew also Laurence Petran, who 
was the University organist and, of course, Alexander 
Schreiner, with whom I played in the early thirties. At 
the time he played the organ concerts at Royce Hall. I 
don't know when they were, Tuesdays and Fridays, and I was 
asked to be soloist on occasion so I played a few concertos 
and other pieces for violin and organ, before I took up 
the viola. However, when I got through with the service on 
the first of January, 1946 there were several problems 
coming up indirectly. One was the beginning of my family, 
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which is not really a help in pursuing a higher degree in 
college. But I was determined, inasmuch as I'd started on 
the master's degree, first of all in German, at the 
behest of Gustave Otto Arlto. Then later I switched to 
music, because the schedule at the music department by that 
time suited me better. It's a rather presumptuous thing to 
say, but being in the free-lance field at the time, I had 
more space to operate. I wasn't confined to rehearsals with 
the Philharmonic Orchestra. So I did finally in 19 4 8 get 
the master of arts degree, in music. I found the courses 
fascinating after all those years at the conservatory and 
the years I had spent at UCLA as an undergraduate [pursuing] 
work in my chosen field, music. 

So, music has become a continuous process of learning 
in my career. I remember so distinctly the research 
bibliography and method course given by Dr. Walter 
Rubsamen in which he gave us the ins and outs of where to 
find things about music. It's knowing where to find the 
thing rather than even knowing the subject matter, which is 
so valuable in time. Dr. John Vincent—he's passed away--was 
the head of the music department, and he was the head of 
my committee. I must say I liked Dr. John Vincent person-
ally and he was very nice to me, but I think the toughest 
thing I ever did in my entire life—including auditioning 
for the Berlin Academy of Music, or for the Philharmonic, 
or for anything else—was to get that MA degree at UCLA 
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in music. Somehow I had a feeling—and I shouldn't really 
say this on tape—that they were purposefully doing this. 
I was a successful musician. Most students are not yet 
successful in their fields and therefore I had to really 
work for it. I don't know what the other motivation would 
have been. I have an idea, but I'm not going to say. 
However, Dr. John Vincent did suggest to me a topic for a 
thesis or a dissertation which had validity. He was very 
affable, and every time he had somebody over to his home 
he invited me over. For instance, I'll never forget an 
evening with Roy Harris, whom I met with Dr. Vincent at 
his home. That Roy Harris tells one marvelous story after 
another, some of them off color. But he's a wonderful 
person. Have you ever met Roy Harris? 
BERTONNEAU: No, I have not. 
REHER: I know his wife very well, who's a very fine 
pianist, who is on the faculty currently. But Roy Harris 
was indeed a marvelous American composer. My first intro-
duction to him as a musician was in the Philharmonic 
Orchestra with Klemperer back in the early thirties. I 
don't know if we talked about it, but Klemperer was very 
interested in doing some American works and he got ahold 
of this, you might say, transcription of "When Johnny 
Comes Marching Home" by Roy Harris and it was very effective, 
I thought. Then later on I think we played one of his 
symphonies. 
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But John Vincent suggested to me, "Why don't you do 
something in your specific field, the string instrument?" 
I thought to myself, Well why should I do something in 
that? But he knew better, he was a very wise man that 
way. He said, "It would be a very valuable addition to 
string instruments, and I speak mainly of string instru-
mentation." What books had been written about string 
instrumentation during the war? Well, the answer was, of 
course, none. And that was where I was in luck. And I 
think that Dr. Vincent decided that the last documented 
work on string instrumentation, or on instrumentation 
generally, was by Cecil Forsythe of England who published 
his book on instrumentation in 1936. But between 19 36 
and 194 8, apparently, nothing of any substance was done, 
especially in string instruments. So he says, "Why don't you 
write a dissertation studying the scores of music that had 
been written from 1937 through the war and into 1946-47? 
It's very valid and we'll call it 'Recent Advances in 
String Instruments and String Instrumentation.'" That 
was the title of my dissertation and, oh, he worked me 
over so hard. I got the thing typed and he says, "Well, I 
don't like the way you did this," and it wasn't really 
anything very critical, but I had to go back to the typist 
and have it typed over. This is, of course, the woe of any 
undergraduate. But as a professional it was difficult for 
me to accept it. But, I remember very distinctly, he said, 
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"Sven, you want to be proud of this work and it's going to 
be here a long time. It'll be in the university library 
and maybe you'll want to publish part of it some day." He 
said, "So it's got to be right." He says, "You may be 
angry with me now, but you'll realize I was giving you good 
advice," and he did. So I went through eight to one hundred 
contemporary scores of chamber music and orchestra music of 
Stravinsky, Bartok, Schoenberg—all the things, all the 
great composers of the early part of the twentieth century 
who were current at the time I'm speaking of. In other 
words, what they wrote between 19 37 and '46, very specifi-
cally. It was a massive dissertation. And I remember the 
three days of oral examinations, besides the thesis I had 
to do, and I remember that one of the men on the staff, on 
my committee Of these examinations, was a professor from 
Harvard. His name was Henry Clark. He was also a composer. 
He says, "You mean to tell me that they're making you do 
all this for an AM degree?" He says, "You know, in Harvard 
you'd practically have a PhD for all the work you're 
putting in on this." That's interesting coming from 
someone from Harvard. But UCLA, and especially music, was 
new. They didn't offer many MA degrees. I was not the 
first, but near the first, because the graduate department 
of the music department had not been established yet. And 
they were trying to put out good quality merchandise. I 
don't blame them. I'm very happy and proud that they 
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accepted what I did, finally, and I feel that I learned 
a lot. Throughout the years that has really made me very 
happy with the fact of that dissertation. It's now on—what 
do they call it? 
BERTONNEAU: Microfilm? 
REHER: Microfilm. And I've got a couple of copies. You 
see what I did, I studied those scores and took out of the 
string parts things that were unusual. Jotted them down in 
long hand, referring, of course, to the score, what page it 
was on, and then finding out if it had been published 
before and, by process of elimination, I came up with a lot 
of new effects and ideas that composers had for string 
instruments. And it was very interesting. Composers later 
have come up to me, and when they found out my name, they 
said, "Oh, are you the gentleman that has written that 
dissertation thirty-four years ago on string instruments?" 
I say, "Yes, that was just an MA thesis." "Oh, but I find 
it very valuable." That's interesting to have that come 
from composers who subsequently are getting a name for 
themselves.; They were young composers, and I'm baffled why 
that would be so popular, but the words of Dr. Vincent came 
back to haunt me. He was right. What I did there was not 
just for the MA, it was something apparently of some use. 
Of course, now I'm overwhelmed with the things that have 
happened in the field of string instruments. I feel 
almost ashamed to have written a thing like that. But 
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you must remember when it was written, because now you know, 
they rub the back of the viola, and they do all kinds of 
things which are nonsensical, but they are still effects. 

So I got the MA and never was I so glad to have something 
behind me, because I'll never forget those oral exams, 
besides defending the thesis. But it was all in good fun 
and it was good for me. It was a milestone, I considered 

Then I might say this. To finish my education, ten 
years later, around 1958-59, I went to USC and did just 
summer sessions. I took two courses every summer for three 
summers, and I was thinking of getting a DMA, which I don't 
find much of a degree. Anyhow, that's my personal opinion. 
They were encouraging me, but I had some very interesting 
contacts there. I studied with Karl Geiringer, who is 
the professor, from the East some place, who is a specialist 
on Haydn and Bach, and I studied with Parish—I think his 
name was John Parish--who wrote the textbook on renaissance 
music, masterpieces of music before 1750. And I got to 
study baroque music/with Alice .Ehlers, and I studied 
contemporary music with Halsey Stevens. And I studied 
conducting with Ingolf Dahl. Ingolf Dahl was a fantastic 
musician, had tremendous knowledge. 

I remember the conducting exam, the final exam, was 
conducting a movement, the last movement of the Eroica 
Symphony. I had no symphony orchestra in front of me, but 
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I had only Mr. Dahl playing the piano from the score. I 
said, "Well, how are we going to do this?" He said, "Well, 
you've studied your score now, and you start conducting, 
and I will play what you conduct." Well, it's very 
interesting. But he says after the thing was over, that 
I look good in front of a mirror, but that's not conducting. 
And I got the general idea of where I had to face. He 
said, "But Sven, you ought to know better than this, you 
ought to know these works—you know the Eroica Symphony— 
you've played them with Klemperer. Don't you know that the 
second oboe has a very important part right in that variation 
in the last movement? And you didn't make any attempt at 
having eye contact with that individual." So he left it out. 
Ingolf Dahl could leave out that area which I would ignore, 
which was very embarrassing because he had the score in 
front of him. So I did do that, but I never finished that. 
That's as far as my formal education went. 
BERTONNEAU: Have you done any conducting? 
REHER: Have I done any conducting? Yes, I've conducted 
a little bit here in the Meremblum Orchestra that was 
founded by Peter Meremblum. You've probably heard of that, 
haven't you? 
BERTONNEAU: No, I haven't. 
REHER: Oh, you haven't? That is a very wonderful organiza-
tion. Peter Meremblum was a violinist from Seattle, but 
before that he was from Russia. He was at the Cornish 
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School in Seattle, Washington, and he came down here many 
years ago and played some studio work, but then he decided 
he wanted to train the youth of California. His was what 
you might call one of the first youth orchestras. I think 
Ilya Bronson, the principal cellist of the Philharmonic 
at the time I got into it and in the twenties, had already 
organized a youth symphony in which he trained many young 
musicians, some of whom are still active in music. But 
Peter Meremblum came around just before the Second World 
War and did this, and they meet now in Plummer Park. He 
has passed away, and he has other conductors, but they 
used to call it the Meremblum Orchestra. He had a junior 
and a senior orchestra and some of the finest musicians, 
like Dorothy Wade, people like that, who are now traveling 
artists, have played in that orchestra which met on 
Saturday mornings. 

So I've been invited to conduct there a couple of 
times. I conducted as a student in high school. But 
generally speaking, no. Someone told me the other day, 
"It's so nice to meet a string player who's not interested 
in being a conductor, you know, because it gets to be kind 
of a very presumptuous thing." A musician thinks he can 
become a conductor. To me a conductor is not just a man 
[who] can wave a stick, or [who] wears a nice coat, but 
[he] is a man who knows all there is to know about music, 
who immediately commands the respect of these men and women 
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under his guidance, who preferably knows something about 
string instruments—many conductors don't, and this is 
their downfall—and also knows how to deal with human 
beings, besides knowing the score backwards and not making 
a fool out of himself (as so many conductors have). 

So, it's a very presumptuous thing to say, as a musician, 
"Well, I think I'll be a conductor." I_ have no ambition in 
that direction, although I have some knowledge, but I 
think it takes a super genius to run a tight ship like 
Klemperer, or like Giulini, or like van Beinum, to mention 
the three great conductors that have been in Los Angeles. 
That's again a personal opinion—Klemperer, van Beinum, 
and Giulini. Many years in between—good conductors, 
flashy conductors, competent conductors, but not in addition 
to being great musicians. It was very difficult, and I'm 
not naming names, but those are three plateaus in the 
musical life in Los Angeles. Obviously, I've never played 
under Giulini, and never had the opportunity of playing 
under van Beinum, because his tenure here was of limited 
duration. I think he was here only six months when he 
died of a heart attack, and that's unfortunate. 
BERTONNEAU: Shall we talk about chamber music? 
REHER: You asked me about conducting. Well, that finishes 
my conducting stint, yes. I don't have any ambitions for 
it. What were you saying now? 
BERTONNEAU: There's a duo by Walter Piston . . . 
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REHER: For viola and cello. 
BERTONNEAU: [Duo] for Viola and Cello, which was written 
for you and your brother Kurt. When did you get in touch 
with Walter Piston, and how did this come about? 
REHER: [It was] after I wrote my thesis in 1948. I think 
there was an entry in my thesis about Walter Piston. I 
don't know. I'd have to check that. But I knew he was a 
contemporary American composer, and Kurt and I were involved 
at the time in playing joint recitals and concerts for 
Monday Evening Concerts, and for other groups. They 
wanted to hear Sven and Kurt, and there was not very much 
written. We know the Beethoven, the "Eye Glasses" 
Obbligato--you know, that piece for viola and cello. 
It's a one-movement thing, very difficult, which we played 
on the Monday Evening Concerts. 

But I decided that since I was on the faculty at UCLA, 
I would just take it upon myself to write a few composers 
personal letters telling them who I was. The reactions of 
some of them were interesting; I won't mention them. But 
the people I contacted were Darius Milhaud, Paul Creston, 
Roger Sessions—contemporary people—and Walter Piston. 
Walter Piston wrote back a beautiful letter. In fact, I 
think you have the copies of the correspondence. Did you 
see that, yet? There are about eight or nine letters that 
Piston wrote me which I have the originals of at home, but 
I gave the university a copy of it, and eventually you'll 
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get the originals, in which he was so outgoing and so 
nice about it. I wrote him at Harvard University. He 
was a professor of music and I think I had a connection 
[through] that man who was on the committee, and they 
probably had some connection there. 

So anyhow, he went for the idea and he kept me posted. 
I told him 11d like to play it on the Monday Evening 
Concerts, and then I told him a little bit about that, 
what that meant here in Los Angeles [a platform for], 
contemporary works, or music that was very old that had 
not been performed. But since I was relatively young, I 
thought it would behoove me and my brother to get off the 
dime and play some contemporary music and give American 
composers a chance. Well, he apparently liked the idea. 
Never met him. And I said, "You know, there's a concert 
planned for us in March or April." I can't remember the 
year—19 51 or '52. And we would like to have the premiere 
the world premiers of this work when it's finished, because 
we feel. . . . " Well, those are charming letters. "Dear 
Mr. Reher, I'm so happy that you're going to do this. Of 
course, I will not be able to get it printed, but I'm 
going to send you a handwritten score." Now, whether that 
was a copy of a score. . . . But it apparently is his own 
handwriting; it's just as neat as his letters. And when 
I received it, I was absolutely dumbfounded. Absolutely 
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dumbfounded. Now, he obviously had a copy, because the 
work was published subsequently. But the dedication to 
us is on it, and it's very clear. He said, "It's two 
parts: one for the viola, one for the cello." But each 
part contained both parts, which is the ideal way to play 
chamber music. Bartok made such an astronomically difficult 
job for string quartets to fathom the music in the first 
five quartets. In the Sixth Quartet he littered each part 
with a little of the score, which made all the difference 
in the world. That's why the Sixth Quartet of Bartok is 
a much easier quartet to play, because you know what's 
going on. 

Well, Mr. Piston, who was a very thorough academic man 
and also a composer, did it the right way, and I so much 
enjoyed it. Of course, the work was premiered on the 
Monday Evening Concerts, and then we took it to Arizona on 
a concert tour, and several other places. And at the 
commemoration of Piston's, I think, seventieth birthday, it 
was done again by the Monday Evening Concerts. About 
19 60, I think that was. And Kurt and I again were asked 
to play that work. By that time we hadn't done much with 
the Monday Evening Concerts anymore because we were involved 
in other activities. So the work has been wonderful for us. 
He didn't charge me one penny, and I think that—God rest 
his soul—Mr. Piston was one of the nicest persons that I 
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have ever met—only by correspondence. I eventually did 
meet him. He conducted here in my beloved Royce Hall on 
a festival of contemporary music about twelve years ago, 
and I introduced myself. Because in one of the letters he 
wrote, he says, "You know, Mr. Reher, I heard a tape of 
your first performance, and you and your brother certainly 
did magnificent things with my work, and I've incorporated 
some of the ideas in the printed score." That was indeed 
something, you know, because it was devoid of dynamics, 
and I knew it had to be done fast. He says, "The two 
local gentlemen of the Boston Symphony," (I won't mention 
the names, but the names are in the correspondence), 
"also played this work after you did, in Boston, but they 
took very little pains with it, and I was not very happy 
with it. Bravo to you two boys! You did a wonderful job." 
Well, that's nice to hear. It was not recorded by us, 
but at least we have a good tape of it. 

But the other day I was talking to [Daniel] Lewis. 
I had a visit with him. He's the conductor of the Pasadena 
Symphony now, an excellent musician. He's a professor of 
music at USC. And we were talking about how I met him 
[Lewis] and I don't want to go into the whole story. I 
said, "You know, I didn't meet you until I got into the 
Pasadena Orchestra about five years ago." That's 1973 or 
'74. He says, "But I knew a lot about you and your brother." 
I said, "Oh, how interesting of you to say that." He 
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says, "The first time—I'll never forget—that I heard 
you and Kurt play was the Walter Piston Duo for Viola and 
Cello, dedicated to you two. I went with another composer, 
and I was fascinated with the work and the way you did it." 

