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TAPE NUMBER: I, SIDE ONE 

JUNE 29, 1988 

HAST: We're sitting in the spacious house of Dr. Louis 

Kaufman, veteran violinist, and his wife, Dr. Annette 

[Leibole] Kaufman, pianist, on a sunny June morning in 

Westwood. Good morning, Dr. Kaufman. 

KAUFMAN: Good morning. 

HAST: You've had a long and varied career. Let us start 

from the beginning of your life. Is that all right? 

KAUFMAN: Sure. The facts on your preliminary sheet are 

absolutely correct. May 10, 1905, was my birthday in 

Portland, Oregon. My father [Isaac Kaufman] and mother 

[Pauline Adler Kaufman] are both Jewish, of Romanian 

ancestry, background, as far as one can trace, I suppose. 

But their own background is rather interesting, how I 

happened to be in existence perhaps. Perhaps I should tell 

you a little bit about the romance and everything else that 

happened, and also a little background about my father. He 

was sort of medium height, typically blond with blond hair, 

blue eyes. My mother was exactly the opposite. Very 

pretty. In her early photographs she looks surprisingly 

like [Gina] Lollobrigida. 

HAST: Oh, really? 

KAUFMAN: Very, very handsome. Which led to other 

consequences later on. But in any case, my father, being 
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Jewish, was not permitted to go to the ordinary schools in 

Romania at that time. They were very strict about meeting 

a very small quota, if any, of Jewish students. So it 

happened to be his good luck, because he was able to get 

into a Catholic school, a monastery, and had a surprising 

background in a cultural way. For instance, his basis was 

Latin, perhaps a smattering of Greek, a very good 

backgrounding in mathematics. Things would have been 

completely hopeless in a traditional public school of 

Romania. 

HAST: Anything in the arts also in those schools? 

KAUFMAN: There must have been something, because the 

gossip in the family was that Father was supposed to go to 

Paris to study art when he was very young. But he was 

yanked by the collar by the military machine and was 

subject to a horrible fate of something like twenty-five 

years in the army. At that time it was part of the czarist 

regime, that part of Romania. 

HAST: Was that for everybody, all young men, or just some? 

KAUFMAN: No, no, for anybody that was of age. Now, the 

way they avoided it-- For instance, my father I think had 

five or six brothers. We found out to our surprise when I 

was very young--we visited in Romania from the time I was 

five to seven—there were many different names in the same 

family. One name was Abramovitz. There was one name of 
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Schwartz. [laughter] There was one name that was 

Kaufman. And it was all done and they had separate names 

so they didn't all have to go into the army, a big 

proportion of them. But, in any case, here my father was 

after his youthful studies, rather than going to Paris and 

studying art, he had to be part of a military machine. 

Well, as it happens, just by accident the folks had 

arranged a very advantageous marriage for him with a girl 

from a very nice, respectable Jewish family with the usual 

family dowry and all the rest that came as part of the 

deal. As it happened, my papa wasn't too enthusiastic 

about her. I think he was sort of elemental in his own 

way. But this didn't sit well with him. He probably 

reluctantly agreed for the time being. 

As it happens, my mother, who at that time was a 

seamstress-- She was very skillful with the needle. That 

was also another background. She was, I think, part of a 

big family of nine children. So anyhow, she was very 

skillful. Actually, she was engaged in a dressmaking 

place. She was part of the establishment that actually 

served the royal family. So she helped out. As it 

happens, she was invited to some party in Buzau, where my 

father came from, a little village that I told you about 

not far from Bucharest. And just par hasard, she happened 

to meet Papa there. Believe it or not, there was love at 
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first sight. 

HAST: I believe it. [laughter] 

KAUFMAN: It was sort of a lightning thing, you know. As I 

say, I can very well understand it, because-- Someday I'll 

show you that portrait. Mother looks surprisingly like a 

young portrait of Lollobrigida. Very handsome she was. 

Had a typical type of, I suppose, Spanish background. What 

is that name for the Jewish people that come from Spain? 

HAST: Oh, yes. I know what you mean. 

KAUFMAN: Not Ashkenazis, the other branch. 

HAST: It will come to me. [Sephardim] 

KAUFMAN: With very pale white skin and very dark hair and 

dark eyes. Beautiful features. Well, anyhow, it was love 

at first sight. There was no doubt about it. They 

immediately made plans to see each other. 

So Mother knew of all these grandiose family plans, 

and Papa wasn't at all enthusiastic about that prospect 

after meeting Mother. So they decided-- He was part of 

army maneuvers right by a big river, summer maneuvers, and 

they decided that he would try to escape the army 

service. So Mother somehow-- One of his brothers-- He 

didn't think it was altogether fair to just decamp and 

leave the country to run away with Mother without somebody 

knowing about it. So he told his brother. He promptly 

told the family about it, and they were highly upset about 
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it. And they told the guards that they better put Papa 

into the brig there, into a little temporary prison that 

they had erected, a little shack. 

HAST: You mean his own family told them? 

KAUFMAN: Yes, yes. They didn't want him to go away from 

this advantageous deal that they had arranged with this 

very nice, respectable Jewish girl with a lot of money 

involved as part of a marriage dowry. [laughter] 

Well, anyhow, Mother also was clever. So she bribed 

one of the guards to let him out of the guardhouse--which 

he was promptly put into, I suspect. It wasn't too 

difficult. So Papa got out of the place. But 

unfortunately, just as he was about to go over and start 

swimming, the guards had been changed. They got wind of it 

and they started firing across the river. But Father 

fortunately was a very good swimmer. He swam under the 

water and so evaded them and emerged on the other bank. 

Well, Mother had prepared everything. She had the extra 

clothes, there was a big hay wagon. They put him at the 

bottom of the hay wagon. And--

HAST: [laughter] It's a real cloak-and-dagger story. 

KAUFMAN: Well, it's a real cinema scenario, actually, 

believe it or not. It's too good to be true. But 

sometimes the truth is better than what people make up. 

HAST: So she was all prepared. 
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KAUFMAN: Mother went along with the family. The 

background of this is also very interesting, because in 

back of all this adventure there was another thing. It 

happened that two brothers of my mother at that time had 

settled in America. I think they were in Pittsburgh. They 

happened to show a photograph of Mother to a young Romanian 

fellow, and he fell in love with the photo and said, "Look, 

this is wonderful! Let me marry your sister and I'll send 

her first-class passage from Romania [laughter] and have 

her come over here. It will be all arranged." 

HAST: [laughter] A further complication. 

KAUFMAN: Yes. Well, now, Mother also was enterprising. 

So she figured, well, she would take the money and arrange 

for them all to go across the border and get the expenses 

and go from the part of Europe--they could go from probably 

Germany or Hamburg--to New York via steerage for all of 

them. 

HAST: Was it difficult to get across the border? I mean, 

there were no guards or anything? 

KAUFMAN: At that time-- Of course they had guards and so 

forth. But at that time they didn't have the visa or 

passport restrictions that they have now, as you might 

know, from one country to another. Incidentally, Mother 

didn't know of these impending arrangements about marriage 

or anything like that. All she knew was that someone was 
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sending her first-class tickets. 

HAST: Oh, she didn't know? 

KAUFMAN: No. So the first-class tickets for herself were 

enough for the three of them on steerage to go to America. 

HAST: Do you mean for the three? You mean for the two of 

them. 

KAUFMAN: No, no, because my mother's mother-- Grandma 

[Sara Adler] was going along. 

HAST: Oh, I see, yes. Oh, how nice. 

KAUFMAN: Mother was one of something like nine children. 

And a lot of them had gone out and emigrated. So she was 

the sole support, and she certainly didn't want to leave 

her mother in the lurch. She was the oldest of the 

children and was the real family breadwinner at that 

time. 

They made their way one way or another, steerage, to 

New York. And then according to what they say, Papa 

started in trying to make a living. As I understand, he 

got to be an apprentice in the hat-making business at about 

three dollars a week and somehow managed--

HAST: Three dollars a week? 

KAUFMAN: Yes, yes, yes. That was considered adequate for 

an immigrant who didn't know-- He learned the business. 

Now, luckily, the Baron [Maurice] de Hirsch had set up an 

organization for Jewish immigrants, especially those that 
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were all crowded in a small section of the New York ghetto, 

so that they could go to different parts of America where 

they would have other compatriots there. 

HAST: I've heard of that, yes. 

KAUFMAN: As it happens, in Portland, Oregon, there was 

already a small community of Jewish people. Luckily, they 

were able to get into that, in one of those painful cattle 

trains. In other words, their expenses were--

HAST: They went by horse and buggy? 

KAUFMAN: No, no. It was a little train. It was one of 

the little primitive trains that probably took a long time 

to go across, but they did get across and they finally 

settled in Portland, Oregon. 

Now, Pop was already armed with some knowledge, and 

after doing, I suppose, a little odd-jobbing-- By the way, 

there's a detail. They stayed with some relatives in New 

York at the time around Delancey Street or Hester [Street]. 

HAST: Yes. Before they went out to Portland, Oregon. 

KAUFMAN: Yes. So they found themselves in Portland. Papa 

probably got a job somewheres and sooner or later--

HAST: Still in hats, or something else? 

KAUFMAN: Yes, he started his own little hat store. It 

went very well. It began to go. He had a wonderful 

idea. His idea was to get seconds from the big hat firms 

at that time--Stetson and Knox, whatever—and where they 
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had slight flaws. These could easily be covered up, you 

know, by the finishing and by the sweatbands or the 

hatbands. They started in. Mother, of course, helped in 

the little establishment. Now, I was born in what they 

called South Portland. It was one of the slums of 

Portland, Oregon. Of course I started to go to school 

there. 

HAST: You had three brothers, is that right? 

KAUFMAN: Yes, yes. 

HAST: Were you the oldest? 

KAUFMAN: I was the oldest. So I started to go to 

school. I was already very young for the time-- Oh, no, 

this is-- I'm ahead of myself. 

HAST: I think in 1910 you went with the family to 

Bucharest. Is that right? 

KAUFMAN: That's right, I'm ahead of myself. When I was 

five years old--

HAST: You lived there [Bucharest, Romania] for two years, 

is that correct? 

KAUFMAN: Thank you for reminding me. 

HAST: It's all right. 

KAUFMAN: This was an interesting interlude. I still 

remember parts of it. 

HAST: Yes, I wondered how much you remembered about that. 

KAUFMAN: Because Papa started a bazar americain, which was 
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a little variety store on the American plan with credit 

perhaps. And it went very well for a few seasons. His 

partner was one of the respectable Jewish people in the 

community. Everything went well. Unfortunately, this 
gentleman had other ideas. One day, without warning, he 

ran away with all the money, leaving Papa high and dry, 

bankrupt, which w a s — 

HAST: This was in Portland? 

KAUFMAN: No, this was in Bucharest. 

HAST: Oh, in Bucharest when he returned. 

KAUFMAN: He established, you see, his own store. He 

wanted to make peace with the family. 

HAST: So you returned in 1910. All of you went back to 

Bucharest. 

KAUFMAN: Yes. 

HAST: And then he wanted to make peace with the family. 

So he established his own business there, and somebody ran 

away with the money? 

KAUFMAN: That's right. So he was bankrupt. He had no 

choice. He had to go right back. He would have stayed 

there, and, of course, we can predict the results. That 

would have been the finish for all of us. 

HAST: Do you remember anything about Bucharest? I mean, 

you were only five, seven years old. 

KAUFMAN: I remember it very well. It was a very elegant 
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city. I actually went to public school there. 

HAST: Oh, you did? 

KAUFMAN: And I got all the usual kiddie diseases. You 

know, smallpox, measles, mumps, God knows what. 

HAST: And you spoke Romanian fluently? 

KAUFMAN: No, I can't say fluently, but I still have the 

remnants of a memory for Romanian. I've lost any type of 

vocabulary. I'll tell you a funny story about that later 

on, much, much later. But, anyhow, some of it stuck to 

I couldn't help but perhaps in a childish way absorb 

some of the atmosphere, the gypsy music, the things that 

were going around. And my parents tell me that there was a 

very charming young lady right across from us in our deluxe 

apartment near the Calle Victoria, which was their 

principal street at that time. We had our own carrozza, I 

remember. We really lived it up. They tell me that I 

became fascinated by the sounds of the violin. We got to 

be friendly with this young lady, and she would kind of 

play for me and show me the elements, and so forth and so 

on. So that probably remained. Because I remember when we 

went back to Portland for a time when I was seven years 

old, on my way to school I passed one of the local violin 

teachers. His name was [Albert] Kreitz. 

HAST: Yes, that was back in Portland. 
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KAUFMAN: Yes, he was my first teacher. 

HAST: But did it remind you of hearing violins a n d — ? 

KAUFMAN: Well, I had had some sort of inclination, 

perhaps, to that. I heard these violin sounds. They were 

very fascinating to me. I thought, "What a wonderful thing 

if I could play the American piece 'Yankee Doodle' on the 

violin!" That seemed to me a great accomplishment. I 

pestered my father to the extent that he let me have a 

small violin. 

HAST: When you got back to Portland? 

KAUFMAN: When I was in Portland. 

HAST: Let me ask you one more thing, to go back to 

Bucharest. Have you ever played gypsy music? 

KAUFMAN: I can't say I have, except much later in the 

movies. I was asked to imitate some of that type of style. 

HAST: Then later on you did do some. You didn't actually--

KAUFMAN: Yes. I can't say I was ever a specialist on 

it. [laughter] 

HAST: No, no, I just wanted to--

KAUFMAN: My job in Hollywood much later was to try to fit 

myself in and imitate and do anything that people thought 

useful. 

HAST: So, 1912. We must mention something else before you 

get back to Portland though, starting with the violin. 

Because how did you get back to Portland? Do you remember? 
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KAUFMAN: Yes, yes. I'm glad you mentioned that, because 

this is a hazard we missed by the skin of our teeth. 

Father had arranged at the last moment, or whenever we 

could, to get passage on the Titanic. Now, when they 

finally made their way there to Bremen or Hamburg, they 

found out that the passage had been sold. He was furious, 

of course. He said, "Look, I made the arrangements," etc., 

etc. They say, "I'm very sorry, but we can give you an 

alternate booking on a--" 

HAST: Kaiser Wilhelm II? 

KAUFMAN: Kaiser Wilhelm der Grosse, yes. Well, they had 

to take it. They went on steerage, and that was it. As a 

matter of fact, I still have some memories of that. I 

remember I was terribly seasick during most of it. 

HAST: One doesn't forget that ever. [laughter] 

KAUFMAN: It really got me down. I've never been a good 

sailor since then, to tell the truth. Although airplanes 

don't bother me. 

HAST: Children usually, though, don't have any problem 

with it. 

KAUFMAN: Yes. Well, in the old days when we were 

barnstorming, going back and forth to Europe before the 

days of the jets, I always had to go underground for two or 

three days, and I was kept going by bubbly water or 

champagne or something for two, three days. Then I would 
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be all right. 

HAST: That was your mistake. You should have stayed on 

deck and watched the horizon. Then you don't get seasick 

as badly. 

KAUFMAN: Nothing, nothing worked. I could watch anything 

till I was black and blue. But, anyhow, to get back. So 

fate saved us from a watery destiny which would have been a 

finish right then and there. Anyhow. 

HAST: Then you went to New York briefly and stayed with 

some distant cousins for a short time. Is that correct? 

KAUFMAN: That's right. Well, until we made our way by 

this Baron de Hirsch thing. Was that the way? That wasn't 

the way. No, that was the very first trip. 

HAST: That was the first trip. But, anyway, you returned 

to Portland. 

KAUFMAN: We returned to Portland. Now I started to study. 

HAST: But first you went to public school also didn't you? 

KAUFMAN: Oh, yes, I was going to public school all the 

time. Now, the thing is--

HAST: And then you heard something one day. You heard a 

violin, one of Kreitz's pupils, right? 

KAUFMAN: Well, as I say, on the way to school I heard 

that. And I was fascinated, so Papa gave me a little 

violin. I started studying with him. Now something funny 

happened. I must have had some kind of inclination for the 
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sound of the fiddle, because evidently I began to make some 

progress. After I had been studying about six months, I 

noticed on the little local movie there that they had an 

amateur night contest, you know, and very good prizes: 

three dollars, two dollars, and a one-dollar prize. So I 

said, "Papa, I think this is a good chance. How about my 

going into it? Maybe I'll win the first prize." He said, 

"Sure, go ahead." Well, one tune that I was sure of-- My 

teacher Kreitz, like everybody else, used to try to 

interest his pupils in melodic things. And there was one 

with little tidbits from operas. I remember doing the 

"Miserere" from [Verdi's] II Trovatore, you know. 

HAST: Oh, yes. 

KAUFMAN: So I learned that. [hums the melody] But 

actually, entre nous, it was years before I could read 

music. I did everything by ear. 

HAST: Everything by ear. 

KAUFMAN: I was bluffing everything. So I knew this 

tune. But the teacher said, "You know, you have to have 

the music, you know, and follow the music and stamp your 

foot down so you play in rhythm." So I figured, well, if 

this was the routine, why not? So I invited all the kids 

in the first grade to come. So they all came en masse. 

The first couple of rows were occupied with my own homemade 

claque. So, anyhow, I came out after some usual turns—a 
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little singer, a dog act, I don't remember what--for the 

prize. They interrupted the cinema for this big deal every 

Friday night. So when my turn came, I came out with my 

stand, planted it solidly, and then proceeded, stamping my 

foot, [hums the melody] as if I could read music. Well, 

everybody thought it was a comedy deal. They started 

laughing and having a lot of fun. And the result, I got 

the first prize--perhaps as a comedian, not as a 

violinist. [laughter] Well, there was no holding Papa 

back. He figured, "This is the real thing. I've got a 

genius. In six months he's already winning the first 

prize." [laughter] From then on, it was horrible. I 

couldn't play baseball with the kids. I couldn't play 

marbles. After school I had to start practicing seriously. 

HAST: But everything by ear? 

KAUFMAN: For a while, yes, yes. 

HAST: How extraordinary. 

KAUFMAN: When I was into the school orchestra among the 

second violinists, I couldn't play the complicated second-

violin oompahs. It was easier for me to play the melody, 

[laughter] So the lady in charge who was the director 

noticed that, said, "What are you doing playing the wrong 

part?" [laughter] "It's all right." She put me in the 

first violins anyhow. 

So I started wandering from one teacher to another. I 
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finally ended up with one man who was really very basic. 

This was Henry Bettman. 

HAST: All right. Before Bettman, however, you had Frank 

Eichenlaub, didn't you? 

KAUFMAN: Eichenlaub was a charming gentleman. 

HAST: Yes. I wanted to ask you a little about him. And 

also when you were nine years old you toured for two weeks 

during Christmas vacation with Philip Pelz, right? 

KAUFMAN: Oh, yes. 

HAST: What was that? Could we do that? That's in 1914, 

now, so we get the record straight. 

KAUFMAN: Sure. 

HAST: Could we talk about that just a little bit? Because 

at nine to be touring for two weeks seems extraordinary to 

me. What did you do with Philip Pelz? What was that? 

KAUFMAN: Well, I'm glad you brought it to our attention. 

It's always good to have a guide right next to you, you 

know. [laughter] Well, what happened? I must tell you 

something about Philip Pelz. He was indeed a picaresque 

character. He was Jewish, a very handsome type of blond 

Russian. Oh, he must have been close to five feet ten 

inches or six feet, very imposing, and had a natural gift 

for music. He could play anything. He was especially good 

on the trumpet. He was sort of a virtuoso on the 

trumpet. But he could play all the string instruments and. 
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I think, woodwind instruments and so forth. And he had a 

kind of a natural flair for conducting. I was never quite 

sure whether he could read music or not, but that didn't 

make the slightest difference. 

HAST: I was just going to ask you. I assumed he couldn't 

read music. [laughter] 

KAUFMAN: He must have had something. But he really had a 

flair, and he was really a brilliant virtuoso. Now, he 

went around with a very handsome white uniform and all 

kinds of medals plastered on his chest there. [laughter] 

He maintained that he was a favorite of the czar as a 

trumpet virtuoso. [laughter] It might have happened, but 

it's not too likely. He had this story made up and all 

these medals, etc., etc., and imposed himself. As a matter 

of fact, he got to be very big as a conductor. He did the 

local movie shows and had very-- You know, at that time 

they would try to do a little serious music before the 

matinee started on Sundays. He would have serious music. 

Once in a while, in fact, I was occasionally even a soloist 

as a young kid. And then I remember that even at the 

biggest world exposition they had in San Francisco at that 

time [the Panama-Pacific International Exposition], he was 

the conductor of the band--he was the official conductor of 

the band. My father was really very chummy and liked him 

very much. He had a marvelous sense of humor. They used 
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to play cards together. And, as I say, he was part of a 

picaresque thing. You never could be sure whether he was 

telling the truth or not, but it didn't matter. His truth 

was more charming than reality, I suppose. 

HAST: What did you do during this tour? 

KAUFMAN: Now, this time I was all of nine years old, and 

Pelz came to Papa and said, "Look, I've got a 

proposition. I'm getting an act together. You see, I'm a 

trumpeter. My wife is the pianist and she also sings. 

Let's have Louis play, you know, for a little variety, play 

the violin." So Papa says, "Sure." So his deal was as 

follows: He had an old jalopy, a little Ford. This was 

the height of the Christmas vacation. For two weeks I was 

free, I could get away from school. So we toured. We went 

up from Portland to a lot of little beautiful places. I 

remember in particular Walla Walla, where, I think, Bing 

Crosby--

HAST: Oh, Walla Walla, Washington? 

KAUFMAN: Yes, where Bing Crosby came from, and the 

equivalent towns. Bend, Oregon. Little, little, tiny cow 

towns without paving. But they all usually had one or more 

cinemas, so he would pick out what looked like the most 

likely prospect and would go to the manager and say, "Look, 

I'm a soloist for the czar, my wife sang in the 

Metropolitan Opera, [laughter] and I've got the greatest 
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boy prodigy in the world. We've got an act together, and I 

think it would be very good, you know. Let us do our act, 

a fifteen-minute act before the feature comes, and we'll 

work on a percentage. You have nothing to lose." So 

believe it or not, he was able to talk these people into 

it, you know. 

HAST: Extraordinary. 

KAUFMAN: "We'll take 40, 50 percent of whatever you're 

going to get, of the proceeds. The only thing was the 

result was always the same, resulting in an inordinate 

number of engagements within two weeks. Because we usually 

played one show. The audience would become restless. They 

wanted to see the Wild West pictures, the comedies, and so 

forth. This didn't make too much of a hit, and after about 

one performance the managers would say, "What's going on 

here? What kind of an act is this? The people are not 

enthusiastic. In fact, I'm beginning to have all kinds of 

complaints." So Pelz would settle with the most money he 

could get out of them, if not 50 percent, 40 percent, 

anything. So we'd go on to the next town. 

HAST: But you did get paid something? 

KAUFMAN: I was able to send home about $125 a week. 

HAST: My goodness, that's terrific. 

KAUFMAN: Besides all expenses, you know. I lived it up. 

HAST: I mean, considering how your father started out with 
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$3 a week for working day and night, that's extraordinary. 

KAUFMAN: Oh, yes. So this was very good. Then I got back 

in time-- We sort of milked that territory dry. So I got 

back in time to get back to school. Now, much later--

HAST: So then you got Eichenlaub afterwards, did you? 

KAUFMAN: I got Eichenlaub, and I finally got to Bettman. 

After a few years of studying—oh, at the time I was, I 

think, between ten and eleven--there was an ambitious young 

ballet dancer by the name of Rozika. Her real name was 

Rozika Rheingold, and she had a nice little class of 

kiddies that she used to teach. 

HAST: She was Hungarian, right? 

KAUFMAN: Hungarian Jewish. She had great ambitions as a 

ballet dancer. At this time I began to make a little bit 

of a provincial stir perhaps in Portland. I began to play 

around. 

HAST: Could you read music by then? 

KAUFMAN: Oh, yes, with Bettman there was no choice, 

[laughter] I had to learn, because he put me on a very 

strict routine. I couldn't bluff with him. 

HAST: He was a pupil of [Eugene] Ysaye and [Henri Wilhelm] 

Petri, right? 

KAUFMAN: Ysaye and also Petri. They were both eminent. 

Especially, of course, Ysaye, who was an enormous influence 

on this fellow. He [Bettman] wasn't much of a violinist, 
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but something of a dry, academic stick. But he knew a lot 

about the violin, knew about it and had some rather 

brilliant pupils at that time. 

HAST: Yes. I know somebody who did research on Ysaye, and 

that's why--

KAUFMAN: Well, Ysaye was the commanding figure before the 

[Leopold] Auer school, along with the later [Fritz] 

Kreisler. He was a monumental figure in every way, a 

magnificent musician and violinist and everything else. 

But that's a different story. 

HAST: So let's get back to our dancer. 

KAUFMAN: So Rozika probably heard me here and there, and 

then she came to Papa again with a proposition. She said, 

"Look, I've got good connections with the Pantages 

circuit." They were the rivals in that day of the number 

one circuit, the Orpheum circuit, of vaudeville. The 

Pantages circuit stretched all the way up and down the 

Pacific Coast, as far east as Salt Lake City and Denver. 

So she said, "Look, I'd like to get a little act 

together. I'd like to have Louis play while I change 

costumes. He can play something solo, and then we'll wind 

up together. He can pretend to be leading the orchestra in 

Brahms's Hungarian dance and I come out in Hungarian 

costume. That's the climax." So this again was--

HAST: It's unbelievable. So you took off from school? 
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KAUFMAN: Oh, sure. 

HAST: And your parents were proud of you, right? 

KAUFMAN: Proud or not, but anyhow this seemed to be an 

inevitable destiny, perhaps, for one member of the Kaufman 

family. We went to Seattle, and I think Papa went along 

anyhow just to make sure. 

HAST: Oh, he went along with you. 

KAUFMAN: Along to Seattle. As I remember, he was there. 

So we made a tryout for the Pantages circuit. The old man 

was a very nice, short fellow, a middle-aged fellow, a 

little bit on the paunchy side, bald. But he knew his 

business, because he started everything from nothing and 

created this enormous circuit of vaudeville houses, as I 

say, all the way down and up the coast, with the cities in 

between all the way east, as I told you. 

Well, we went on, and Mr. Pantages said, "Fine, I'll 

give you two weeks' trial, see what happens." Well, for 

some reason or the other, we seemed to have clicked. They 

extended it from two weeks to six months. Here I was in 

vaudeville, and it was a very easy life. We had to play a 

matinee in the evening, nothing much else to do. We lived 

it up. 