So there you are. That work has been wonderful for 
me and for my brother. I must say that I'm very indebted 
to Mr. Piston for that, and I think that hopefully Mr. 
Piston's music and his effort among students will pay off 
the way he had hoped it would while he was alive. He 
certainly was a real gentleman and I treasure the friendship 
in absentia which I had with him. 
BERTONNEAU: Eric Zeisl is another composer with whom you 
are associated. 
REHER: Yes, Eric Zeisl. Again, another lovely, outgoing 
person. You probably never met him, obviously. He was a 
colleague of mine. The first time I met him was at Los 
Angeles City College. I was on the faculty there in the 
evening division, teaching some kind of a course on Monday 
nights. Oh, it got to be a real drag. It was somewhat of 
a music appreciation course and, oh, the paperwork in 
the public schools! You know, it's different than 
[the university]. Plenty of people work at the University, 
but in the public schools we have attendance, sending it 
to the State of California to get money. Oh, it must be 
terrible now. 

But I remember, I used to visit Mr. Zeisl, the little 
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man from Austria, who was across the way. He was teaching 
harmony, and theory, and composition, and he visited with 
me. And when he found out I spoke German, he was just 
ecstatic,and he was the most bubbling, enthusiastic man 
that I have ever met. He says, "You are so interesting. 
I'd like you and your wife to come to my home and meet 
Trudy, and we will make a real Viennese dinner for you." 
And did he know how to do that! When you ate there and 
drank there you had the best. It was absolutely over-
whelming, but in those days I was younger, and I could 
afford to eat more than I do now. But, I tell you, they 
were tasty, those [dinners]. And those evenings we met 
people like [Hugo] Strelitzer and other Viennese refugees 
which Mr. Zeisl, I think, was. He said, "You know, Sven, 
I'm just writing a sonata for viola and piano, and I would 
like you to play it. In fact I would like you to play it 
with a young [pianist] at a concert." I don't know when 
it was first performed. [The pianist's] name was Eda 
Schlatter. She was a piano student here at UCLA and I 
had some kind of contact with her, and she was a very fine 
pianist, and we premiered the work. And then—oh, Zeisl was 
ecstatic. He said to me, "Sven, that was wonderful." He 
says, "I know so many Jewish viola players and people 
that have all this Gefuhl das man _in die Musik legen muss. 
But nobody plays that with more intensity of feeling than 
you did." And that thought, coming from him who wrote a 
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work in the Hebrew style, that I caught the spirit to that 
extent, that he commented that fervently about it, really 
turned me on. I mean, you know, I played it the way I 
felt it, and apparently the way I felt it is the way that 
he wanted. So we played from manuscript, and he says, "I 
want you to edit the viola part." And sure enough, it's 
been published, and my name as editor has been published 
in Vienna. I'm the editor of the viola part; it says so. 
BERTONNEAU: You also recorded the work, didn't you? 
REHER: That's right. You have a copy of it, don't you, 
probably, Tom? 
BERTONNEAU: No, I don't. I heard you play it at the 
dedication of the [Zeisl] archive. 
REHER: Yes, maybe I should give you a copy. It's not what 
I call the best recording, not because of Mr. Zeisl or 
because of me, necessarily, but because of the technology. 
It was done in a studio and I felt in the last movement 
there was something wrong with the tape. It seemed to get 
faster and faster in the last movement. When they put it 
on the disc—I don't quite understand. There was something 
in the process that was not accurate. 
BERTONNEAU: What was the date of this recording? 
REHER: The recording of the Zeisl sonata: That was about, 
I would say, 19 51, '52. That's the one that was not very 
well done. The excellent pianist on this recording was 
Eda Schlatter whom I have mentioned before. I was unhappy 
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about it, and the recording is out of print now. Mrs. 
Zeisl gave me a copy that evening. I had lost my copy so 
I have really one of the few examples of it, but it's not 
exactly done like the concert that I played here—and that 
had its flaws, too, in balance; but that was the engineer 
who wasn't aware of what was going on. But all the things 
I just commented about, about the Hebraic style of 
playing, applies to Mr. Zeisl. He just loved the way I 
played it and he invited me to one party, to the next, and 
I taught my class at [Los Angeles] City College, and a 
couple of years later I saw him, and we had a nice little 
chat on Monday night. Tuesday night I got a message—oh, 
Wednesday morning I got a message that Mr. Zeisl died, 
passed away in the classroom at Los Angeles City College, 
one day after I had seen him. He was apparently teaching 
two nights in a row. It's [the Sonata for Viola and Piano] 
a very good work; it's a contribution to the literature. 
It has not been performed very much, but I think it has 
a lot in it. 
BERTONNEAU: I was going to ask you about Levitch. 
REHER: All right. Leon Levitch had a position here at 
UCLA. He's not here anymore—not as a composer. He was 
a student, I think, of Roy Harris, and he was a great 
friend of the Harrises. He also was a piano technician. 
He took care of the pianos at UC, in the music department. 
I always told Leon—I said, "Leon, why don't you tune A 
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a little higher?" As a viola player, I don't like a high 
A like Heifetz has, but I like an A that's moderately high. 
But he says, "Oh, this is 435 [vibrations per second]." 
I said, "But Leon, we have to have it on 442. All the 
symphony orchestras play 442 vibrations per second." "Oh, 
he says, "I know." He speaks with--well, he's a Yugoslavian, 
but he also lived in Vienna and he's got a thick accent. 
When I first met him he showed me a manuscript copy of his 
Sonata for Viola and Piano. His enthusiasm for the work 
was catching. We played it together often, and through 
him I was able to get the true meaning of his message. I 
found the work very meaningful, and a good vehicle for 
the viola as well as the piano. A few years later he says, 
"I want to record that work with you, Sven." And I had 
to learn it all over again. "Well," he says, "This time 
I'm going to play the piano." Well, Mr. Levitch always 
admitted to himself he played piano like a composer, or 
whatever, you know? In other words, he's not a brilliant 
pianist, but he knows the music. But we had problems in 
recording it. I'll never forget those sessions. We had 
to do things over. "You know, Sven, please do it once 
more for me," he says, "I can do this better." He was 
having problems with passages and he was so. . . . It was 
delightful. I said, "Sure, don't worry about it. I'm 
not holding the stopwatch on you. I'm making a record with 
an eminent composer, and as far as I'm concerned I'm going 
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to do my best, and if you feel this should be done again, 
we'll do it. I've got all the time in the world." He 
appreciated that. Mr. Levitch is the one that has the 
problem with the piano. But we took our time and recorded it. 

A short while later I had the pleasure of participating 
in the recording of another work of Leon Levitch. This 
time it was Quartet for Flute, Viola, Cello,and Piano, and 
it was done right here in Schoenberg Auditorium. My 
distinguished colleagues were: Sheridon Stokes (flute); 
Jeffrey Solow (cello); and Irma Vallecillo-Grey (piano). 
This work and the one I did with Mr. Levitch, the Viola 
Sonata (1957) are on the Orion Label and both are still in 
the Schwann Catalogue. 

Another composer of our time here, another beautiful 
man was Mario Castelnuovo-Tedesco. His widow still lives. 
A charming Italian man and a good composer who had written 
for Heifetz. And he wrote for the guitar a concerto, you 
know, for the [Romeros]. He says, "I'm going to write a 
Duo for Cello and Viola for you and your brother and I 
want you to play it when you get a chance to." And we did. 
We premiered that also on the Monday Evening Concerts. I 
don't know when it was, about fifteen years ago, maybe 
eighteen years ago. It was, of course, in manuscript, with 
both parts, and it was a shambles because it was page after 
page. And I don't know what Mr. Castelnuovo-Tedesco was 
visualizing, but he didn't give any of us a chance to rest. 
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We were continuously playing. I don't know how we turned 
the pages; I think we probably had someone sitting right 
next to us to turn those pages because it had to be a good 
performance and it was difficult that way. But that work 
too has been published and it is, I think, a very interesting 
work. I do have a pretty good tape of that performance. 
I can't remember what the title of it was, but it was at 
least a forty-minute work. [A] very tremendous piece of 
chamber music, and very well written for the viola, as is 
Mr. Levitch's or Mr. Zeisl's. They knew how to write 
idiomatically, and I know you know what that means. Of 
course, we know that the man that really knew how to 
write idiomatically was Paul Hindemith who, when he 
wrote for an instrument, he knew the instrument. Well, Mr. 
Levitch did the same thing and Mr. Zeisl and Castelnuovo-
Tedesco. 

There's one more composer that I must mention who I 
think passed away recently. He was another refugee from 
Europe. His name was Ernst Kanitz. He was a professor of 
composition at USC. He took great pains and wrote a work 
for Kurt and me. I don't think he ever got much of his 
work published. It had some kind of contemporary flavor, 
more than Castelnuovo-Tedesco or Levitch. It was more 
contemporary. Mr. Piston's, of course, was also straight-
forward in contemporary standards. But that's interesting 
about music. Music is contemporary at the time it was 
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written, you see, and we forget that. So many modern 
organizations and composers say, "Why do you always play 
museum pieces?" Well, if I played something of Mr. Piston, 
or Mr. Beethoven, or Mr. Levitch, or Mr. Kanitz, it's a 
museum piece because it's been played once. So I mean, 
it's not fair to negate everything unless it's written 
right now for that organization. So Kurt and I were very 
fortunate indeed to give premieres of those works that I've 
mentioned. 

Ernst Kanitz was a lovely man. He had lost his wife 
earlier in life and he was pretty lonely. I met him when 
he was a teacher at the Marymount College in Palos Verdes, 
where I was on the staff for several years. He taught out 
there and the students—they were all women at that time— 
were very enamored of him, and he was indeed a delightful 
man. His music is difficult. It also was written for 
the instruments, for the cello, for the viola, and it 
wasn't awkward. Sometimes, with some of these works, we 
had to suggest, perhaps, it would be better if you did it 
this way, and that, of course, is stepping on thin ice. 
You're not telling a composer what to write. But they were 
very cooperative. Sometimes a matter of changing makes the 
passage all the more easy. There's no point in writing a 
work against the viola and the cello. I know many composers 
that have written concertos against the violin. But a 
concerto for the violin and orchestra is fine, whether it's 
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contemporary or not. Some things are astronomically 
difficult for many people and not so difficult for others. 
We know that. Pinchas Zuckerman or Itzhak Perlman can 
play anything. And Mr. [Nathan] Silverstein of the Boston 
Symphony, its concertmaster—he stands up there, plays the 
Stravinsky concerto, plays the Schoenberg concerto, then 
he plays the Beethoven concerto—fabulous violinist. You 
know, they had a chance to get him here as concertmaster, 
but he didn't conduct well enough for them here. So they 
got Sidney Harth. It's interesting; he's a fine violinist. 
Well, [Silverstein] stayed in Boston, is still there, 
appears with the Boston Symphony Orchestra, and of course, 
you know, Mr. Harth is leaving Los Angeles. But they 
wanted someone to fill in the conducting. 

Now, where are we, Tom? Of composers with whom I had 
contact directly, I think I've mentioned them all. Of 
course, Mr. Piston and his work will always stand in my 
memory, and I hope will last for years to come as I do 
hope that the works of these other gentlemen will also last. 
BERTONNEAU: Let's talk about some of the other chamber 
music groups that you've played in. We've already talked 
about the Noack Quartet; that was in the thirties, but in 
the fifties you were in, oh, half a dozen chamber music 
organizations. 
REHER: Yes. I would like to say this. I was in the process 
of having this family, you know, and it took a lot of 
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earning power. When I got out of the service I was offered 
the position back in the Philharmonic by Mr. Alfred Wallen-
stein, who was the conductor. I turned it down. I just 
could not simply afford to play in the Philharmonic at 
$65 a week or whatever it was--$75, maybe, at that time. 
Little did I know they'd be getting $350 and $400. It's 
become a good job, year-round employment. At that time 
it was only twenty-four weeks. I just couldn't do it. I 
got one connection after another in the movies and in the 
later radio and then finally in TV. So that's how I've 
been doing. I've had to do that to make a living. I met 
many interesting people and composers in that field which 
we'll talk about some other time; but I wanted to say that. 
But we always kept alive, Kurt and I, the idea of playing 
good music wherever we could. I think, Tom, you have 
probably looked at the programs very carefully and you'll 
have to help me a little bit on these. Now, formally 
Kurt and I organized a piano quartet--I think that was the 
first thing we did after the war—with Leonard Stein. 
BERTONNEAU: Los Angeles Piano Quartet, is that what it is? 
REHER: That's right. The Los Angeles Piano Quartet. 
We organized with Israel Baker, violin; Kurt Reher, cello; 
Leonard Stein, piano; and Sven Reher, viola. And we did 
indeed play many places in Los Angeles. We played on the 
Monday Evening Concerts, but we didn't play any contemporary 
works. The piano quartet literature is rather limited, 
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but I must say that we expanded this into trio music, too, 
string trio music, so that we had a chance to do different 
things. So our programs were varied. But in my mind 
stand out very clearly the two greatest works for piano 
quartet: The Brahms C-minor Piano Quartet and the Faure 
C-minor Piano Quartet. Those are fabulous works. We 
played both of them. And, of course, we played almost 
everything that you can imagine on the KFAC Sunday afternoon, 
the Sunday museum broadcast. We played many works. We 
also then broke off from Leonard Stein and played string 
trios like Dohnanyi's Serenade, and Beethoven's string 
trios and, of course, the Mozart Divertimento [in E-flat] 
which is probably the greatest piece of chamber music 
written for violin, viola, and cello. Most difficult. Now 
this is an interesting program, Albert Goldberg writing 
about Walter Piston, one of the best American composers 
bar none. That's interesting. This was one of the times 
we played—this work which was written in 1949. As you can 
see, this program is 1950, so it hadn't been printed yet; 
they didn't print it until '52 but we played from the score, 
which [was] lost for years. If it hadn't been for you, 
Tom, and [Bernard] Galm and this department I might have 
never found it; but I dug and dug and I've got the manu-
script of it that we used, of which Mr. Piston said, 
"This is for you, Mr. Reher, to use, you and your brother— 
you don't have to send it back." I thought we had to send 
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it back. Very nice of him. But we played wherever we 
could. 

Now, these concerts, many of them were sponsored by 
private organizations and then they were also sponsored 
by the Music Performance Trust Fund of the Local 4 7 [AFM]. 
It was a national organization in which they took revenues 
derived from the recording industry. And a certain part of 
it established a fund where music, good music, could be 
played for different people in different communities. It 
was abused, of course—still is abused. We didn't need 
that income, but it gave us a chance to play in a museum 
concert, and we also took a tour to Arizona to play the 
two universities, Arizona State and the University of 
Arizona in Tucson. 

Now, these groups, the Los Angeles Piano Quartet, with 
the Los Angeles String Trio, which involved the three 
string players, sometimes combined forces. Leonard Stein 
is a fantastic pianist, as you know and, well, of course, 
a good friend of mine from Schoenberg days, and he is now 
the head of the Schoenberg Institute at USC. I see him 
every once in a while. I saw him at the Monday Evening 
Concerts when they played the Bartok Quartets a couple of 
months ago. The Sequoia String Quartet played all the six 
Bartok quartets. Israel Baker, who was a very good friend 
of mine, somehow got busier and busier, so we asked Marshall 
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Sosson to join the group and he did. He was a leading 
violinist in the studios who used to be a solo violinist 
in Chicago. He's from Chicago and he had—we had a wonderful 
rapport with him. We played the Hindemith string trios, 
and we played a lot of things in different concerts, and 
we had many serious rehearsals. This group rehearsed 
regularly. This is not always the case with musicians 
from Hollywood. Playing in this particular group with 
Kurt and Marshall will always remain the high point of my 
chamber music experience. I have many tapes of public 
performances we gave. The trio remained intact for about 
7-8 years. 
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o TAPE NUMBER: NINE, SIDE TWO 
JUNE 18, 19 79 

C? 
BERTONNEAU: We were talking- about chamber music. 
REHER: Yes, Tom, and chamber music is a conversation among 
friends. Who said that? Bach? I mean, like a fugue. 
It's the most satisfying type of music for string instru-
ments, for any musicians. The strings are the envy of all 
musicians in an orchestra because everybody wants to play 
chamber music--but nobody has the material that the strings 
have with the piano. This particular program that you've 
brought here is at Cantwell Hall, Marymount College. 
That's right across the street from UCLA. I'm not talking 
about when they moved out to the Palos Verdes campus later, 

o 
and I moved with them. This was a local thing. Well, we 
were talking about the concert, going to Arizona, and 
Israel Baker couldn't make it; he had some kind of a 
studio commitment. So we asked Felix Slatkin. Now, 
Felix Slatkin probably doesn't mean anything to you here, 
but when I mention it, you will know. He organized the 

consisted of Eleanor Aller, his wife the cellist, Alvin 
Dinkin, who was a very fine viola player from St. Louis, 
and Paul Shure, second violin, who is now, of course, the 
first violinist of the Los Angeles String Quartet, and is 
also the concertmaster of the Pasadena Symphony, and has 

Quartet a couple of years before that, which 

a 
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many big things in the studios. So we asked Felix, and 
Felix liked Kurt and me, and he said, "Sure, I think that 
would be very nice, Sven. We'll go." So we drove. Of 
course, in those days one drove. And we had a marvelous 
time. I took my oldest son, Tom, and he took his son, 
Lenny, who is a very well known symphony conductor. You 
know, [Leonard] Slatkin. Anne and Eleanor Slatkin went 
along for the ride. We had dinners at nice places, we 
did these concerts. We rehearsed very well for that. 
Felix was a very fine violinist and very conscientious. 
Having that fine string quartet we never felt that he would 
say, "Yes, I'll play with you." But somehow he liked us. 
It appealed to him to play with Sven and Kurt Reher and 
play these works. The Piston [Duo] was on [the program], 
the Villa-Lobos was on it, [his] Duo for Violin and Viola. 
I played with [Slatkin] the Mozart Duo for Violin and 
Viola, and then he played something with Kurt. I can't 
remember what it was, Zoltan Kodaly or something. We 
started with the Beethoven Serenade, Opus 8 and I think we 
ended with the Dohnanyi Serenade for Trio. But we had a 
lot of duos in between and Piston's, of course, was one of 
them that we took on that tour (and I wrote to Mr. Piston 
that we took it on tour.) 

Well, when we came back we knew we had lost—Izzy Baker 
by that time had bowed out of the ensemble. Then we got 
Marshall Sosson, from Chicago, who was a very leading 
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violinist here, and with him we worked very hard. 
One of the concerts [which] at that time also involved 

us was at the Lobero Theatre in Santa Barbara. We were 
asked to play the Beethoven Septet and the Schubert 
Octet, I remember that. That was under the sponsorship 
[of], I think, Don Christlieb, bassoonist. I think Alfred 
Brain was in it—the horn player from the famous Brain 
family. You know, from England. Dennis Brain was probably 
one of the greatest horn players of all time. He was 
killed in an accident [in 1957] . But Alfred Brain, his 
uncle, was principal horn here in Los Angeles. And another 
gentleman that was playing with us—there was a bass 
required in the Beethoven Septet—was Torello, who used 
to be the principal bass player [in the Philharmonic]. I 
can't remember his first name. But he was a Spaniard and 
he has a son that plays now in the Philharmonic here. 
It was a nice trip to the Lobero Theatre in Santa Barbara 
and very well attended. And there were countless concerts 
that I can't remember. If there are any that you can 
remember I wish you would bring them up. Well, we did play 
primarily music for strings and woodwinds. I remember one 
of the things I played was the "Kegelstadt" Trio for piano, 
viola, and clarinet. You know, that's a very famous work, 
a late work of Mozart. But this [ensemble] existed for 
many years and this was the group that turned down 
Schoenberg's String Trio. 
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And I feel to this day that we were a capable trio— 
could have done it, with patience. It was a terrible 
manuscript. We should have done it. It would have been 
nice to do it, but we didn't, and somebody else did it, 
and now everybody's doing it. That's the way those things 
are, and that opportunity was missed. Maybe of the three 
people--my brother's gone, now—I felt that probably more 
personally because I was connected with Arnold Schoenberg 
at the university, and I maybe saw that there was value 
in it, but I was overruled two to one. 

There was a series of concerts that I staged at 
Marymount College after this in the fifties, but that I 
think we should go into it another day because it has 
ramifications with the second attack on me politically. 
The first was, as you remember, because we were of German 
birth and my father did not become a member of the union 
and was thrown out. We were [accused of being] Nazis and 
we had to defend ourselves. Then I went into the service 
and that proved to them that I was as American as they 
were, who were criticizing. This second one was when I was 
accused of being "pink" and of being a radical, and that 
was primarily because of the fact that we believed in 
UNESCO, you know. I'll never forget the attacks that came 
upon Anne and me in connection with that chamber music 
series at Marymount, which opens another whole can of 
worms, as they say. And then our defense of some of the 
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eople that were called before the House on Un-American 
Activities Subcommittee, here, investigating Hollywood, 
got us into a lot of hot water. So, Tom, I say here— 
tranquilly in my later years—that I was attacked as being 
to the left and the right. If you're to your own self 
true, and to your art and your music, you can outlast it. 
But it was very difficult at the time for all of us 
concerned, especially for me because of the latter. My 
brother was not involved in that. 

The Los Angeles Piano Quartet with Marshall Sosson and 
Leonard Stein played the museum concert in the old hall 
upstairs. You probably don't even remember that. They 
used to have an old big barn of a hall. And I'll never 
forget that one day--oh, about twenty years ago; oh, maybe 
it was twenty-five—we were playing the Hindemith Trio. 
It was one of the works of the thirties. Difficult! And 
in the audience—I still have it on the tape—was my dad. 
And he had the loudest applause; you could always tell when 
my dad was in the audience because he did something with 
his hands and made it echo all over the place. But more 
drastic was the time a little girl, a little boy, came out 
of the audience during the concert, and standing right so, 
he faced the first violin, started conducting. [laughter] 
Hindemith, you know. Marshall said, "I just about went 
bananas, trying to play this difficult music and seeing 
that distraction there, someone beating time, a little kid." 
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And whoever the mother or father was should have forseen 
that, or at least realized it, but that can be very distract-
ing. Music is a very concentrated thing and to have a 
distraction like that, whether it's from a sound or 
whatever, is very disconcerting. 
BERTONNEAU: You also formed a group called the Reher 
Ensemble in which you played, not only with your brother, 
but with your wife. Am I mistaken? 
REHER: No, you're not. I think that it was not a regular 
group but we had this concert in which we wanted to put 
Kurt on and my wife Anne, who's a fine pianist. So what 
could we call it? Reher. So the name Reher stuck to that 
particular concert. It was part of this series here. Anne 
played several works with me on the Monday Evening Concerts, 
as I've already mentioned, premieres, and she did a good 
job. It was difficult for her. She wasn't used to 
appearing in public in a professional music capacity, but 
she had the ability. But obviously she was very concerned, 
and she could not concentrate on the music, as much as she 
should have, because of the pressure. 

There's always a pressure when you appear in public and 
I don't care where it is, [or] with whom it is. It's 
difficult. It shouldn't be psychologically difficult, Tom, 
but people are human, and we all get caught up in our own 
egos. Well, is that going to sound fine? Did I play that 
passage on the piano the right way? or something like that. 
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When you really come right down to it, the people that 
listen to the music do not worry about details like that. 
We're too concerned as performing artists of our own egos. 
I always tell my students, or tell groups, "Let's think 
about the music; let's concentrate." Most of the composers 
we've played are dead, so they're not here, but in honor 
of them, in dedication to them, we should play them as 
well as they would have liked to hear it. Listen to this 
beautiful phrase, counterpoint, or something, and do not 
be so concerned with what other people think. That will 
lead you into a more calm state of mind. You've got to be 
agitated, animato and everything, but you cannot let it 
destroy you. So we played. I can't remember some of the 
works we played, some of the modern French viola sonatas 
of Chailley and Cellier and Milhaud—difficult works for 
the piano and viola; not especially great works, but 
interesting works. We did a lot of those on the Monday 
Evening Concerts. 

Of course, as the family grew, it became more difficult 
for Anne to participate in these concerts, because there 
were obligations which were primary. My obligation as an 
artist and a musician was to go on. 

The thing that I'd like to talk about now is this 
chamber music series that I staged for four years, I think, 
at Marymount College, sponsored by Marymount College and 
the [Musicians Performance] Trust Fund. I don't know how 
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the arrangement was--Marymount College put half of the money 
in it and the trust fund did the other. I was able to get 
quite a lineup with musicians, as the programs you have 
will attest. Now, we got [Eudice] Shapiro. Victor 
Gottlieb, who was an eminent cellist, was her husband. We 
got Yaltah Menuhin and Izzy Baker playing a duo concert. I 
got the Hollywood String Quartet with Felix Slatkin, Paul 
Shure. There was a program of that concert at the Lobero 
Theatre that we played, and I showed it to Paul Shure the 
other day. There was also a picture. I said, "You remember 
that program?" Then I started to talk about the Lobero. He 
said, "Sure, I remember that." And he was flabbergasted I 
still had the program of that concert. He said, "I 
remember the works we played," and he recited them to me. 
So I got some of my best musician friends in Los Angeles, 
including the Hollywood Saxophone Quartet. Very effective. 
They did a lot of French music. And it drew quite an 
audience out here in the west side. So those are my years 
of staging as an entrepreneur. I said 11d do something 
in that activity and I was very successful. Unfortunately 
it was the era of political pressures. 

The fifties were the era of McCarthy. We had Eisen-
hower, who went along with McCarthy—to some extent. But 
eventually the Senate, we know, censured McCarthy, because 
of what he did to Adlai Stevenson and people like that. I 
will never forgive him for it. But he got into the House [on] 
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[Un-] American Activities Committee. Nixon, I think, was 
on that too, got his start with that. I won't go into 
that. In fact, I met Nixon at a party in 1946 with three 
couples, four couples, in Beverly Hills. Oh, and it was a 
big discussion that night, I remember. But it was before 
he [Nixon] went into Congress. But McCarthy is the one 
that, in the name of the church to which he belonged, which 
was the Roman Catholic church, exerted tremendous pressure 
against anything that wasn't a hundred percent American, 
that he thought wasn't a hundred percent American. 
Unfortunately the church didn't do much. McCarthy is 
probably turning over in his grave after the present pope 
went to Poland. I think that man's fabulous; you know, 
in what he's doing. 

Well, this committee came to town, the subcommittee, 
and they started to investigate the musicians. I remember 
one thing I must say here. Walter Rubsamen, who was a 
lifelong friend of mine--he said to Anne, "Say, how come 
Sven is performing at the Assistance League Playhouse with 
Ernst Krenek?" I played a sonata there with Ernst 
Krenek. "Didn't you know that the sponsor of that, the 
Council of Arts, Sciences, and Professions, Hollywood 
Chapter, has been declared a suspect group by McCarthy? 
Sven might be labelled communist." I think he was pulling 
my leg, but that's the way it was. I played there because 
Mr. Krenek asked me to. The sponsorship? I didn't join 
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any clubs, and even if I had—but I didn't. So here I 
was, caught up in this. It was the time of the university's 
loyalty oath, too. I know some of the people here will 
remember that. 
BERTONNEAU: That's still a controversy. 
REHER: Should I talk about that a little bit? 
BERTONNEAU: Yes, I think so. 
REHER: This whole thing has to do with that. I'll never 
forget--and I know Henry Bruman is still my best friend and 
he always will be—that Henry Bruman was against the loyalty 
oath. I think I'm stating that correctly. (Before this is 
ever out in public I would like to make sure of that.) But 
I didn't think it through and I thought, Henry Bruman was 
not a communist, but he believes that that is right, that a 
professor should not have to swear loyalty to the United 
States every other year. I don't know what the academic 
thing was at that time, because I was not in the academic— 
but I know it was very difficult. And the loyalty oath 
thing—well, some of the professors didn't sign it because 
of that very reason, and they held their position. I think 
they were declared—it was un-constitutional. Well, they 
never lost their jobs. Some of them did. But I was 
involved with it on the periphery with these musicians. The 
musicians, every one of them, are American citizens. 

I'll never forget the pressure that was put on this 
Catholic institution, on the nuns, who were just nuns at a 

465 



girls' school. To their everlasting credit, most of the 
nuns, including the president, backed me. They [detractors] 
said, "How can you have a man on the faculty"—I was on the 
faculty then--"who is organizing chamber music played by 
people who gave the Fifth Amendment as an excuse when they 
testified before the committee?" Tremendous pressure. And 
McCarthy was there, you know. And the bishop here didn't 
help any. I'll leave him nameless. It was very divisive. 
"Well, but Mr. Reher is one of our faculty." "Yes, but you 
can't put the name Marymount College on the same page with 
some of these people." I won't mention their names here, 
except to note they were vilified. I know now I can talk 
this. I mean, it's all historical; everybody knows about 
it. Hysterical, really, when you come right down to it. 
But there was such a paranoia—and not only among this 
group that was sponsoring our chamber music. 

I didn't put [the ensemble] on the stage. I wanted it 
informal. We had it on the side, we had a beautiful lamp 
there and it was in elegant surroundings. That's a very 
well-polished building down there. The nuns used to shine 
the floors. It was very elegant. And I must give them 
credit. They were conservative by nature. They depended 
on the certain clientele to sponsor them in their 
educational endeavors. They never did anything to cause me 
any grief. But we got to know them. Eventually we gave 
up [the chamber concerts] in '57, '58. I gave up managing, 
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not knuckling to the pressure, because by that time the 
committee had come through and finished its work. 

But take the case of Victor Gottlieb, who was married 
to Eudice Shapiro. Now, I knew Victor Gottlieb from the 
Los Angeles Chamber Orchestra, the previous Los Angeles 
Chamber Orchestra, not the one that's there now. We 
played concerts in Royce Hall, again, with Byrnes and other 
conductors. But he [Gottlieb] was the principal cellist. 
He was fired from his studio here because he simply 
refused to answer all the questions of the committee and 
plead the Fifth Amendment. Two years later he took it to 
court, and three years later a settlement was made that he 
not only was to get his job back, but he was supposed to 
have his pay as principal cellist at one of the major 
studios, which I'm not going to mention now. And he 
collected that huge sum of money. Of course, he's gone 
now, but he was vindicated to that extent. So were a lot 
of the professors that were attacked for pleading the Fifth 
Amendment. It came to that too. But this was a State of 
California oath, wasn't it? I can't remember the details 
of it. 

But at that moment, I was doing a lot of lecture 
recitals, you might call them, with Anne, all over. We 
got all kinds of bookings through [an] agent. We had an 
agent. We performed in the spring, once, down here at the 
old Figueroa Playhouse, which is now the Variety Theatre. 
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And all the program chairmen of the women's clubs all over 
the state came, and they put in bids. We got fifty to 
sixty engagements a year. We went up to Berkeley—all over 
the state, you know. It didn't pay much, but we had a good 
time. This was a kind of a program in which we kind of 
compromised. I didn't play full-fledged works; they were 
arrangements for viola and piano. We talked about the 
history of music in Vienna--it was a very popular program: 
Gaelic music and folklore; Christmas customs and carols; 
humor in music, and all kinds of things like that. 
Different programs which Anne, I think, had researched and 
done the script for, and then we performed together and we 
took turns speaking. Had a lot of bookings in Orange 
County and you know how Orange County was at that time, 
during the McCarthy hearings. There were three clubs that 
cancelled their contract which I had written with them 
because "Mr. Reher is; associated with the United Nations 
or with musicians who had appeared before the Committee 
on [Un-] American Activities of the United States House of 
Representatives." It wasn't my living, but I was per-
secuted that way, at that time, in contrast to the perse-
cution that I received before going into the service. It's 
not a very pretty history, but the people in the first 
instance, I mean in radio, when I was attacked for being a 
fascist, the Jewish people stood in back of me. In the 
second instance, when I was attacked as being a communist or 
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a communist sympathizer, the nuns—not all of them, but 
most of them that counted—stood in back of us. And I'm 
very grateful for that. I don't know how I would have 
survived these two instances had it not been for these 
people who stuck their necks out. After all, the musical 
director of the Lux Radio Theatre or the president of the 
Marymount College—they had to represent two divergent 
points of view, were very powerful. "Sven Reher, you know, 
he's expendable." But not to them. And I must publicly 
give credit to both these areas, Marymount College in the 
1950s and Lou Silvers and his friends and associates in 
1940; in the radio. All right now—yes, I did play a lot 
of chamber music. 
BERTONNEAU: You also wrote music criticism in the 1950s. 
REHER: Oh yes. Yes, I wrote music criticisms. Now it's 
bringing it back to me. It goes hand in hand with some of 
this. I wrote music criticism in the late forties for a 
catholic newspaper, right after I got my job at Marymount 
College. It was a part-time college, a junior college. 
I got the job teaching music history and things like that 
and I'll never forget how nervous I was when I gave a 
lecture to the whole student body. They asked me to do 
that and I did it and I came through it all right. But, 
eventually, I made some very interesting contacts at 
Marymount through my music, and I remember one of the 
girls in my class was Rose Osmena. She was the daughter of 
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one of the Philippine presidents. Then I met Carlos 
Romulo, who was big on the United Nations, because he was 
also a friend of Marymount. So I met a lot of interesting 
people. I met Irene Dunne. I can't begin to describe for 
you the interesting people that I had contact with. 

But Anne had the idea: "Why don't you write some 
music criticism." She helped me. At first, I had no 
contact at the Catholic newspaper here. I wrote them and I 
must say this. I thought my criticism and comments are 
valid but if you are going to make a living as a musician 
in the town in which you think you are going to be a music 
critic, forget it. I mean, make a living as a musician, 
or make a living as an actor, and write publicly about your 
colleagues—no way, that's too dangerous. You can't do 
it. And as much pleasure as it gave me, it wasn't worth 
it. I would never do it again. I feel very strongly that 
I have the right to say things and to be a music critic, 
but I wouldn't want to be in Mr. Bernheimer1s shoes. Of 
course, Mr. Bernheimer is not making a living as a musician. 
It's as simple as that. And if the newspaper stands in 
back of him, just like Marymount College stood in back of 
me as a teacher, or like the radio people stood in back of 
me, then it's all right. But I didn't have that kind of 
backing. But I enjoyed it. Some of the articles make 
sense and it's interesting, the people I had to write 
about. I think Jose Iturbi, Pierre Monteux—people like 
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that. The articles were written, many of them, with the 
reader in mind. I tried to be clever with the printed 
word, so that it would not just be a music review. You 
know, like Bernheimer. He becomes very entertaining. He's 
an entertaining writer. I think many times he's dead 
wrong, but that's what they thought about me, too. After 
accouple of years of this, as a matter of fact, I had a 
tremendous argument with the editor about something I'd 
printed, and I will not mention that here because it had 
nothing to do with musicians, it had nothing to do with 
composers or even performances. I'll tell you off tape, 
maybe. And I resented very much what the man, the editor, 
very casually said to me. I said, "If you won't print 
that, I'll leave; the job doesn't mean that much to me." 
I think he paid me twenty-five, or fifty dollars an article. 
And sure enough, they let me go. But this was a thing I'll 
tell you after the tape has run out. 