HAST: Was she nice to you? 

KAUFMAN: She was like a second mother. She was a very 

sweet person, you know. She wouldn't leave me alone for a 
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second practically. But she was very nice and there was no 

hazard. She was about twenty-six years old. Also, a very 

handsome brunette. 

HAST: You said you had so much money for the first time 

that you stuffed yourself with junk food and put on a lot 

of weight. 

KAUFMAN: Well, I regret to say there wasn't enough 

exercise, you know. We would sleep late-- We had the late 

show. We would sleep late and then get up just in time for 

some kind of brunch or breakfast, have the vaudeville show, 

and then we would relax until the night show. Usually two 

shows a day. But it was also a very interesting 

background, because I learned one of the facts of life. It 

was unforgivable to let your audience go to sleep. Somehow 

or other you had to make sure that they were awake, they 

were listening to you. So you began to learn a few of the 

elemental facts of showmanship. 

HAST: Tricks of the trade, yes. 

KAUFMAN: Perhaps of putting it over. 

HAST: Yes. Well, that must have helped you later on even, 

right? 

KAUFMAN: Well, I was told that as a young kid I already 

had a rather agreeable sound. It wasn't too bad. It 

wasn't like the usual painful scratching away of most 

kids. At least I was told that. So this was really my 
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foundation. 

HAST: That was 1915, and you were still very young. Did 

you learn anything about the seamy side of life doing these 

vaudeville shows? 

KAUFMAN: I learned enough about the atmosphere. It wasn't 

all that seamy, as a matter of fact. 

HAST: I just wondered. 

KAUFMAN: No, the vaudeville group that we had sort of 

together as a group were very nice. There was one sort of 

condensed musical comedy. I remember there was a young 

juvenile--all the girls flocked around him. And they were 

very cute, as far as I could see. They all made a play for 

him. There were the Royal Gascoynes. This was a bluff 

Irishman, and he was married. They were like the Little 

Foys. He had about six or seven young kids. They all took 

part in the act. There was usually a balancing act and 

feats of strength, and the little kids would all go around 

tumbling and so forth. It was a marvelous family. They 

had a very nice esprit de corps together. 

HAST: Yes. You really enjoyed it. 

KAUFMAN: It was a very nice type of family group. 

Everybody was very cordial towards one another. If there 

were any seamy sides, I was either too young to notice or 

whatever. 

HAST: Yes, that's of course right. 

25 



KAUFMAN: Undoubtedly. But it was an interesting 

interlude. 

HAST: So did they ever catch up with you and get you back 

to school again? 

KAUFMAN: Yes, indeed. It was fortunate, because at this 

time I was able--

HAST: [laughter] I think that was the law, wasn't it? 

KAUFMAN: Absolutely. I was able to send back $150 a week, 

which was probably much more than Papa earned, with all 

expenses paid. Too much, as I say. I gained twenty 

pounds. It took me a lifetime to lose it. 

There is another interesting little sideline. Rozika 

had a gentleman friend who was doing very well in the 

jewelry business in Portland, Oregon. He fell hopelessly 

in love with Rozika. He used to follow us around like a 

little puppy, you know. He would shower her with candy and 

flowers and God knows what. Once or twice she actually 

left me alone for one or two nights so she could have 

dinner with him or something like that. She apologized. 

And then she confessed to me, "Louis, I don't know what to 

do. This is a nice young fellow and all that, but I really 

don't love him. What shall I do?" 

HAST: She asked you? 

KAUFMAN: Yes. Well, everybody used to ask my advice. I 

don't know why. They weren't as intelligent as they might 
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have been. But everybody sort of applied to me for being a 

kind of young counselor. I must have had an honest face, 

perhaps. 

HAST: A kind face. 

KAUFMAN: But, anyhow, she said, "Louis, what shall I 

do?" And I had met him. I liked him. I thought he was 

very nice. You know, he was just a nice, respectable 

fellow, and he was in love and certainly could do very 

well. If she wanted to be a ballet dancer, I'm sure he 

would be happy to back her up. 

HAST: Yes. So what did she decide? 

KAUFMAN: So I said, "Look, Rozika, this is ridiculous. 

This is a nice fellow. Marry him. What are you waiting 

for?" [laughter] 

HAST: It's easy to say. 

KAUFMAN: Well-- "This love will come naturally. He's a 

nice fellow, seems very kind, very nice. He's a 

respectable fellow. He has his own business. Marry 

him." She said, "I can't do that. It's not love," etc. 

Well, she did not marry him. So the result was very 

tragic, because evidently between her art and one thing or 

another, she never did find anybody that was to her 

satisfaction. Eventually she got to be mentally terribly 

disturbed. I think at a rather early age they had to put 

her in an institution, where she died. It was very tragic. 
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HAST: Did you stay in touch with all those people? 

KAUFMAN: Oh, yes. At that time I already had gone to the 

Institute of Musical Art [now the Juilliard School]. 

Whenever possible, I used to come back during the summer 

vacation—until later on. I used to go to Blue Hill, 

Maine, with the [Franz] Kneisel class. Now I'm ahead of 

myself. 

HAST: Yes. All right. Well, fine. So you were with 

Henry Bettman. And then at the age of thirteen, in 1918, 

Efrem Zimbalist and Maud Powell made a suggestion to you, 

right? 

KAUFMAN: You know, Papa used to pester everybody 

systematically that would come into town that he thought 

were, you know, big names or virtuosos to listen to me 

play—some of whom were kind enough to do that, including, 

as you mentioned, Zimbalist and Maud Powell. I played for 

both of them. They both said the same thing. Maud Powell 

first said, "Well, this boy obviously has some talent, but 

he's getting terrible schooling. Get him away from here 

and take him back East somewhere." 

HAST: This is lucky. 

KAUFMAN: But Zimbalist was more specific. He said, "Yes, 

your son has talent, but his teaching is horrible. It's no 

good. He must go back East." And he recommended, 

curiously enough, Franz Kneisel, who was a great figure in 
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Boston as the concertmaster of the Boston [Symphony] 

Orchestra when he was only nineteen years old. He was 

brought from Germany by the conductor Wilhelm Gericke. And 

he also had the first great quartet, as you know, in 

America [the Kneisel Quartet]. So instead of recommending 

his own teacher, Leopold Auer--who was, after all, the 

godfather of the great school of violinists, [Mischa] 

Elman, [Jascha] Heifetz, all the rest of them--

instead of recommending him, curiously enough he 

recommended Kneisel. Which is interesting, and I think I 

know why. At that time Auer had come to this country as a 

very old gentleman and no longer was the guiding light of 

this whole marvelous Russian school. 

HAST: How old was he then, at that time, do you suppose? 

KAUFMAN: Oh, I think well in his eighties. 

HAST: I see. Well, that may have been another reason. 

KAUFMAN: Well, whatever it was, Papa took his 

suggestion. So shortly after my bar mitzvah at thirteen 

years old-- There was a big, elaborate party in Portland to 

which everybody was invited, the mayor and everybody else. 

HAST: And in the meantime, you had been going back to 

public school again? 

KAUFMAN: Oh, yes. Oh, yes, systematically. But I was 

excused from many of the things--athletic exercises, you 

know--so I could practice my violin. 
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HAST: Is that right? 

KAUFMAN: Oh, they were very nice about it. Of course I 

was in the school orchestra and all that. But as much as 

possible I was let off, because they recognized that I had 

to do a certain amount of practicing. I can't say I 

enjoyed it very much, because until I began to be filled 

with some sort of honest ambition for learning my way on 

the violin in a legitimate way, I wanted more to be like 

anybody else, to play with the kids. 

HAST: To be a normal child. 

KAUFMAN: Yes, normal. In some ways, perhaps, it's too bad 

I didn't. 

HAST: But did you enjoy the practicing at all, or was this 

something that you found--? 

KAUFMAN: Later on-- They had to force me to practice. I 

can't say I enjoyed it. 

HAST: Oh, is that right? See, that's interesting, yes. 

KAUFMAN: Everything came easily to me. I could play those 

tunes easily. I soon learned that after one or two years I 

usually sounded better than my teacher, but that didn't 

mean much because the standard was pretty low. 

HAST: [laughter] But you know that's interesting, you 

see, for the young people who will listen to this tape. 

Because so often the young people who then make it later on 

in music and love it had to be forced to practice when they 
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were very young, and I find this very interesting. 

KAUFMAN: I was pushed into it. I think if I had been left 

on my own, I would have sloughed it off and played a little 

bit, you know, as an amateur. But they insisted on it. 

They kept me going, especially as they had some sort of 

encouragement. They had kind of encouraged me because I 

was beginning already to play around locally. I even gave 

my first public concert, I think, when I was--oh, before my 

bar mitzvah, before thirteen--about eleven. We still have 

programs. At the Heilig Theatre I gave a whole concert on 

my own. 

HAST: In Portland? 

KAUFMAN: Yes, in Portland. 

HAST: How interesting. 

KAUFMAN: A little student concerto and all the rest. But 

then I won-- Now, the thing is--

HAST: Excuse my interrupting you, but before we get to New 

York, I think actually you studied with Hugh Kortshak 

before you studied with Kneisel. Is that right? But 

before you do, I wanted to ask you-- Can you tell us 

something about Efrem Zimbalist and Maud Powell, since you 

knew them so well? This might be of interest. 

KAUFMAN: Yes, yes, of course. Well, it had ramifications 

later on. Zimbalist, as you know, was a very charming 

gentleman and one of the great violinists of the time. He 
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certainly belonged with the high-ranking Auer luminaries of 

the time. He was perhaps in some ways musically the most 

serious of them. 

HAST: Was his son an actor? 

KAUFMAN: His son is Efrem Zimbalist, Jr., who probably is 

much better known than his great father. So he was very 

decent and very kindly. As I say, I played for him, and he 

made these suggestions. But it was a turning point. 

Zimbalist also was something of a composer. He 

composed one or two string quartets, I think a violin 

concerto, shorter pieces. And, as you know, he married the 

glamorous soprano Alma Gluck, who happened to be 

Romanian. They did many tours together. For those who are 

interested, there are some very interesting early records 

of Zimbalist, both as a soloist-- Short snippets usually, 

on account of the medium only permitting about three, four 

minutes at the most on the early little records. And there 

are some marvelous records he made together with his wife 

that are very charming. They've now, of course, become 

collector's items. But this also had later ramifications, 

because I was later on, much later on, to know Zimbalist in 

a different way, for chamber music. 

HAST: Oh, really? 

KAUFMAN: Oh, yes. Now, Maud Powell was also perhaps at 

that time the leading figure in American violin music. 
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Until [Albert] Spalding came along, I think she was 

supposed to be the great violinist, male or female. I 

remember even hearing her play in the local concert hall 

Portland, being very much struck by her great verve and 

marvelous intonation and many other factors. She was not 

quite the warm Russian school that we got used to later, 

but she had something. She also studied with the most 

eminent teachers at that time. She was a student of 

[Joseph] Joachim and I think one or two others. But she 

graduated from all of those classes with highest honors a: 

soon embarked on a career. I think she did more 

engagements at that time than almost any other violinist. 

She was one of the first artists to be engaged by [RCA] 

Victor for solo records. 
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KAUFMAN: To continue with Maud Powell, she toured and was 

one of the pioneers in educating the American public to 

very fine classic music. She had very high standards. And 

many people in the smaller towns were hearing some of the 

great works with her perhaps for the first time. She even 

toured with John Philip Sousa, who was a dominant figure at 

the time, as his soloist. And according to the very fine 

book that's recently come out on Maud Powell [Karen A. 

Shaffer's Maud Powell, Pioneer American Violinist], she 

actually was engaged to substitute for Fritz Kreisler 

occasionally when for some reason he couldn't make the 

date. So she was one of the very great figures in 

America's evolution towards serious classic music, as far 

as the violin was concerned. 

At that time her accompanist was Arthur Loesser, a 

young pianist who on his own became also very well known. 

He's written a marvelous book, Men, Women, and Pianos, I 

think. He was a charming man. I don't think he was much 

older than I was when I played for Maud Powell. But he was 

a very young man and very, very enthusiastic and played 

beautifully. Actually, it resulted in a lifelong 

friendship with Loesser. I've always kept in touch with 

him. He was charming. He was the sort of person who 
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seemed to know everything, an encyclopedic mind, and was a 

very great pianist in his way for chamber music, for solos, 

as everything else. He was an extraordinary linguist too, 

by the way. I think he was one of the official translators 

for the American army in the Second World War. He was 

quite a student of oriental languages, believe it or not, 

amongst other things. As I say, one of those people who 

knew everything--

HAST: Really talented. 

KAUFMAN: --besides his own talent. This was in Japan, by 

the way. He was stationed in Japan at that time. Let's 

see, what else can I get to as far as Maud Powell? 

HAST: Well, all right, we could--

KAUFMAN: I think that's it. But I was always grateful to 

her. And by the way, there's another thing that was 

another little dividend. I remember one of the concerts 

she did was a mazurka by a Polish composer, [Alexander] 

Zarzycki. I remember before I had been in a class with 

Kneisel, for about half a year [I was] with Hugo Kortschak, 

who was a completely different school, the Germanic school 

of [Otakar] Sevcik. A very fine musician, but he 

[Kortschak] was not quite the range of Kneisel, who was 

really in many ways awe-inspiring. I'll get to that a 

little bit later. 

HAST: Yes, sure. 
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KAUFMAN: Kneisel wasn't ready for me in a class [at the 

Institute of Musical Art]. He told Papa when we went up 

for the audition that he would take me into the class, but 

I would have to wait six months. He put me into 

Kortschak's class in the meantime. 

HAST: Who was Kortschak exactly? 

KAUFMAN: Hugo Kortschak was a very good violinist. So I 

studied this little mazurka by Zarzycki, and before I left 

him [Kortschak], he suggested that I play downstairs. We 

used to have student recitals. So I played this Zarzycki 

mazurka downstairs. It happened Kneisel, out of curiosity, 

was there to hear me. So there was no delay. It looked as 

though he was impressed by that, so I could let loose and 

do my vaudeville type of impressing them. [laughter] 

HAST: [laughter] Oh, great. So, anyway, for eight years 

you then studied with Kneisel after that. That was an 

interesting period, wasn't it? 

KAUFMAN: Well, it was interesting in many ways. Kneisel 

was something of a psychological puzzle, a mixture. He was 

a magnificent musician in many ways. All of his pupils 

think that. In many ways he was unique. I've never really 

quite met any other musician, without exception, that was 

quite his equal for musical knowledge, for subtlety of 

phrasing, and so forth. Unfortunately, he didn't have the 

violinistic flair we began to take for granted in the Auer 
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school, and all the brilliant technicians and so forth. 

But he was a remarkable musician in many ways. For 

instance--

HAST: You mean he didn't have the flair technically or--? 

KAUFMAN: Oh, he had a lot of technique as a young 

fellow. 

HAST: Or do you think musically? 

KAUFMAN: No, it wasn't musically. He didn't have the 

inner warmth, the type of tone quality we sort of take for 

granted with the advent of the Elmans and the Kreislers and 

the Heifetzes and so forth. He didn't have that. But he 

had a marvelous idea, perhaps following in the lead of 

[Joseph] Joachim, who was the dominant figure of his time, 

to create-- Before I get to that, I should give you some 

idea of his background. As you know, he [Kneisel] created 

the first great string quartet and was the great pioneer. 

Everybody said that heard them-- Abram Chasins said that he 

never missed a concert of the Kneisel Quartet in New York 

when they used to play regularly--it was like a music 

lesson. It was magnificent musically. The blend, the 

ensemble, all the factors that make for fine music in a 

great Germanic tradition. But he was also enterprising. 

He got to be a very close friend of Johannes Brahms. 

HAST: Oh, yes? 

KAUFMAN: He was the first man to introduce a lot of his 
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chamber music, which he had studied with the master in 

Ischl [Austria] and during the summer months. He knew 

[that music] very well. He was the first man to introduce 

the Brahms [Violin] Concerto [in D, op. 77] to America. He 

was the first man to play the [Niccolo] Paganini Concerto 

[no. 1 in D, op. 6]. Besides his duties as concertmaster 

of the Boston Symphony. As you know, he resigned after 

many years there and formed his own quartet, which became 

the dominant quartet of the time until the advent of the 

later ones, the Flonzaley and all the rest of it. 

HAST: I read something where you said that the one thing 

he didn't know how to do well--and I'm not a violinist, so 

you have to correct me if I'm wrong--something about the 

staccato technique, that you got this from somebody else. 

KAUFMAN: Well, this is one of the details that we'll go 

into later. I had been studying dutifully, and he was very 

strict and had the wisdom to put me all the way back, all 

the way back to the usual routine--[Rodolphe] Kreutzer and 

all the usual studies and etudes and the usual student 

works of the early violinistic master—before he let me 

loose on any of the virtuoso stuff. And it was good, 

because I thought that I was pretty big, pretty interesting 

as a violinist until I came to New York at the age of 

thirteen. I thought I could get away with a few little, 

small easy pieces--you know, [Jules Massenet's] 
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"Meditation" from Thais and a few trifles. But when I 

began to hear kids three or four years younger than I going 

away at the Paganini concerto and virtuoso works, I began 

to realize I was hopelessly behind and I really learned 

that I had to dig. 

HAST: So how about school? I mean, how did you--? 

KAUFMAN: Well, this was also an interesting aspect. After 

I had been studying with Kneisel about a season, towards 

the end of the first season, he said, "Kaufman, how many 

hours do you practice a day?" 

So I said, "Well, Mr. Kneisel, about two hours." 

He said, "What? You want to be in my class for two 

hours a day? You must put in a minimum of six hours a 

day. " 

I said, "Well, Mr. Kneisel, you see--" I was going to 

Morris High School at that time in the Bronx. I was living 

with some distant relatives, the Boyumescos to be exact, a 

distant cousin of my father. 

He said, "Well, you have to do that." 

But I said, "I have to go to school. I practice a 

little before school, and then when I get back I have 

homework and so forth. And after about two hours, I can't 

do much more than that." 

He said, "Well, you'll have to leave school." 

And I told him, "But, you know, the rules of the 
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institute are that you must graduate high school before you 

can get a diploma." 

He said, "I'll fix that with Dr. [Frank] Damrosch," 

who was the brother of the famous Walter Damrosch who had 

the big orchestras. He said, "I'll fix it up with Dr. 

Damrosch." And he did. They excused me from going to 

school. 

He said, "You've got to get a private tutor." I said, 

"Fine." So someone recommended a young Catholic Jesuit 

priest who was supposed to have a very good background in 

mathematics and language and so forth. Well, I started to 

take a couple of lessons with him and tutored with him a 

couple of times. It didn't last long because it wasn't 

long before he tried to get me into the church. [laughter] 

HAST: To convert you to Catholicism? 

KAUFMAN: To convert me to becoming a Jesuit. I was more 

interested in cultural matters, and this didn't work out, 

so I fired him after two lessons. But it didn't make much 

difference, because like Annette [Leibole Kaufman] much 

later on, I was an omnivorous reader. I ruined my eyes 

when I was very young and read indiscriminately everything 

in sight. 

HAST: But technically you never even got a high school 

diploma? Is that right? 

KAUFMAN: No, I was one year in high school, at the Morris 
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High School. 

HAST: You probably did better than you would from public 

school. 

KAUFMAN: [laughter] Well, I got an all-around 

education. I was naturally interested in the arts and 

culture. I did have a try at night school. I tried to 

study at night school, and it didn't interest me. Calculus 

and algebra and chemistry, it was all nonsense. I couldn't 

be less interested. If I had plowed away for years, I 

wouldn't have gotten to first base on those abstract 

sciences. [laughter] So I stopped that, but I kept on 

reading, you know. Before long, I exhausted my eyes in 

local libraries with paperbacks and everything. So, 

anyhow, I had this long background with Kneisel and studied 

with him. He was an ogre. He was ferocious. He was 

absolutely--

HAST: Was he really? As a teacher he was very hard on 

you? 

KAUFMAN: He was very hard. But we began to sort of 

understand each other. He had a tendency, with his 

constant emphasis on good taste and all the rest of it, of 

beginning to freeze his pupils a little bit because 

everything had to be exactly correct. He made very little 

allowance for individual qualities such as we prize 

sometimes. One wants to have a good background of verve, 
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vitality, tone quality, and so forth. Above all, he wanted 

people to be correct. Somehow or another, in a youthful 

way, I think I realized the importance of that. I needed 

the groundwork. 

HAST: He gave you a solid foundation. 

KAUFMAN: Yes, because otherwise I think I might have just 

gravitated to being just an ordinary caf6 player or an 

ordinary player of light music, fitted into little 

orchestras, whatever I could. But I needed this. And then 

I started to really work seriously. I began to really 

practice like crazy. 

HAST: [laughter] You must have. 

KAUFMAN: It was nip and tuck. Usually every other lesson 

was a disaster. But I was saved by one fact. He invited 

us to listen in the class. There were two class lessons a 

week, and everybody played. 

HAST: There were only two a week? 

KAUFMAN: Two lessons a week. But actually, we were with 

him all the time. Because Sunday mornings were 

obligatory. In his own brownstone house, we had to play 

chamber music with him that he threw in because he loved 

chamber music. Which was marvelous. I didn't realize--

And then we were always preparing things for entertainments 

or benefits or playing downstairs at the hall. So we were 

with him practically all the time. 
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HAST: And the whole thing only cost $250 or something like 

that. 

KAUFMAN: Two hundred dollars. I was never on a 

scholarship. But all of this magnificent training that 

came-- Now, besides this, at the school I got ear training, 

I got counterpoint, I got secondary piano. I got all of 

those things. Of course, orchestral practice. But I paid 

no attention. I used to bluff my way on piano. I learned 

to play a little prelude of Bach and a little piece of 

Debussy that I could bluff, I knew by heart. Every year 

when we had to be examined by Dr. Damrosch, I played the 

same two pieces. He would say, "Very good. You're making 

good progress." [laughter] I never played anything 

else. But I bluffed my way through so that I could really 

listen systematically to my colleagues. After my morning 

session with Kneisel, I listened for a half hour. I wanted 

to get my money's worth. So I stayed for the morning, 

listened to the classes, lunch, I listened to all his 

afternoon classes, and little by little I began to learn 

the literature. Because I realized I would be torn apart 

if I didn't have some idea what was going on with these 

works. So I began to, I suppose, make some progress. As I 

say, every other lesson usually was a disaster. 

HAST: In what way? You mean because he was so critical? 

KAUFMAN: He would tear me apart. Before I would play, a 
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note was already wrong, my tie wasn't good, my shoes 

weren't shined. 

HAST: Oh, it was a complete picture he wanted. 

KAUFMAN: He really was more like a stern father than 

anything else. I realized he really had some amazing 

qualities. 

HAST: Was he ever supportive of you, though? I mean, if 

everything was negative all the time, you wouldn't have had 

the— 

KAUFMAN: It was not always negative. Occasionally he 

would either say very little or let me go and say, "This is 

good. Take something else next week." Then I realized he 

didn't have too much to say. [laughter] There was one 

example of that. After I had been studying a few seasons, 

he said, "Well, Kaufman, try the rondino of [Henri] 

Vieuxtemps." I had already studied some violin literature 

of Vieuxtemps. This was one work I didn't know. "Just try 

it." So I was in deadly fear. I got the music. It looked 

like a bunch of scales, up and down. I couldn't make 

anything out of it. 

So I went to a little neighborhood store where they 

would sell music and have some secondhand records. I said, 

"Do you have a record of this piece, the rondino of 

Vieuxtemps?" And my good luck, he pulled out one of the 

early recordings of Eugene Ysaye. So I listened. At that 
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time, you were allowed to go into a booth. So I listened 

very carefully with the music. 

It was a revelation. What elegance, what style, what 

marvelous quality. Not only the violin playing but the 

whole conception was heroic and magnificent in style and 

everything you could think of. So this made a tremendous 

impression on me. 

Well, I think I must have been born with some sort of 

imitative quality. I was able to really make some sort of 

reasonable facsimile of that. So I went to class this 

time. I knew how the piece went, and I started in. And 

something very funny happened, because usually he would rip 

me from one part of the work to the other, from stem to 

stern. He politely began to listen. He was chewing his 

big, fat cigar. He was always smoking, never without this 

horrible cigar in his mouth. He politely turned the 

page. If we stopped to turn the page of the music, he 

would really stop us. He'd say, "You're supposed to know 

what's on the other side." [laughter] So he politely 

turned the page and let me play the music all the way. 

HAST: Excuse me, I need this again, because we do this 

also for students. Now, what he meant by that was that you 

have to know what's on the other side before you turn the 

page so that you don't have to stop and read it. Is that 

correct? 

45 



KAUFMAN: That's right. We had to know it well enough, 

almost by memory. He didn't insist on everything. 

HAST: He didn't insist--? Now, this is going to be my 

next question. 

KAUFMAN: No. When we could we played by memory, but 

otherwise he would let us use the music. He wasn't too 

much of a stickler for that. He gave us a great deal of 

leeway, I must say, on technical matters. If we could 

master a thing and do it comfortably, he would let us find 

our own technical solutions. But on music, on phrasing, he 

was without mercy. It had to be exactly the way the 

composer wanted. He was very strict about phrasing and 

matters of the original phrasing of compositions. 

HAST: That's interesting, because of course some teachers 

insist that everything is memorized. 

KAUFMAN: Oh, I was going to say that he let me finish it 

and so forth. He was very polite, didn't say a word. And 

he showed what knowledge he had. "You know, Kaufman, 

that's a marvelous record of Ysaye." He knew exactly where 

it came from! Here was a provincial bumpkin, you know, 

playing with some pretension of style, I don't know what, 

[laughter] He knew exactly where it came from. 

HAST: That's amazing, isn't it? 

KAUFMAN: Yes. But he had that type of mind. 

Joe [Joseph] Fuchs was one of his very brilliant 
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pupils and has had quite a career, as you probably know, as 

a soloist of many records. He was one of his most 

brilliant technical results. He also had many other 

qualities, as a teacher and so forth. He [Fuchs] told me 

one time that he had started studying with Kneisel as a 

very young kid. Kneisel demonstrated something. He knew 

the Beethoven quartets and everything else. That probably 

was his bible. He was the first one to introduce them all 

to this country—the late ones, early, middle, everything--

as well as introducing most of the chamber music of Brahms 

and Dvorak. But besides that, he demonstrated something. 