But generally speaking, critics are important. But I 
had deadlines to meet, not so much on a weekly paper. 
(That's what that was.) But the critics that were here, 
Isabel Morse Jones, Albert Goldberg, and people like that— 
they used to write their reviews to be in the paper the 
next day. Now I think they give them a day. But, you see, 
in the old days of Vienna—and I don't know if you ever 
read this book by Graf, Legend of a Musical City--it's 
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something about the Viennese music critics. It's a 
fascinating thing, because there the music of the nineteenth 
century took ten days to write his review or summation of an 
important event or new work. And that's how this tremendous 
enmity rose in Vienna between the classical romanticists 
and the Wagnerites, between Eduard Hanslick, you know, being 
on the side of Brahms [and] the classical romanticists and, 
of course, Richard Wagner who wrote words superbly as 
well as music. And it's always amusing. You know the 
opera, Die Meistersinger, the Beckmesser thing, ridiculing . . . 
BERTONNEAU: As a matter of fact that Beckmesser character 
was originally called Hans Lick. 
REHER: Lick, right. Exactly. Anyhow, that's very amusing 
to me. But those critics thought their things through and 
had time. The American press does not have that time. 
You know, you say something, you write it on the way home, 
or you write it and then you call to the editorial room, 
you phone it in. It's got to be half-baked. It's very 
difficult to do that. Writing is not easy. Writing music 
is even more difficult. But I'm glad I experienced it as 
a music critic. I might say this, I very rarely read 
music reviews. I'm always interested to see what they 
say about me if I perform, but it's gotten so that I have 
seen music critics destroy young people, especially, with 
comments in the press which completely devastated them and 
finished them as a career. Promising people. Obviously, 
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that wouldn't affect me now, or it didn't for many years, 
but it's still not very good, because people when they 
read something they tend to believe it. I don't care how 
intelligent they are. Who was it—Will Rogers?—that said, 
"I don't believe what I read in the papers," or something, 
or "Don't believe what you read in the papers?" I don't 
know, but it's true. Most people who are well-educated and 
musical read a review, and someone says, "Well that was 
badly done," and then they believe it. They should go 
there themselves and hear it. But we are not that way, so 
I am very glad I had the experience; I admire people that 
write thoughtful articles. I'd much rather read an 
article by Bernheimer about opera in Italy or opera in the 
nineteenth century than I would his music reviews, as 
cleverly as they are written. There's nothing wrong with 
that. He writes beautifully; but by nature, if you say 
something dogmatic like that, I think it's presumptuous. 
Anybody can come out and say, "I think that is badly 
phrased." For instance, I like [Arthur] Grumiaux's 
interpretation of the Beethoven Violin Concerto better than 
Heifetz's. That's my privilege. But I can also tell you 
in long detail, Tom, why. But to have somebody come out 
there who's not anything to do with string players and just 
make comments—it doesn't seem to stand up to scrutiny. 

So the music critic is with us. If he's destructive, 
he's doing a disservice to the organization. If he's 
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constructive, that's fine, especially with the young 
person. I think it's a terrible thing to take a young 
person apart in a public performance, whether it be a 
theater or what, because it can ruin a career. They put 
so much stock in the New York reviews. I'm so glad 
personally that the New York Times, in 1977, printed a 
piece about my recording of the Hindemith Sonata for Solo 
Viola opus 2 5 #1, and about the Hindemith anthology itself, 
and Mr. Peter Davis was very flattering to me. He didn't 
know me; he heard the record and compared it to other 
records in the sets. And to see that in the New York 
Times, which is an illustrious paper—that took a lot of 
thought. That was not what you would call a review of a 
concert. It was a commentary on this series of recordings, 
which I am very grateful for. 

Although short-lived, it [my career as a critic] was 
interesting and it was hectic. Awfully hard for me, 
because of the deadline, even though it came but once a 
week. I went to several concerts, and by the time I did 
the studio gigs, and things like that, I had to have at 
least two hours to write that piece, two or three hours 
to get it typed, you know, and it's not even easy. I don't 
want to just put out something. Just like Dr. Vincent told 
me, don't just write anything, because it's going to be 
there to stay. Well, newspapers don't stay like disserta-
tions, but it is true, when you put something in writing, 
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it should be thought through. 
But all said and done, Tom, music to me is performance. 

And to me, the most important aspect of music is the 
composer. I've already emphasized to you how grateful I 
am to be able to play these masterworks. 

Now, Kurt, in the fifties, was in the studios with me. 
We were both under contract at Twentieth Century-Fox for 
ten years, and Marshall Sosson was under contract at 
Columbia. Well, we still had time off so we could pursue 
our piano quartet work with Leonard Stein, or our trios,;, 
Los Angeles String Trio, and play these concerts. But 
gradually, in the union, there was a movement afoot, and 
this is of course another big dramatic thing that happened. 
In 1958 the contracts broke up. And, simply, there was an 
element—I could mention names but I will not—but there 
was a group in the musicians union that were working, 
(actually, who were under contract at the various studios) 
who didn't want contracts. There was an annual salary 
which we got which was nice. But you may think it odd 
that today I am very happy there are no contracts. I 
don't like to be tied down to one person. This is a 
little difficult for young people to realize, that the 
security of employment in the Los Angeles School District 
doesn't mean that much to me, because I'm still beholden to 
the taxpayer or to the Los Angeles School District, or 
whatever. When you get to be my age—well, I can afford to 
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speak that way now because I'm a freelance. I have so many 
different people that want my services that if I don't like 
them, I don't have to take them. But it came to a crunch 
there. Do you mind if I talk about this? 
BERTONNEAU: Oh, no, not at all. 
REHER: Because this is a thing that we haven't talked 
about yet, and you have the documentation. [The union] 
almost broke up. Now, this local was founded back way 
before my dad came here in 1914. It almost broke up in 
1959—'58, '59, '60. Very crucial years. This was, you 
know, the end of the McCarthy era. Nerves were raw and on 
edge. Musicians of different persuasions were rubbed 
against each other, and it became divisive. The have-nots 
and the haves were tugging at each other, you know. And 
Nixon was on the scene as vice-president, and it didn't 
help the situation, not specifically with music, but just 
generally. There were tremendous feelings in general of 
"I'm against you—I'm for you." Well, this happened to 
our union, because the group in the studios that were 
under contract—some of them; I was not one of them— 
organized what they called the Musicians Guild. They said, 
"We will make our own negotiations with the motion picture 
producers. We will organize a guild and we will let our-
selves go from the national because the national isn't 
doing us any good in here." And there was a movement 
started in New York, Chibago, but they never were able to 
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get together. It was a very dangerous thing, because, you 
know, the musicians' union is kind of like a guild anyhow. 
It's not a union like the longshoremens or, you know, the 
Teamsters. But there was this element that broke away, 
and for a while I belonged to two unions. They said to 
me, the guild people, "If you want to continue to work in 
the studios, then you must join this guild." Well, we 
joined it. "But you don't have to quit the other." Well, 
eventually, I'll never forget, we picketed in front of the 
Pantages Theater, because of the fact that the music 
producers were taking the music to Mexico. You know, they 
weren't even paying attention to the guild here. We lost 
all the music to Germany, Japan, you name it. Eventually 
it got together, but that was a very crucial period, in 
1960, when it was almost death-knell [for the union]. And 
that all came about because the Music Performers Trust 
Fund, too, had something to do with it because we were 
giving money to Tampa Florida and to other places where 
musicians were out of work. It's not bad, but it was 
abused and the power was with the locals who overwhelmed 
Los Angeles, Chicago and New York. Each one had one vote. 
Tampa, Florida; Decatur, Illinois; Los Angeles, California; 
one of the biggest locals, New York, 802; Chicago—they 
had no more than one vote in the board of directors at 
their meetings, so this brought the power, and this is 
what this little guild was trying, only it didn't work out. 
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Eventually the guild took over the union. In other words 
they got many new things, pensions and things, going. 
There's where the union had sat on their hands. It was a 
good movement in a way, but it was divisive and destructive 
in the time it was happening. [It is] difficult trying to 
raise a family, and music is a precarious thing to begin 
with, and then to have to contend with these political 
things in the unions made it even that much more difficult. 
But again we survived it, and music survived it, the 
Philharmonic survived it, and you name it, it's still 
going. You can't keep music down. I don't care what you 
do, it's there, and we've got a tremendous thing going in 
this city of Los Angeles. And I think the next time we 
speak we can go from chamber music to some of the orchestras 
in the communities and the Philharmonic today and the 
things that are current. 
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BERTONNEAU: The first thing that we're going to talk about 
this morning is your involvement with the many community 
orchestras that have been active in the Los Angeles area 
over the past twenty-five or thirty years. 
REHER: Yes, Tom, in looking over the list it makes me 
realize there are many and that I participated to some 
extent in each of their seasons. I will mention some with 
which I was connected for several seasons. But, generally 
speaking, the community orchestra in Los Angeles was 
nonexistent in the thirties and in the forties. When I 
was in the Philharmonic Orchestra, there was no such thing. 
There was no money for it. The only activity outside the 
Philharmonic, of course, was the WPA Orchestras, in which 
many of my colleagues got their start. But after the war— 
I'd say around 1950—there was a great wave of community 
orchestras which grew. Los Angeles, of course, became much 
more metropolitan, spread out, and the need for these 
orchestras was obvious. The financial impetus was really 
given to it by the union. They had a trust fund which was 
established, I think, by James Petrillo, or someone like 
that, in which the recording industry contributed a small 
fraction of I its] income or money to each local, or to the 
federation, and they allocated it to the locals for 
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distribution to produce and put on events which normally-
do not fall in the scope of the Philharmonic Orchestra, 
and also to give people in various areas a chance to hear 
music. I might add here that most of these orchestras do 
not do anything that you might call very contemporary. 
There just isn't enough time. The community orchestra 
consists primarily of people from the community, usually 
enhanced with the addition of some professionals in key 
sections, wherever they may be weak—and it's usually in 
the strings. The string sections always are weak because, 
somehow, the string instrument is more difficult to master. 
You can always get wind players and brass players to fit in 
these community orchestras. Sometimes they are college 
students, sometimes they are people that live there, but 
generally they're good. 

BERTONNEAU: Do you think it's also a possible cause of 
the weakness of string sections that the amateur player 
simply doesn't possess an instrument as [fine] as the 
professional? 
REHER: I wish I could say that, Tom, but it's not quite 
true, because Itzhak Perlman, for instance, could make a 
box sound as if it were a Strad. But sure, having a good 
instrument is very important, as we found out here in the 
Philharmonic, where, through the kind generosity of certain 
philanthropists, like the John Connell Foundation, they 
purchased many fine instruments which were then given to 
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the orchestra members to use on a loan basis. It's 
just simply a matter of ability on the instrument. The 
string instrument is difficult, and if one does not practice 
it or play it almost every day, you lost touch with it. 
It's very easy to lose touch with a string instrument. Sure, 
the lip goes for other instruments, but that comes back 
quicker. But somehow, the contact of the bow and the 
strings has always presented difficulties. So it's not a 
matter that they don't have the instruments. Indeed some 
of the people that play community orchestras are very well 
off and they have better instruments than many professionals. 
But that doesn't seem to help very much. Now, the purpose 
is fine, and I'm not going into the politics of the trust 
fund and what it's engendered since then—a lot of trouble 
and a lot of criticism. I speak from experience in saying 
the purpose is fine. 

One orchestra with which I've been connected quite a 
bit through the last ten years is the Brentwood-Westwood 
Symphony here in this area. Now, you might say, "Why 
would you have an orchestra of that type in this area? 
These people all live here, they can all afford to go to 
the Philharmonic." But many of the concerts of the 
Brentwood [orchestra]--in fact, all of them are played in 
the afternoon, and this gives some of the older citizens 
a chance to go to concerts—not to save the price of 
admission. But they don't like to go out at night, and 
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they don't like to drive great distances. They come to 
the Paul Revere Junior High School auditorium and then hear 
these concerts, conducted by Alvin Mills, who incidentally 
went to UCLA. 

They meet every week in rehearsal with the community 
people, and then, in the last rehearsal only, they have 
about ten or twelve or fifteen professionals come in and 
pull the thing together with one rehearsal. That's not 
easy. We've played music of Eugene Zador many times 
there. But somehow we didn't give the performance really 
the due it should. I mean, we couldn't possibly with one 
rehearsal do that; and most of this work was in manuscript 
anyhow and very difficult to read. 
BERTONNEAU: This enabled him to get a hearing which 
otherwise perhaps he would not have had. 
REHER: Exactly. He was satisfied with what he heard. And, 
of course, this is wonderful. A composer, when he creates 
something out of nothing, from blank piece of paper, and 
writes it down, whether it be very original or not, it 
still takes great effort and skill. And those were all 
hand-copied parts. And this is the difficult thing. If 
they're not well copied professionally, it makes it much 
more difficult for musicians to read. This is a big item 
in contemporary music. We must be sure that in front of us 
we have a score that is legible, otherwise the composer 
doesn't have a chance. Well, Mr. Mills and the Brentwood 
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orchestra—I think they have about four concerts a year, 
spaced throughout the season from September to May. They 
still are attended practically 100 per cent. There's no 
question about it that it fills a need. I think the city 
puts in some money to those orchestras, besides the trust 
fund. Incidentally, the Brentwood Symphony Association, 
or whatever the orchestra is, should furnish half the money, 
and that's matched by the trust fund money. That's the 
way that works. And then maybe the city or the county 
gives a small donation so that it makes it possible to put 
on four concerts. It takes much more money than meets 
the eye. But they've done it for many years and it's a 
going thing. 

I have played also in Huntington Park. Mr. Alexander 
Reisman is the conductor there. He's a cellist and he 
does a good job there. I've only played once or twice 
there. They meet in Huntington Park High School, over in 
East-South Los Angeles. There's the Valley Symphony which 
[was] conducted here by Elmer Bernstein for many years 
and is now conducted by Dr. Christianson of San Fernando 
Valley State College [Cal State Northridge]. Then there is 
the Burbank Symphony. Even though this is Los Angeles, 
Burbank is very close, and I remember there was a conductor 
many years ago by the name of Damiani, and I had the 
pleasure of being a soloist in one of those concerts, and 
I remember with Mr. Harold Ayres, a fine violinist from 
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Minnesota, Minneapolis Symphony. We played [Mozart's] 
Sinfonia Concertante for Violin and Viola there in one 
of the concerts. 

And then the Westchester String Symphony. Now, that 
was a very interesting experiment, because string players 
of all players are more difficult, as we just mentioned a 
few minutes ago. But Mr. George Berres, who was a violinist, 
and who has passed away subsequently, who was a colleague 
of mine for many years in the studies, a very fine 
musician and a very fine violinist, organized this string 
symphony, and he staged several concerts a year very 
successfully. I didn't play in that orchestra at all—but 
I was asked to be soloist with that orchestra about ten 
years ago, or eight years ago, and I played a work I'd 
never played before. It was the Concerto for Viola and 
Bass by [Karl] Ditters von Dittersdorf. I don't know if 
you know that, Tom, or not. Ditters von Dittersdorf was 
not what you would call a major composer of the classical 
period, but his is quite an unusual combination of bass 
and the viola. Mr. Mike Rubin was the bass player. He 
has been in the Philharmonic, and he was also in the 
studios. He became contractor of one of the studios here 
(and he's a good friend of mine) and we played this 
Ditters von Dittersdorf for those two instruments. I 
did the same thing here with the UCLA Chamber Orchestra 
a few years ago, with Mehli Mehta, and this time I played 
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it with Mr. Peter Mercurio who is on the faculty here in 
the music department. 

Then I also had the experience of playing in Compton 
at the Compton Civic Symphony Orchestra. I can't tell you 
when it was organized. Unfortunately, they couldn't make 
it. There's a great need for that over there. We played 
the concerts at Compton Junior College, I think, or City 
College. Of course, right now that street is Artesia. It's 
filled with all kinds of Japanese companies and electronic 
things, and it's not a slum area, but the need for music 
there is very important. Miss Frances Steiner, I don't 
know if you've heard of her. She's a cellist and she used 
to be principal cellist with Temianka here. But she is a 
teacher, I think, at [Cal State] Dominguez, and a very 
fine cellist—and probably one of the first women conductors 
around here that has stuck with it. She did everything she 
could; she hired very few professionals. She did ask me 
to come in on several seasons there, and the concerts were 
on Sunday afternoon. They were rather well attended, but 
not like Brentwood. They were open to the public, free, 
and those men and women on the committee had a very diffi-
cult time to raise money. That area, shall we say, is 
not what you would call very affluent. But they love 
music, and they had this orchestra play, and they brought 
their kids. Of course, it was something that should have 
been fostered. Why it no longer exists I don't know. I 
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left the orchestra. I didn't go back there in the last 
two or three years, not because I didn't want to. It was 
a long trip, but I always thought it was worth it. Miss 
Steiner had asked me to do that; but I don't think it's going 
on now. I think that she has now organized a symphony 
called the Carson Civic Symphony Orchestra. I played one 
concert there, too. Well, that area too is having its 
problems. All these little groups in surrounding areas 
deserve better than they're getting. 

Should music be sponsored by cities, by states, by 
countries, or should it not? Very difficult question. In 
Europe, of course, we know it's a standard thing. The 
Berliner Staats Oper is sponsored by the state, by the 
Deutsche Bundes Republik. Many other orchestras in Austria 
and in other countries are sponsored by the cities: Die 
Stadtische Oper in Berlin, that's the municipal opera. So 
the people there, they pay tax money for that, but they 
never complain about it. If they do complain, they are in 
a minority. Now, you don't get into those events free. 
[It's] very expensive to go to the opera in Berlin or 
Dusseldorf or Mannheim or Stuttgart or Wien or in Salzburg, 
you name it. But it's sponsored by government facilities 
and tax money. In this country we've never had that really, 
on a big basis. We're getting more of it now like through 
the endowments of arts—not actually state money, but it 
is state money. But I wonder sometimes whether the city 
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should be involved in that. Somehow, in the case of the 
United States, politicians get into the act. We've had 
politicians in Brentwood. We've had politicians in 
Compton, you know, that come from that area. Then they 
claim credit for all these things. You'd be surprised how 
few of them actually did much to organize those orchestras. 
They came there when it was a fait accompli—and then it 
involves politics. There are commissions that have to 
trim the budget and, of course, the first thing to go are 
the libraries and the musical events and the museums. I 
don't know how you feel about it. I almost feel we don't 
need it as much; or, if we do need it, it's awkward for 
America to accept the concept that we should put part of 
our tax dollar into something that goes on at the Music 
Center which could well afford to be sponsored by people 
with means—which it is, now. The budget of the Philharmonic 
and the Music Center—astronomicalI Oh, I think there was 
a $25,000 grant from the city but that's been cut out. 
Every bit of it, aside from matching funds from endowments, 
has been raised by people. Of course, they have a motive, 
the sponsors of the Music Center, and the Mark Taper 
Forum, and all these other things, the Ahmanson Theater and 
the Philharmonic Orchestra—they have a motive. Why do 
they give this money? Well, it gives them publicity and 
prestige. They get their name in the paper, to be crass 
about it; but that isn't all. Somehow, they like to do 
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things with their money and in this way, of course, it's 
a tax write-off. But that's the way it is in the United 
States and we've done very well with it. I personally 
prefer not to have cities involved in producing, because 
they want to decide the programs. In Europe they don't 
meddle with those things. 
BERTONNEAU: Let's talk about the—I guess we can still 
call them community orchestras, but they're on a different 
level, I think, than the ones we've been talking about. 
These would be the Pasadena Symphony and Henri Temianka's 
California Chamber Symphony. 
REHER: You're right, and I think I'll begin with the 
Glendale Symphony Orchestra which has been under the 
direction of Mr. Carmen Dragon, who I have known for 
twenty, twenty-five, thirty years. I used to make all his 
old records with him of transcriptions. His programs have 
never been very innovative. It's been very standard, but 
you also must take into consideration that it's not 
because Mr. Dragon doesn't know better. It's because of 
the audience. The Glendale orchestra has been in existence 
for many years. I was in it about five or six years in 
the early sixties, or maybe ten years. I don't know. Off 
and on. It was an orchestra which gave about four, five, 
or six concerts a year, and they were usually given at 
the Glendale High School auditorium. It was indeed a 
community orchestra, and originally only a few professionals 

488 



were asked. Then it became gradually more and more a 
professional orchestra. A group from the studios, who were 
very fine musicians, decided they wanted to play good 
music, and they got together and they had--Mr. Amerigo 
Marino, I think it was. He's now conductor in some 
southern orchestra, Birmingham or something. He got these 
professionals and that's when I started playing with them. 
It became all professional. This, of course, didn't sit 
well with the community because Glendale, or any other 
community, likes to have their own people participate. Well, 
it was taken over and gradually grew until finally the 
organization behind the Glendale Symphony was able to 
induce the interest of Mr. Heft, who was the president of 
the Glendale Federal Savings and Loan, to become a sponsor 
and he indeed put it into the map. In fact it was his 
money and everything that brought it into the Music Center. 
Mr. Dragon had a big name, and in this way they became very 
good friends, and they were able to stage these very 
expensive concerts at the Music Center with an all 
professional orchestra, with some of the best in town. I 
might say here that Mr. Phillip Kaghan, whom I've mentioned 
before, was a personnel manager and he always was able to 
get the best. He was also involved at Paramount and other 
commercial enterprises. He was able to get the best 
through indirect pressures, you might say. I don't accuse 
him of that. He's a delightful person, he's now in his 
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eighties, magnificent, but he could always get a wonderful 
orchestra. He was the personnel manager. And the Glendale 
Symphony moved into the Music Center. We also had televi-
sion telecasts of Christmas programs where we had popular 
singers who came in, and the orchestra would play 
arrangements of Silent Night, Holy Night, and some of that. 
But it was very popular, sponsored by the Glendale Federal 
Savings and Loan. It was a kind of a commercial enter-
prise. The concerts at the music center were always well 
attended, magnificently, but a completely different audience 
than that found in the Philharmonic Orchestra with the 
Music Center concerts. I remember when I played in the 
Music Center with that orchestra they bussed people in 
from Glendale, citizens, and they were able to come into 
the concerts. They were not open to the public free. They 
cost money and were difficult to get. 

Now, that brings us to other organizations. I enjoyed 
my tenure there. I learned a lot. I did not play much 
new music there, but I played with a lot of my colleagues 
who were fine musicians. But about five years ago I was 
given the opportunity to join the Pasadena Symphony Orchestra, 
and this is under the direction of Mr. Daniel Lewis who is 
a teacher, professor of music at USC, a magnificent 
conductor, himself a fine violinist in his earlier days, 
who knows the music backwards, has the respect of every 
musician. And the orchestra is magnificent, Tom. Have you 
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ever had a chance to hear it? 
BERTONNEAU: Oh, yes, I have. 
REHER: These young kids come from SC and other universities, 
and play auditions to get into this orchestra. Completely 
professional. They do, however, have students in the 
sections—for instance, of twelve violas, eight would be 
professionals and four would be student chairs. But even 
these student chairs—and this applies to every section— 
even these people got in by auditioning and could only 
stay for three years, I understand. What magnificent 
players I It is a pleasure to play with a group of people 
who are young, vibrant, capable. They make mistakes, but 
they're young. I mean, you can't have experience. But 
we do have seasoned people scattered throughout the orchestra. 
The wind section and the brass section are magnificent. 
We have leading players from the studio orchestras, and we 
do have good programs. We've played the Symphony in C of 
Stravinsky, we've played Benjamin Britten, we've played 
all kinds of works. In fact, I told Mr. Lewis once, 
there's never a concert that goes by that doesn't include a 
work that I have not played personally. Now that doesn't 
say everything, because I have not played every work. But 
it's nice to go to an orchestra where you know there's 
something new, and it's attractive. Of course, Mr. Lewis 
is superb. He knows how to rehearse. This is one of the 
most important parts of a conductor. He has to know the 
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score, he has to know how to handle people, he has to know 
how to rehearse. He is indeed one of the best conductors 
I've ever played under. And sometimes I wonder why he 
hasn't moved on to more glamorous places. He probably 
could, but he likes the student scene. He likes young 
people. I can say nothing but praise for the Pasadena 
Symphony. Of course, the audience has been growing. We 
play in the Pasadena Civic auditorium, and the orchestra's 
attendance has been growing. There is tremendous rapport 
between the board of directors and the people in the 
orchestra, between Mr. Lewis and the personnel manager, Mr. 
Jack Pepper. The manager, Jeff Prauer, just left. He's a 
youngish fellow, and he just got a job in the Minnesota 
Orchestra. In other words, it was a great stepping stone 
for him, but he did a wonderful job with the Pasadena 
Orchestra. It's a delightful place, and you'll never hear 
a bad performance of the Pasadena Symphony, and always 
interesting music. 

In the Music Center we have also Mr. Roger Wagner from 
our campus [UCLA], who has installed his own master chorale 
there every year since the Music Center was founded. In 
fact, I've played with Roger's orchestra off and on for 
all those years. Roger Wagner is absolutely superb in 
vocal music. His chorus, the way he handles it and the way 
they sing, is magnificent. I love to play concerts which 
involve choral works because, somehow, it adds to the whole 
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scene. It's not only instrumental. It's great music but 
also with the human voice, and those people take hours and 
hours of disciplined rehearsals. Mr. Wagner is not an 
easygoing conductor. He's difficult and he has learned 
very much how to handle instruments. There's a difference. 
A man or a woman that can handle voices cannot necessarily 
transfer that genius to the instruments. It's a different 
thing. The beat is different. I remember when Mr. Wagner 
got started about twenty years ago, how little he knew 
about the orchestra domain. But he was interested to 
learn and he gets fine musicians to play these, you might 
say, casual jobs—it's not community—in five or six 
concerts a year. I feel it's a privilege to be asked to 
play the B-minor Mass or some great oratorio. That is one 
of the nicest things that I can do, that and playing in 
the Pasadena Orchestra, in which I am a regular. 

Then, some of the community orchestras, I understand, 
even have concerts in the Music Center. The Brentwood 
Orchestra once was in the Music Center. I think I missed 
that concert. Then other orchestras came in—like even 
Downey—and did their concert there. I don't know where 
they get the money to do that but, of course, it's a showcase 
for the conductor. They don't really belong there, but 
they come there. The Glendale Orchestra belongs there 
because they paid for it and they are qualified to be 
there. The Pasadena Orchestra doesn't do that. They stay 
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in Pasadena at least giving the semblance of a community 
orchestra. They have such magnificent parties after the 
concerts, in those beautiful homes in San Marino. I have 
so many friends over there. 

Then I'd like to mention with great affection and with 
great respect the California Chamber Symphony. This is 
an orchestra which consists mostly of strings, a very 
small group, three or four violas. I always say violas 
because I'm a viola player, but that gives you the size 
of the orchestra. Maybe there are ten violins, and four 
cellos, one or two basses, that kind of an orchestra, 
sometimes augmented by a few winds and even brass. But 
mostly strings. They play a lot of baroque music and 
classical music, divertamenti of Mozart. Mr. Henri 
Temianka himself [is] one of the finest violinists that 
I've ever had the pleasure of meeting. I'll never forget— 
Mr. James Dunham was principal viola of [the orchestra]. 
Once he had to miss a concert and I was principal for that 
concert. The concerts are here in Royce Hall, which is 
one of my favorite auditoriums, as you probably can well 
imagine by this time. One of the works was the Beethoven 
Septet, and Henri—Mr. Temianka—always likes to play the 
violin when he can, you know, when he has the opportunity, 
instead of conducting, which he does not do as well as 
playing the violin, and I'm sure he will be the first to 
admit that. But he's interesting. That evening I sat 
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right next to him, because the Septet has a violin, a 
viola, a cello, a bass, and three winds. It's a fantastic 
violin part. Absolutely fantastic. That last movement, 
those cadenzas that were written by Beethoven—he sat down 
there and played that violin as if he'd been doing nothing 
but playing violin his entire life. I know he practices, 
but it's incredible what that man can do with a violin. 
He has very interesting programs. His programming is not, 
shall we say, innovative, but I think we played the first 
performance of one of the Shostakovich symphonies here. 
BERTONNEAU: Was it the Fourteenth? 
REHER: Yes, the Fourteenth Symphony. Was that the one 
with a lot of cello? I can't remember, but I think Frances 
Steiner played a lot of cello solos in very high cello 
register. It was a new, it was a first performance in 
Los Angeles, or in California, of that symphony. Now, 
the Pasadena Orchestra has four rehearsals for each concert, 
the Glendale Orchestra has three rehearsals. The community 
orchestras can afford only one with professionals, so it 
was really only one rehearsal pulling it together. Henri 
Temianka has at least four rehearsals for each concert 
and he rehearses very carefully and very thoroughly. Of 
course, through the years, Mr. Temianka has survived the 
competition of the Los Angeles Chamber Orchestra, which 
started to come out here to Royce Hall, but it's no 
longer here. Other orchestras and events come here. This 
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is rather a center of music. All kinds of recitalists, 
operas, ballets and the like come here. Somehow Temianka 
has maintained his audience. The audiences are vital and 
loyal to him. He used to do more talking at the concerts 
than he does now because, I think, he used to call a "Let's 
talk music," or something, and he gave charming little 
insights into the background of the composers and this 
always delights an audience. 
BERTONNEAU: I like it. The critics are always very hard 
on him for that. 
REHER: I agree with you, Tom. I think the critics—Well 
we know what we think. The critics have their place. 
After all, Mr. Temianka is not conducting the Los Angeles 
Philharmonic Orchestra; he is educating. Mr. Leonard 
Bernstein did that in the East. I think it's marvelous 
because he gets the interest of the people and he says 
always something interesting and unusual. He doesn't just 
say when they were born and when they died. It's always 
something pertinent to the piece of music that's being 
played. The audience just eats it up. He has that 
[microphone] in front of him and he plays that like he 
does his violin—magnificently. Of course, indirectly, 
he raises more money for that organization. He's a fantastic 
money-raiser whether he knows it or not. He's a fantastic 
musician and a wonderful raconteur. He doesn't overdo it, 
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but just enough to titillate the imagination and interest 
of the audience. Critics have been very harsh on Mr. 
Henri Temianka's orchestra and on him, I think rather 
unfairly. 
BERTONNEAU: Perhaps they feel he's usurping their job, 
their task. 
REHER: There may be something to that, Tom. I always 
know that the critics are going to be difficult, no matter 
how well these concerts are played. They're always picking 
apart how he conducted or what he chose; [they say] he 
talks too much. It's easy to criticize. It's another 
thing to get up there and do it, and there's nothing wrong 
with embellishing good music if it's done with taste, 
with a little explanation. For instance, if I go to a 
museum and see a work of art; if some, shall we say, 
specialist in that field of art comes up and says a few 
words, like in the Prado Museum in Madrid, about the 
certain group of paintings, I'm fascinated. I don't want 
just to look at Goya. I want to hear a little bit about 
it. I think that's true of music and I think music is an 
even more difficult thing to put a handle on for an audience. 

We have some innovative programming with Henri, but 
generally, I would say his music is of the established 
masterpieces, well-played. One of the reasons I like to 
play in it is the fact that it's a small orchestra. 
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Everybody is a soloist. When we play the Brandenburg Third 
we use three violins, three violas, three cellos. It's 
soloists, you know? 

You say, "Well why, why do you care?" The graveyard 
of a string player is a symphony orchestra, and that's a 
strong statement to make. I do not believe that I would 
ever want to make a career of playing just in a symphony 
orchestra. It just isn't worth it. You are buried, and 
when you do play a chamber orchestra, it's the closest 
thing to chamber music that you can come by that pays a 
little. I might explain this. All these concerts are 
minimum. The easier the music, the more it pays. We 
play a string quartet concert for practically nothing. 

A chamber orchestra concert takes tremendous concen-
tration. The most difficult thing is if you have two 
players on one part. That is very difficult. It's better 
to have three or one. But two is deadly, because there 
it's one person's opinion about intonation against another— 
both perfect musicians. But there is in string playing 
that little fraction, and if it gets out of hand, it sounds 
miserable. If you have bigger sections, like symphony 
orchestras, there's big colors possible. The musician 
likes to play chamber orchestra works. It's musicians' 
music. I think that Mr. Temianka deserves tremendous 
credit for this series of concerts, as does the Los Angeles 
Chamber Orchestra. I've never been involved with them, 
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but Mr. Neville Marriner did a wonderful job downtown, in 
competition to California Chamber Orchestra. They're 
still in existence; they do more than the California 
Chamber Orchestra does. 