He said to Fuchs, "Name a quartet of Beethoven, any one." 

So Fuchs said, "Well, this late one." Kneisel proceeded to 

write by memory on a staff the four parts, every one of the 

parts. 

HAST: Really? 

KAUFMAN: On a manuscript, every part for one or two 

pages. 

HAST: It was just all in his head. 

KAUFMAN: He had an incredible feeling for those things. 

He knew everything. When he knew it, he knew it. And, by 

the way, he had an extraordinary generosity of taste. For 

instance, he was the first man to play the Schoenberg 

Verklarte Nacht sextet [for strings, op. 4]. He introduced 

it to this country. He was the first man to introduce the 
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Debussy [String] Quartet to this country, and many other of 

the avant-garde things at that time. So he was not just an 

old fogy working along with the classic German tradition, 

not at all. 

HAST: But when he talked to you about good taste, it had 

to be what he thought was in good taste? 

KAUFMAN: Well, as I get older, his influence gets greater 

on me, I must say very honestly. Because everything he 

said musically was absolutely the truth. I don't agree 

with him in many respects, because, sad to say, I think he 

withered as many talented pupils as he helped. Because he 

discouraged them and certain personal qualities, which I 

don't think he really had the right to do. But without 

exception, those that could absorb what he had to say 

emerged as useful musicians. He realized that the tide was 

turning not in the direction of a few overwhelming virtuoso 

artists but in the direction of being useful in the way 

that Joachim pointed out. That is, being useful in an 

orchestra, as chamber music players, all the rest of it. 

Those that had enough flair and quality could take their 

place as, you know, virtuoso violinists and solo 

violinists. 

HAST: And became individual musicians. 

KAUFMAN: Yes, yes. But he knew that the time would come 

when they couldn't depend on just a handful of musicians 
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going out to make a career playing a half dozen 

concertos. He was very farsighted in that. His idea was 

to create useful musicians. And I think he succeeded, 

because unless they were hopeless, what they absorbed was 

enough to give them all useful, honest working careers as 

violinists. 

HAST: Let me ask you something here, if I may. I was 

going to bring it in later when we talk about generalities 

and your opinion of young people and what they should be 

taught and so on. You see, we have the same problem with 

young singers. Should a teacher say, "Well, you really 

don't have any talent"? Is that not perhaps better on the 

one hand in order to save the student a lot of heartache 

later on? Or should you say, "Go on, go on and try and 

try"? After all, do you have the right to tell somebody 

they don't have any talent? That's that difficult 

question, isn't it? So if Kneisel put down some of his 

students, maybe he was doing them a favor if he had worked 

with them long enough to tell them, you know, they really 

didn't have it. What is your opinion on that? 

KAUFMAN: No, I don't think he was that way. He was 

indiscriminately heartless and brutal to everybody. It 

didn't matter how advanced, he always had something to say. 

HAST: I thought you said with some he was worse. 

KAUFMAN: No, no. As a matter of fact, with the pretty 
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girls he was very easy, very complacent. He didn't bother 

with them, [laughter] about taking them down. 

But this involves a very interesting question. I 

think that anybody that's interested, honestly interested 

in the musical arts, that wants to follow it, has a right 

to do so whether they're talented, medium talent, rare, 

great, or not. For the simple reason that not everybody is 

fit for a solo career or even fit for a professional 

career. However, everybody has the right to put their feet 

in the water and enjoy a noble art. And if they want to 

take part in it personally and do something that expresses 

themselves, I think they have the right to do so. 

HAST: I'm talking about a really professional career, not 

for your own pleasure. 

KAUFMAN: For a professional career, I think that people 

should be made aware in a very honest way. "Now, this is 

very nice, enjoy yourself. If you love music, so much the 

better. It's a noble art. If you can share in it and take 

part in it, fine. But your chances, you know, of doing it 

on a solo basis or expecting to get a cushy job with an 

orchestra, it's not going to be easy." I think they should 

be made aware of that. 

HAST: They should be told. 

KAUFMAN: I think it's the only honest thing. But I don't 

think that any professor has the right to discourage 
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anybody that wants to take part in this, even as an 

amateur. 

HAST: Yes. Because sometimes one can be wrong also. Like 

with writers, for instance. 

KAUFMAN: Of course, there are many young kids that really 

take up the string instruments or the woodwind instruments 

and get an awful lot of fun and pleasure out of playing 

with the school orchestras or neighborhood orchestras. And 

why not? There's no reason for them to have illusions of 

becoming the greatest. The "greatest" is a matter of 

semantics anyhow. But I think if they can do something 

useful and do something that will give everybody pleasure, 

including themselves, why not? 

HAST: Absolutely, absolutely. I agree with that. It's 

just that somebody like Kneisel, of course, would be very 

much of a perfectionist and would want the best in his 

students. It has to be that way. 

KAUFMAN: Exactly, exactly. But there was no end to what 

he could tell you. Because he could start analyzing with 

phrasing. There would be a million things he could tell 

you. 

At the time I got to him, he was long past his 

prime. But I still remember when, very rarely, he would 

take the violin and start playing, illustrating 

something. He played one movement of a Bach sonata, one of 
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the adagios, and without much in the way of tone quality, 

what he began to do in the way of subtlety and phrasing and 

quality--a really great insight into the music--was 

something that I never forgot. It was really marvelous in 

its way. 

I asked him about the question of recording, how it 

was that we never had recordings of the Kneisel Quartet. 

It was unfortunate, because he said he listened to some of 

them and he didn't like the results and decided not to do 

that. [Josef] Hofmann was another great artist. The 

pianist. He also didn't make many recordings. He didn't 

like the results that he heard. 

HAST: Now, Kneisel's reason was that they could not 

reproduce the sound correctly on records? 

KAUFMAN: That's right. He didn't like it. It was in its 

infancy. It's too bad, because even any early records we 

have of [Pablo de] Sarasate or Joachim, they're not 

adequate, but they give you a very good idea of how those 

people sounded actually. And he came much later than 

that. For some personal reason or other, he decided not to 

go into recording. 

Now, before I let go of Kneisel, I can tell you 

another anecdote. I was already getting to the virtuoso 

literature, and so Kneisel asked me to play one of the 

Vieuxtemps concertos, I think [Violin Concerto] no. 3 [in A 

52 



Minor, op. 25]. Well, I went to the neighborhood store and 

I said, "Do you have the no. 3?" 

And he looked around and got a secondhand copy and 

said, "Well, this is very hard to get. I've got to get two 

dollars for that." 

I said, "What? Two dollars for that?" [laughter] My 

budget was seventy-five cents, fifty cents, or a dollar at 

the most for anything. So I said, "No. Do you have any 

other concertos of Vieuxtemps?" 

So he looked around and said, "Well, I have the first 

one [Violin Concerto no. 1 in E, op. 10]." 

So I said, "Fine. I'll get that." 

Well, I didn't realize what a monster I had gotten 

into. This concerto starts in and ends with freakish but 

fast staccato, which means this staccato bowing you do all 

in one bow. This was not the usual type of slow staccato 

you have in earlier literature like [Ludwig] Spohr, some of 

the other masters. You had to do it with a type of jet 

speed. So he [Kneisel] said, "Well, all right." I had 

brought it to him, and I started wrestling with this thing 

full of staccatos. He had taught me the traditional way, 

you know, just zip-zip-zip, just a little motion of the 

wrist. It was very good for a slow staccato, but you 

couldn't get to first base--

HAST: Yes, we mentioned that earlier, in fact, on this 
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tape, that he didn't know how to do this, right? 

KAUFMAN: He didn't have that natural fast staccato which 

was a later development of [Henryk] Wieniawski and 

Vieuxtemps. And also the Russian school absorbed it, 

because Wieniawski had taught in Saint Petersburg. That 

was the whole beginning of that great Russian school, 

actually, under the influence of Wieniawski. 

Bernard Ocko, one of the brilliant young pupils of 

Kneisel at that time, was also in the class. He could play 

all kinds of very difficult, freakish, technical things. 

He didn't have too much of a flair for singing on an 

instrument or doing anything particularly lyric or 

beautiful, but he did have certain natural qualities. He 

had studied with a very good Russian teacher. But there 

were quite a few of the secondary pupils of Auer that were 

floating around in New York. At that time he got to study 

with one of them. Now, it seems that he had absorbed the 

tradition. He had a marvelous natural fast staccato. 

This was after I had started working on this first 

concerto of Vieuxtemps. I got bogged down with it. I'd 

take one lesson after another and I could do most of it 

fairly well, but when it came to the fast staccato it was 

hopeless. And Kneisel said, "You have to stick on this 

thing until you have the staccato." Three, four, five 

weeks went by, and at two months I was still bogged down 
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with this work. I could see the whole season practically 

glimmering on this horrible beast of a concerto. So in 

despair I said, "Bernie, please tell me, how do you do 

staccato?" He said, "Well, I learned this from my teacher, 

the Russian. What you do is you have to tighten up your 

arm and make it very stiff. And then you begin to feel a 

kind of a tremor, you know." Like a kind of a Saint 

Vitus's dance, [laughter] like an epileptic fit, but you 

must learn how to control it. You tighten your arm, 

tighten the muscles, and before you know it it begins to 

shiver, you know, and you go along spasmodically. So he 

said, "You try that, see what happens." So I went back to 

my little room. There used to be people that rented space 

near the Institute of Musical Art, where I studied with 

Kneisel, a block or so away. 

HAST: There were people who rented rooms did you say? 

KAUFMAN: Rented rooms, for students especially. It was 

very nice. We had our own little rooms there. We were 

used to having people squawk away and sing you know and 

practice on their instruments. It was very nice. No one 

interrupted us. 

HAST: Was this in a special building? 

KAUFMAN: No, just one of the many apartment buildings 

right adjacent to the Institute of Musical Art. At that 

time it was on upper Claremont [Avenue] about 120th Street, 
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right off Riverside Drive. 

So I started tightening my arm and started scratching 

away. Pretty soon the landlady came around and said, 

"What's going on? What's all this horrible racket?" 

[laughter] Anyhow, I persisted. Little by little, I began 

to feel this tremor, you know. I began to feel this after 

a day or so of scratching. And then the trick was to 

correlate it with the left hand, so the fingers could go 

fast enough to correlate it. You know, crossing strings. 

I stuck to that. Believe it or not, after about five or 

six days of this schedule, I was able to have a decent 

enough fast staccato. 

HAST: Extraordinary. 

KAUFMAN: And I have never lost it since. Well, anyhow, it 

happened the next lesson I came with this damned disaster, 

put the music on the stand, and started to play. As it 

happened, Kneisel had invited Charles Martin Loeffler, a 

very distinguished violinist and composer of the time. He 

happened to be his buddy. They were on the same stand 

together in the Boston Symphony, so they were old 

friends. And he just happened to invite him to come visit 

him and listen to the class. So Loeffler was there. And 

he [Kneisel] said, "Well, this is Kaufman. He's going to 

play a Vieuxtemps concerto." And he was-- [laughter] He 

knew what was going to happen. He was sure it was going to 

56 



be the usual disaster. 

Well, I started on the last movement, which is the 

most difficult, with very rapid staccato, [sings notes] all 

that type of thing. Very complicated, it runs in thirty-

second notes. So I started again. He politely let me go 

through it, the whole way through, turned the page, and 

didn't say a word. When I got through, he said, "Kaufman, 

you can take something else next week." So evidently he 

was satisfied. He said, "You see, Loeffler, with my 

methods, all my pupils get a fine staccato." [laughter] 

HAST: [laughter] That's wonderful. You did not say 

anything, of course. Oh, that's marvelous. 

KAUFMAN: Incidentally, Loeffler was very kind. He said 

some very nice, very complimentary things. I was very glad 

to meet the old gentleman. At the [Isabella Stewart] 

Gardner Museum in Boston, there's a marvelous portrait of 

Loeffler by John Singer Sargent which is very fine. He 

wrote some very marvelous symphonic music and chamber music 

that I occasionally used to play. 

HAST: Yes, that's very interesting. Well, this takes us 

to 1927, when you graduated with highest honors from the 

Institute of Musical Art and received the Loeb Prize of 

$1,000. Is that right? 

KAUFMAN: Yes. This was very good because it enabled me to 

have the right to give a-- Did you mention the Naumburg 
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Award, or was that later? 

HAST: That comes in 1928 we have the Naumburg and you also 

have your first American debut. 

KAUFMAN: That's right. Well, anyhow, I was fortunate 

enough to get the Naumburg Award. By the way, not the 

first time. I tried for the first time. As it happens, 

Paul Kochanski, who was also a teacher, a very fine 

violinist, a wonderful virtuoso-- He died much too soon. 

But he was also teaching and had quite a class. There was 

one girl I remember, Sada Sukari--something like that--and 

I got to the semifinals, but she was the one that won at 

that time. So I was determined. I was stubborn, I guess, 

in those days. I was determined that I would stick to it 

until I got the Naumburg Award. 

HAST: But, you see, that again is a lesson to students, 

that if you don't get it the first time, well, then try it 

again. 

KAUFMAN: Well, I tried again the next year. It began to 

be something of an open scandal, whatever it was. 

Kochanski-- They realized this wasn't quite right. He was 

the teacher and also one of the judges, and his own pupils 

were systematically winning the first prizes. So this 

didn't altogether sit well with the committee. 

So the next year they had a different type of 

committee with Felix Salmond and a few others. Oh, there 
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was L&a Luboshutz. She was also a very fine violinist who 

was teaching at Curtis [Institute of Music] at that time. 

She was one of the judges, and a few others. So when I 

played the second time, I did get the award. 

HAST: So what did you play then? 

KAUFMAN: I played, I think, part of the Paganini concerto 

and some selected things that they chose, some virtuoso 

things, Bach, whatever it was. And this time I had better 

luck: I got the Naumburg Award. 

HAST: Do you remember how many musicians competed? 

KAUFMAN: Quite a few. Must have been about eight or ten 

or twelve, a dozen, on the violin. Yes. It was a very 

good thing. It was a good incentive, that prize. 

HAST: Were you very nervous or not? 

KAUFMAN: Not particularly. I was very well prepared. I 

had practiced very--

HAST: See, isn't that the trick? If you're really well 

prepared--

KAUFMAN: And not too nervous. I was just determined. I 

was rather angry about the whole thing and I was going to 

stick to it. If it took me years and years, I was going to 

get it. 

HAST: Yes. Oh, that's great, that's really great. 

KAUFMAN: I was lucky, because there was an enormous advent 

of prizewinners from all over the globe, you know. What 
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wonderful talents we have today. But for a long time I 

didn't know who won the prize. No one notified me. 

HAST: Oh, really? 

KAUFMAN: So I called up the clerk and said, "Can you 

kindly tell me?" It wasn't in the papers or anything at 

that time. I said, "Can you tell me who won the prize?" I 

said, "My name is Kaufman." "Oh," the secretary said, 

"didn't you know? You won it." So, anyhow, I then had my 

solo concert. I got my usual grade of reviews, some 

better, some worse. On the whole, they were good reviews. 

HAST: Now, this was your debut in New York? 

KAUFMAN: Yes. 

HAST: Can you tell us a little bit about that? 

KAUFMAN: Well, I think it went off well. I worked very 

hard at it. I played the Paganini concerto, I think a 

whole Bach sonata--

HAST: This was in Town Hall in New York? 

KAUFMAN: Town Hall, yes. I had a very good accompanist, 

[tape recorder off] 

HAST: Well, would you like to tell us something about New 

York in the twenties? It must have been a very exciting 

time, musically especially. 

KAUFMAN: It was very stimulating. Kneisel had the wisdom 

to absolutely insist upon our hearing all the great 

violinists that came. Whenever we could, we would do 
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that. We'd sit in the last row wherever. And sometimes we 

would get tickets through the Institute of Musical Art, 

complimentary tickets to help fill up the hall. So we got 

to hear everybody. And there was very often a sort of 

postmortem with Kneisel on our opinions, his opinions, 

style and so forth. 

But there were a couple of artists that were 

obligatory. The most obligatory of all was his old, dear 

friend Fritz Kreisler. And, of course, this was a welcome 

duty. We were just delighted to listen. I must say, it 

was absolutely hypnotic to listen to the old man play. I 

remember I never did get over that spell, even from the 

time I was a kid. In Portland, Oregon, Papa used to drag 

me to listen to all of the violinists once he realized I 

had a little talent. So I already had a good background. 

I had a very good idea of what I would like to sound like 

with hearing all the great artists of the time, the early 

Elman and Kreisler and Heifetz and everybody else. 

HAST: How did Kreisler feel about recording? 

KAUFMAN: Kreisler got into the recording game very early, 

because along with [Enrico] Caruso he was one of the 

standards of Victor. Unfortunately, it was only later on 

that he could do the longer works. They were all short 

things. But what he made out of these little snippets was 

something miraculous, as you know, the early Kreisler 

61 



records. Even with the primitive recordings, they stand 

up. They're absolutely unique in their marvelous quality, 

style, warmth, and above all a sound that still remains 

unique. There's nothing before or since that's been quite 

like it. 

At this time, like everybody else, of course, I got 

into chamber music. Because this was obligatory with all 

the Kneisel students. Of course, we listened not only to 

the violin virtuosos, but string quartets and everything 

else we could. We would very often branch out on our own 

and begin to do quartets that we would do for benefits, 

little concerts, or play for friends. Quartets or trios. 

Along in these years there was a gentleman, Irving K. 

Hall, an importer of spices and things from Indonesia. He 

had a great, great love for music. I think his son also 

was a violin student at that time. He had the idea of a 

series of concerts that we would play at his home on Sunday 

afternoons. He had gotten to be very friendly with the 

great English cellist Felix Salmond, who was a very great 

artist and a very great pedagogue. Leonard Rose was among 

his pupils and many other young people. It was my good 

luck, because we got a quartet up and--

Oh, this was another sideline. I got very bored very 

soon with the Sunday morning sessions with Kneisel in which 

I would be stuck naturally into the second violin part, 
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being a provincial, not knowing much about it, and not 

being too gifted at that time in comparison with the more 

brilliant pupils. But that bored me, and it seemed to me 

that the viola parts would be much more interesting. So I 

timidly asked the professor, "Mr. Kneisel, do you mind if I 

play viola, try out the viola?" He said, "Sure." Because 

viola players were then, as now, rather scarce. So I got 

somebody to let me have a little viola that I could 

practice on. And then again--

HAST: Was it hard to change over? 

KAUFMAN: No. Because then again I turned to Bernard 

Ocko. I said, "Bernard Ocko, how do you read this clef?" 

You know, it's completely different. He says, "Oh, it's 

very easy. Play it as you would the violin and just 

transpose a third lower." 

HAST: And it worked? 

KAUFMAN: It worked perfectly. But it took me some time to 

really learn the right notes for what they were. So then I 

began to play viola much more regularly in those little 

sessions. It led to many later results, including this 

episode. 

So Irving K. Hall had the idea of making a piano 

quartet in which Salmond would be the cellist and also be 

our coach. Well, we had a season lasting, oh, many 

concerts, about eight concerts during the summer. We 
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covered the whole piano quartet literature, Brahms, Faure, 

Mozart, Beethoven--everything you could think of. And he 

[Salmond] was marvelously cultured, a marvelous musician, 

very sensitive. We really learned these wonderful works. 

It was a great experience to be able to do that. 

But, again, another dividend. It began to be known 

around that here is this young fellow, a Kneisel pupil, who 

was pretty good on the viola. So without knowing what it 

was all about, I soon gravitated to play with some of the 

greatest artists. I was a regular at the home of Elman, 

who loved chamber music. When he couldn't get his 

regulars, I would be pressed into service, which was a joy 

to be playing right next to him, listening to that 

marvelous sound. I would play very often with some of the 

biggest luminaries, very often with Zimbalist. And that's 

how I got to know him much better. He was a marvelous, 

charming host and was always wonderful. It led to playing 

along eventually with no less than [Pablo] Casals, Heifetz, 

and Kreisler in the form of chamber music. 

HAST: How interesting. So you knew all these people 

personally, didn't you? 

KAUFMAN: Oh, of course, of course. I w a s — 

HAST: Do you have any special anecdotes you can tell us 

about them? 

KAUFMAN: Oh, I have a lot of anecdotes. 
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HAST: I'm sure you do. [laughter] 

KAUFMAN: If you have the patience, I'm full of anecdotes. 

HAST: I have the patience. You've just given us a lot of 

very important names here. 

KAUFMAN: But can you imagine what a background it was for 

a young person to get in living contact with all of these 

people, you know, who were the very greatest in their 

class, to hear that marvelous sound, that ambience of 

wonderful musicianship? And, of course, I couldn't help 

but be affected by it, you know, more than actual lessons 

or anything else. 

HAST: Yes. So that is when you played the viola. Did you 

play the violin at all during that time too? 

KAUFMAN: I regret to say I paid no attention to the 

viola. I just did that as a sort of side thing. Even when 

I got into a professional quartet like the Musical Art 

Quartet, I used to stash the viola under the bed and keep 

right on with my violin. As a matter of fact, one year 

before I won the Naumburg Prize, I was already in the 

Musical Art Quartet. But I didn't take the viola very 

seriously then. I was still preparing for the Naumburg and 

my own concerts, my own thing, but only on the violin. 

HAST: Was Kneisel still living when you got that award? 

KAUFMAN: I think I got the award about the season after he 

had died. I studied with Kneisel for eight wonderful, long 
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years. 

HAST: He was pretty old then o r — 

KAUFMAN: He wasn't that old, but he died of some sort of 

internal thing. I don't know whether it was cancer or 

stomach trouble or what, but it was some internal 

complication that finished him off. I think he wasn't too 

old. I think he was in his late sixties at the most. 

Which was unfortunate. 

But I remember my very last lesson with him. He was 

too ill to let me play for him in school, and I went to him 

at his house. I had a very long, long lesson. I played 

another one of the Vieuxtemps concertos. It was a lesson 

that never ended. About two and a half hours. I was 

exhausted. We didn't stop. I got a lot of his wisdom. 

And then I said, "Well, thank you very much, Mr. 

Kneisel." It was the last time I saw him. Two weeks 

later, he was dead. It was a great loss. 
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TAPE NUMBER: II, SIDE ONE 

JULY 2, 1988 

HAST: Good morning, Dr. Kaufman. You wanted to say some 

more about [Franz] Kneisel, is that correct? 

KAUFMAN: Yes. Before we push on, I would like to go a 

little bit more thoroughly into that subject, which is a 

rather grandiose one really. I'm personally somewhat 

surprised there hasn't been an exhaustive book written 

about this fascinating character. He was hardly of one 

color. He was tyrannical, he was arrogant, he was brutal 

in many respects, but he was above all a consummate 

musician and completely devoted to his art. After he left 

the Boston Symphony [Orchestra] and after he had disbanded 

his very fine quartet [the Kneisel Quartet]-- Which was a 

pioneer in the dissemination of good taste in America for 

great music, chamber music in particular. But there were 

many aspects to his background. 

We were with him, when I think of it particularly, 

practically all the time. Now, when I first came to 

Kneisel, after studying with him a few months, he was very 

strong about seeing that I continued my studies during the 

summer. He had an establishment in Blue Hill [Maine] which 

became very well known. And this was an amazing project in 

many ways. When I think back upon it, it was really pretty 

fantastic. We were in this little town of Blue Hill, 
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bucolic. He had a home there along with many other great 

musicians: I think [Fritz] Kreisler and [Josef] Hofmann 

and so many others. It was an escape from the heat of the 

summer, bucolic and natural. 

HAST: Was that in New York, in the state of New York? 

KAUFMAN: In Maine, in the state of Maine. Blue Hill, 

Maine. It still exists, by the way, Kneisel Hall. But 

that's another story. 

Anyhow, he persuaded my father [Isaac Kaufman] to let 

me go for that summer. I think it was perhaps the second 

season that I was studying with him. It was, as I say, 

rather fantastic. We had our lessons twice a week, private 

lessons or class lessons. He always invited everybody to 

listen to everybody else. I regret to say I was among the 

very few that ever listened to anybody else. They were all 

self-occupied, perhaps, for one reason or another. But I 

gained so much by listening to the others. 

Now, this was only the beginning, because every 

evening, without exception, we would take part in chamber 

music lessons. Which were just thrown in, just like 

that. From eight [o'clock] to ten [o'clock], we had to be 

there, no excuses, every night in the week. And we went 

through the whole literature. We went all the way back 

from Haydn, Mozart, to the romantic development, Beethoven, 

Brahms, the French, everything you can think of. He used 
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to double and triple up all the pupils, two, three, or four 

first violins, the same with seconds and violas and so 

forth, as many as would come into the class. 

But when I think about it, we had nothing to do, so it 

was just a matter of slogging away and practicing, besides 

visiting the old swimming hole, where we used to wash up 

carefully. We had our days delegated, one day for the 

girls and one time for the boys. Then, of course, we had 

the bay we would swim in, but the water was rather cold and 

salty. I can't say we did it every day, but whenever we 

could conveniently, we'd do that. That was almost our only 

recreation. So it was a matter of--

HAST: You never went to a movie or to a theater or 

anything? 

KAUFMAN: We never had the chance. Now, I remember one 

time there were boys in the class and they had a kind of a 

rebellion. They asked Mr. Kneisel, "Do you mind if we take 

off Saturday nights so we can go to the movies?" He 

reluctantly agreed. So Saturday night we had the night 

off. We could go to the movies. There were some very, 

very funny aspects about that--outside of the magnificent 

grounding we got in chamber music and general musicianship. 

Now, this was again only the tip of the whole 

grandiose cultural iceberg. We were with him all the time, 

because we were always preparing things for benefits and 
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concerts. We'd be coached by him, so it was sort of a 

family proceeding. All of us were in it. 

HAST: Do you know, Dr. Kaufman, are there any teachers 

today that would take that kind of an interest in their 

students? 

KAUFMAN: The closest that I'm aware of is in Tanglewood, 

where under [Rudolf] Serkin and some of the other fine and 

great musicians they have something of that sort. That 

goes on, and of course they've produced a wonderful crop of 

young, exceptionally fine musicians as a result. The work 

goes on. But Kneisel, again, was a sort of pioneer in that 

respect. I cannot overemphasize the magnitude of his 

devotion to his art and chamber music. And in a way he was 

kind of a sort of stern father figure to all of us. But, 

as I say, you'd have to be very, very dense and 

particularly stupid not to get something out of all this 

background. 

We were fitted to do what we could in solo 

literature. Which was very systematic with him. We went 

through all the customary etudes, all the way from 

[Rodolphe] Kreutzer, [Pierre] Rode, [Jakob] Dont. All the 

regular literature starting with the classics, with the 

student concertos, more or less, what we consider student 

concertos, [Giovanni Battista] Viotti and that whole 

school. Mozart. Going on to the chamber music of 
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Beethoven, the sonatas, and everything else. The "holy of 

holies" he never did permit me to study. He felt I wasn't 

advanced enough. And, of course, he was right. Although I 

studied with him eight years, I had to learn the Beethoven 

[Violin] Concerto [in D, op. 61] on my own. 

But in any case, he was a very stern taskmaster, and 

fundamentally he was much more right than wrong. His 

example rests with me and becomes stronger all the time, in 

spite of the obvious autocracy and strictness of his 

regime. Anyhow, this gives you some idea of Kneisel. I 

put it out as a worthy project for any young, literary, 

aspiring musician to try to delve into the background of 

this phenomenon we like to call Kneisel. 

HAST: Yes. It's really extraordinary. Very, very 

interesting. Now, we mentioned on the first tape--

KAUFMAN: Oh, by the way, before I forget it, one anecdote 

was very cute. There was a local baseball team of the boys 

in the village. Amongst the more advanced students--I was 

too young to get into that--they also liked to play 

baseball in an amateur way. So there was one epic baseball 

game that went on. Without telling Kneisel, on one of the 

afternoons they were able to manage it, on a Sunday 

afternoon, whatever, they had a game. It was an epic 

thing. I think the score was something like 64 to 0. 

Because on all the fast balls, the violinists, of course, 
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let everything go by. [laughter] But the result was also 

very interesting. Kneisel heard of it. Then he called the 

whole class down, all the fellows that took part in this 

game. He says, "You idiots! Here you are endangering your 

hands, taking a terrible chance on your future with things 

that might happen to you." He said, "If I ever hear of 

anything like that, you're out! It's kaput, it's 

finished. You will never come into the class again." 

HAST: That's fascinating. 

KAUFMAN: And he meant it. Again, he was absolutely right. 

HAST: Of course he should have maybe advised some other 

sports where you'd get some exercise. 

KAUFMAN: Well, there's sports--there's swimming, 

walking. There was so much we could do. Incidentally, all 

of us would farm out with the local people there, who 

always had rooms available, and we had the most magnificent 

homemade feasts. The people used to raise their own 

vegetables and everything else. I've never tasted anything 

quite like the vegetables and the wonderful things. 

HAST: In New York? 

KAUFMAN: No, this was in Maine. This was in Blue Hill. 

This was all in Blue Hill, Maine. 

HAST: And that's where you tried the baseball? 

KAUFMAN: Oh, I never tried it. I was too young. I was 

fourteen at the time. 
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HAST: They wouldn't let you. 

KAUFMAN: I wouldn't have been good at it anyhow, compared 

to them. They were pretty good. But we lived it up. 

Really, when I think of it, I've never tasted ice cream 

like that, vanilla ice cream with their own walnuts off 

their own trees. All the homemade stuff, nothing 

synthetic. The Boston baked beans that they made there 

were the greatest in the world. Again, marvelous. Well, 

this is one small aspect. Perhaps it will give you an 

idea. 

Incidentally, Kneisel Hall still goes on. It's still 

an institution, and there are some very distinguished 

musicians that are at the head of it. It has attracted 

students not only from America but from abroad and so 

forth. I imagine today the Orientals are probably getting 

into the act too, as they are doing. They're so active and 

they're so gifted, and so they're undoubtedly taking 

advantage of this situation. 

HAST: Well, it's interesting how you feel about your old 

teacher. Because I have read in some of the critiques that 

I've been studying that you were really one of his very 

best pupils ever, you know, so that's very interesting how 

you feel about him. 

KAUFMAN: Well, it's nice of you to have that attitude. I 

must say I never remotely began to think of that, because 
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at the time I came to Kneisel I was hopelessly far 

behind. We had all of these bright luminaries in our class 

that were so much further advanced than I was, already 

taking part in solo concerts in Carnegie Hall and all the 

rest. 

HAST: Yes. But they said you always had a very special 

sound that you produced. 

KAUFMAN: I've been told that from the very beginning I 

seemed to have a pleasant sound that people seemed to 

like. It was nothing I had to work for. On the other 

hand, it was something that I realized was a kind of motor 

I had to take care of and tune up. Especially when I got 

into Hollywood. I had my nose rubbed into everything I 

did. I consider myself in a certain way a sort of child of 

the microphone. It's been a marvelous background, because 

I had to listen to myself from the very, very beginning. 

As you know, I was a sort of pioneer among the younger 

generation in recording. In fact, I recorded, you know, 

for even Thomas Edison when I was a kid. 

HAST: Yes, yes. Right. So that is something we want to 

go into in quite some detail also when we get to it. 

Because I want to have a whole section on recording, which 

I know very little about. 

KAUFMAN: Fine. That will be a good beginning. 

HAST: So you can help all of us with that. 
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KAUFMAN: May I say something? 

HAST: Yes, please. 

KAUFMAN: The engineers don't know very much about it 

either to this day. 

HAST: I don't know, I'm terribly impressed with engineers, 

because I, of course, know nothing about it. I do voice-

overs and find that the engineers are always the nicest 

people to me, because they want me to sound good and be 

happy with them, I think. 

KAUFMAN: Well, very often-- It all depends. There's a big 

gamut of behavior of everything. 

HAST: Oh, yes, of course. So, anyway, we mentioned on the 

first tape that you became known in New York as a violist 

and became friends and played chamber music with so many 

distinguished musicians. Let me just name them again, 

because it's unbelievable: Fritz Kreisler, Mischa Elman, 

Josef Hofmann, Jascha Heifetz, Gregor Piatigorsky, Emanuel 

Feuermann, Felix Salmond, and Pablo Casals. I mean, that's 

a list right there that would stagger anybody. 

KAUFMAN: Well, I was able to touch with all of these great 

personalities. Two of the most interesting, because I had 

perhaps the greatest personal contact with them, were 

Mischa Elman and Efrem Zimbalist. 

HAST: Yes, right. 

KAUFMAN: Now, it got around soon that even as a student I 
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could play the viola. Because I used to have to play in 

the class, I preferred viola to playing the second violin 

and the oompah-pahs. It got around somehow or other that I 

had a good knack. And viola players, then as now perhaps, 

are on the rare side. You don't find viola players every 

day. Today I hope and like to think that it's a different 

situation. 

But, anyhow, I became well known, so sometimes when we 

used to have informal chamber music at the home of these 

artists, I would very often be called on. I became 

particularly welcome at the home of the Elmans. He was a 

charming host. He was very nice. Of course, chamber music 

really was a tremendous enthusiasm of his, like most of the 

great artists. It is an old tradition that started with 

even such great virtuosos as [Niccolo] Paganini. We all 

know that one of his [Paganini's] greatest solaces-- He was 

a sick man for most of his life, although you'd never know 

it from his phenomenal career and writing. But the great 

solace to him was chamber music, and the music he preferred 

to play above all was Beethoven, of all things. Not the 

flashy stuff. In public he was something else. He was a 

combined genius and charlatan and all the rest of it. But 

what he preferred to do when he would meet outside of Italy 

would be to play with all the principal musicians who were 

interested in chamber music. And above all he adored 
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Beethoven. 

HAST: Yes, that is very interesting. 

KAUFMAN: But, anyhow, to get back to Mischa. Mischa was a 

real inspiration to all of us in the young generation. 

Mischa, with his marvelous sound, was never afraid of being 

buried by anybody tonally. He could hold his own with 

anybody when he wanted to put on the pressure, as far as 

the charm is concerned and the richness of sound--and 

quantity too in a hall, as we all know. But it was very 

encouraging when we would play with him. Sometimes he had 

some very wonderful phrases where we would be more intent 

on listening to him than playing our own parts. He would 

give us the eye. [laughter] When he thought we had 

something important, he would encourage us and egg us on to 

do it. It was impossible to play in a sort of 

lackadaisical manner with him. He inspired everybody. As 

far as tone quality is concerned and the warmth and 

richness of sound, I don't quite remember any parallel to 

him. When he had the Mischa Elman Quartet, he used to 

regularly give concerts in New York. I tried to take in 

every one of them. Tonally they were marvelous. Musicians 

now and at that time also would question the things that he 

did which were sometimes exaggerated in an operatic way. 

But there was no questioning the richness and the quality 

of his sound, which in its way was unique. He opened up a 
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whole era of possibilities of sound really that simply 

didn't exist at that time. 

HAST: How was he different from somebody like Fritz 

Kreisler, for instance? 

KAUFMAN: They were completely different personalities. 

Fritz Kreisler was the acme of charm and graciousness and 

everything you can think of, besides having a fantastic 

erudition. He was a man that had a great culture in Greek, 

in Latin. He started to study, as you know, as a doctor 

even. So he was familiar with that world. But his 

erudition and the culture of this man was something 

amazing. One can get some inkling I think of his quality 

from his own compositions, and not only the shorter 

works. There's a marvelous string quartet [the String 

Quartet in A Minor], which I consider the most important 

that was ever written by any violinist. If the youngsters 

would like to delve into it, I assure you it's 

worthwhile. It has all the Viennese quality and charm that 

you would expect of him. But I got to know him-- I can't 

say really intimately, but from the few times I was in 

contact with him, it was impossible to escape the aura of 

charm, his hypnotic quality as a player. 

HAST: So he was an influence also on you as a young man. 

KAUFMAN: Oh, of course, of course. He was an influence on 

anybody who was thoughtful enough to listen to him and to 
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try and analyze. But like many great artists, it is 

impossible to analyze the work of a "transcendental 

Orpheus" of the violin, as I like to think of him. He had 

so many qualities. Everybody acknowledges that there was 

nobody quite like him. 

Mischa was something else. Mischa was a born singer, 

only translated into strings. Sometimes it would be hard 

to differentiate what he would do on a violin from a first-

class tenor or soprano or any register. There was a very 

human, immediate sound. And this was also an enormous 

influence. As you know, the idol that was presented by the 

Jewish mothers and fathers to the young kids when the 

violin was fashionable among that Jewish set in New York— 

and perhaps all over the world—was Mischa Elman more than 

anybody else. 

HAST: Is that right? 

KAUFMAN: He was sort of a symbol, because he was like a 

wild torrent that was thrown upon the world unexpectedly. 

They didn't expect this type of warmth of sound, immediacy 

of expression. It was something that hadn't quite existed 

before in that way. 

Believe it or not, he was a profound impression on the 

whole school of [Leopold] Auer. Zimbalist told us that 

when he was in a class--he was somewhat older than Elman, I 

think he was thirteen, fourteen years old at that time— 
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little Elman was brought into the class to audition for 

Auer. I think at that time he [Elman] was about ten years 

old. He already had a very good background, had studied 

with his own father and some provincial teachers around 

there. So when Auer asked him, "Well, young fellow, what 

would you like to play?" Mischa said brashly, "What would 

like you to hear?" [laughter] 

HAST: [laughter] That's the way to go into an audition. 

KAUFMAN: So Auer said-- Well, he was rather annoyed by 

this brash young kid. He said, "Well, play the 

Paganini." And Zimbalist told me that when young Mischa 

started to play the Paganini and knocked them all off their 

chairs, it was so marvelous. It was magnificent. Of 

course Auer immediately took him into the class. There 

were complications for Jewish people who wanted to stay in 

Saint Petersburg at that time. But they got over it and he 

was allowed to come, also with his father to take care of 

him. After a few years of study-- I hope I'm not boring 

you with this. 

HAST: On the contrary, I'm fascinated. 

KAUFMAN: He's such a personality. This was told, and it's 

well known in certain books and interviews. After a few 

years of study with Auer, Auer read in one of the 

provincial papers that there was going to be a recital with 

orchestra in which young Mischa would play three concertos 
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with orchestra. I've forgotten the name of the town. 

MRS. KAUFMAN: Odessa. 

KAUFMAN: Odessa. Odessa was the town. In any case, out 

of curiosity-- He [Auer] was furious, because he [Elman] 

had never studied these works with Auer. They were works 

that he knew on his own. Auer took the train to Odessa and 

stayed in back of the audience. And he couldn't get over 

it. It was fantastic. The young kid played all of these 

works perfectly from memory. Very difficult concertos, 

starting with the classic and going on to the more 

modern. So he couldn't resist it: He went backstage and 

embraced him and said, "Mischa, all is forgiven. Come back 

to the class." So [Elman's] papa said, "Well, I'm very 

sorry, but Mischa already has many concerts already booked, 

including his debut in Berlin with Arthur Nikisch 

[laughter] and all the rest of it." So he left the class 

abruptly and began a fantastic world career. 

From then on, it never really stopped for many, many 

years, until the advent of the other, until Kreisler made 

his way as a supreme sort of king of the violin. To say 

nothing of the super skyrocket we call Heifetz. But it's 

in a way too bad that he didn't stick to Auer a few more 

years. I think he would have emerged as an even more 

important artist musically. 

HAST: Oh, really? 
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KAUFMAN: Yes. 

HAST: Musically or technically or both? 

KAUFMAN: Both. Musically and every way. Because, after 

all, Auer did have a very great culture, being one of the 

pupils of the great [Joseph] Joachim and I think of [Jakob] 

Dont, who also was one of the great violin authorities of 

the time. Well, that was fate. Who knows what his 

development might have been? It was along very personal 

and original lines, which, as I told you, had a great world 

influence on the future violin playing. 

HAST: How did Jascha Heifetz fit into all of this? 

KAUFMAN: Well, Heifetz, again, was a great amateur of and 

loved chamber music, which continued throughout his whole 

life. It seems to me all of the great violinists sort of 

took part in it, going all the way back undoubtedly to-- I 

won't say Vivaldi and Bach, but Mozart loved chamber 

music. They all did, to say nothing-- It was marvelous 

work, you know, the imperishable things that he has left 

for us. But they all seemed to love it. Heifetz was no 

exception. 

It got around, both when I was a member of the Musical 

Art Quartet a few years after-- Well, it sort of lapped 

over into my late studentship. I was a member of the 

quartet. But even before that, I got to have personal 

contact with all these people in informal chamber music. 
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And Heifetz at that time was wonderful to be with. He 

had a wonderful Park Avenue apartment. It was a great 

pleasure to be invited to his place for chamber music. Not 

only did he play so marvelously and perfectly— By the way, 

it was not difficult to play with him, outside of the fact 

that he sometimes took very fast tempi. We had to scamper 

around to keep up with him. [laughter] But he played with 

a kind of fundamental simplicity and purity, and it was not 

too difficult to fit in. He was very straightforward--

outside of the wonderful qualities he brought as a sort of 

super genius to his art as a violinist. 

HAST: How old was he at the time? 

KAUFMAN: Well, it was a few years after his debut. And of 

course he was a world celebrity, and everybody was there. 

Along with that, I can bring in some other celebrities. 

Amongst the other personalities that were enamored of 

chamber music was George Gershwin. 

HAST: Yes, I read about that last night. That's so 

exciting, that whole business of Gershwin, how he fitted in 

there. I'd like to hear about that. 

KAUFMAN: Well, he would very often be at chamber music 

sessions. And the parties always ended up in exactly the 

same way, to our joy. Everybody would insist after chamber 

music, "George, please play something." He was very 

obliging. I will never quite forget his personal 
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approach. He was a marvelous pianist, in his own music 

only. I never heard him do anything else, Chopin, Mozart, 

nothing. But he used to improvise in the most genial 

way. It was fantastic what he did on the piano. And never 

did the same things twice. He would play these popular 

tunes. They were all big hits on Broadway. And we had 

many stage luminaries as well as great musicians on hand. 

There were many of the great actors and actresses who also 

loved chamber music. I can't think off hand of the names, 

but it really doesn't matter. 

HAST: No, it doesn't. I just thought of-- There was one 

in particular. But, anyway--

KAUFMAN: He would play, and then no one would let him 

stop. He was perfectly willing; he was very happy to 

play. I heard him do this many times. But again I must 

emphasize, his technique and approach was something 

fantastic. It's a pity we don't have more exact recordings 

of his own playing. We have some of the old Pianola 

records that were transcribed, but they're very 

approximate. For real recordings-- At that time it was a 

little too young, the art of recording, to take down some 

of his real efforts. But he must have been a skyrocket, 

really, in his own approach. 

HAST: Very, very interesting. 

KAUFMAN: Also, I was at the very first performance when 
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they did the Rhapsody in Blue along with Paul Whiteman's 

orchestra at Aeolian Hall. That was a great experience. 

Well, this was a marvelous type of atmosphere to be 

in, with all the concerts and operas, to say nothing of the 

art that was flourishing at that time. That is another 

story I'll get into. 

HAST: Yes, we must get into that. Let me just ask you a 

very prosaic question. What kind of instruments did you 

own at that time? You had a violin and a viola? 

KAUFMAN: Well, I had borrowed a little viola at that 

time. I never had my own viola to play on. The Zimbalists 

were great patrons of the Musical Art Quartet, and 

Zimbalist liked chamber music. He was married to the 

enchanting singer and personality Alma Gluck, as you 

know. They loaned me their Storiono viola for an 

indefinite time. Now, they really were responsible for 

getting the whole background and backing for the Musical 

Art Quartet. They interested many other people, we got the 

backing, and that's how the quartet was able to be formed 

on a formal basis. So we all got very well paid. But the 

evenings that we had with chamber music informally, again, 

were very wonderful. 

HAST: So you had a violin? 

KAUFMAN: My first good violin was a little Nicolas 

Gagliagno. I had had a German violin. When I first came 
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into the class, I had a little Tyrolean violin which was 

kind of swollen and not quite of standard dimensions. And 

Kneisel said, "You better get a violin that is more or less 

standard, you know, the right dimensions." 

So I went to Wurlitzer [Company], which was the great 

music house at that time for instruments--violins, besides 

organs and pianos—and asked what I could have. Well, they 

had a very nice little sort of quasi-factory violin made by 

a firm called Haeberlein. It was very good, because I 

could buy this violin cheaply. I liked it because it made 

a lot of racket. It was very loud and raucous, 

[laughter] I thought this was a great thing to have. So I 

bought this violin for all of sixty-five dollars. It was 

all well for a season or so. The measurements were 

correct, and I was satisfied because I could make more 

noise than anybody in a room with this beast of an 

instrument. [laughter] 

HAST: Well, that is something that we want to get into 

later, namely that difference in violins and also, you 

know, that maybe a great artist could play on any rotten 

piano. I've heard them too. They can make them sound 

terri f ic. [laughter] 

KAUFMAN: But after a few seasons, I became more 

discriminating and realized that it was hardly adequate. 

Kneisel told me, "You know, Kaufman, you better think about 

86 



getting an Italian violin, because you will get spoiled by 

this type of instrument. It's not the right approach, and 

you should have some other violin." 

Luckily, I was able to find a very fine Nicolas 

Gagliagno in perfect condition from Wurlitzer. Of course, 

this was a great step up for me. I was going to try it for 

a few days and see how I liked it. My father was kind 

enough to let me have the money as a down payment, and I 

was able to earn it little by little and pay it on time. 

But one thing that happened--

HAST: It must have been a lot more than sixty-five 

dollars, right? 

KAUFMAN: Well, it was a few thousand dollars. But the 

upshot of it is also I think interesting. After I had the 

violin for one or two days-- I had formed, like many of us 

youngsters, a little informal quartet. We used to play 

among ourselves. I was invited to the house of Dr. 

[Frederick] Bierhof. He was an eminent urologist, and his 

wife Hannah was a very charming, lovely person who lived to 

a ripe old age. Way in her eighties she was still active 

and lively. They were great friends of all the artists, 

Kreisler, Elman, Hofmann, Rachmaninoff. We had chamber 

music with our little quartet on a Sunday afternoon, and we 

started playing a Mozart quartet. The bell rang, and who 

should walk in but Mischa Elman. Unexpectedly. Just 

87 



visiting them. And we all stopped playing. He said, 

"What's going on?" "We're playing a Mozart quartet." We 

all begged him, "Mischa, please, will you kindly play with 

us?" Of course he didn't need too much egging on. He 

would play at the drop of a hat. He loved to play, and we 

all loved to listen. 

HAST: And you were thrilled. 

KAUFMAN: Of course. So I let him have this little 

Gagliagno that I was trying out. I took the violin of the 

second violin. I took that and he sat down. Well, I must 

say, with a strange violin, with a strange bow, something 

amazing happened. This sounded like honey, like heaven. 

It was so beautiful, the sound he got out of this little 

Gagliagno. And I figured, "This is better than any 

Strad[ivarius]. This is it. This is the greatest violin 

in the world." [laughter] But I later realized it was 

Mischa's own approach. He could make anything sound 

actually, entre nous, if he really wanted to. A 

washboard. 

So the next day I rushed down to Wurlitzer's and put 

down a payment and let them have my Haeberlein in return. 

Now, this was very good, excepting for three years I was 

tortured by this violin. It had a very good high range--it 

was brilliant and clear--but the lower registers were 

shallow and I couldn't play piano on the instrument. The 
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tone would break. I had to play full force all the time. 

I was literally tortured by this beast of a violin, which 

was a marvelous example. So then I began to realize that 

there's something in a great artist's approach which is 

personal. A violinist that knows his business really can 

make anything sound if he really wants to. To a certain 

extent. 

But you cannot get away from the magic of the old 

Cremonas, when all is said and done. People are not crazy 

when they pay incredible prices for these instruments. 

There's something spiritual, there's something inspiring 

about them. Many years later I did have a Strad that I 

could play for a few years. It was one of the fine late 

ones. I must say, it's a mystic experience. Those violins 

begin to play you after a while. You get something of the 

personality of these people, Stradivarius and Guarnerius, 

[Giuseppe] "del Gesu." They have something to say, even 

after hundreds of years later, the instruments that are 

still in good condition. Something very mystic and very 

peculiar gets into the approach. You cannot browbeat these 

instruments. You have to treat them with respect. 

HAST: Do you find it becomes a part of your body really? 

KAUFMAN: To a certain extent. 

HAST: An extension of your body--and your mind. 

KAUFMAN: Yes. But they're temperamental. They're greater 
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instruments. They're not easier to play, they're harder to 

play. But they give you so much more. I don't mean in the 

way of just sheer volume, but the kind of mystic, spiritual 

quality you get out of a great Cremona. That's why the 

world has gone mad. All the young people that can afford 

it will gravitate— If they can find a backer or 

somebody. 

However, I must caution the younger generation that it 

is not really necessary to have a great, great instrument 

with a great reputation in order to have a good sound. 

There are many later instruments which are more than 

adequate. And, in fact, there are many great instruments 

being produced right today by people that do them in the 

old-fashioned and the old way of working and don't try to 

hurry up the varnishing and use factory methods. 

HAST: Both in Europe and here? 

KAUFMAN: All over the world. There's a renaissance of 

violin making. Just a few months ago, this summer, we 

revisited Cremona. And I got in contact with one of the 

leading contemporary makers. [Giovanni Baptista] Morassi 

is his name. He heads the violin school in Cremona, 

following the traditions of Stradivarius. He himself makes 

wonderful violins. He has gotten all the prizes you can 

think of. I don't want to go far off the subject. 

HAST: No. We have to touch on that again, because that is 
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very interesting. 

KAUFMAN: But I must say to the younger people, don't be 

discouraged if you can't have a Stradivarius or a 

Guarnerius or even a Guadagnini. You can do very, very 

well. Many of the bright young virtuosos today are 

definitely going towards more modern instruments they use 

as secondary instruments. [Ruggiero] Ricci, for instance, 

has been playing for years on a violin made by a very fine 

maker by the name of Bellini, Louis Bellini, who makes 

beautiful instruments that really sound and have a very 

high standard of workmanship. And there are many others 

like that in France, in Italy. 

HAST: Bellini is in Italy, is he? 

KAUFMAN: No, in New York. And many others. As I 

understand, he [Ricci] and some people like [Salvatore] 

Accardo, also an eminent Italian violinist, they also have 

reproductions and violins that are made in the honest, old-

fashioned way. Of course, they don't bat these out half by 

machine, half by hand. 

There are many Americans that are making some very 

beautiful violins. Very often they sound, they sound very 

well. They don't have that ultimate refinement and 

quality, but you have to be satisfied, and we console 

ourselves with the fact that the older instruments are 

beginning to decay also. They don't last forever. 
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HAST: Yes, it's amazing how they've lasted this long. 

KAUFMAN: Of course. 

HAST: I know they're making harpsichords also. That's an 

art in the making in this country. But that's a very 

interesting subject. So, anyway, let's see. What happened 

then-- You stayed with the Musical Art Quartet until 

1933. Is that correct? 

KAUFMAN: Yes. Would you like to hear about some of our 

tours and so forth? 

HAST: Yes, absolutely. 

KAUFMAN: It was a very exciting time. We had a summer 

rehearsal, I think, in Hartford [Connecticut]. We 

rehearsed before our first series of concerts in Town 

Hall. Which were continued, I think a series of three 

every year, besides the touring. It was a situation I 

couldn't refuse, because we were not only paid very well 

for our work, but everything was divided, everything that 

came in from concerts. And this was infinitely more than I 

could earn just jobbing around or doing a little teaching, 

so I had no choice. Of course, it was a sort of higher 

education, too, to play through the whole literature under 

the leadership of Sascha Jacobson, who was a remarkably 

fine, sensitive violinist. He was one of the most artistic 

first violinists I ever came across. It was a joy to play 

with him. The rehearsals were never didactic. We simply 
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had to follow and try to fit ourselves in as well as 

possible. So we had a very good introductory season. 

Now, among the backers of the quartet and friends of 

the Zimbalists were the Garretts. John W. Garrett, who at 

that time, I think, was ambassador to South America, later 

on became ambassador to Italy, and was a very fine 

gentleman. They owned a magnificent estate in Baltimore. 

I think the family had owned practically everything that 

was ownable at that time, including something to do with 

railroad and real estate, I don't know what. They had a 

magnificent estate in Baltimore. So, as it happens, we had 

a summer in Baltimore, and we were invited to stay on their 

grounds. We had our own cook, our own little casa there. 

And our job was to play about five times a week during the 

evening to entertain them. Chamber music. This also led 

to interesting consequences. So we did that. That was a 

lot of pleasure, a lot of fun for us. And we were paid 

very handsomely. 