But I have been in [Temianka1s] chamber orchestra for 
about seventeen years, in two segments. I might explain, 
and then I'll keep quiet about that. [Temianka] hired me 
and then he suddenly got something going—he fired 
everybody. And I'll never forget that, and I'm sure he 
would bear me out on this. He fired me along with a lot 
of eminent musicians like Paul Shure, Mitchell Lurie—you 
name them—the best in his orchestra. He wanted a change. 
So he reorganized. I don't know what he did then. I was 
out of it for three or four years. Suddenly, I get a 
phone call one morning. "Sven, this is Henri." I said, 
"Henri who?" (I knew exactly who it was; I could tell by 
his accent.) "Henri Temianka. Would you do me a favor?" 
I said, "It all depends on what it is." "Would you mind 
coming back to the California Chamber Orchestra as 
assistant principal and helping the viola section? I 
was very unhappy with the violas this year. It's the 
last concert of the season and we're playing a work that I 
know you know so well, Die Grosse Fuge, by Beethoven." 
I said, "But Henri"—or Mr. Temianka, I called him—"you 
fired me once." He says, "Yes, I know that; I know that 
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and I'll explain that to you sometime. But really, do me 
a favor. Come to this concert for this set of rehearsals, 
and help us out, because you do have a handle on chamber 
music and you do know this work. I know you do." So I 
played the rehearsals, and it was a completely new 
orchestra, a lot of young people. He's always getting 
young people he's auditioned. The concert went off a 
smash. The next morning at nine o'clock he said, "This is 
Henri." Well, by that time I expected Henri probably would 
have called me. "I want to thank you, Sven, for your 
cooperation last night; it was a magnificent concert and 
I give you a lot of credit for helping to pull it off." 
I say, "Well, that's very nice of you to say that, Henri. 
I appreciate that." He says, "Furthermore, Sven, if you 
want the job from now on, to come back as a member of the 
chamber orchestra—as assistant principal—I'd be 
delighted to have you." I said, "Well. . . ." And he 
said, "On your terms." Now, he didn't mean financially, 
obviously. But he was very nice to me. I said, "Well, if 
you put it that way, it's rather disarming, Henri—I think 
I will come back." This was about five years ago. And, 
of course, ever since that time I've been back and I've 
enjoyed it. He's still up to some of his tactics, but I 
like it. He does a good thing. 

I might say this as a kind of capping statement here, 
that I first met Temianka at the Berlin Hochschule in 19 30. 
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BERTONNEAU: I think we completely missed him at that point. 
REHER: Well, he's a little older than I am. He was a 
student of Carl Flesch at the Curtis Institute in the 
twenties. He himself was born in Scotland, I understand. 
He was giving concerts at that time and he came into the 
master class of Carl Flesch who introduced his then young 
protege from America who is now concertizing. He was 
introduced to the current master class, of which I was 
a member. That's how I met Henri. I told Henri that 
story five or six years ago and he was delighted. So I 
have known Henri Temianka for probably longer than anybody 
in town here. I knew him from that time on. That's a 
long time. And there's no question about Mr. Temianka's 
musicianship. But he has more than that, as we've just 
explained. 

Now, I might mention here that in San Luis Obispo, 
which is not far from here, every summer there is a 
festival. They call it the San Luis Obispo Mozart Festival. 
It also has people from the town, students from Cal Poly, 
and some professionals from Los Angeles who have the 
leading spots. We get together and we play not only 
Mozart, but Haydn, and sometimes modern works. We've had 
some very good soloists and we're playing some Bartok this 
year. We meet for a week, and we live in the homes of 
citizens there. I've been up for seven or eight years. Mr. 
Cliff Swanson of Cal Poly is the guiding force behind this 
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and we usually have one or two concerts in [Mission San 
Luis Obispo] with a chorus, which is also led by one of 
the professors of Cal Poly. We've done the "Coronation" 
Mass of Mozart and things like that. So that about winds 
up my activities. We've talked about chamber music, 
chamber orchestra, symphony orchestras, community orchestras 
and, of course, I've done a lot of free-lance recordings 
here. 

BERTONNEAU: Why don't you say a little something about 
[William Malloch's arrangement of Bach's] Art of the Fugue. 
REHER: The Art of the Fugue is a work written by Bach, 
not for any specific type of instrument, but to show off 
what Bach could do with a theme. It's a magnificent work. 
It's been arranged and arranged and arranged. Bill Malloch, 
formerly of KPFK, has made a magnificent arrangement. 
[The producer was] Mr. Lincoln Mayorga, who owns Sheffield/ 
Townhall Records of Santa Barbara. He's a magnificent 
musician, a pianist. He can play jazz, he can play classic, 
he can do anything you want. He has gotten interested in 
this. He directed this recording, and we did this about a 
year and a half ago in the church up here in Hollywood, 
north of Hollywood Boulevard. We put on the fugue in two 
concerts. They had a sound truck there on those two or 
three occasions. Every night he made takes of the concert 
performance and it is now out on Sheffield/Townhall Records, 
the Art of the Fugue as arranged by Bill Malloch. Lukas 
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Foss was the conductor. 
BERTONNEAU: Yes. 
REHER: Yes. Well, he was at Ojai this year and he is an 
excellent conductor. He was the conductor of that 
particular performance. It is now a two-disc album and 
very well done. You may comment and criticize Mr. 
Malloch's arrangement of it, but that's beside the point. 
It's interesting and viable. 
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TAPE NUMBER: TEN, SIDE TWO 
JUNE 25, 19 7 9 

BERTONNEAU: We're going to talk about making music for 
the movies. 
REHER: Tom, in the first place I'd like to say here publicly 
that you're a wonderful interviewer. You give me latitude. 
You give the person that's being interviewed latitude, 
yet you ask pertinent questions, and you know how to 
handle the situation very well. 

Tom, I haven't alluded much to my commercial activities 
in Los Angeles, but I have indeed participated in movie 
music, in records, in television music, and in radio music. 
I've already talked about radio to some extent, which was 
also commercial, in some instances. But when I look at the 
list of people with whom I was involved through the years 
in Hollywood, making movies, making records, it is abso-
lutely a list of who's who of those people. I will only 
attempt to mention a few, because I know I'm going to leave 
people out, and I'm going to commit sins of omission, 
which is too bad, and I'm very sorry about that. For 
anybody that ever happens to hear this or read it, I 
apologize to many wonderful people, and this includes the 
countless number of my "buddies" in the many orchestras I 
have played in—the un-named artists in all sections of 
the orchestra. 
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I might say here that of all the crafts in Hollywood, 
you can hold your head high about music, because the person 
that's involved in the making of music, the playing of it, 
the constructing of it, the writing of it, is magnificent, 
has always been of the highest quality. Obviously, 
producers and other people involved have a lot to say about 
it, and sometimes restrict the activities of composers. 
It all boils down to the fact that if a composer or a 
conductor of movie scores becomes so famous, then he can 
dictate what is going to be. In some instances that has 
happened, which is good for music, because only the best 
musicians are asked to play in recorded music. If you 
make a mistake, or something goes wrong, it can cost 
thousands of dollars on the budget of the film—which, 
incidentally, is infinitesimal compared to the money 
that's spent on the rest of the movie or the rest of the 
record. What the musicians get is peanuts. 

I saw a movie on television the other day and I said 
to Anne, "You know, that's the first movie that I ever 
played." And it's nice to remember that, because it was 
a real blockbuster. Mutiny on the Bounty with Charles 
Laughton. Herbert Stodthardt was the music director. I 
never knew Mr. Stodthardt. I never knew MGM before that. 
Suddenly I was called. When I was in the Philharmonic, I 
had some time off. The contractor at MGM called me. "You're 
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Sven Reher, I hear about you," and so forth. So I got into 
this orchestra. I made three pictures in one month: 
Mutiny on the Bounty; Night at the Opera, with the Marx 
Brothers; and Tale of Two Cities, with Ronald Colman. All 
of these things were classics. The music was magnificent. 
Of course, I was very young and impressionable, but it 
was all tailor-made. Every bit of music. I have never 
played a movie score with printed music. There is no 
such thing. I don't ever recall it. Oh, I think we 
might just take the excerpt out of Carmen or something like 
that. Incidentally--this is interesting—the music of 
Carmen was used throughout the picture by Jerry Fielding 
in The Bad News Bears. The music of Rossini was used, I 
think, just recently by Pat Williams. Some of the arrange-
ment was printed for a picture called Breaking Away, about 
bicycle racing. It's new. It's current. But outside of 
some of those exceptions [movie-music] has always been 
composed music. Whether it was composed in a style out 
of Ravel or Tchaikovsky, that's beside the point. It was 
put on a piece of paper by a composer together with the 
producer. They think these things through and then they 
arranged it for whatever the orchestra was. Sometimes it 
was for small orchestra, sometimes it was for large 
orchestra. Mutiny on the Bounty was for large orchestra, 
as was Tale of Two Cities. (A lot of strings in the Tale of 
Two Cities.) It was indeed a thrill, a fantastic boost to 

506 



my very poor paycheck of the period of the Depression. I 
don't want to be crass about it, but I think on those three 
pictures in 19 35 or '36 I made a thousand dollars. That 
was a lot of money. There was no income tax to pay, you 
know, and butter was fifteen cents a pound, so you were 
well paid. Musicians of that period were better paid in 
the commercial field than they are now. Not actually, but 
when you think of inflation. . . . 

Well, one thing led to another. I got a contact at 
Columbia pictures soon after that, through Louis Silvers, 
who was the musical director of a very famous movie 
involving Grace Moore, One Night of Love. Grace Moore was 
a fine American Metropolitan Opera star. But she was also 
a movie star in this One Night of Love. And they won an 
Academy Award for Lou Silver's score. Lou Silvers became 
the musical director of the Lux Radio Theatre, which we've 
mentioned. 
BERTONNEAU: I remember hearing his name before. 
REHER: Yes, Lou Silvers was very prominent in the movies. 
He got me a lot of breaks in Columbia, and later on at 
Twentieth Century Fox. I'll never forget—I think it was 
at Fox—the early Shirley Temple movies. I made practically 
every one of them. I don't know if Mr. Silvers was still 
there, or if Mr. Alfred Newman came in there. But I made 
those. At Universal I happened to get in on the Deanna 
Durbin pictures. You know, One Hundred men and a Girl. 
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And things like that. That was way before your time, you 
probably don't even know about it. 
BERTONNEAU: Oh, I've seen One Hundred Men and a Girl. 
REHER: Well, you know, Stokowski was involved. In other 
words, music in the days of Mr. Stodthardt and of Mr. 
Alfred Newman (who became one of the giants in the music 
recording field) was part and parcel of the movie. There 
was almost to our ears too much music. Maybe they overkilled, 
but that's what they wanted. That was the style in those 
days, to have a lot of background music. It wasn't 
obtrusive necessarily but it was there, and at times, 
when you rehear those things, like The Song of Bernadette, 
you wonder why there was so much music. Could be 
effective if done more sparsely. But that is a matter of 
style. Music is like fashion, they go, change. 
BERTONNEAU: There's a trend now to more and more music in 
the movies. 
REHER: Very well put, because a few years ago there was 
a trend against it completely. Now there's more and then, 
of course, they have the electronic things, and they have 
the keyboard types of synthesizers—all kinds of things. Do 
you remember the theremin? 
BERTONNEAU: The wailing electronic instrument? 
REHER: Yes. What was that famous picture—The Lost Weekend, 
or something? Years ago. They used that. I can't remember 
exactly what the picture was. 
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But let me just run down some of the names. First of 
all, Alfred Newman. He became a very good friend of mine, 
and he was entrenched in Twentieth Century-Fox. After the 
war years I got a contract with him for ten years, until 
the contracts all broke up. But Mr. Alfred Newman [scored 
The Song of Bernadette] The King and I_, Sound of Music, 
South Pacific, you name it. We spent hours. I tabulated 
once with a colleague of mine in the viola section how 
long each segment of South Pacific took. And I think that 
that score took sixty-five hours of recording time. 

Now, that doesn't mean that there are sixty-five hours 
of tape. That means sixty-five hours of musicians' time 
was spent and paid for by the producers. And they don't 
pay for rehearsals. It's strictly by the hour, or by the 
session, whether you rehearse or you don't rehearse. But 
Mr. Newman was absolutely for rehearsing—Carousel. . . . 
They had Ezio Pinza in one picture with all the classical 
stars of opera—oh, about fifteen years ago? Fantastic big 
thing, you know, a musical thing where it really counted. 
When Mr. Newman got on the stand, a hush went over the 
orchestra, and he had some kind of a command over things 
like, for instance, a Klemperer had, or a Giulini, or someone 
who is held in great respect. Mr. Newman got his start 
in New York playing in the theaters in Broadway as a 
pianist. He was a well-schooled pianist. He used to invite 
some of us to play chamber music with him at Palm Springs 
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and so forth. Very well known musical director. He had a 
couple of brothers Emil Newman and Lionel Newman, who 
still carries on the tradition of Alfred Newman at Fox. 
Alfred Newman passed away a few years ago. Lionel Newman 
is the musical director at Fox. Also very gifted. It's 
a very gifted family. 

I can't begin to enumerate the number of pictures in 
which I participated. And as I said, it was tailor-made 
music. Naturally The King and I_ and South Pacific, these 
were tunes that were written already, but they were arranged 
for that particular orchestra. And we went through the 
techniques. Finally it became magnetic tape and then 
Cinemascope. I must give you one little interesting aside. 
In the beginning of Cinemascope—that's wide screen, you 
know—about fifteen years ago, we had a session in which 
the Fox orchestra played a short. It [the film] was called 
The Farewell Symphony and it was supposed to be Haydn 
performing in the Palace of Eszterhazy. An elaborate stage 
was made of that, a set, you know. And they photographed 
the orchestra. We'd already recorded the sound, but then 
they had to photograph it and we played, you know, with 
soap on our bow. But I'll never forget this one sequence. 
In the Farewell Symphony, when you leave one by one, it 
winds up with only two or three musicians playing. Well, 
I was sitting on the second stand of the violas, and each 
musician had his own stand. We were dressed in satin 
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clothes with long hair and satin knee britches, very-
elegant looking, like at the Eszterhazy Palace. You were 
supposed to get up, blow out the candle, then walk off 
the stage, and they were grinding away the camera. Well, 
I don't know what happened, but on one of these takes I 
blew out the candle, closed my music and walked off—and 
then I went back because I realized I didn't get it. You 
know, its like blowing out the candles on a birthday cake. 
Well, finally I went back. Of course the director said, 
"Cut!" and the whole thing had to come to a crunching halt. 
Everybody knew that Sven Reher forgot to blow out the 
candle. You know, never mind playing the viola, but blow 
out the candle. "Cut! We're going to have to do that 
sequence over! We want no actors among the musicians." 
Well, that was very well, but Mr. Alfred Newman was 
impersonating Haydn. 

The very first picture I made in Cinemascope was 
How to Marry a Millionaire, with Marilyn Monroe, and for 
that film, the [main title] was the orchestra playing on 
the set, on the recording set. For many years I got messages 
from people all over the states, even from Denmark and 
from Mexico City, from friends that knew me. "Say, by 
the way, I didn't know you were in the movies." The 
camera must have panned right near where I was, and they 
saw me in these faraway places. Alfred Newman, of course, 
was a legend. 
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BERTONNEAU: There's some interest in John Williams. I 
know you've worked with him. Could you say something about 
him? 
REHER: I certainly can. John Williams has now become the 
modern legend. John Williams's The Towering Inferno, I 
made. I made Jaws II, Midway, Black Sunday. All kinds of 
pictures, you know, like Black Sunday, when the terrorists 
were attacking a football game. 

John Williams has somehow become the master of the 
horror movies, the terror movies. Now, I have my personal 
ideas of what I think about the subject material, but his 
music is so well done. I understand that Jaws, without 
that music, would have been nothing. I didn't see Jaws. ; 

Did you see that? 

BERTONNEAU: Yes, I did. I would say that you're right. 
REHER: Yes, people that were not musicians have said, 
"It's fantastic—whatever they did in the orchestra." I 
said, "Well, that's John Williams." There is something 
about the shark or . . . 
BERTONNEAU: He actually had a Leitmotiv so he could 
foreshadow it's appearance by music. 
REHER: Yes, he did that. Of course, John Williams is a 
gentleman, a very good musician. I played a chamber music 
concert with him at the Brand Library about five or six 
years ago, with {Israel] Baker, and I also had the 
pleasure of being interviewed with him. 
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BERTONNEAU: On the "Luncheon at the Music Center" program? 
REHER: "Luncheon at the Music Center." One time I got 
the invitation from [Thomas] Cassidy. "We'd like to 
interview you; you and your brother have been pretty well 
known in town." (I have a tape of that thing.) And, 
"We have another guest, Mr. John Williams." This, of 
course, was just before I started working these movies 
with John Williams. He met me at that chamber music 
concert, which was very propitious. And then he met me at 
"Luncheon at the Music Center," and it was just about 
the time my Hindemith record came out, the Hindemith 
Sonata for Solo Viola opus 25, No. 1, which was put out 
here by a local company, GSC, in which I have one side 
by myself. The test-pressing was just out and I got ahold 
of it from the company. I said, "I'd like to use it on 
KFAC today because Mr. Cassidy said, 'Do you have a 
recording?'" I gave it to the station up here, KFAC, and 
we were having lunch. They were playing some of Izzy 
Baker's recordings, some of John Williams's things, and 
suddenly this viola solo comes on. John Williams says to 
me—and I must say, this sounds kind of self-serving—bbut he 
says, "Gee, what's this?" I said, "Oh well, that's the 
Hindemith solo viola sonata." He said, "That's magnificent 
playing. Who's that?" [laughter] Then I had to confess 
all. Well, that didn't do bad for me. But to know John 
Williams has always been a pleasure. I didn't make all 
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those movies. I couldn't possibly begin to keep up with 
them. [Williams] has long sessions, twenty-five hours to 
record each of these films. He does a very fine job 
with it. 
BERTONNEAU: He has reestablished that romantic tradition of 
Strauss and Mahler. 
REHER: Yes he has. You're right. Of course, a lot of 
the other people that I will mention here have followed 
along. 