Now, Mrs. [Alice Warder] Garrett, who was a great 

personality on her own-- As an art student she had studied 

painting with [Ignacio] Zuloaga [y Zabaleta]. She was a 

very gifted dancer and a sort of inspired amateur of the 

arts. She did love music. We got to know them through the 

Zimbalists at informal chamber music. In any case, she had 

the idea of taking us to Italy to play for them in Capri. 

93 



She had engaged the house of Axel Munthe at that time, and 

we had the villa on the piccolo marina in Capri, our own 

little villa right by the ocean there. So we played a 

whole series of concerts there. And again we were 

handsomely paid. We had many adventures, but that's too 

long. 

And then the second season, again, she engaged us to 

do a series of concerts for the benefit of the orphans and 

widows throughout the leading Italian cities. So we got to 

play in Rome. Our headquarters at that time was the 

Palazzo Rospigliosi, the American embassy residence, in 

sort of more humble quarters. But it was very nice. And 

we played concerts, as I remember, in Milan, Rome, Venice, 

and a few other places. 

MRS. KAUFMAN: Florence. 

KAUFMAN: Florence. [tape recorder off] Her house was 

known as Evergreen in Baltimore. 

HAST: Evergreen? 

KAUFMAN: Evergreen House. Which was later given to Johns 

Hopkins [University]. She had a marvelous little private 

theater designed by [Leon] Bakst, the famous Russian 

artist, which was very beautiful. They had a very 

wonderful collection, by the way, of arts, a Gutenberg 

[Bible], first editions, and I don't know what. 

Shakespeare folios. Some very wonderful works of art, 
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including Tiepolo and the moderns—Picasso, Modigliani. As 

I think I mentioned, she had been a student of painting 

with Zuloaga, the eminent Spanish artist at that time. 

Well, anyhow, we made the tour. We got very nice 

reviews. Everything went well. It was a wonderful 

experience for us. 

HAST: Did you learn Italian? 

KAUFMAN: I regret to say very little. We automatically 

know a little Italian because all our music, all the 

indications are traditionally in Italian—forte, piano, 

sotto voce, allegro, andante, adagio. So this is 

commonplace. It was a wonderful experience. I was in the 

quartet about four or five years. Now, about this time-- I 

think it was in 1932 that I met Annette [Leibole Kaufman]. 

HAST: Before that, excuse me, did you get to Paris? I 

think you had a first visit to Paris also at that time, 

no? 

KAUFMAN: It was not on my own. The first visit to Paris 

was incidental to our first trip to Italy. Because we had 

the idea of-- She [Alice Garrett] had paid for our passage, 

first-class passage on one of the great liners there. It 

was marvelous, luxurious, but it cost a lot of money. So 

the second violinist, Paul Bernard-- We both had the idea 

of asking Mrs. Garrett if we could have the fare and take a 

more modest passage so we could live a few months on the 
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difference. We thought it would be very nice to stay in 

Paris. 

HAST: Yes, I agree. It must have been very nice. 

KAUFMAN: So I got nice little quarters in Paris. Paul 

preferred to be on the outskirts, where he could play 

tennis and visit with friends. I preferred to stay in 

Paris, because it was a golden playground for me. 

Artistically, you know, with the Louvre and the modern 

galleries and violin shops and bookshops. So that was my 

first visit to Paris. 

Now, this was a consequence which-- I have to go 

backwards. Coincidentally, towards the end of my student 

days, I met some of the younger artists through a friend, a 

painter that I had met in Hartford [Aaron Berkman]. He 

introduced me to Milton Avery. 

HAST: Yes, yes indeed. And we have to talk about Milton 

Avery also. [tape recorder off] So you said you met 

Milton Avery. 

KAUFMAN: I met Milton Avery. And also at that time when 

we were in Hartford there was a little provincial show of 

local artists. I saw a painting there that I liked very 

much by an artist by the name of Mary Kumph. It was a 

picture of the Brooklyn Bridge with that wonderful wide 

arc. I thought it was very nice, so I inquired about the 

price. It was $25. So after the exhibition I was able to 
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buy it. It was nicely framed. 

So at that time I met an artist from Hartford that 

introduced me to Avery. He said, "There is an artist we 

young people think a lot of, and that's Milton Avery." He 

wanted me to meet him, so he walked me over to Milton 

Avery's flat. At that time they were living in Lincoln 

Square, I think. Or Herald Square. I'm not quite sure. 

It became the great center where they have the 

[Metropolitan] Opera House and that whole Lincoln Center 

[for the Performing Arts]. At that time it was a sort of 

factory building, and the Averys had a tiny little loft 

studio there. In this studio he worked and they lived and 

they had a little kitchen and laundry room and canvases 

stacked all over the place. Well, the first time I met 

Milton and Sally Avery I thought it was a great experience, 

because of his color and composition. It was a sort of 

revelation to me after what I considered to be good art. 

HAST: Had you always been interested in art from an early 

age? 

KAUFMAN: Not to that extent. I always was sort of 

interested, but I never took a really lively interest 

until-- At that time I think I was around nineteen years 

old. When I first met them, nineteen or twenty. So I 

began to look with fresh eyes. 

He was at that time painting with a passion. He would 
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knock out two or three canvases every day. Like Picasso. 

He couldn't wait to get up and paint. He painted 

furiously. He had a good background in Hartford. I think 

he studied at the school there [Hartford Art School] and 

began to be well known. Anyhow, they were enchanting 

people to be with. He was always very simple, 

unpretentious. And Sally was always absolutely charming 

and bubbling full of enthusiasm. And in her eighties she 

still has the same wonderful qualities. 

HAST: She's still living, is she? 

KAUFMAN: Yes, yes, I'm happy to say. So I sort of fell 

under their spell and began to look with different eyes at 

art and painting. 

There was a marvelous still life that I saw in front 

of me all the time. It was some bananas and fruits, and it 

had a marvelous surface, very rich. He was very much 

influenced by a very good artist at that time, Ernest 

Lawson, who painted with a very beautiful, rich surface. 

And sort of under the influence, as all the young people 

were, of Cezanne. So it was something of a cross between--

Anyhow, I bought it. 
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HAST: So we were talking about Avery and your interest. 

KAUFMAN: Yes. I timidly asked if I might buy it, and he 

said sure. So I asked what they would like for it. And 

the price, as with the Mary Kumph, was $25. So I said 

fine. I proceeded to pay for it, I think a few dollars at 

a time. I was already starting to teach a little bit and 

had a few little odd jobs, whatever came around. 

HAST: So you could splurge. 

KAUFMAN: Well, not only that, but my friend from Hartford, 

when he visited me and saw this painting of Mary Kumph's, 

said, "This is horrible. How come you like it?" 

"Well, it looked good to me." 

"No," he said, "get rid of it. It's no good at all." 

I was reinforced by my new attitude of looking at 

things, so I sold it at auction and got my $25 back, 

[laughter] I didn't lose on it. So, anyhow, this was a 

great influence. I began to visit them [the Averys] 

regularly. I wasn't the only one, because the Avery studio 

became a circle for so many young artists that became very 

prominent later on. I occasionally would buy a few things. 

For instance, Mark Rothko-- At that time Marcus 

Rothkowitz. I had known him in Portland, Oregon, because 
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we went to grammar school together. Later on we met again 

in New York, and I was able to renew our childhood 

friendship. I was speaking to Mark and said, "Mark, you 

know, I'd like to take you to the studio of this fellow 

Avery." At that time he was studying with Max Weber, who 

was a very fine artist and also had his experiences in 

Paris and was influenced by the movement and Cezanne. It 

was a revelation to Rothko. From then on he began to 

regularly visit Avery. I think it changed his whole color 

palette, it changed his whole conception of everything. He 

had a rather humdrum, rather dark type of painting, and it 

was a reflection of his background. 

HAST: His early paintings were rather dark, is that 

right? 

KAUFMAN: Rather dark and rather dull before he met 

Milton. All of a sudden, little by little, he came into a 

sort of radiance of color and conception that we know has 

become very influential much later on. 

Marcus was a great intellectual, by the way. He 

seemed to know everything. When I asked him, "What do you 

want to do?" he said, "Oh, I think I'll write an 

encyclopedia of art." And I think he could have done it. 

He could have done it. 

HAST: He never did however? 
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KAUFMAN: No, thank heavens, he didn't. But, as I say, 

under the influence of Avery-- And if you look at the books 

that have recently come out about Rothko, you'll find out 

many of the early works are almost reproductions of the 

forms and copies of the early things of Avery that he saw, 

the rather free drawing style and so forth. Little by 

little, as you know, he got into this formula of a few 

colors. In a simple way I like to liken them to the 

discovery of the ice cream slice of three flavors, you 

know. [laughter] He had three flavors. Later on he got 

to two, later on to one, usually dark, and then he 

committed suicide. He had n o — 

HAST: This is Rothko? 

KAUFMAN: Yes, yes. But he became a world celebrity and 

influence in his extreme simplification of color. Many 

people claim to have a sort of mystic experience to look at 

these things. I never could frankly share that. I'm hard-

boiled. Just a little bit too simplified for my taste, 

after seeing the Renaissance and seeing all the great 

development of art. Well, a coincidence about this time. 

Then I met Annette. 

HAST: Yes. Now we're getting to the change in your life, 

a big change in your life. 

KAUFMAN: Well, it was rather interesting. We met 

accidentally. I invited her to my house, one of my 
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parties. I regret to say it must have been pretty dull, 

because my entertainment was usually playing Bach for the 

assemblage of those who would listen to Bach for violin 

alone. [laughter] 

HAST: It doesn't sound dull to me. 

KAUFMAN: Having Fig Newtons and a little ginger ale and 

some artistic talk with some of the young artists, some of 

the young people that were interested. I invited Annette 

to one of these soirees. Through a friend we met, and that 

was it. 

HAST: It wasn't like a French salon, right? [laughter] 

KAUFMAN: Oh, no. It was a little one-room apartment, 

[laughter] It was the best I could afford. I already 

proudly had my Avery there. 

From then on I gradually gravitated to looking at all 

the galleries, buying up the young artists' work. At that 

time there was [Lawrence H.] Lebduska, who was a Czech 

primitive and who was very gifted. There was David 

Burljuk, who called himself the "father of Russian 

futurism." He was in some ways justified. He had a 

tremendous background. He had studied in Russia. Then he 

gravitated to Berlin, became a member of the Blaue Reiter, 

along with Klee, Jawlensky, Kandinsky, and some other great 

artists. And then he came to America. He always did very 

distinguished work. I love his work. At that time I began 
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to buy one or two pictures, pictures I saw once in a 

gallery on Fifty-seventh Street. And then I began to visit 

him regularly, as I did whenever I could, to visit artists 

and find out what they try to do. So this began to blossom 

into a considerable collection of work. 

HAST: Which you had in your little apartment. 

KAUFMAN: Yes, just a few little things. And at this time 

I met Annette. As it happened, she shared my enthusiasm. 

She was born in Chicago, but the family moved to Bismarck, 

North Dakota. She was an interesting youngster. 

HAST: She had studied piano with Madame [Jacqueline] 

Blancard, right? 

KAUFMAN: This was a later development. 

HAST: Oh, that was later. And then David Saperton in New 

York? 

KAUFMAN: When I met her she was studying with David 

Saperton. 

HAST: I see. 

KAUFMAN: And from the very beginning we started playing 

sonatas and batting through those things. It was obvious 

she had more than a share of talent and very good fingers 

and very good-- But I thought her approach was somewhat 

mechanical. I didn't like her musical approach. I advised 

her to change teachers, and she did. She went to study 

with James Friskin at the Institute of Musical Art, where I 
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was studying at that time. He was one of the professors. 

He was a wonderful musician, an English fellow, a great 

authority on Bach, and was highly respected. She learned a 

lot from him. 

HAST: A teacher is terribly important, especially when you 

start with the basics and then work up. It's an emotional 

involvement really, isn't it, too? 

KAUFMAN: Well, it's personal, it's emotional, it's 

musical, it's everything. 

HAST: Yes, on a professional level. 

KAUFMAN: Of course. 

HAST: Yes. Very interesting. So you advised her on that. 

KAUFMAN: From the time that we first met, we started to 

play together. And after knowing each other for a short 

time, she said, "Well, look, from now on I'm going to be 

your accompanist. I'm going to learn the literature. I'm 

not going to let you traipse all over the world all by 

yourself." And she did. Without having a background in 

chamber music, without anything, she proceeded to slog away 

and go ahead. Along with her own studies. And the result 

is that, on the whole, we played together for-- I don't 

like to mention how long. [laughter] Certainly half a 

century. It goes by quickly. 

HAST: Well, I read too-- Now that I know both of you, it's 

really true. Some place I read that she's your alter ego, 
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right? But that you work so closely together. That's just 

an amazing relationship. 

KAUFMAN: In any case, we were lucky enough to be able to 

sort of grow up together. But she also shared my 

enthusiasm for art. She looked with fresh eyes at Milton 

Avery's work. For example, I would dutifully bring along 

my friends to see if they would be interested to buy 

something. I couldn't keep up just buying everything as a 

little student and a little work here and there to keep on 

buying stuff. So I would bring people. They would all be 

polite. Not one of them ever ventured to buy a picture at 

the stupid little prices, so it would end up usually being 

my buying. Annette shared my enthusiasm. When she looked 

at paintings with fresh eyes, she said, "Oh, this is 

beautiful, lovely color." From then on, we bought things 

together. 

HAST: So you worked mostly on sonatas in the beginning 

together? 

KAUFMAN: All the sonatas of the sonata literature. Which 

was to be a very good background, because we used it very 

well. In any case, it wasn't very long before we decided 

we might as well get married. Her folks in Bismarck, North 

Dakota, began to be alarmed perhaps, getting all the 

letters about the activities with Mr. Kaufman here and 

there and concerts and artists, going to studios. 
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HAST: But at least It wasn't the cloak-and-dagger stuff 

that your parents went through, right? [laughter] 

KAUFMAN: No, that was a different romantic atmosphere, as 

vivid as that was too. In any case, they gathered that 

something was in the wind, very nicely came to New York, 

made a trip, perhaps a combined business trip. Annette's 

mother [Sarah Leibole] was very gifted in selling. She had 

established her own ladies' wear store in Bismarck. It 

became the leading place there. She was a very wonderful 

person and very wise in her own way. As her husband, Frank 

Leibole, was. Remarkably kind. [tape recorder off] 

Anyhow, they came to meet me. I seemed to have made a 

good impression. We announced our intentions, you know, 

that we wished to get married. And I explained to them in 

a few months I was invited to go-- Oh, yes, this was after 

my first hitch with the Musical Art Quartet. I was still a 

member of the Musical Art Quartet. I said, "I think it 

would be a wonderful part of Annette's education if she 

could come to Europe with me. But we're not married and 

we'd like to have your consent and blessing on it." 

HAST: That was one way to push it, right? [laughter] 

KAUFMAN: Well, at those times, circumstances and 

atmospheres, you know, were somewhat different. I said, 

"She's a youngster, and I just can't take her to Europe 

this way. I'd like to have your consent. We'd like to get 
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married before we go. I'd like to take her to Europe when 

I go there for a few months. I think it would be a very 

good thing for her education, knowing of her interest in 

art. " 

Well, they were very sweet about it. "Instead of a 

big, elaborate wedding in Bismarck for all the friends and 

luminaries there, we'll give you the money." It was a few 

thousand dollars. And I'd already saved a little bit on my 

insurance and had a small account. So we put it all 

together. And we were married by a very nice man, Rabbi 

Enelow, in the Fifth Avenue Jewish synagogue in New York. 

HAST: In New York? 

KAUFMAN: New York. It was a sort of-- It wasn't a very 

elaborate thing, just a few people. So, anyhow, we were 

married. And that same day, I had to go away on a two 

weeks' tour with the Musical Art Quartet. [laughter] So I 

left my young bride to send out announcements of our 

wedding. Anyhow, she took care of that. 

So a few days after I returned, we departed for 

Europe. Our center was Paris. So this was a marvelous 

event, because we engaged two little rooms at the hotel 

that I had known from before, near the Etoile in the rue 

des Acacias. It was a charming little hotel that I knew, 

and we engaged separate rooms because I had to practice the 

violin and she had to practice the piano. We couldn't do 
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it all at once. 

HAST: And nobody complained in the hotel? 

KAUFMAN: No, no. We put on the soft pedal and muted the 

violin, and it was very nice. It worked out very well. We 

had to do it, because at that time we already had plans for 

doing concerts together. 

As it happened, I developed a bad cyst right under my 

chin from all this practicing. I had had trouble with it 

before. So it came to a point where this was a great big 

growth the size of a thumb. It got to be hard as a rock, 

and it wouldn't go down with hot applications. So we were 

advised by friends to go to the American Hospital, which we 

did. 

HAST: In Paris? 

KAUFMAN: Yes. And there was a wonderful physician there 

by the name of Dr. Boucher who had had experience with 

other violinists. He said, "This is simple. I know 

exactly what it is." He said, "You come tomorrow morning 

and we'll excise it on a local anesthesia." So I went, and 

it was much more serious than he thought. Because this 

growth had entwined itself around all the area, including 

the jugular vein. Instead of being under the knife for a 

half hour, I was there for one and a half hours under the 

local anesthetic. Well, anyhow, I got through, bandaged, 

and we took a taxi back to the hotel. Of course there no 
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possible chance of practicing for months or touching the 

violin. 

At this time we noticed that there were signs in the 

announcements that the French and Italian railroads would 

give a very special deal to anybody who would visit Italy, 

at about a third of the price. 

MRS. KAUFMAN: A 70 percent reduction. 

KAUFMAN: A 70 percent reduction. They would give the 

special deal under certain conditions. You had to visit 

Rome, Venice, Florence. Which was fine, because I knew all 

these places from before. So we decided-- Well, we just 

gave up our room. 

HAST: How could you resist? 

KAUFMAN: I put my violin in the bank vault, took a couple 

of suitcases, and we traveled just by day. During the 

night we would sleep at a hotel. We went by way of 

Switzerland from Paris, I think to Lucerne en route. We 

stayed at a few Swiss towns en route, then we went to 

Milan, and then made our way to Rome. 

HAST: Did you also go to London? 

KAUFMAN: No, not that time. Not that time. 

MRS. KAUFMAN: Yes, we did. 

KAUFMAN: Excuse me, evidently we did later on. Later on. 

HAST: [laughter] A honeymoon in Paris, London, and 

Italy. It sounds very good. 
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KAUFMAN: There was also an interesting upshot. One of the 

conditions of our tickets to get this trip backstamped was 

to visit a special exhibit in Rome based upon the 

background and early triumphs of Mussolini. That was part 

of the deal. So we said, "To get our tickets stamped, 

we'll visit this palazzo and we'll see what the exhibit 

is." Well, it was rather tiresome. We began to go through 

a series of rooms. You had Mussolini bare backed as a baby 

on a rug, you know. The usual bare-bottom study. And then 

progressing as a student. This was very tiresome. We 

thought, "Well, this is going to be a bore. Let's go 

towards the last room." But as we started to try to skip a 

few rooms, there were two bersaglieri, two soldiers with 

the famous hats with the rooster feathers, with drawn 

bayonets. They made it very clear we had to go through the 

rooms in order and look. 

HAST: Really? How extraordinary. 

KAUFMAN: Oh, yes. They made it very plain. So we had to 

dutifully start looking and admire Mussolini in different 

poses, with the usual frown, his chin upturned, the great 

triumphs of his regime, and etc., etc. Finally we got 

there. We presented our passports and our tickets, and 

they were duly validated so we could return. This was 

something of an education. I had no idea what it was all 

about. 
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HAST: You didn't realize about the dictatorship? 

KAUFMAN: We didn't know at all about fascism. This was a 

completely new thing. So we began to read up on it, and 

the more we knew about it, the less we liked it, of course, 

being normal youngsters. 

HAST: [laughter] I would imagine. So how old were you 

actually at the time? Let's see, this was '33. 

KAUFMAN: Well, I was twenty-six when we were married, and 

Annette was quite a bit younger, nine years younger. But 

it made a profound impression. So we began to study 

politics a little bit in an amateur way. 

HAST: You couldn't tell from daily life in Rome, for 

instance? 

KAUFMAN: No. On the contrary, life was very, very 

interesting, very cheap for us as turistas. We ate 

marvelously. In fact, we gained twenty pounds. It took us 

a lifetime to lose that darn poundage. But we ate it up, 

between the pasta and the fruit and the marvelous food that 

we got in Italy, all the great cities there that we 

visited. 

HAST: So that was your only experience with fascism there? 

KAUFMAN: Yes. And of course it was a real eye-opener to 

Annette, as it had been to me. I knew it would be. All 

the great museums that we could haunt and visit. Also 

there was a wonderful dividend in Paris. We found out that 
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we could go to the top row of the Paris 0p6ra for much less 

than a movie. I think for fifty cents or a dollar we could 

go. We began to hear all the great operas in French, 

including the Wagnerian cycle [Per Ring des Nibelungen]. 

Gotterdammerung became Crfepuscule des dieux and all that in 

French. But it didn't matter. We began to hear marvelous 

performances. 

HAST: Did you speak French at the time? 

KAUFMAN: I learned a little bit, yes. In a way. You 

absorb it, you know, through newspapers, the movies, 

whatever, you know. 

HAST: But you didn't speak it actually as a language? 

KAUFMAN: Annette, as a matter of fact, was much more 

advanced. She had had a rather good formal education in 

the schools there. She had studied French and was always 

much better than I ever was at grammar. In fact, she's a 

very good letter writer in French and very fluent in it to 

this time. So that worked out. Anyhow, it was an eye-

opener and a sort of secondary education to Annette, as it 

had been to myself. This worked out well. Then we finally 

worked our way back to New York. 

HAST: And in the meantime, was this cyst healing under 

your chin? 

KAUFMAN: Oh, yes, yes. 

HAST: I mean, was that all right? Was it painful still? 
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KAUFMAN: It was very painful. But we had to give it time 

to heal. 

Then at that time I already had in my pocket a 

contract to play with the Portland Symphony [Orchestra]. I 

had auditioned with [Willem van] Hoogstraten, the conductor 

of the orchestra. He liked my playing. Then we had the 

idea of stopping over in Bismarck, North Dakota, and 

playing some concerts, benefit concerts for the school, 

which we did. It was good practice. And then we made our 

way to Portland, Oregon, where we stayed with my family. 

HAST: So you resigned from the Musical Art Quartet in 

1933? 

KAUFMAN: Before that I decided to resign. 

HAST: That was a major decision, was it not? 

KAUFMAN: It was very major, because I was doing very well 

financially and was, you know, getting on. When Mischa 

Elman met us later on, he said, "What is this? I hear 

you're resigning from the quartet. You shouldn't do that, 

you know. You belong in New York. And your friends and 

everything. The quartet is doing very nicely." I couldn't 

tell him that I was actually bored with the viola. I loved 

the music and all that. I never practiced viola, I'm 

ashamed to say. 

HAST: You always stashed it under the bed is what you told 

us. 
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KAUFMAN: Exactly. I studied a wonderful literature on it, 

but I was born to be a kind of singer in a higher register, 

I'm afraid. I wasn't very happy with the idea of growling 

along with the lower register. [laughter] That didn't 

appeal to me. Although before we left New York, I had 

already received an offer through the contractor of the New 

York Philharmonic--[Willem] Mengelberg at that time was the 

conductor—to audition, that he would like to have me very 

much as their first violist. That would have been death as 

far as I was concerned, to be eaten up by all the 

orchestral grind of a first-class symphony orchestra, to 

learn the literature, which I really didn't know. I never 

did learn the orchestral literature. In the school 

orchestra I was the concertmaster for a few years, but that 

was just a little smattering. 

HAST: It's a totally different world, isn't it? 

KAUFMAN: Of course it is. And especially on viola, which 

didn't appeal to me at all. 

HAST: Yes, I remember Mehli Mehta telling me that he had 

to learn how you play with an orchestra. I mean, it's a 

totally different thing. 

KAUFMAN: Of course. Well, we Kneisel students were very 

well equipped for anything like that. It was child's 

play. In other words, outside of knowing the literature 

intimately, which you have to do, we could take our place 
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in chamber music, solo--those who were fit for it--or 

orchestra. That was not complicated. 

HAST: Of course, in a quartet you have that discipline 

too, that you can't just do what you want to do. You have 

to listen to the others. 

KAUFMAN: Of course. And in a quartet you have the 

advantage of hearing yourself all the time. You're not 

drowned out by a big section, you know, where you just take 

your place dutifully, you don't come in too early or too 

late, just kind of blend with the musical landscape. This 

is a completely different metier. 

HAST: It's more intimate, isn't it? 

KAUFMAN: It's intimate, and, as I say, you have the 

blessing of being able to hear yourself and judge what 

you're doing. In an orchestra, unless you're the solo 

artist or the leader of the section, you very rarely get to 

hear yourself. You blend in the section, and your job iŝ  

to be blended into the section. But my chamber music 

experience was to stand me in good stead. 

Now, to go on from Portland, Oregon. Annette and I 

had been engaged to play a few concerts together with the 

local radio. The fellow was very nice to us. Mr. Chuck 

Meyers gave us introductions up and down the coast, San 

Francisco and Los Angeles. He said, "Here are letters of 

introduction. Maybe you can do something." So after 
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dutifully staying with the folks and making our way down--

HAST: They must have been glad to see you again. 

KAUFMAN: We had a nice time in town, although Papa was 

disappointed. He thought he could simply hand down the hat 

store to me. 

HAST: At this point in your life? Seriously? 

KAUFMAN: Yes, at this point, believe it or not. He wanted 

to be prudent. "Here you are married, etc. You have to 

think of the future, and this is safe. I'd like to have 

you get into the hat store with me and take it over." I 

said, "Well, Papa, I can't do that." He flew into a 

fury. And Annette was one of the few that would stand up 

to him. She says, "Oh, no, this is Louis's life. He's got 

to continue as a violinist. 

HAST: You haven't mentioned your three brothers. 

KAUFMAN: I had three brothers. 

HAST: Did they go into the hat business? 

KAUFMAN: They all went into the hat business finally. 

HAST: Oh, they did. 

KAUFMAN: Both my brothers Harry and Sidney were drafted 

into the army. That's much later, of course. But of the 

brothers, Ernest, who was next to me, died at an early 

age. He had some adenoid complications. There was a 

clumsy operation, and he died at a very early age, I think 

before he got into his teens, the poor kid. And then 
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Sidney enlisted in the navy. My other brother went into 

the infantry with the army. At that time they were 

drafted. 

HAST: During World War II, yes. Did you stay in touch 

with them? I mean, you hadn't mentioned them. 

KAUFMAN: For a while. 

HAST: But you weren't very close? 

KAUFMAN: No. Anything but, because our interests were--

HAST: You had nothing in common really, yes. 

KAUFMAN: They couldn't be less interested in music and art 

and culture. They were-- You know the atmosphere of a 

smaller town. They were interested in making a living and 

getting on and so forth. Only my other brother exists, 

Harry. I think he's still alive and still in Portland, 

Oregon, as far as I know. Sidney, the poor fellow, died as 

a result of cancer. He got malaria when he was in the 

tropics with the navy. He never quite over it, and I think 

he developed cancer. But that's never been--

HAST: No, I just wondered about your brothers, because, 

you know, it's always interesting when there are four 

brothers how different they can be. 

KAUFMAN: None of them seemed to have any interest in art, 

certainly not music, outside of the popular stuff they 

heard and they liked like everybody else. 

HAST: But, anyway, you and Annette left and went on--
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KAUFMAN: We went on to San Francisco. 

HAST: On a continued musical honeymoon. [laughter] 

KAUFMAN: Yes. Now, in San Francisco we had an 

introduction. And, as it happened, Meredith Willson there 

conducted his own orchestra and was leading the radio 

orchestra. So we made contact with him and a few others, 

and we got some jobs to play for the radio. We stayed 

there for a few weeks. It was very pleasant. I also met 

David Tamkin, who was a fellow pupil and colleague with me 

in public school in Portland, as was Mark Rothko. So we 

were friends. He was a very talented composer. He wrote a 

marvelous opera. The Dybbuk, which had a very successful 

performance many years later at City Center [in New 

York]. He got to be one of the crack orchestrators in 

Hollywood and made a very handsome living. He was a sort 

of one-man orchestrator for Universal [Pictures] for many 

years and did everything. To the neglect of his own work, 

I'm sorry to say. Because he could have done a lot more 

interesting things. His first opera, he was studying at 

that time with Ernest Bloch. What resulted was a 

masterpiece, I think. We hope someday it will be produced 

again, perhaps, in this country or Europe. 

Anyhow, we went to San Francisco. This all went very 

well. In fact, I began to have offers for starting a 

string quartet there. I said, "Well, let's keep it in 
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mind. But the place I really want to visit and perhaps 

stay is Los Angeles." 

HAST: You always wanted to go there. Isn't that what you 

told me earlier? 

KAUFMAN: Because as a kid I was very much impressed by my 

first visit to Los Angeles, the palm trees, the wonderful 

climate. I went swimming with an uncle who kindly invited 

me to go to Venice. I liked the whole atmosphere of the 

place. 

HAST: And in those days the sky was blue. 

KAUFMAN: Beautiful, pure. 

HAST: The air was wonderful. 

KAUFMAN: Earlier, I told Annette of my ambitions to 

eventually settle in Los Angeles. She said, "That's fine 

with me. Even the North Pole if you like. As long as 

we're together, what's the difference?" Anyhow, we gave up 

San Francisco prospects and we decided, "Well, let's try 

Los Angeles and see what happens. We had another letter of 

introduction to a fellow by the name of [Jose] Rodriguez, 

who managed the station, at that time, KFI. 

HAST: KFI in L.A. 

KAUFMAN: It was the principal station for classic music 

here. He had very good taste, and when he heard of my 

background he said, "Look, we'd like to put you on for a 

small concert. You know, whatever you can think of, 
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fifteen minutes, after the Richfield reporter comes on 

about ten o'clock." So I said, "Sure." We were very 

tempted, because at that time we could get twenty-five 

dollars for our concert, which wasn't bad for people 

starting in. So we started in with them, and shortly it 

expanded to a series of three concerts a week. So, as it 

happens, we made a sort of miniature concert. You know, 

extracts from sonatas, pieces, parts of little concertos, 

whatever we could fit into fifteen minutes. We had the 

illusion that nobody would be listening, but, on the 

contrary, everybody listening to the Richfield reporter at 

ten would automatically tune in to this program that would 

come on at ten fifteen. So we had a big audience. 

HAST: Well, this was before television, right? 

KAUFMAN: Yes. And at that time they would announce— 

HAST: And there were people who actually loved to listen 

to the radio, and classical music in particular, 

[laughter] 

KAUFMAN: At that time there would be announcements in the 

daily papers that we would play this, we would play that. 

You know, the way they list the television programs 

today. So many people in town heard me, and I had no idea 

that we had such a wide audience. 

One morning I got a call, and a man announced that he 

was the contractor for MGM [Metro-Goldwyn-Mayer, Inc.]. 
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His name was Mickey Whelan. He said, "Are you Kaufman?" I 

said, "Yes." He said, "Look, we're doing a picture here, 

The Merry Widow. There's a fellow, a Viennese man that's 

in charge, Ernst Lubitsch, who is doing the picture. He 

heard you play a broadcast last night. We'd like very much 

to have you come to the studio and do some work for us." 

It seems that he had tried everybody in the orchestra, 

starting with the concertmaster, all the way down and up, 

and he didn't like the way any of them sounded for special 

solos. 

HAST: Is that right? 

KAUFMAN: Gypsy stuff and incidental solos to the rather 

elaborate score that they had at that time. He said, "He 

would like to have you come and play." 

So I said, "Well, I don't know. I'm really not very 

good at commercial work. You know, my field is serious 

music. I'm interested in chamber music and solos." 

He said, "Well, try it, try it." He thought that I 

was trying to be very shrewd. Immediately, he said, "Look, 

we'll pay you double money." I didn't know what single 

money was. He said, "Come at ten o'clock tomorrow 

morning. If you don't like it, you don't have to come 

back. If we don't like you, we certainly won't call you." 

I said, "Well, wait a minute." I consulted with 

Annette. 
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She said, "Well, you have very little to lose. See 

what it's like." 

I said, "Sure." 

So I went to the studio the next day. It wasn't too 

difficult. I mean, I could figure out what they wanted. 

They wanted these things played in a sort of gypsy way but 

with a higher class, so it wasn't just out-and-out routine 

gypsy stuff that you get in a Russian restaurant. So with 

my background, I figured--

HAST: [laughter] High-class music. 

KAUFMAN: Well, I could be adaptable. After all, I learned 

something with Kneisel and knocking around with some of 

these great artists in chamber music. 

HAST: Also, you'd been in Bucharest, remember? [laughter] 

KAUFMAN: It seemed to go over, because our first day of 

work was starting at ten o'clock in the morning and 

finished about three o'clock in the morning. 

HAST: Good heavens! 

KAUFMAN: We had a break for lunch and we had a break for 

dinner. And at that time the telephones were busy; 

everybody flocked to call their homes. 

HAST: No overtime in those days, I guess. 

KAUFMAN: No, they didn't have it. They didn't have those 

precautions which came in later. So I asked a fellow who 

was sitting next to me-- I was the solo violinist and 
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automatically concertmaster for the orchestra. I said, 

"What did this come to, this session to three o'clock?" So 

he figured it out. He says, "It's $137.50." So I figured 

out $275 for one day's work! Annette had been waiting up 

for me. She said, "What happened? I didn't hear from 

you." So I explained. Just at the time I did get to a 

phone at night, she had been taking a walk around the block 

to get a little air, so I missed her. [laughter] So I 

explained. We both thought, "We can't give this up. This 

is too good. We've got to like this." I worked there for 

a week and made $1,000. This was fantastic. This was 

unheard of. From then on it began to go like wild fire. I 

was engaged by all the--

HAST: For fourteen years, right? 

KAUFMAN: At double money, double money always. 

HAST: It was another new beginning in your career. 

KAUFMAN: Well, it was a marvelous background to have this 

floor under us, to know that our financial means were met 

and very nicely. Well, we continued our own work always 

during all these years. 

HAST: Did you? I wanted to ask you, you still went on, 

then, with your classical interests? 

KAUFMAN: Well, of course. In fact, we gave concerts 

regularly here in Los Angeles, both solo recitals and 

chamber music, everything we could do. We kept it up. 
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This [studio work] was all incidental. 

But I came in contact that way with all the leading 

people in town. I was always engaged as the solo 

violinist. Max Steiner, Alfred Newman, all the other 

people that were, you know, in the business and began to 

percolate from one to the other, [Erich] Korngold, [Franz] 

Waxman, and so forth. So it was very good. 

HAST: So you kept, then, just one side of it, and then the 

other side was Hollywood. Which I'd like you to tell us a 

little more about. Because I'm sure you've been asked this 

twenty thousand times, but there must be a difference 

playing for a Hollywood movie as background music and 

playing as an artist in a concert performance. 

KAUFMAN: There is a very great difference, of course. You 

have to be very careful. In the movie industry, time is 

money. Now, you can't have the luxury of taking all this 

material and taking it home and practicing it. You have to 

be very adept. No one has a chance to look at the music 

before, because sometimes it is hot off the griddle and you 

get it at the last moment. Between the composer and the 

last minute rush with the orchestrators, you would have 

music there in manuscript—although it was very nicely 

written out, it was very clear. So you had to make up your 

mind and make up your judgments. You never knew what would 

be thrown at you. 
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I've played music all the way from classics to 

fragments of chamber music. In fact, with Benny Goodman we 

did movements of the Mozart clarinet quintet [Quintet in A 

for Clarinet and Strings, K. 581] that he played 

beautifully, and some other things. All the way from that 

to solo bits here and there to all kinds of little abstract 

pieces here and there that you had to do as solo things. 

This became very highly developed. So that became a 

routine. Whenever there was a love scene or sob scene, 

very often the solo violin would be called upon to give 

some sort of weepy background, sentimental background, so 

you had to be adaptable. 

HAST: But did they do it scene by scene? 

KAUFMAN: Yes. 

HAST: I mean, did you have to adjust your playing to the 

scene? Did you have to see it? Like dubbing, for 

instance, and voice-overs, you have to do that sometimes. 

You have the film in front of you, and maybe it's in a 

foreign language and you have to put it into English. It's 

very difficult to do. 

KAUFMAN: Naturally, we had all of those. That was 

routine. 

HAST: Did you have to time it exactly? 

KAUFMAN: Well, the conductor does that. He breaks up the 

scenes and times everything to make sure that the love 
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scene and the gallop don't have anything to do with it. 

You know, the horse scenes or the chases or the Indians and 

the cowboys. This all has to be exactly timed. 

Now, they had at their service a little instrument 

they called a Moviola. This was like a tiny television 

screen, and they could play the scenes and reverse them, 

play them slow, fast, and get exact timings. One sequence 

would take a half a minute, one would take ten seconds. 

Everything would be timed exactly, because it all had to be 

worked out ahead of time. 

HAST: But you didn't have to do that? You were just told 

so many seconds--

KAUFMAN: Oh, no, I had nothing to do. In other words, the 

conductor would indicate what he wanted, exactly the mood 

and one thing or another. So our deal was to translate 

those things, not only the little solo bits, but to 

translate it in terms of the violin section, to make sure 

that they all played together, it wasn't too awkward, to 

translate what you realized the conductor wanted. 

HAST: But then sometimes he might say to you, "Well, we've 

got to speed it up." Right? So maybe musically you 

wouldn't feel like speeding it up, but it had to fit the 

scene. Is that right? 

KAUFMAN: It had nothing to do with us. We simply followed 

what he gave us. He would conduct faster or slower. 
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HAST: The conductor was in charge. 

KAUFMAN: The conductor, that was his responsibility. 

HAST: Yes. But you were very good at playing the kind of 

thing that they wanted and the way they wanted it. Because 

to quote this gentleman who speaks so highly of you all the 

time-- I've forgotten his name. Henry Roth? 

KAUFMAN: Yes. 

HAST: Is that his name? Yes. May I just read this 

quote? Because it's really interesting. 

KAUFMAN: Please, please 

HAST: "Kaufman had a rare gift in the commercial realm for 

endowing a prosaic four-bar phrase with compelling beauty, 

and in lyric solo segments he had few serious rivals." 

KAUFMAN: Well, that is a very kind estimate. And I'm very 

grateful that I can make that impression. But the fact is 

I realized very soon the prime thing, if you wanted to be 

in the industry and stay in it, was adaptability. 

HAST: Now, this was at the beginning when sound came in? 

Am I right about that? 

KAUFMAN: That's right. Very soon after A1 Jolson and The 

Jazz Singer, we began to go into the great expansion of 

soundtracks. Which completely obliterated the silent film, 

of course. 

HAST: Yes, very interesting. Well, they had something on 

KCET about that, the silent film era, how it ended. 
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KAUFMAN: Yes. Well, it also had its good qualities, but 

as it was, this was progress. Just like television and all 

the later things. 

HAST: But it must have been a big change, because for the 

silent film, didn't they have an orchestra in a pit while 

they showed the movie, right? 

KAUFMAN: Exactly. 

HAST: Or at least soloists or somebody? 

KAUFMAN: Of course. 

HAST: Whereas here you now really became a part of the 

film, didn't you, in a very different way? 

KAUFMAN: Well, it's all built in. But I soon realized 

that along with being adaptable, you could not be snobbish, 

so you had to make the most of any little phrase. 

HAST: But that was your talent, you see, that you 

recognized that. Yes. 

KAUFMAN: And I realized that what they wanted was really a 

kind of enlightened cafe style, you know. But it had to be 

done with a certain refinement and quality. So I tried to 

do it in a way that I imagined would be a cross between 

what I would do as a soloist and yet what they wanted in a 

commercial way. There is such a thing as commercial 

playing, which can be quite distinct from the way you would 

handle a Mozart sonata or a Beethoven work, you must 

realize. 
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But a lot of the youngsters, unfortunately, come to be 

infected by their musical environment. They think that if 

they play commercially, that's a very good thing. And they 

schmear all over the place and do what they think Is the 

right thing that is called for in commercial playing. But 

there certainly are different dimensions you must learn. 

For instance, everything has its own style. And the 

Hollywood style began to be something very well 

established. I've always admired the sort of natural 

warmth and quality of what you got out of Hollywood. In 

fact, all of the great capitals of the world have that. 

It's a kind of a heightened warmth and quality that you 

have to bring to the medium. You cannot take chances. 

HAST: See, that's interesting. This is something that 

very few of us know about. 

KAUFMAN: I can tell you some anecdotes about Hollywood. 

For instance, when they first made the first edition of 

Somerset Maugham's Of Human Bondage, which catapulted the 

big stars Leslie Howard and Bette Davis to stardom, they 

tried out on this film--they spent a lot of money on it--

soundtracks that they put together, just haphazard, you 

know, for a preview audience. And as it happens, the 

preview audience began to laugh in all the wrong places. 

When you had this fellow with a lame foot and his tragic 

encounters, they were in a panic. 
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HAST: [laughter] They edit things like that. They 

absolutely live in terror of anything like that happening. 

KAUFMAN: They were in a panic. So they engaged Max 

Steiner in his early years to do something as a background 

so that they would have the right psychological 

atmosphere. Well, Max Steiner did a masterly job, as he 

always did in this type of situation. There are many films 

that he saved with his marvelous backgrounds. He was a 

Viennese and had a wonderful classic background. His 

father, as a matter of fact, was the head of many theaters 

in Vienna. 

HAST: Oh, he was? 

KAUFMAN: And he knew [Johann] Strauss [Jr.] and knew all 

of those Viennese light opera compsers very well. So he 

had a wonderful background and was a consummate musician, 

as we all know. 

So he made a score for that. In which I played, 

incidentally. Well, when they presented this to the second 

preview audience, the audience had the right reaction. He 

had locked them in psychologically. When it was sad, they 

knew it. They felt it through the music. When it was gay, 

exactly the opposite. He had them in an emotional vise. 

And the producers began to realize that they better 

not take chances. If they had an ambitious project, they 

better protect it with a good musical background. So this 
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became a sort of golden era of scoring. That is, the type 

of scoring that came from the studies of opera, Wagnerian 

development, and all the rest of it. It was an era with 

Alfred Newman and with Korngold, who wrote some magnificent 

things for Warner [Brothers Pictures, Inc.]. It became a 

world phenomenon. 

For instance, in England you have all the leading 

composers, including [Ralph] Vaughn Williams, [William] 

Walton, composing for films. The same with the great era 

of Russian films that they had. Prokofiev they had. And 

in France with Darius Milhaud, Henri Sauguet, and many of 

the leading composers writing movie music. 

HAST: But that made those movies so wonderful that I 

remember, that my generation remembers. Whereas today if 

you have Michael Jackson screaming into the microphone and 

the hard rock and all flashing lighting and all this flash 

and glitz, it doesn't say anything to your soul, does it? 

KAUFMAN: Well, I don't think the soul goes into the 

picture at all. I don't think the people who go into this 

commercial product are concerned with soul. 

HAST: But people read things into it if the background 

music is soothing and nice. 

KAUFMAN: All I can get is sort of continuous boom boom and 

a bass, and it really doesn't matter much what they do. 

HAST: Oh, you mean the modern— 
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KAUFMAN: The modern rock as a phenomenon I honestly don't 

understand. I suppose I should be somewhat sympathetic to 

the youngsters. I simply don't understand it. You have 

this howling that's an imitation of animals that goes on, 

of people that cannot sing, they cannot talk. They howl 

away like animals. 

HAST: [laughter] Yes. Exactly. Into microphones to make 

it loud and nasty. 

KAUFMAN: Yes, and they have this boom boom that goes on. 

It doesn't matter much what they sing or what they say. 

It's always the same. 
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TAPE NUMBER: III, SIDE ONE 

JULY 2, 1988 

HAST: We are continuing with the Hollywood story. 

KAUFMAN: I should mention that among the fascinating 

personalities we met here was Bernard Herrmann. Shortly 

after he came here on one of his very early-- I had gotten 

to know him before that, because he was nice enough to 

invite me to be a soloist in a program he had for the CBS 

network in New York. At that time, I had already begun to 

play regular solo concerts in New York and throughout the 

East. We got to know him through those broadcasts, and I 

was regularly employed to be a soloist here and there. So 

when he came to Hollywood, it was natural that we should 

continue. I think I was on one of his first pictures, 

which w a s — 

HAST: The Magnificent Ambersons. 

KAUFMAN: The Magnificent Ambersons that he did for Orson 

Welles. It was a long session. At that time it was 

recorded at RKO [Radio Pictures, Inc.]. And there was one 

thing that I still remember. He had a very interesting, 

atmospheric type of orchestration. There was one solo 

which I think was the longest solo I ever had to play. It 

was around nine minutes. It was just one long soliloquy on 

the violin with woodwind backgrounds, not much else going 

on. It was a rather interesting, quiet scene. This old 
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gentleman--a relatively old magnificent Amberson in decay-

sitting in a rocker and talking to some gentleman, you 

know, very quietly. And you had this going on, a sort of 

long soliloquy, not much going on. So luckily I was able 

to do this right away. It was a rather simple but nice 

melodic sequence. So along with the other work that I did 

for him as soloist and concertmaster of the orchestra, he 

seemed to be very pleased. 

And that night he called very late. He had rented a 

house very close to us in Westwood. He just knocked on the 

door without calling, just like that. We still were up. 

He said, "May I come in?" I said, "Sure." So we had a 

very nice visit and he said he was very happy. He called 

up and congratulated me on the way things turned out, etc. 

HAST: Yes, that's nice. 

KAUFMAN: And then we began to draw him out. We found out 

he was very cultured in many respects. He was a great 

admirer of almost everything English—of their art, of 

their literature—and had a fabulous, self-made background 

in the things he was interested in. He seemed to know a 

little of everything. So he was very fascinating. Somehow 

we got on the subject of the limitless universe. He said, 

"You know, it's amazing. When you begin to think of the 

millions of light miles that go on forever without being 

limited-- It makes me think. For instance, the little 
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ants, they have no idea if they are crossing a room or 

crossing a small space. This is their world. Like we 

think our world is the only world. And yet they have the 

tiny, limited vision. But we should really begin to think 

of other limits and other things." He got into a long, 

mystic dialogue. I'm sure it was-- I'm very sorry, but you 

never could take it down. But he was like that. And 

English literature. He was one of the first ones to 

systematically play the works of avant-garde British 

composers, for example. And he did fascinating programs, 

and the weekly concerts that he had in New York, 

"Invitation to Music." 

HAST: Yes. You knew a lot of these people besides this 

one, right? I mean, there were--

KAUFMAN: Yes. We got to know-- But none of the composers, 

with the exception of Alfred Newman, did we get to know 

quite that intimately. 

HAST: Oh, is that right? 

KAUFMAN: A1 Newman we got to know very well also. 

HAST: Well, you were separate, too. And just to make it 

clear, you were really not involved directly with the 

movie. The conductor told you exactly how to do and how 

long to play each section, right? So you were not 

emotionally involved with the movie going on or the scene 

for which you were playing. It was separate, right? 
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KAUFMAN: We were like tailors. We tailored our project, 

you know, to suit what was required and made our product 

accordingly. It had nothing to do with us emotionally. 

But we tried to do everything in a professional way. I 

must say that the Hollywood musicians, on the whole, really 

did have some admirable qualities. They're very quick, 

they're very adept. It doesn't faze them at all to play 

anything. 

HAST: They have to read anything immediately. 

KAUFMAN: Anything. And in the right style. All the way 

from a cafe jazz scene, all the way to a symphony and so 

forth. 

One of the finest recordings that was made here was 

with Bruno Walter. He did a whole cycle of some of the 

great masterpieces of the literature--I think Beethoven, 

Schubert, and Brahms--and they were all with a pickup 

studio orchestra [Columbia Symphony], all chosen from the 

ranks of the Hollywood musicians. If you listen to the 

records, they are really very remarkable in many ways. 

HAST: You played for very famous movies. Could you name 

the movies for us? 

KAUFMAN: Well, if you want. Perhaps the most well known 

is Gone with the Wind of Max Steiner. 

HAST: Oh, yes. 

KAUFMAN: That's an interesting story in its own right too. 
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HAST: [laughter] Oh, my goodness. Yes, tell us. 

KAUFMAN: After I had been working for Max, along with 

others, for a few seasons, he said, "Louis, would you like 

to come over? I would like to have you try a few little 

things that I've gotten together for a picture that we have 

to do." I said, "Sure." So he sat down at the piano, and 

he had some sketches for Gone with the Wind, all the main 

themes and so forth. He said, "What I want to do is I want 

to make a tape of this. I want to play this material for 

[David 0.] Selznick, but I thought that rather than just a 

dry piano, we'd have you playing along. It would be more 

attractive musically and would make a better impression." 

I said, "Sure, Max, whatever you like." 

By the way, he was a charming gentleman, very 

amiable. You couldn't help but like him. He had a 

wonderful sense of wit, a dry wit, but the typical Viennese 

in his approach, personal approach. He was a consummate 

musician, I must say. He knew exactly what he wanted. He 

had to work in such a hurry that he had to farm out the 

orchestrations, like most. But he knew exactly the color 

and everything else. And if the orchestrators didn't come 

up with everything that he wanted, right on the spot, right 

on the scene, he would start modifying things and getting 

exactly what he wanted. 

But in any case, we started working on these themes. 
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And he said, "Louis, try this a half a tone higher or a 

third lower. See what sounds best." It was child's play 

to transpose this material. It was very easy for me. 

Evidently he liked what we did. We finally got a tape of 

all the principal themes. He took this to Selznick the 

same day or the next day, and everything was accepted. 

Selznick was an old fussbudget, you know, a perfectionist 

in his own way. 

HAST: [laughter] I heard he was. 

KAUFMAN: He knew what he wanted and was very set upon 

little details. So it was all accepted. And, of course, 

as you know, Gone with the Wind I think broke all the 

records for filmgoers. And we still see reruns of it. The 

picture still goes on. 

HAST: Yes, all the time. I didn't know you were 

playing. I wish I had known. 

KAUFMAN: You'll hear me whether you like it or not on all 

the principal songs. 

HAST: Well, the next time I see it I'll have to listen 

carefully. So what other movies? 

KAUFMAN: Well, another perfectionist was [Charlie] 

Chaplin, who was a lot of fun to work with. He insisted 

upon supervising every little detail. I worked with him on 

Modern Times and Monsieur Verdoux. Modern Times turned out 

to be almost like a sort of violin concert. The Great 
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Dictator. Al Newman had the idea of using me with a muted 

violin right in front of the microphone. For all of those 

weepy things that went on. So this became kind of a little 

violin study of the whole picture from beginning to end. 

And all this music is still going on. Occasionally they 

still have reruns. 

HAST: I have heard that Chaplin was really difficult, that 

he would scratch everything and start again. He didn't 

care about hours and just worked on these--

KAUFMAN: There were no limits. He was a perfectionist in 

what he wanted. And he had a very clear idea, by the way, 

musically as well as other things. He started in as a 

violinist, you know. He was a violinist, except he played 

the other way around, left-handed. Yes, just the opposite. 

HAST: It must be a whole different technique. 

KAUFMAN: But he had a very clear idea of what he wanted, 

and I remember that in particular. 

HAST: Now, you had several other movies that you were 

involved in. 

KAUFMAN: Oh, I was involved in a minimum of four to five 

hundred of them. 

HAST: Really? Oh, my goodness. 

KAUFMAN: Of course. I made our living for a long time 

being— And trying to be adaptable, whether it was as 

concertmaster or soloist, whatever was called upon. 
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HAST: Yes. In the meantime, you didn't stop playing the 

violin the way you wanted to play it, in concerts? 

KAUFMAN: Well, this was separate, you know. 1 had enough 

background to know you have to keep those things separate. 

HAST: Now, your wife, Annette [Leibole Kaufman], did not 

get involved in the Hollywood scene as an accompanist at 

all, right? 

KAUFMAN: No, excepting there was one time we were called 

by [Twentieth Century-]Fox [Film Corporation] to take our 

harpsichord and do quite a few things of violin and 

harpsichord. At that time they were doing a big series--

Daniel Boone or something like that--on some of the old-

time things, historically, as if the harpsichord background 

would be used. I don't know whether they used the material 

or not, but we spent a pleasant afternoon doing snippets of 

classic sonatas that we did for violin and harpsichord, 

some Telemann that I arranged and, I think, some Bach and 

Tartini, etc. 

HAST: Very interesting indeed. [tape recorder off] 

KAUFMAN: You might perhaps like to hear about some of the 

films I was involved in. For instance, Wuthering Heights 

was practically a violin solo concert from beginning to 

end. It had an awful lot of incidental solos. 