Now, Franz Waxman was in the movies a lot. We talked 
about Mr. Franz Waxman, haven't we? Or not? 
BERTONNEAU: I think we mentioned him when we were talking 
off tape, so you might say a little bit about him. 
REHER: Oh, that's right. Mr. Waxman was a German refugee 
who came over here and did a lot of movie work, but he 
also put on concerts at Royce Hall, introducing California 
to a lot of new contemporary works from Soviet Russia, from 
American music. He was a pretty good conductor. He 
conducted the standard traditional works, but he also 
interlaced it with these other things, contemporary new 
works. But he also wrote very fine music scores and I've 
done many of them with him. 

There's another one I'd like to mention, Mr. Pat 
Williams. You've probably heard of him. He's a rather 
newish composer, but excellent. Wonderful man, very 
skillful. We just got through making Butch Cassidy and 
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the Sundance Kid: the Early Days. Breaking Away is that 
bicycle race that I've talked about—and many others. 
Lalo Shifrin, the Argentine—Russian descent--you've heard 
of him? 
BERTONNEAU: Yes. His scores are quite famous too. 
REHER: Quite famous. Just got through making Airport 79: 
Concorde.a couple of weeks ago. That's another disaster 
thing. But he also came to Disney once and he made Return 
from Witch Mountain. I have done a lot of work with Lalo 
Shifrin--very innovative. Now they're not innovative, you 
might say, in the traditional sense of contemporary music 
as we know it, but for films they have brought new things 
in. [Alexander] North is another man that I'd like to 
mention. He brought in atonal music in—what is that 
picture that Elizabeth Taylor was in with Fox many years 
ago?—Cleopatra. That was his score, and there was an 
album. [It had] a very interesting sequence with dissonant 
activity in it. Other people that you might mention are 
Hugo Friedhoffer, Gerry Goldsmith, with whom I've made 
many films—Logan's Run, Capricorn One. I met him at 
"Playhouse Ninety" on CBS about eighteen, twenty years 
ago. That was a live TV show. MacArthur, is another picture 
he made, and then the picture called Players, in which 
he featured tennis pros. This is also a new picture. But 
Gerry Goldsmith through the years has also made these big 
movies using this big-orchestra concept. Oh, I'll never 
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forget, he used ten, twelve, fourteen violas, sometimes. 
This I might say here. Mr. John Williams, when he 

talks to the producers, talks on the same level with them. 
They say, "Yes, Mr. Williams, anything you'd like." 
Therefore, you can see what can happen. The musician is 
on top, and that's the way it has become. [There's] 
Frank de Vol. You've probably heard of Frank de Vol. 
He's even an actor. He's been on television; he's had 
his own television program. He was at Disney for quite 
a while. He made a picture called The Hustler; he made a 
picture, Herbie goes to Monte Carlo, which I made. I 
took part in those Disney pictures. There was Bob Brunner, 
a young conductor, who has done a motion picture called 
The Small One, and many TV films. That's the one Disney 
puts on the TV. Irwin Kostel, Pete's Dragon. 

Lee Holdridge has done things. I got to know Lee 
Holdridge when I was engaged to play with Neil Diamond at 
the Greek Theater, and I had the good fortune to put on 
Hot August Night at the Greek. You ever see that album? 
[Diamond] was a wonderful man to work for. He was very 
sure to put the name of every participant on the record. 
Not only that, a pupil of mine got an autograph of Neil 
Diamond on his album, which I appreciated very much. Lee 
Holdridge was the musical director. Well, Lee Holdridge 
has become very famous since, and done things on his own, 
but I'll never forget that Neil Diamond stint, thirteen 
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nights at the Greek—sold out. He said to the people in 
the orchestra, "I'm going to make this album; I don't care 
how many sessions. I just want you to know that the sound 
truck will be here; I will be taping five of my shows." 
(Five!" he says.) "I'll take the best of each." He 
changed his show every night--fabulous entertainer. So 
we got paid for five record sessions on top of that 
marvelous stint at the Greek Theater. 

Maurice Jarre, the Frenchman—you've probably heard 
of him—also writes beautifully: Mandingo, The Last Tycoon; 
I can't even begin to enumerate the pictures. John Barry, 
the Englishman: First Love, The Day of the Locust, (another 
one of those horror things where the locusts conquer the 
people.) 

Then, of course, I can't let this go by without mention-
ing David Rose. David Rose has a tremendous ear for music. 
He is a pianist, but more important, he writes music in 
the popular style. He is musical director of the "Little 
House on the Prairie," which I have done for several years. 
He was in the "Bonanza," you know, and he used to have 
radio shows back in the old days, for the Kelvinator-Nash 
company. 
BERTONNEAU: Was he not also Red Skelton's music director? 
REHER: Red Skelton's music director. So I've been playing 
those for twenty-five years, off and on. I know Dave 
very well. Of course, Dave Rose took over when Percy Faith 
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passed away. Percy Faith used to go to Japan every year; 
he was the idol of Japan. They had [a tour] all set up 
when Percy Faith passed away. David Rose was selected to 
take us on the tour. I'll never forget, in 19 76, that 
tour of Japan. It was magnificent. The Japanese were 
wonderful. We played 23 concerts. The program took place 
every night at 6:30 in different cities of Japan. The 
audiences were filled with people between the ages of 
seventeen and thirty, all young people. And they were 
ecstatic. They sat on their hands, but when they started 
the applause it was fantastic. The first half was all 
Percy's arrangements. The second half was Dave Rose's 
arrangements. David Rose has tremendous skill as a human 
being, as a musician, as a writer of music, and an ear 
that is phenomenal. To my knowledge he has never written 
a film score. I do not understand that. He's certainly 
capable of it. 

Jerry Fielding I told you about: Bad News Bears, using 
the music of Carmen; Beyond Poseidon, which I just made 
recently; The Enforcer, another terror thing. Michael Snow, 
English: The Marathon Man. And then Buddy Baker who for 
many years had been the standby at Disney studios: The 
Shaggy DA. That is about an old English sheep dog that is 
one of the most magnificent movies of that Disney type. 
BERTONNEAU: I remember seeing it. 
REHER: It's absolutely charming. I saw it once in Europe; 
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it was playing over there. There's Elmer Bernstein, 
Bernsteen, he used to call himself. He used to be the 
conductor of the Valley Symphony. He wrote many music 
scores. He conducted left-handed. [There's] Leonard 
Rosenman, who is a new one. Michel LeGrand, the Frenchman: 
The Other Side of Midnight and other pictures that I've 
made with him. Jerry Fried, Roots I and II, a very prolific 
man who could write music on command and very well. And 
Nelson Riddle: The Great Gatsby, and others, so on down 
the line. You can see that I can't tell you enough about 
my contacts with him. 

Is there anything about the technique of recording on 
the stage that you would like to ask me before I go on? 
BERTONNEAU: Are you looking at a screen, or is the director 
looking at a screen, when the music is dubbed on the film 
itself? 
REHER: The screen, obviously—it's verboten. If you ever 
are caught looking at the movie while they're making it, 
they'll give you five dollars and say, "Here, you can have 
the five dollars and go to the movie, but don't come back 
and work for us." They don't like that. Obviously, not 
every musical director is that sharp about it. But no 
musician ever looks at the screen, because it's in back of 
him to begin with. The music director faces the screen. 
BERTONNEAU: I see. 

519 



REHER: But they have those splashes, you know, white lines 
that come and tell you when a cue should begin. It's all 
timed by the clock. It's stopwatch music. There's just no 
tapering. Very rare, especially in television music. 
Television music has grown. It used to be from nothing; now 
we record all the segments. It's a big industry, television, 
but the movies are the best because they carry through 
these motifs. It's all timed, arranged by the producer, 
the musical director, and other people involved in it. 
They get together on where the music should be. I think 
nowadays they have just about hit the happy medium; where 
formerly they had too much music, then there was a period 
when they had no music. Now they have music which is more 
extensive, but not that much that it would be taking away 
from the movie which, just between you and me, should 
really happen sometimes because the dialogue is bleeding 
from hunger by many of the movies. The movies are not 
that good. The music is always good; but sometimes we say, 
well, this music can be covered up by good acting, but it's 
usually the other way around. So everything is planned 
according to the time. We have a book full of music which 
has been arranged and copied for viola and violin, whatever 
the instruments are. 

I must mention another [composer], Bernard Hermann. I 
remember that picture [Psycho] at Paramount. [Hermann] 
was very good. 
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BERTONNEAU: Before John Williams, he was probably the best 
known film composer. 
REHER: That's right. I'm glad I remembered him. Bernard 
Hermann I worked for more than ten years ago. 

So it's all planned. There is nothing done and left 
to chance. So this occupied a lot of my time, movies and 
television—before that, radio—and then, of course, I've 
also had the pleasure, shall we say the experience, of 
playing rock and roll. Now, you might ask, "What is a 
longhaired viola player doing in rock and roll?" Every 
string group after the tape has been set down by the artist— 
like Donna Summer, or whoever. And then they want a 
"sweetener" of string music. Every once in a while they 
dub it in to the record; then they mass produce it. They 
call them "sweeteners." Maybe it's to take the curse off 
the loud sounds that come out. But it almost stands to 
reason that the group that's performing—they don't know 
anything about the string players in Hollywood. You know, 
they're guitar players, they're singers, and they come in 
there and they spend millions making a record. Sometimes 
it's a hit. Many times, of course, they make millions. 
Money flows in the record business. Astronomical! There 
are records made in Nashville, in New York, and other 
cities, but in Los Angeles we do have some rock and roll 
records, and I've got a little piece of the action. Sid 
Sharp, Jimmy Getzoff, toho's the concertmaster of the 
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Glendale Symphony today, and Paul Shure, who is the 
concertmaster of the Los Angeles Chamber Orchestra as well 
as the concertmaster of the Pasadena Symphony Orchestra, 
have a lot to do in selecting string players for these 
sessions. All three of these gentlemen have been very 
nice to me. But you see, money is no object. The producer 
is there in the booth. He's got these marvelous string 
players who will do anything, write the music almost. 
We've done that, practically. They don't have everything 
written out; so Paul Shure, or whoever's in charge, 
manipulates a score for them. Sometimes it takes three 
hours, sometimes it takes four hours, which is an hour 
overtime and double time. It can go into six hours in 
one session—very lucrative, but a different kind of 
activity than movie music. 

My regular shows, as I said already, are "The Waltons" 
with Sandy Courage doing the music and "Eight is Enough" for 
Lorimar. Earl Hagin, who used to be an arranger for Alfred 
Newman, is now the musical director there. He's a good 
friend of mine; I've played for him and then for David 
Rose's "Little House on the Prairie." "Eight is Enough" 
and "The Little House on the Prairie" are popular programs 
in the first ten. They're all kind of Disney-type things. 

You wonder sometimes, what does the public really want? 
You see the lines out here at Omen, Alien, you name it, 
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right here on Wilshire Boulevard. Do they want this, or do 
they want what they put on TV that gets the high ratings? 
I don't know, Tom. What do you think? You're young. What 
do you want? 
BERTONNEAU: [laughter] I want what is best, I guess. 
I do a lot of compromising. 
REHER: You have high taste, but you musn't forget, all 
of us have a little feeling for the dramatic. Of course, 
the science fiction stuff I don't go for. But Concorde, 
the disaster outfit, you know: "Do we have enough fuel to 
get to the Vienna Airport?" "No," the man next to him says, 
"we haven't; we can barely get to Innsbruck." Well, here's 
this Concorde in the Alps, you know, having to make a 
crash landing on the snow summit. Those are terrifying 
things; they're too real. When [something like an air 
crash] really happens, we wonder why people go to [such 
a film] and buy it. TV is a different thing. TV—they come 
and go. "Little House on the Prairie," Walt Disney 
Productions—they go on forever. I'm not saying either 
is right or wrong, but I do all types and I've been lucky 
that they've been asking me to do that. 

Mind you, I've always kept my torch going for good 
music. I'm not only interested in one phase of music. I'm 
interested in chamber music, symphony music, chamber 
orchestra music and rock and roll—and movie music. 
BERTONNEAU: Let me ask you about the personality of the 
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viola. If I take ten scores involving the viola, probably 
eight are going to be in a minor key or in one of the old 
church modes; and the directions, the dynamic markings, 
will probably be piano, maybe mezzo forte. A movement, as 
in the Bartok concerto, might be described as religioso. 
REHER: Yes. 
BERTONNEAU: In other words, something in the viola brings 
out this idea of meditation, introspection, serenity in 
composers. Why do you think that is? 
REHER: The viola does have a peculiar and unusual person-
ality. People can't live with it and they can't live 
without it. There was a movement afoot, once, in the early 
days of television [to the effect that] we don't need 
viola players. "Why do we need viola players? We'll have 
the violins and the cellos cover the range of the viola." 
But there's no violinist that will cover with quality the 
range, that belongs to the viola. They tried to get along 
without us. But the people that I enumerated just a few 
minutes ago wouldn't be caught dead without violas, because 
they know what the viola has to offer. But to get back to 
your thesis about the religioso, or mournful, or sad mode 
that might be called introspective. . . . I think no better 
example could be given than Hindemith's Trauermusik. Do 
you know that piece? 
BERTONNEAU: Yes, I do. 

REHER: That was a piece written by Paul Hindemith in 
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19 36, which he played at the funeral of King George V. 
It was a great honor. He came to England and performed this 
with a string orchestra. It is a mournful type of thing. 
It is a thing that is based on a chorale theme, which is 
somber. It's ideal viola music, it's ideal for the 
occasion; but you must not say that the viola is only a 
mournful instrument. It does have a sad sound, and it does 
have sometimes that excruciating terrible sound in the upper 
register—unless handled expertly. It has a marvelous sound 
in the middle register, and the G string and the C string. 
I mean the register of the C string, which the violin does 
not have, which the cello could do in the upper registers, 
cannot be duplicated because that is a specific thing that 
we need. 

I say that is not always mournful. Take Richard 
Strauss's Don Quixote: Sancho Panza has a kind of a playful 
little tune, but also a little sad tune. You see, only a 
viola could portray that. Harold in Italy of Berlioz—not 
one of my favorite works, but it features the viola. 
Harold is introspective, wandering through Italy having 
these adventures and these meetings with the monks and 
whatever. The viola players of today are not broken-down 
second violin players. There used to be a saying, "If 
you can't play the violin anymore, pick up the viola, and 
we'll put you in the orchestra." They don't do that 
anymore. There isn't a person in that Pasadena orchestra 
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that couldn't play a solo with that orchestra. There is 
no deadwood there. Can't be, anymore. That isn't to say 
there is no deadwood in certain orchestras in certain 
sections. It always happens. Eventually people don't 
take care of what they do. As I've said before, if you 
play in an orchestra and you figure, well, you're covered 
up by others, that is the beginning of the end. You've 
got to be sharp all the time. But the viola has such a 
prominent part. Naturally, the viola is not used for 
technical passages. It is, sure, in Richard Strauss, but 
it's lost in the shuffle. It's more for where a composer 
has an idea he wants to extend, a kind of introspective 
feeling in the middle register, which can only be brought 
forth by the viola. It's a difficult instrument. In 
fact, I say it's the most difficult instrument in the 
orchestra, physically. Doesn't require the fast speed, 
but it's cumbersome, it's big, it's heavy. The older we 
get, the smaller we like the viola to be. 

A viola has to be sixteen and a half inches to get the 
real gutsy sound that a viola should have. It preferably 
has to be an Italian instrument. (I have one, fortunately.) 
There's something about the Italian string instruments. 
The older string instruments of repute, you know, are the 
Gasparo da salos—you know, the violas from Brescia. Salo 
is a town just north of Brescia. And this was a hundred 
years before Stradivarius. 
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Is there anything further we can say about the viola? 
We have to be ready to be on stage, playing the solo, in a 
string quartet. We don't get the big parts like the violin 
or the cello, but all of a sudden we've got four to eight 
measures. Now, the composers know that they want the viola 
quality, but you've got to be ready after laying low for 
all those measures, minutes and hours. So our task is not 
as easy as it looks. We don't just sit back there and play 
and wait for our opportunity, because you've got to be 
psychologically ready for this opportunity. Anything else 
on this score that I might add? 
BERTONNEAU: Perhaps we should wait until the videotape 
when you will actually have the viola. 
REHER: Yes, I could talk a little bit about the size of 
the viola and then demonstrate a little bit about the 
sound that I can get on it. 