HAST: Oh, with Merle Oberon and Laurence Olivier. 

KAUFMAN: Yes, and Olivier, yes, yes. And occasionally it 
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still has reruns. There was another picture, Dodsworth, 

that has an awful lot of solos, even Debussy's "Fille aux 

cheveux de lin." Atmospheric background. Also another 

outstanding score was Cleopatra. There was very little of 

solo stuff in that. But The Diary of Anne Frank had 

many. Practically all important pictures chronicled I was 

involved in. At that time I was concertmaster with Warner 

Brothers [Pictures, Inc.]. 

HAST: I see. 

KAUFMAN: Then I did a lot of work with Franz Waxman, 

occasionally with [Mikl6s] R6zsa. Not so much in the way 

of solos, soloist material. Then The Diary of Anne 

Frank. This gives you some good idea. Sayonara later on. 

HAST: Oh, you were in that also? 

KAUFMAN: Yes. With Waxman, yes. 

HAST: Well, that's very interesting indeed. So Hollywood 

has, of course, changed a lot since you played with them. 

KAUFMAN: The essential picture is changed, because they 

had their own studio setups and it was all in the control 

of more or less one group. Now it has become sort of a 

free-lance thing. And studios are apt more than not to 

just rent their facilities and have composers come as 

independents and go on to their own projects. The big 

stars began to realize that it was in their interest not 

just to be farmed out by the big studios when they were on 
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contract and very often getting very little money. It paid 

for them when the studios began to tighten up on salaries, 

big salaries, that they would be better off on their own. 

So they became small, independent producers on their own. 

It's now the usual picture of outstanding stars to have 

control of their own productions. So the big studios went 

away from the contract system and to farming out their 

facilities. They all do it now. And of course the 

situation again has changed radically with the advent of 

television and the television product that's cranked out. 

HAST: I see. But you worked for the major studios, for 

most of them, you said. 

KAUFMAN: Every one. I was concertmaster at different 

times at Warners, Paramount [Pictures, Inc.], Twentieth 

Century-Fox. Let's see, what else? But those were not on 

contract. I had the right, besides the contract things, to 

work wherever I wanted. Once I had my obligation there--

HAST: Well, that was important for you, wasn't it? 

KAUFMAN: It was very important. So between what I could 

do both as a free-lance and as a contract player, it worked 

out very well. 

HAST: So did they give you those contracts for several 

years at a time? 

KAUFMAN: Those were renewable from year to year. 

HAST: Oh, annually renewable? 
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KAUFMAN: Yes. 

HAST: Yes, I see. 

KAUFMAN: I remember at that time we had already been 

barnstorming very successfully for the National Concert and 

Artists Corporation that was the rival of [Arthur] Judson's 

Columbia Artists [Management, Inc.] at that time. We began 

to have very successful seasons barnstorming across the 

country, sometimes as many as forty or fifty concerts a 

year, besides the big concerts we gave in the East and our 

own solo recitals. And we asked at that time Marks Levine, 

the head of National Concerts and Artists Corporation, "Do 

you think it's a good idea if we just drop Hollywood 

altogether and just specialize in concerts, as long as 

we're beginning to have these possibilities? We're keeping 

pretty busy in concerts." And he wisely said, "No, don't 

do it, Louis, because you have a good floor underneath 

you. You're independent, you can always get off for a few 

months, and we can concentrate all of your concerts during 

the spring and get you away at that dead season." 

The early spring was usually dead because they had a 

problem with the IRS [Internal Revenue Service]. They had 

to get rid of the product [movie] as soon as they could 

ahead of the tax time. So there were a few months they 

were in the doldrums, starting in from early spring: 

April, May, June, July, something like that. I could 
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always get away for a few months, even when I was on 

contract, and we were able to concentrate. 

But he wisely said no. He said, "Louis, you have a 

floor underneath you. We can't predict from one year to 

another how things will go. You have this, you have the 

independence. Keep it up as long as you can, and we'll 

work this at the other end." Of course he was very wise, 

because this gave us our independence and we could do what 

we wanted. 

Then, after many, many profitable years in Hollywood, 

then we had a call from New York to start-- I had already 

started to do some recording for Columbia [Records, Inc.] 

and some of the smaller firms, some independent recordings 

we made for them here and there of things like [Robert 

Russell] Bennett and some works of Ernst Toch and so forth, 

the chamber works that we did knowing the composers and 

usually working with them. We got a call out of the blue 

from the Concert Hall Society. They were one of the 

independents that were starting in at the advent of the 

LP. They said, "We'd like to have you record something for 

us sometime when you're in New York anyhow for your 

concerts. We've heard your concerts, we like your work, 

we'd like to have you record something for us." And they 

said, "What do you think?" Well, I suggested, because I 

had to do it in New York, one of the concerts of the 
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season, The Four Seasons of Vivaldi. I had been engaged to 

do that. And I said, "Well, that's with a small 

orchestra." They suggested, "We don't want anything with a 

full symphony. It's too expensive. Do something on a 

smaller basis, less expensive." So I said, "The Four 

Seasons of Vivaldi seems to me like it would be a good 

thing to do. I am going to be playing it on the radio, a 

first performance." I did it with Alfredo Antonini. In 

any case, I did that. And they said, "We'd like to engage 

you to record that for us." I said, "Fine." 

HAST: So that was the beginning of that. 

KAUFMAN: That was the beginning of Vivaldi. Well, it 

ended up my having an offer to do for the next season a 

whole series, carte blanche, of a lot of works. Because at 

that time Victor [Records] hadn't gone on the long-playing 

bandwagon; they were still doing the small format of 78 RPM 

records. And some of the independents had come in at that 

time, so they [Concert Hall Society] were among the 

independents that decided to go in for the new long-playing 

record. They said, "We'd like to have you do some 

recording in Europe." So we thought this was a wonderful 

opportunity. 

HAST: Yes. So that was the end of that. You decided to 

stop with Hollywood? 

KAUFMAN: Well, we decided this was a golden opportunity. 

145 



We decided that with the money and the surety, here is a 

magnificent opportunity to do some interesting recording. 

HAST: Good. Now, Dr. Kaufman, excuse me, but before we do 

that, there are still some things we want to talk about, 

this period from 1930 to 1948. You know, life in Hollywood 

and all that. I mean life in Los Angeles and in your house 

here and the people you knew and met here. You know, 

that's a very separate chapter, really, that we can talk 

about the next time. Is that all right? 

KAUFMAN: Sure. 

HAST: Thank you very, very much. 

KAUFMAN: It's a lot of fun. 

SECOND PART 

JULY 9, 1988 

KAUFMAN: I would like very much to start this section with 

a little correction, a sequential correction. I mentioned 

before that I had met Bernard Herrmann and that as a result 

I was engaged to play with him in a broadcast from New 

York, the "Invitation to Music" program, which was one of 

the highlights of the radio season. It got to be very 

important in the number of premieres and the wonderful new 

works that he was able to play for the American public for 

the first time. However, this really should be 

corrected. I met Bernard Herrmann on his first visit to 

Hollywood. It was some time, I believe, in the late 
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"thirties or the early forties. At that time I was a 

concertmaster; at the same time I was doing free-lance work 

for others. I had come to RKO as a result of working with 

Max Steiner on many films before. In fact, the very first 

film that he did there which I remember was Virgie 

Winters. So at that time I was a sort of regular 

concertmaster. That's how I met Bernard Herrmann, on his 

very first picture here, The Magnificent Ambersons. 

HAST: Oh, I see. Yes. 

KAUFMAN: That's how I met him. I believe you have the 

rest of the sequence. 

HAST: Yes. Oh, yes, indeed we do. 

KAUFMAN: That's when he visited me, right after the first 

recording [for the film], in which I had a very long solo--

I think I explained this before--about nine minutes. He 

seemed to be pleased. He knocked at our door very late at 

night, and we had a marvelous visit. It lasted until two 

or three o'clock in the morning, as you know. From then 

on, we became lifelong friends. He was one of our earliest 

acquaintances and one of our longest friendships, 

actually. It started that way. It was a happy meeting, I 

think. 

HAST: Yes. It sounds wonderful. Good. Now, before you 

leave Hollywood, let's go back and talk about your life in 

Los Angeles, which was interesting. Let's talk about your 
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house, your beautiful house where we are sitting right 

now. 

KAUFMAN: Well, this was also a sort of coincidence. Very 

early in our Hollywood years I also met Alfred Newman, 

along with some of the other composers who I worked for, 

always as concertmaster. Alfred Newman, as you might know, 

was not only an extremely talented conductor and a 

practical showman in the business, but he was a very gifted 

pianist. In fact, he started in as a boy prodigy. He 

studied with Sigismund Stojowski, who was an eminent 

pianist. I believe he [Stojowski] was a pupil of the 

famous [Ignace Jan] Paderewski. In any case, Alfred Newman 

was, as I say, a very gifted pianist. And as it happens, 

at the age of fifteen he soon got into the commercial end 

of the music business on Broadway. Believe it or not, as a 

young teenager he was already conducting very successfully 

musical comedies of Gershwin and everybody else. Actually, 

he was the main breadwinner for his whole family, 

consisting of I don't know how many brothers and sisters. 

There was a whole brood of them. He was the principal 

support. He bravely set out to do that. Finally he worked 

his way to Hollywood and started doing important things. 

He had a very beautiful home and soon started inviting 

us there, because he loved chamber music and very often 

took part in it himself. There was one concert in which we 
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collaborated. We did the [Ernst von] Dohnanyi [Piano] 

Quintet [no. 2, op. 26]. And he did the piano part. At 

that time I already had a little informal string quartet 

that I established, so it was a lot of fun. But we were 

invited to his house and we got to know and like it very 

much. It was an adaptation of an old English-style house, 

but somehow it had individual, personal touches. This 

house was designed and worked over by Lloyd Wright, who was 

the son of the famous Frank Lloyd Wright. In some ways he 

was perhaps more practical than his gifted, genius father, 

Frank Lloyd Wright, because the old man of course was a 

great innovator and a great pioneer and all of that, but it 

was strictly for millionaires. You had to have a very big 

bank account in order to keep up with the originality of 

the ideas, which wasn't always cheap. On the contrary. We 

liked the way the house was built, and it seemed 

comfortable. As I say, it had very interesting personal 

touches. So Lloyd Wright also was a frequent visitor, and 

we got to know him. He was an amateur cellist, amongst 

other things. 

HAST: Oh, was he? 

KAUFMAN: Oh, yes. He loved music also. So we had a 

rather sympathetic mutual background. 

At that time we started to look at someplace where we 

could settle permanently. We looked at houses in Beverly 
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Hills, but frankly they really were much too grandiose for 

our taste. Because they obviously needed a housekeeper and 

a gardener, nothing that we could cope with. We realized 

that it would be impractical, although we could get 

magnificent houses, believe it or not, for $18,000 or 

$20,000. It was nothing. They'd go for millions today. 

But they were not practical for us. 

So we approached Lloyd Wright and said, "Lloyd, do you 

think it would be practical for us to have our own house 

that you could build to our order? What we'd like to 

have"--because we had visited Carmel and Monterey--"we like 

the idea of a sort of California-style, Monterey house with 

balconies in the old style." 

He said, "I think it would be very good. I could 

design something for you." 

I said, "We need first of all a big living room where 

we can have music and practice. Two stories, so I can go 

upstairs and practice while Annette does her practicing on 

a piano downstairs." 

He said, "I'll see what I can do." 

We started looking around at lots and we decided that 

Westwood would be a good, logical place for us. It had the 

university [UCLA] nicely established. There was a 

wonderful little shopping center just a few blocks away. 

It had all the conveniences. And at that time it was 
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almost like a semi-farm community, cut up into practical 
lots, of course. 
HAST: This was still like a farm community? At that time? 
KAUFMAN: Not exactly farm, but there were very few houses 
around here, believe it or not. 
HAST: It was more like a village. 
KAUFMAN: Exactly, exactly. It was charming, bucolic, and 
you had the advantages of city conveniences and life and at 
the same time a lot of space. 

So we looked at nice, level lots here and there, and 
Lloyd Wright didn't like any of them. He said, "No. This 
is nonsense, this is no good." Finally he said, "I think I 
have something that I think would be all right for you." 

So he took us to the lot where we are now in 
Westwood. It was a sloping hill. It occupied about a 
third of an acre. We were mystified. We said, "Look, this 
hill is going to be awfully difficult to work with." 

He said, "No, not at all. Because where the hill 
slopes, I can use that. That will give you a much higher 
ceiling, which would be good for sound. The house could be 
fitted into that lot. You know, with the regular kitchen 
and a few rooms upstairs." And we let him go ahead. 

So we started planning on it. Through him we were 
able to get this lot, which had been mortgaged and lost by 
the original buyers. So we got it very, very reasonably, 
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and we were able to build. Now, due to the help that we 

got from Annette's folks--we got a very nice loan from 

them, and at that time I was already working hand over 

fist--we were able to pay for this house within one year, 

believe it or not. 

HAST: That seems unbelievable today. 

KAUFMAN: Yes. But we took it easy and we were very 

economical. 

HAST: This was when you first came out to Los Angeles? 

KAUFMAN: Yes, yes. We came out in '34, and by the spring 

of 1935 our house was finished. Now, we had no 

furniture. We had newspapers on the floor. We were 

determined not to go on credit and buy everything as we 

needed it. 

HAST: Yes. 

KAUFMAN: So once the house was finished-- And we were very 

pleased, although we had continual fights with Lloyd, 

because he was more interested in design and aesthetics 

than we were. We wanted to have something more 

practical. But nevertheless I must confess that for fifty 

years this house has served us very well. 

HAST: Oh, it's wonderful. Yes. 

KAUFMAN: It's perfect for our purpose. We can still take 

care of it, you know, with a reasonable amount of help. 

HAST: There's room for your books, for your art artifacts, 
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everything. 

KAUFMAN: Exactly. Although we are beginning to be swamped 

more and more by this. [laughter] But it's a pleasant 

swamping. We have a lot to refer to. Well, we finally 

finished the house. 

HAST: Well, your Hollywood career must have helped also to 

pay off the house. 

KAUFMAN: Well, it helped because we lived very modestly. 

I didn't know how to drive at that time, so we bought a 

little secondhand jalopy, a little Ford with an open top, 

and I learned how to drive on that. And after a reasonable 

time I was able to--

HAST: I bet it was fun in those days, wasn't it? I mean, 

there were no freeways. 

KAUFMAN: No, before the freeways. It was very 

comfortable. Of course we still had the old red car 

[system] that we could rely on and the buses, so it was not 

too uncomfortable. Finally, we graduated to a very nice 

little Chevrolet that we got for about $800, and that was 

my first really good car. By that time, I knew a little 

bit about driving. 

HAST: Yes, yes. 

KAUFMAN: So that started in. Now, it happens that I was 

kept very, very busy. I was a free-lancer but always had 

extra money as concertmaster. I gravitated from one 
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composer to another. Max Steiner, then Alfred Newman, and 

then when they began to go into contract for each studio, I 

finally started, I believe, first on contract to Fox 

studio. Shortly after--I was there about a season or s o — 

Alfred Newman came in as the director. I was a sort of 

fixture in the place for many years there. And then for 

one reason or the other, I was also concertmaster later on 

with Paramount, also Warner Brothers, and did a hitch at 

all of them. In the meantime, I had the right to also 

free-lance when the studios would let us free. So this was 

rather hectic. 

HAST: Yes, you mentioned that. That was very important, 

yes. Excuse me, this quartet you started [the California 

String Quartet], who was in the quartet? 

KAUFMAN: I think I started it the very first year. There 

was an eminent French violist, Emil Ferir, who was the 

first viola of the Los Angeles Philharmonic. He was my 

viola player. And there was a very talented Russian 

cellist by the name of Nicholas Lhevienne, who had studied 

in Germany with [Julius] Klengel. He had a very beautiful 

sound and was a very fine musician. And then we had [as a 

second violin] one of the boys here that was-- [George] 

Berezowski was his name. So we had a quartet going for one 

or two seasons, and then it disbanded because I was too 

busy to do rehearsing regularly. 
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HAST: Yes. I was just going to ask you how you could take 
care of all of these things. 

KAUFMAN: We made up our minds that this was a most useful 
and wonderful foundation for ourselves, with money coming 
in regularly, but that we wouldn't be swamped by it. We 
didn't particularly care for sports or having a big 
swimming pool or the usual Hollywood entertainments or 
golf. We kept right on rehearsing and determined to have 
at least a few local activities in the way of our own 
concerts, either solo concerts or chamber music concerts, 
and kept our fingers in seriously for what we wanted to do. 
HAST: Now, socially you didn't mix with the Hollywood 
crowd at that time? 
KAUFMAN: I must say very, very little. We were in a sort 
of different category. The musicians were in one group, 
the actors were in another group, the directors on the 
other hand. There was a kind of different stratum, outside 
of the personalities we might meet en passant where we 
played chamber music with Newman. So it was a different 
world. But we had a very nice choice of associating with 
the people we wanted to, and I must say it was a very 
interesting group of people. 
HAST: Yes, it was interesting. 

KAUFMAN: You had all the refugees, the people that were 
forced to flee from Germany, Austria, and also occasionally 
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from France. We were able to make very interesting 

contacts in a personal way. Also, the movie served as a 

wonderful opportunity, because through the movies I was 

able to meet some of the leading composers, who became our 

friends. 

For instance, Robert Russell Bennett, who was the 

great arranger for practically all the standard musicals. 

Jerome Kern, Gershwin, and so forth. He was the classic 

arranger, with wonderful taste. He had studied in Paris 

with Nadia Boulanger. Unfortunately, his own innate 

qualities and gifts were somewhat swamped by his being so 

successful as an orchestrator. For instance, he composed a 

marvelous opera that got a first performance at the 

Juilliard [School], Maria Malibran, based upon her life and 

her career and, I imagine, with the great violinist of the 

time, [Charles-Auguste] de Beriot. And then he wrote an 

awful lot. He was on the regular staff of one of the great 

radio broadcasting chains [WOR Mutual]. He used to do 

regular shows. I remember he had a wonderful series of 

thumbnail-sketch operas. They lasted about a half hour. 

And doing all kinds of contemporary things, like Casey at 

the Bat and western themes, Oh I Susanna, real Americana. 

He did those very well. 

But the way I met Russell was also through 

Hollywood. He was engaged to do the orchestration for an 
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important Kern musical. Showboat. At that time I was also 

free-lancing, and he heard about me perhaps through the 

grapevine. I was his concertmaster. Well, I didn't know 

him at the time, but he was a charming man and knew exactly 

what he wanted, was delightful to work with. 

I remember one little incident. He had written 

something for two solo violins. Naturally, I would play 

that with my assistant next to me. For some reason, we 

didn't have a very good ensemble. It happened to be, you 

know, rough-and-ready as we read the works, and he didn't 

like that. He suddenly said, "Louis, you play both 

parts." I said, "What? You'll be sorry." "No," he said, 

"put them together and play them both." Well, it wasn't 

all that complicated, you know. It was more or less simple 

melodies in thirds or sixths, and that seemed to please 

him. So that started our long friendship. 

Because a few days later we met again at a party given 

by Roy Webb, a Hollywood composer-orchestrator. I knew, of 

course, of his great reputation, and I said, "Russell, 

wouldn't it be nice if you could write something for us 

fiddlers to play in your idiom? You do it so beautifully, 

the modern, up-to-date jazz idiom. Would you think of 

writing something that we could also play and enjoy?" 

He said, "Well, that's an idea. Let me think about 

it. " 
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So three days later he called up and said, "Louis, I 

have your piece." 

I said, "What piece?" 

He said, "What's all that flak I heard about my 

writing a piece for you? Don't you remember?" 

[laughter] 

"Of course I do." 

So he came over with it, and this was the Hexapoda [ (5̂  

Studies in Jitteroptera)] that he wrote for me. It's the 

first jazz piece written in that idiom, in his own personal 

style. And it later ended up when I asked him if I might 

play-- I loved the work. I was going to give the world 

premiere of it in New York in one of my Town Hall recitals 

ending with an ail-American group. I asked him if he would 

like to play it with me, and he said sure. We made a date, 

and we ended that program with the Hexapoda. 

Well, it was a riot, because we played this sort of 

jazz thing. There are some very intricate things in it. 

And going back to my very, very early childhood, I started 

to sort of beat my foot a little bit [laughter] to keep 

time, to do all the intricate rhythmic stuff that I was 

supposed to fill in. Well, for some reason or other, the 

audience loved it. Because it was quite a change from, I 

think, the [Beethoven] Kreutzer Sonata [Violin Sonata no. 9 

in A, op. 47] or some concerto and the regular fare. They 
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liked it, and we had to repeat one or two movements before 

they let us go. It was a real riot. Perhaps a little bit 

on the style of Mutt and Jeff. He was enormously tall, and 

I regret I'm not quite in that category. I'm about half 

the size. So the audience seemed to like that also. 

Well, it resulted in our recording this for Columbia 

records, the Hexapoda. And then later this work, along 

with many others, I recorded with Annette on an Americana 

album that was done soon after by Vox [Productions, Inc.] 

and then taken over later by Concert Hall. It had nine 

lives. It kept appearing and reappearing in different 

versions. In fact, it's still going on, because it has 

been transferred to cassette and CDs [compact discs]. 

Now, he [Bennett] was one of the composers I met. 

Aaron Copland was another. I think he was doing a picture 

at the time for [Metro-]Goldwyn[-Mayer, Inc.], The Red 

Pony, and I was engaged to be his concertmaster. So I got 

to know him very well, socially and musically. I am 

perhaps ahead of myself a little bit. But later o n — 

HAST: No, it's interesting, because it all follows, the 

whole history. 

KAUFMAN: It has a sort of logic. Later on I was asked by 

Concert Hall if, among the many recordings that I was to do 

for them, I would like to record something modern. So I 

suggested the Copland [Violin] Sonata. Aaron was kind 
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enough to do it with me, so we have it on record. I 

studied it carefully with him. So that was one of the end 

results. 

The end result also with Russell Bennett was that he 

wrote a very interesting violin concerto for me and also 

the sonata [Song Sonata] for both of us, and of course the 

Hexapoda. We gave the first American performance of the 

Russell Bennett Violin Concerto in London with Bernard 

Herrmann conducting the London Symphony Orchestra. And 

this also had a spin-off, because we were able to use that 

actual performance as a basis for a record, which was 

reissued and issued in many other forms. So that, again, 

is another result. 

I also met the eminent Austrian composer Ernst Toch, 

who was a very important composer. In his very early 

career as a young man of twenty-one he had written a string 

quartet [String Quartet in D-flat, op. 18] which is a 

masterpiece and which I also recorded. At that time we 

were asked by Columbia to do the [Piano] Quintet with the 

composer. This was one of my earliest recordings in 

Hollywood. We did it with the composer at the piano and 

actually rehearsed it under his direction and recorded very 

much under his direction. It is a very interesting work. 

It also has been reissued by the Masters of the Bow series 

from Canada, from Toronto. So there were many spin-offs. 
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I met many other American composers where we were able to 

study and do their works. This is not an opportunity I 

would have had, I think, if I had stayed in New York or 

just tried to do this in Europe. 

HAST: Excuse me, may I ask you a question now? 

KAUFMAN: Please. 

HAST: All these composers that you met, they wrote their 

own music and they also arranged it and orchestrated it in 

those days. Is that correct? The question I have is 

this. I know that modern composers for Hollywood today, 

they usually have arrangers who do it. In fact, I know 

somebody who, his whole life, that's what he does. 

Somebody like Andre Previn will give him something and say, 

"This is what I want. Now you write this and this and 

this." To me, this is like ghostwriting, [laughter] you 

know. But I don't know enough about it, so I'm asking 

you. That's perfectly ethical to do, is it, to get a so-

called ghostwriter to work everything out in detail? 

KAUFMAN: You bring up a very interesting question. Some 

of them will go within the system, because it's a matter of 

time. There are very few composers--I'11 give you a few 

exceptions--that would have the time and the leisure to do 

it all by themselves. It takes an enormous amount of 

time. For instance, there were many eminent composers who 

had arrangers. The work was a matter of convenience and 
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necessity. It's too much to expect of a human being to 
write out the material and do every bit of orchestration. 

Now, what happened to be practical was people like Max 
Steiner, Alfred Newman, and many others--I believe even 
[Erich] Korngold--there were very few that did their own 
orchestration. I'll give you a few exceptions later on. 
But it was not humanly possible. Now, this was honorable 
enough. It was not really ghostwriting at all, because the 
composers blocked out in a very definite and exact way 
exactly what they wanted. For instance, with Max Steiner, 
he had these talented orchestrators that would do that, and 
if the color wasn't exactly right, right on the set Max 
Steiner would start correcting and getting what he 
wanted. But the orchestrator was always around there to do 
the actual work, you know. 

HAST: So he sort of supervised everything? 
KAUFMAN: Oh, yes. Everything was very closely supervised. 
That was the case with Alfred Newman; that was the case 
with many others. It was a matter of necessity. 
HAST: This is what I've been told. 

KAUFMAN: It was definitely not a ghostwriting thing. With 
ghostwriting you imply something more profound and more 
fundamental than merely writing. It's not a collaboration; 
it's a matter of following out the composer's intentions 
for color and what he wants to do. It was a great 
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convenience, due to the limited time available. 

HAST: Now, you couldn't do that writing a play, however, 

for the theater, for instance. It's very different in 

music, evidently, that you can follow directions. Because 

if you are a playwright or a poet and you say, "Well, this 

is my idea of what I would like. Now you write it," it 

isn't really your own work, is it? 

KAUFMAN: Well, there is the matter of having an editor. I 

have read recently some very great popular hits in the 

publications department, and they are practically always 

edited by practical people who know exactly how to compact 

things and make them have the greatest punch and the 

greatest power and the greatest popular appeal. And not 

every writer has that. You have some people that have a 

knack of doing it. Irving Stone, perhaps, and some of the 

other great personalities really have-- Of course, with the 

very great help of his talented wife, Jean, it must be 

admitted. 

But Bernard Herrmann was an exception. He wouldn't 

let anybody touch his work. He insisted on doing every bit 

of orchestration himself and would take plenty of time to 

do it, and they knew it. He was ferocious about it. And 

the orchestrators, of course, didn't like him at all, 

because it took away work they considered their own. There 

are two sides to this question. 
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HAST: Yes. It's something that I've been wanting to ask 

you, so you've really cleared it up a bit for me. 