It has indeed been a great pleasure, Tom, as I said at 
the beginning of the tape. If there's anything you can 
think up between now and the next session, I'll be very 
glad to answer it. 
BERTONNEAU: Let's conclude, then. As I say, it's been a 
pleasure, and it's been informative--it's a chance I 
certainly wouldn't have missed. 
REHER: You know, Tom, the things that give me such 
pleasure are that I was asked by Bernard Galm to do this, 
all as a result of that< iconcert in Schoenberg Hall, and 
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especially that I could sit here in the library, which used 
to be the university library, and do this taping with you, 
having my beloved Royce Hall right across the way, because 
this is where I started my college career. I got two 
degrees from this lovely university, and I've seen it 
grow from four buildings, five buildings, until now it's— 
you need a road map to find your way around. But I have 
a lot of memories from this place, and we've gone through 
some of them, and therefore I feel it's a privilege that I 
was able to do this. And with those words, I think that 
I can't say anything finer. The people that I've met 
here, the professors, the students, have been magnificent 
and have enriched my life. I am the winner. Thank you. 
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TAPE NUMBER: VIDEO 
JULY 1, 19 8 0 

BERTONNEAU: What we are seeing now is the instrument on 
which the two bourees by Bach were just performed. Not to 
make a bad pun, but this is a very rare instrument. I 
wonder if you wouldn't begin today by telling us a little 
bit about it? 
REHER: Yes, this is a rare instrument; it was built in 
1753 in Milan. Now, most of us understand that Italian 
instruments usually were built in Cremona or around the 
school of Cremona. Well, the Milanese also have a school, 
not as well known perhaps as the one in Cremona; but on 
today's scene [the Milanese instruments] are very valuable, 
because they are becoming rare, and are almost extinct. 
Grancino was a foremost violin maker in Milan, and the 
older Testore—the father of Carlo Antonio—Testore was 
a student and learned his craft from Grancino. The 
Testores decided to model their instruments after something 
else, so they went over to Cremona to Joseph Guarnerius's 
firm to gain the experience. However I must point out that 
as rare as this instrument is, it is rather crude in its 
construction. If you'll notice, the scroll is nothing 
like that of a Stradivarius. Notice how flat it is. It's 
much lighter-colored than the more reddish-colored Cremona 
school. It's plain and of light wood: a simpler viola, 

529 



without as much decoration as the more elaborate Stradi-
varius. Plain. That's a very good English description of 
the instrument. It's plain. There's nothing artistic 
about it. Testores, however, made instruments that were 
durable and lasting--and how! And they made them when the 
point of production was great and quite distinct. There 
wasn't anything subtle about it like a Strad, which, of 
course, is its beauty. 
BERTONNEAU: Let me ask you—you've had this viola since 
the 1930s. 
REHER: Yes. You want me to tell how I got it? 
BERTONNEAU: Yes. 
REHER: It was like this. I was in the Philharmonic 
Orchestra at the time in 19 37, and the principal viola 
player was a man by the name of Emil Ferir; we've talked 
about him. He was a marvelous gentleman, a Belgian who was 
a very well known violist who played in Los Angeles. He 
played his last twenty-five years here, principally. He 
had connections in Englahd, and connections on the 
continent, and he advised all the young people including me: 
"Before you get any obligations, son, I would buy an 
instrument." Well, strange as it seems, I did. He says, 
"You'll never regret it." And to buy this instrument, 
frankly speaking, it cost me a year's salary in the 
Philharmonic. I paid about $1,835 for this and that's what 
I made in the Philharmonic at that time. But it was worth it. 
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It's seen me through thick and thin. It has a gorgeous 
sound and you can see the condition of it in the back here 
[knocks]. 
BERTONNEAU: This viola is assessed by a man named Hill 
as very valuable, is it not? Tell me who Mr. Hill is and 
then explain how he's connected with this. 
REHER: Tom, you're very knowledgeable. Hill, of course, 
is the big name in instrument connoisseurs in England, 
and over the entire world. In Pepys Diary in 16 6 0 there 
was a reference made to Mr. Hill, the violin maker and 
expert. Well he was the antecedent of the Hills, whose 
business was founded about 1710. Every instrument of any 
consequence, Italian or otherwise, comes through the Hill 
shop for appraisal. Today, an appraisal by Hill and sons, 
or whoever they may be, is worth many thousands of dollars 
alone. However, today, they don't appraise the instrument 
unless they sell it. There was a time when you could go to 
the Hills and ask them, for a fee, to appraise your instru-
ment. This one was appraised in 1937 as to authenticity, 
not as to value. I had a copy of the Hill certificate 
right here which is very interesting. On the reverse side 
it describes briefly how it was made and also on the second 
page you'll see who has owned it over the years. So 
that's kind of like a pink-slip of the viola. But that 
isn't the thing. The sound is the thing and that is 
what sells it to anybody. 
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BERTONNEAU: Is that Emil Ferir1s signature? 
REHER: That's Emil Ferir, and he was the last owner of 
the instrument. 
BERTONNEAU: Is this instrument a person to you? Does it 
have a personality? 
REHER: Sure, it's the most precious thing that I could 
imagine. I don't go anywhere without taking it with me. 
I am such a bore when I go to Westwood with my wife and 
friends. Here comes that fiddler draging that viola. They 
don't say that, because they all know what I'm talking 
about. But a lot of people say, "Oh, here comes that 
fiddle player again and he's going to Scandia's looks for 
a little while." But listen, they can steal my car, but 
that doesn't interest me. I don't care. But in it might 
be the viola, and if they took the viola without realizing 
that they have something precious . . . I don't want to 
lose it. 
BERTONNEAU: Now, here's my next question: Does a particular 
viola that you've been associated with your life-long 
influence your style of playing? In other words, if 
you'd had a different viola with a different sound, would 
that make you a different sort of performer? 
REHER: That's a subtle question. I think that somehow 
your style and ability comes forth on any instrument. 
But I can relax on this one. This has got a big sound, a 
very warm sound with an Italian quality, and there's 
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nothing like an Italian instrument, among the strings. 
BERTONNEAU: Will violas of this quality ever be made 
again? 
REHER: I don't think so. I don't think that this [particular 
instrument] was that important at the time it was made. 
But somehow, Guarnerius, Stradivarius, Amate, Grancino, 
and all the others, the Italians—they knew string 
instruments. 
BERTONNEAU: I'm going to change the subject a little bit. 
I'd like to catch up with some things you've been doing 
since our last talk, which was almost a year ago. There 
has been, for example, another Ojai Festival since then. 
I wonder if you could tell me, what was the most interesting 
music that you encountered there this time? 
REHER: I think perhaps playing a work with Lukas Foss 
that I played before. Somehow, he has a way with music. 
This man is really a genius. And he conducted the full 
version of Pulcinella, with singers, and I found that the 
most intriguing work. But Pulcinella is a standard work in 
a repertoire; it should be. But any time you play 
Stravinsky there's always something new. Stravinsky has 
nothing which you can take for granted. Anne came to 
this performance with me and heard the whole thing. [to 
Mrs. Reher] Did you think the most interesting thing about 
the Ojai Festival was the Pulcinella or would you say the 
Mozart opera? 
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MRS. REHER: Well, I enjoyed the Mozart opera more because 
I wasn't playing it. I think that's the answer. [laughter] 
Lukas Foss pointed out that Stravinsky was always a very 
popular thing for any musician for exactly what's been 
said because he's as difficult and it was a race. They 
were really in something where the odds were very great. 
One mistake and you're out. 
BERTONNEAU: Mrs. Reher, I have a question for you. I 
don't have a very rigorous plan for this interview. In 
my mind it's called "Clues to Sven Reher"; we're sort of 
wrapping up. If you had to tell me something about your 
husband in just a few words, what would be the most important 
thing you could say? I'm putting Sven on the spot here. 
MRS. REHER: A few words. I never said anything in a few 
words. I had occasion last Friday in front of City 
Council to be asked practically the same question. I 
simply referred to him as my beautiful and gifted husband 
and I went on to say that we had ridden many a rough 
roller coaster through life and had achieved through it 
great riches, and that was my way of introducing our 
children. But I have been asked seriously many times if I 
ever regretted marrying a musician; I've been asked it by 
musician's wives, and I've been asked it by lots of other 
people. I think it's been a magnificent adventure. You 
never know from day to day what studio is going to be on 
strike, whether you will eat well or not. There was never 
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a time when life was dull. As far as I'm concerned that 
would be the one intolerable thing to have to endure, 
dullness. 
BERTONNEAU: I have to ask you a question about this house, 
which is in itself very interesting, one of the oldest 
houses in Westwood. It's been here since at least 1927, so 
it's over fifty years old. Can you tell me a little bit 
about it? 
MRS. REHER: I think you asked Sven a question about what 
his viola means to him. I'm not able to carry the house in 
the trunk of my car like he does with his viola, but the 
house is like that to me. There is such a thing, I think, 
as blessed brick and mortar, and I think this is it. 
I'll never forget, a long time ago when we were having a 
speaker in this house, a nice young man about your age and 
unbeknown to me was one of the guests. He conceived of 
himself [as] or really was a mystic—it was a little 
shocking for me—and he said, "Do you hear them?" I said, 
"Well, here's a straight-jacket case and it won't take 
long for the medics to get here." "The blessed spirits," 
he said—"this house is haunted with blessed spirits who 
lived here before. What is the history of it?" I didn't 
know anything about the people who lived here before, to 
any great extent. But as time went on and we had these 
great adventures here in this house—enough to drive any 
violist crazy, I might add. Once we had a group of young 
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people from a yoga center here and their holy man knelt down 
on the balcony and said the same thing about "the blessed" 
in the " sacred"'place. As Teillhard de Chardin says, the 
ecstasy of joy is the infallible sign of the presence of 
God. This is a blessed place, because we've had an awful 
lot of joy here, and we've shared it with thousands of 
people. 

BERTONNEAU: This may be a good place to ask a question 
which has been in the back of my mind for a long time. I 
mean, I take it, Sven, that you are a spiritual man . . . 
REHER: You're taking a lot for granted. 
BERTONNEAU: I don't mean in a missionary way, but in an 
unspoken way. 
REHER: Perhaps through my music it comes out? 
BERTONNEAU: This must be one of the things that I'm 
suggesting. 
REHER: Of course, during the years of living one's life, 
you go on your ups and downs. You become profound and 
you think things through. This manifests itself in 
different ways with different people. I'm not what you 
would call a holy man—but a spiritual man . . . perhaps. 
And certainly when I play music, when I'm in the presence 
of Mozart or some other great master, it means a lot to 
me. It's serious. ' 
MRS. REHER: Tom, when we were at the San Luis Obispo 
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Festival last year, I caught a glimpse of my husband that 
I wish you could get on camera. He will not admit to 
being a spiritual man. He is certainly a very good man. 
But he was not playing; he was listening to Mozart—and 
his face was absolutely lovely and beautiful: it was 
joyful, it was young, it was childlike. It was as if, 
had he been able to get out of his chair, he would have 
done a ballet from the joy he was feeling about the music. 
As I watched him, I thought: I'd give anything in the 
world for that look which comes so rarely. 
BERTONNEAU: I wish you'd give me just a brief answer to 
this question: Do you think that what we call the 
religious impulse and what we call the artistic impulse are 
ultimately the same thing? 
REHER: Are you asking me this question? That's hard to 
say. You simply can't say that Wagner was a religious man. 
The impulse that he had to create certainly must have 
been a gift from somewhere, from providence or from God, 
but he never lived it or admitted it that I know. And 
this goes for other composers. I don't know whether you 
can say that [the religious and the artistic impulse] are 
the same. [to Mrs. Reher] What do you think? 
MRS. REHER: I say a rose by any other name would smell 
as sweet. I know that Wagner would certainly have had a 
temper tantrum and denied it; but we know lots of musicians 
who are the ultimate lofty thinkers, and one—who shall 
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remain nameless—who is very close to the family, the 
godfather of one of our children, is legendary for his 
difficult ways. 
BERTONNEAU: So the artistic impulse doesn't necessarily 
imply a religious or "good" attitude? There's no 
guarantee . . . 
MRS. REHER: No. What I think is this: there's something 
about the ecstasy of art, the ecstasy of lots of other 
things, even erotic ecstasy, which—as far as I'm concerned— 
is a manifestation of the presence of God. 
BERTONNEAU: An interesting answer. Thank you. 
REHER: And many people who have these feelings would 
deny them—they'd deny the deific interpretation of them. 
They have a different way of explaining these things. 
BERTONNEAU: Recently you have turned to composing. It's 
a very new thing for you. When did you start to compose? 
REHER: You know, it iŝ  a new thing for me. And I just 
have been listening to music all my life. I had a pretty 
good education in it. People have asked, "Have you ever 
written anything?" In high school I wrote an overture, 
but it didn't mean much. But I have found that in composi-
tion I'm able to utilize the cues that I was taught by 
many great people, not only by teachers. My maxim is, 
you can learn something from anybody. You can learn music 
from people that are not musical. Now, I'm not a program 
composer. But, I mean, in every constructed piece of music, 

538 



there's hard work. It's ninety percent perspiration and 
ten percent inspiration. Maybe that's wrong, but it 
takes hard work. I have the rules, of course, that I 
learned from my teachers, what Schoenberg and others have 
taught me. "You can never use parts of fifths in octaves." 
Of course, you have to know when to use it. You have to 
know the rules first before you can break them—Schoenberg 
said that—and it's true. Now I'm just breaking it. But 
somehow it seemed to express what I had in my mind. 

The most recent thing that I have done is in manuscript 
here, a rhapsody for flute and viola written this year. 
It's called Cuenca. Cuenca is a city about a hundred and 
twenty-five kilometers southeast towards Valencia from 
Madrid. Why "Cuenca"? you might ask me. Well, Cuenca 
happens to mean something else besides music to me. I had 
the pleasure of being there a couple of times; and my son, 
above all, has done his research work on Spanish History of 
the sixteenth century right there in that city, consulting 
not only the church records but also the municipal records. 
He knows everyone in town there. He's lived seven years in 
Spain including most of the time in Madrid where he's going 
to get his PhD. I ask him, "Dave, why do you spend all 
this time, why don't you get this PhD and get it over with?" 
He says, "It's not the PhD" He says, "I could go back to 
Madrid and get that in months. It's what I do with my 
research and what I can love." And you see, it's creating 
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something. He's creating a thesis that's going to 
stand up and not just be one of those things that is, by 
the way, in the graduate research library. Well, this work— 
I have not even really tried it with the flute player, but 
I had a feeling that I know something about how a flute 
should sound. My daughter in Canada, Mary, is a flute 
player, a very good musician. I've done this for her. 
I want her to play this with me. I've already sent her a 
full copy of the manuscript; she has made some suggestions 
and from there I'm going to take it. They are valid 
suggestions, very musical suggestions. The piece has a 
lot of Moorish influence in it. And she said to me, "In 
the second movement, Dad, why don't you indicate some 
ornamentation." Now, I had visualized ornamentation 
anyhow, but I didn't think enough to put it into the 
music. This is, of course, the trick—to put it in the 
music, because people must know what you want when they 
play the music. For instance, "Mangana"—now, what's that? 
Mangana is the town square in Cuenca; it was a Moorish 
holy place which, of course, has subsequently been taken 
over by Christians. But it still engenders a Moorish 
feeling. Now, the title of the first movement [of Cuenca] 
is "Medieval Skyscrapers." They're not really skyscrapers, 
but they're these big, hanging houses that you see in this 
town. How did I build [this movement]? This is built on a 
tone row, only six notes, and each of these six notes 
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represents a letter in the name Cuenca. I use this six 
note theme in every one of the [four] movements, kind of 
an idee fixe. 
BERTONNEAU: Or a leitmotif? 
REHER: Yes, but with variations. Six notes by themselves 
mean nothing, but they give me a skeleton to work with. 
BERTONNEAU: So it's a motivic work, but in a sense it's 
also a programmatic work? 
REHER: Yes, it is programmatic. You can't go to Spain 
and not write programs. I just defy any composer to go 
there and write absolute music. When you think of Granados, 
de Falla; when you think of the great Russian and French 
composers who have been inspired by Spain—you can see that 
this is true. It's astonishing. You just can't get away 
from the sensuality of the Iberian peninsula. 
BERTONNEAU: Do you feel that serialism is a natural means 
of expression for you? You've written a series of etudes, 
one of which is a classical twelve-note row with permuta-
tions—prime, retrograde, inversion, and retrograde 
inversion. 
REHER: But that is just an etude. In the rhapsody I make 
use of different ideas. Instead of writing the ordinary 
type of melody which just comes to a conclusion, I tried 
to create something which was different. The etude is a 
spiccato exercise, and it's a baffler—no doubt about it. 
I can't play; it's too difficult. I think I have one 
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student who can play it. But it's just one of those 
things. It's simpler, and for a practical purpose. 
BERTONNEAU: What would Carl Flesch say? 
REHER: Carl Flesch would say: "I didn't train my violinists 
to become viola players, and certainly not composers of 
the serial music." I don't know. I'm not really a serial 
composer; and please, on the record, I don't want to say 
that. When you hear my Sonata for Solo Viola in a couple 
of moments, you will see what I mean. That also is played 
on a serial idea. 
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