KAUFMAN: Alex North, for instance, is a very talented 

composer, I think one of the outstanding ones. For 

instance, he did the score for Cleopatra and so many other 

scores that are among the greatest examples that have come 

out of this town. But he also referred to orchestrators. 

It was not possible for one man to do all that and do it in 

the desperate hurry that most producers wanted, always at 

the last moment. 

HAST: Well, this is the problem today I've been told, that 

even after they write it all up, then the producer can 

still say, "I don't want any of this. Do it over this 

way. Another way." So it must take the patience of Job to 

orchestrate anything for somebody else. 

KAUFMAN: Well, it's a craft, and the orchestrators, I must 

say, are very gifted. They really are very, very good at 

HAST: It makes you wonder why they don't want to do their 

own thing. 

KAUFMAN: There are some like Eddie [Edward] Powell, who 

had a touch amounting to almost genius in the color and 

things that he did in all the early musicals. And there 

are many others. And Hugo Friedhofer, who was a very 

gifted composer on his own. He did some outstanding scores 
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later on when he began to be recognized for personal 
composing gifts. Very often orchestrators make more than 
the great composers, because they're working all the year 
around. It was a very busy craft. But, as you can see, we 
had our hands full keeping up with everything. 
HAST: Yes. Now, you mentioned some of the German refugees 
and others. Are there some other names of people? I mean, 
Thomas Mann, of course, who was a writer. 
KAUFMAN: Unfortunately, we never had the pleasure of 
meeting him. We were a little bit too awed by his eminence 
to ever try to search him out. Perhaps we should have. 
But we knew many of his friends. 
HAST: He lived in Santa Monica. 

KAUFMAN: In Santa Monica, yes. It would have been a 
privilege to have known the man. We always loved his 
books. I think they are very profound and very much in a 
great Germanic tradition. We attended lectures he gave 
here and in New York. 

HAST: How about Stravinsky and Rachmaninoff? 
KAUFMAN: We never got to know Rachmaninoff, except to be 
faithful followers of every concert we could go to as a 
music lesson. He was an overwhelming genius. Stravinsky 
we did meet casually here and there. At that time, I got 
to know Darius Milhaud, the great French composer, very 
well. I had known him very early through a friend, Charles 
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Jones, when he was teaching at Mills College. And it was 

again a lifelong friendship. When I gave a concert locally 

in Los Angeles, I included a shorter work of Darius 

Milhaud, and he invited Stravinsky to come along and 

listen. 
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KAUFMAN: At this concert, Milhaud was there with his wife, 

Madeleine, who is an enchanting person. We'll get to that 

later on. And he brought along Stravinsky. They were nice 

enough to come backstage, and Stravinsky said some very 

nice things. He says, "Oh, I see you are a very serious 

musician." [laughter] Which pleased me. I played a 

Beethoven sonata and some other things and ended up 

feeling--

HAST: [laughter] You didn't feel insulted? 

KAUFMAN: No, not at all, not at all. I considered this 

very flattering from a man as eminent and as original as 

Stravinsky. And also at that time we got to know socially, 

in one way and another, Arnold Schoenberg. 

HAST: Oh, did you? Yes. 

KAUFMAN: And that was also perhaps interesting. We had a 

chamber music session, and at that time Alfred Newman was 

taking composition lessons with Schoenberg. Which was very 

interesting, because Schoenberg, of course, he was such an 

innovator that influenced the whole world with his twelve-

tone system. But all his pupils that studied with him said 

he was a marvelous teacher, very strict in a traditional 

style. He didn't want people to just blindly follow his 

own system. Those who did it did so because they wanted it 
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and were convinced of its validity. But everybody says 

that he was most serious and a wonderful influence in 

learning the fundamental lessons of the masters and their 

use of counterpoint, exposition, and construction. 

One evening Alfred Newman asked if I would get 

together with some of the boys in the orchestra and perhaps 

do the Verklarte Nacht in its original version as a 

sextet. I knew the work and loved it, and I said sure. So 

we had a few rehearsals, and we had the chamber music 

evening and Schoenberg was there. So after we got through 

playing the sextet-- We did as well as we could. We tried 

to be very meticulous about the composer's markings, you 

know, and we really did our best to try to please the old 

man. And he came--

HAST: Was he quite old at that time? 

KAUFMAN: He was getting oldish, but he was still very spry 

and very alert. In fact, I had the impression that he was 

alert and sharp to the very end, as a matter of fact. He 

had that type of mind. So he came over to us after we 

finished and said, "Oh, that was very nice, Kaufman. But, 

you know, the next time you play it, please let loose and 

play it much more romantically." 

HAST: He did? 

KAUFMAN: I was astonished, because I thought-- Well, you 

know, the markings and so forth, that is all right. "No," 
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he said, "this is a much more romantic piece. You have to 
really let loose and enjoy it." This gave me a little 
insight into what a master like that really wanted in his 
own music. 

We had the same experience, actually, with Ernst 
Toch. He wanted his music also played with a maximum of 
expression and communication. He wasn't at all pleased 
with the sort of high-and-dry performance, an academic 
thing just merely following the notes. I began to realize 
that there was something behind those little symbols that 
indicate certain emotions. 

It was said of Beethoven, when he still was able to 
hear, that he would get very impatient with orchestras. 
Because everything was in manuscripts, there were many 
mistakes. He was very easy on the musicians for wrong 
notes or perhaps a little scrappy playing out of tune. But 
if he had the idea that the musicians were a little 
lackadaisical and not giving the maximum expression to 
those marvelous phrases, he would get furious and do a real 
[Arturo] Toscanini act and get--

HAST: He had a short temper, from everything I've heard. 
KAUFMAN: Oh, yes, he had it anyhow. But this seemed to 
enrage him more than almost anything else, even playing the 
exact notes. He wanted rhythm and so forth, the 
fundamentals, but if he felt that they were not 
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communicating what he had in mind, he would get furious. 
HAST: Well, that brings up another point--I mean, this is 
just off the top of my head here—that, for instance, with 
opera singers, in the old days the important thing was the 
feeling you got across musically. Today we have singers 
that are technically brilliant but don't always seem to 
have the emotion that should go with the music. Do you 
think this is something that applies also to orchestras, 
perhaps, and modern music? 
KAUFMAN: Well, there's a lot of latitude there. But to a 
certain extent you are right. And I think it has something 
to do with style. Our conceptions of performance have 
somewhat changed. On the other hand, there's no way that 
you can ruin the communicative quality of the human 
voice. It's still the king and queen of all the 
instruments. And the glory of the early violin makers— 
Stradivarius and Guarnerius, [Giuseppe] "del Gesu"—was 
that they would get something of that really human quality 
into their marvelous instruments. Which have never been 
duplicated. 

HAST: This is something I wanted to talk to you about at 
length, because I was reading last night that the violin is 
the one instrument that comes very close to the human voice 
and can reproduce all of these emotions. Do you think 
that? 
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KAUFMAN: Of course. Here is a wonderful miracle. You 
have, within a tiny little instrument made of wood, 
separate voices with four strings. You can become a 
soprano, you can become a mezzo-soprano, you can become a 
tenor, you can become a baritone, all within one little 
instrument. This is a miracle. We can do that. And if we 
follow the bel canto principles of singing, of melodic 
quality, we can begin to duplicate some of the qualities of 
a great singer. For instance, all the great artists have 
that. This is their universal quality that appeals to 
everybody. [Fritz] Kreisler, [Mischa] Elman, [Jascha] 
Heifetz, above all their own wonderful facility and 
mastery, you have this human communication. And this is 
the glory of the string instruments. 

The piano, of course, is a much more complete 
orchestra. It's a kind of a symphony in a certain way. 
There is an incredible range to the piano, but it still 
lacks something. On the other hand, if you have a [Arthur] 
Rubinstein or [Vladimir] Horowitz, they're able by some 
personal trickery or magic to communicate a beautiful 
singing phrase on the piano. Which is a miraculous thing, 
because the piano by itself doesn't have the sustaining 
legato quality of a string instrument. We [violinists] 
have this power. We can breathe and we can sing on a 
string instrument [in a way] that is not possible on a more 
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mechanical instrument. This always fascinated me, the fact 
that you could communicate in a human way. 
HAST: Yes, that is the amazing thing. And since I've 
worked with you--and I'm not a violinist of course—I 
realize the way I never did before what it takes to be a 
good violinist, the technique, every little [laughter] 
deviation. You can't even have a blister on your finger; 
it will affect the quality of sound that comes out. 
KAUFMAN: Of course. By the way, my own teacher, Franz 
Kneisel, who was a very strict man in every way, he always 
suggested, "Go to every opera that you possibly can and 
absorb what you can from the human voice." 
HAST: Yes? Is that right? 

KAUFMAN: Yes. Now, as I say, the styles have changed. We 
have singers with fantastic agility, but I think you will 
take it for granted and notice that the people that have 
the greatest popular appeal are not only the greatest 
technicians, they are the people that communicate. You 
have a [Luciano] Pavarotti, you have this wonderful 
Mexican, Placido Domingo, and you have--
HAST: Oh, Placido Domingo, he's actually Spanish. 
KAUFMAN: Spanish, excuse me. Thank you for correcting 
me. But you have many others. This singer [Kiri] Te-
Kanawa from the Maoris, you know, who sings like an 
angel. But it's not only her beautiful clarity and so 
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forth, but it is beautifully communicative. Lotte 

Lehmann. All those great people that we know and admire 

and love for their quality—it' s a human quality they 

communicate. It's not so easy to admire the people who 

have only a fantastic facility. You get used to it. And 

not everybody understands it. But there's a universal 

quality that you get in the fundamentals, and the quality 

is above all in singing. 

HAST: Yes, isn't that interesting? That's wonderful. You 

wanted also to talk about William Grant Still, you said. 

KAUFMAN: Yes. Amongst our other oldest and dearest 

friends was William Grant Still. We got to know him 

through the advice of Russell Bennett, because in the early 

days of New York we used to listen regularly to a program 

over one of the radio stations. It was [Willard] 

Roberson's "Deep River [Hour]" program. And there were all 

kinds of very beautiful string and woodwind arrangements, a 

rather small, intimate orchestra. They were wonderful 

arrangements. They had their own particular color. Not 

only spirituals, anything that they touched. It was a 

rather placid type of program. It wasn't jumpy and it 

wasn't too excited, but everything they did had a beautiful 

quality. I was discussing this with Russell Bennett, and 

he said, "Don't you know the man who did all the 

arrangements? He is a dear friend of mine, William Grant 
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Still." I said, "No." Because he was never mentioned on 

the program. He was their stock arranger; he did 

practically everything. So he said, "When you're back in 

Hollywood, you should try to look him up. He's in the 

telephone book." 

And we did. We called him up and said that it was at 

the suggestion of Russell Bennett. "He suggested we might 

call upon you and maybe visit you." Still said, "Of 

course." So we visited him in his little home that he 

lived in many, many years with his wife, Verna Arvey. I 

asked if I might hear a few, you know, excerpts of some of 

his own work. And she started playing on the piano some of 

his work, some piano pieces. Of course he couldn't play 

any of his symphonies, but through records we got to know 

his wonderful Afro-American Symphony, which has become a 

classic. It is a wonderful work, has had some recent 

recordings that are very admirable. 

Then I said, "What do you have that we might be able 

to use for violin and piano as little solo works?" And 

then his wife played excerpts from the Lenox Avenue 

Suite. So we found one or two things we thought were 

beautiful. There was a "Blues" that was a natural. So I 

said, "Well, would you be interested in arranging this for 

violin and piano?" 

He said, "Well, Louis, I know that you could do it 
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much better than I." 

And I said, "I don't think so." 

He said, "You try your hand at it." 

So I made a little arrangement for violin and piano, 

and he seemed to like it. So we started playing all over. 

HAST: Oh, you made the arrangement then? 

KAUFMAN: Yes. And then there was a wonderful spiritual 

that we heard, "Here's One." It was one of the lesser, as 

far as recognition is concerned. Not everybody knew about 

it, but it was a marvelous work. But we started playing 

these little works wherever we went, very often ending 

programs with them. We had the idea when we were regularly 

playing across country of ending whenever we could with an 

ail-American group. The composers that we knew and whose 

works we liked we always included. "Blues," particularly, 

we went all over the world with. We played it as an encore 

and on programs in America, Europe, and South America, and 

everybody seemed to like it. We often had to repeat it. 

Of course, this has all been recorded. I recorded most of 

these works with Annette for an Americana album for VOX, 

which has now also been reproduced on cassette by Orion 

company and now on Bay Cities [Inc.] CD. It has gone 

through many versions. 

But he was one of our closest friends. And then this 

led to our making other suggestions. For instance, I said, 
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"Why don't you make a tone poem for violin and orchestra or 

piano that we can use?" He did. And this work was called 

Pastorela. It is a tone poem that is very beautiful, 

inspired by the old California missions. And then he wrote 

another work, Suite, inspired by the works of different 

Negro artists. There is a mother and child, and there is--

[Richmond] Barthe, I think, was a sculptor who did 

something else, and so forth. So this became the Suite 

that we also recorded and played widely. I gave the first 

New York performances of all of these works. 

HAST: That's fantastic. When you first came to L.A., 

though, it was practically a cultural desert, wasn't it? I 

mean when you came here. Or was it right away that you 

found these people? 

KAUFMAN: Well, it was anything but a desert for us. 

Because, for instance, we had the Pasadena Playhouse with a 

series of marvelous plays, Shakespeare productions and so 

forth. It was a desert for those people who didn't want to 

take advantage of what you had here. It was not the 

thriving beehive of musical activities that we have now, 

far from it. But, nevertheless, we had the symphony in 

those days and the Hollywood Bowl. Which, thank heavens, 

was not made to have extra charms with a hundred 

microphones blasting in your ear. It was a marvelous 

natural sound. We used to hear opera nights under old 
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Alfred Hertz from San Francisco. We were able to sit in 

the last rows for twenty-five cents, and it was marvelous 

under the stars. 

HAST: Twenty-five cents? 

KAUFMAN: Yes, twenty-five or fifty cents. It was a 

marvelous experience. Of course, the Hollywood Bowl was 

not what it is now. It's a great national attraction. It 

has changed. You have this amplified system. I don't like 

it, it's very synthetic. You might as well listen at 

home. As a matter of fact, you get a better sound 

listening on the radio at home. 

HAST: So you didn't think the typical Los Angeles 

inhabitant was provincial? Because you'd dealt with 

musicians and artists. 

KAUFMAN: Not at all, not at all. We didn't find— And 

then, of course, anytime we wanted to take a little rest or 

vacation, we could always jump up to San Francisco, where 

from very early on, as a tradition, they had a wealth of 

musical activity and theatrical activity and where we got 

in touch with everything. [tape recorder off] Among the 

fascinating personalities we met here were Walter and 

Louise Arensberg. They were a wonderful couple who were 

interested in all the arts. They had a magnificent 

collection of modern art, pre-Columbian art, and we got to 

meet them, I think through Lloyd Wright. We were invited 
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to their house, and they were kind enough to invite us 

regularly. Louise played the piano, to the very end 

practically. She would play Chopin very nicely. Walter 

Arensberg was a very fascinating character. He was a great 

student and lover of the arts, of avant-garde art. As you 

probably know, he amassed a very significant collection, 

which is now in Philadelphia, including all of the avant-

garde people. He had Cezannes, small Renoirs, Matisse, 

Picasso, Klee, all of the Duchamps works and Brancusi's 

major sculptures. And a magnificent pre-Columbian 

collection. This is all in the Philadelphia [Museum of 

Art], where it may be seen. It was arranged originally for 

him to leave the collection, I believe, to UCLA. But they 

couldn't meet the conditions of a separate building, 

whatever it was, and he left it eventually to Philadelphia. 

But they were fascinating. Now, he had a theory which 

had some logic to it. He was hipped upon the subject of 

Shakespeare. He was convinced that this little fellow, as 

a young student who had gone through by tradition a certain 

amount of schooling, not too profound, at a very early age 

could not produce monumental, incredible works, borrowing 

all the knowledge and all the art that was available. How 

did this jibe with the fact that the young fellow from 

Stratford coming then started to produce plays of such 

incredible quality and wisdom and knowledge? He was an 
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encyclopedia, knew everything there was to know about the 

Greek authors, the Italian authors, all the early works, 

the medieval writers. He [Arensberg] was convinced that 

this was the work of Francis Bacon, who was the great mind--

HAST: Oh, that was a big question for quite a while in 

academic circles, yes. 

KAUFMAN: Yes. Now, we personally have come to accept some 

of his logic. It doesn't make sense. You have this 

monumental, incredible work. Say that you had the lyric 

genius of Marlowe combined with Shakespeare. Say that you 

have that. But where does this knowledge, monumental 

knowledge, come from? It doesn't come out of the air. It 

doesn't come out of a little bit and smattering of one or 

two years in the higher educational institutions. You must 

remember that all the great books, the source books, were 

not in public libraries. They were just for the very few 

wealthy people. Now, Francis Bacon had a whole network of 

agents that were constantly transmitting knowledge and 

everything that was to be transmitted. By himself, he had 

an incredible collection of knowledge and culture. Now, 

his [Arensberg's] idea was that it must have been Bacon 

that did that. But if you look at the writings of Bacon, 

they're magnificent and profound but do not have the 

lyricism, the pure music, of a Shakespeare. 

HAST: Yes. Also, we don't know anything about the life of 
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Shakespeare. 

KAUFMAN: We don't know. It's all very much built up, and 

we don't know how much is synthetic, how much is genuine. 

Now, he [Arensberg] embarked upon a system with many 

assistants of deciphering by a system of codes and one 

thing or another, tracking down exact sources as far as 

Bacon was concerned. And I believe there are people still 

working on it. There is a Baconian society [the Francis 

Bacon Society] that will insist that it was by Bacon. But 

we cannot quite accept that. It would be, to us, more of a 

combination of, say, Marlowe, Bacon, I don't know what. 

And also it was a political situation, because we all know 

that Shakespeare wrote things that would have interdicted 

him and thrown him out of the court, if not worse--into 

jail--for long periods, with the risky political material 

that he was implying and writing about openly, in 

contradiction to some of the then currently accepted 

restrictions. 

HAST: That's right. 

KAUFMAN: Anyhow, it's a fascinating study. But what we 

call Shakespeare, thank heavens, exists. 

HAST: Yes, thank goodness. 

KAUFMAN: We are all Shakespeare buffs. Incidently, one of 

the great passions of Beethoven was Shakespeare, you 

know. He loved Shakespeare and had a very profound 
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erudition himself. People don't realize that. 

HAST: Well, the Germans, of course, especially in the 

nineteenth century, were passionate about Shakespeare. And 

the best translations are actually in German. 

KAUFMAN: Everybody says so, everybody says so. 

HAST: Yes. It certainly doesn't work in French too well, 

I don't think. 

KAUFMAN: You're so right. It becomes flippant and 

charming and all that, but it does not have the right-- The 

Germans are much closer to it. 

HAST: I think so. By the way, as you have so much 

interest in opera, did you know Richard Brunelli here in 

town, in Los Angeles? 

KAUFMAN: Only by reputation. We knew who he was. 

HAST: Because the Brunellis were some of the earliest 

people who came to Los Angeles. I happen to know somebody 

who is related. Robert Stack is related, directly 

related. You know, the actor. 

KAUFMAN: Oh, yes. 

HAST: And it's interesting, because when they first came 

to Los Angeles, it was a cow town. I mean, way back. You 

know, they had to bring their own food and nobody spoke 

English. [laughter] A very interesting subject. 

Anyway, very good. Now, the war, World War II, 

happened during this time. How did this affect you, if at 
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all? 

KAUFMAN: Well, as I think I've stated before, during the 

dead months of the year, which were in the late spring--

say, from around March, April, May, and so forth--I could 

always get off. Even when I was on contract, because there 

was very little to do here. This is when we concentrated 

on our concert work, when we started barnstorming 

regularly. The war years were very, very interesting, 

because it resulted in our doing many more concerts than we 

usually did. Sometimes we'd have forty or fifty concerts 

that we concentrated in a short time back and forth across 

the country. This was the result of being cut off from 

many of the fine European artists that were usually able to 

come here comfortably but with the war and restrictions 

weren't. So we were able to sort of fill the gap to a 

tremendous extent. We also played as volunteers for army 

camps and hospitals. 

Now, the war years were also very interesting. It 

wasn't always comfortable. For instance, this was long 

before the epoch of planes and jet transportation. We had 

to go, you know, laboriously either by bus or train. And, 

as it happened, starting with the Middle West and all the 

way back East, they were always very crowded with 

soldiers. So we had to travel the best we could. 

HAST: Did you also play for the army and for hospitals? 
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Is that right? 

KAUFMAN: We made it a principle, as soon as we could 

conviently hook up with the regular organization of 

volunteering, to do whatever we could. Because very often 

we would have concerts in certain towns, and they had 

organizations set up. The Gray Ladies, the [American] Red 

Cross, would take us to the camps and make it very 

comfortable. We would try to give them short concert 

programs, for hospitals and institutions, wherever they 

thought we might interest the boys at that time. We did it 

regularly. 

But it was very hectic. Very often we would come to a 

town at the very last minute--the train was late, no chance 

to eat, barely a chance to clean up and dress--and go out 

on the concert stage without eating or anything. And then 

they had little parties. We'd be served little finger 

sandwiches, ginger ale, whatever it was. [laughter] But 

that was highly adequate. 

HAST: It was ginger ale in those days, I remember, 

[laughter]. 

KAUFMAN: So we got to be very hard-boiled after a little 

of this, because we realized we better eat when we could. 

So we would eat dinners and not worry whether it was good 

for our work. We got to be very hardened to it, realized 

we better take our nourishment when we could. They were 
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hectic but very exciting times. 

HAST: Did you travel with your quartet? 

KAUFMAN: No, no, I never traveled-- I suggested to Marks 

Levine at that time--he was with the National Concert and 

Artists Corporation--"How about a quartet?" He said, "No, 

don't do it, because we can get very little money for 

quartets." They were not going well at that time. "We can 

do much better for you and Annette as soloists, you know, 

on your own programs." 

HAST: Oh, you played as soloists whenever you traveled 

then? 

KAUFMAN: Oh, yes, we had our own recital programs. They 

had a civic organization--they had a big organization from 

coast to coast. It was a regular circuit. So we could 

supply them, and also outside dates that I could play as 

soloist with orchestras. This kept us on our toes. It was 

exciting and was very interesting. 

HAST: Yes, it must have been very interesting. 

KAUFMAN: Now, also one of the early developments was as 

follows: We got to know a very good musician, Nathan Abas, 

who was in San Francisco. He was also a fellow student of 

mine with Kneisel, in the class. So I met him then, and we 

renewed our friendship here, in San Francisco, and on the 

coast. He was a very fine violinist, also had his own 

quartet, and also was a very efficient and very good 
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conductor. He was on the early WPA [Works Progress 

Administration] projects for music and became the head of 

that whole complex around San Francisco, that whole 

surrounding territory. He had charge of the WPA 

orchestras, the choruses, bands, everything. He was very 

efficient. And one day he said, "Louis, I would like very 

much to have you play with me. What would you like to 

do? I'd like to do the Beethoven [Violin Concerto in D, 

op. 61]." And I said "Fine, I'd be delighted." So he got 

a tremendous place. I thought it was kind of silly. They 

call it still, I think, the Cow Palace. 

HAST: Oh, yes. What a terrible name. [laughter] 

KAUFMAN: They used to have great events, wrestling events 

and prize fights and I don't know what. It seated about 

ten or twelve thousand. I thought this was farfetched, but 

it wasn't, because admission was about twenty-five or fifty 

cents. I rehearsed and played the Beethoven concerto with 

him, and the audience was filled to the rafters. I 

remember he did a wonderful performance also of the 

[Richard] Strauss Death and Transfiguration, amongst other 

things. He was very ambitious and really got something of 

a crack orchestra with rehearsing and his fine 

musicianship. 

So at that time there happened to be one of the big 

national administrators for the WPA-- I think his name was 
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Foster. He heard the concert. He seemed to like what we 

did very much, and we met him afterwards. He said, "You 

know, Kaufman, we have so much difficulty trying to get a 

fine artist to play for the WPA, because the big managers 

don't like it. Naturally we can pay only small fees, and 

we can't have it. We'd love to have you play across the 

country, you know." And I said, "Of course I will. I'll 

get clearance from the manager. That is nonsense." 

Well, it had a marvelous result, because it resulted 

in my playing our way across the country in one season. 

For instance, I did the Beethoven about six or seven times, 

the same with the Brahms [Violin] Concerto [in D, op. 

77]. What a privilege to do this all the way from the 

Pacific Coast, up and down California, all the way back to 

the towns which had fledgling orchestras at that time which 

became full-fledged symphonies, in Denver, Salt Lake City, 

many of those places, Kansas. All the way to New York, 

Brooklyn, New Jersey, where a friend of ours, [Guillermo] 

Sabatini, a very gifted conductor, had a crack orchestra, 

very often with young people from the Curtis Institute [of 

Music]. It was a crack orchestra. It was a pleasure to 

play with him. I played with him often. So this was a 

great privilege to do these works. In Europe you take it 

for granted you do them, but it was very rare. In fact, I 

never had a chance to duplicate anything quite like that, 
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to play two great classics within one season, you know. 

HAST: Yes, that's marvelous. This is all around 1937, 

'38, '39, and '40, all those years? 

KAUFMAN: Yes, during that time, yes, yes. 

HAST: Yes, that's really fascinating. You also took a 

trip to Mexico in 1938? 

KAUFMAN: Yes. We were on a train from around San 

Francisco. We met the cellist of the Lener Quartet. 

[Imre] Hartmann was his name. He was living in Mexico at 

that time and happened to visit San Francisco. He said, 

"Louis, I would like very much to play something with you 

in Mexico City. How about doing the Brahms Double 

[Concerto in A Minor for Violin and Cello, op. 102] with 

me?" I said, "Of course, I'd love it." So we were 

invited to play that in Mexico City with him. And at that 

time Carlos Chavez was their conductor, also a very 

talented composer. 

HAST: Yes. 

KAUFMAN: So that was a lot of fun. We were in Mexico City 

for the first time, and we've often visited Mexico. We 

were fascinated with their culture, their old traditional 

art, which is fascinating, and of course their modern art 

too. You know, with [Jose] Orozco, [Diego] Rivera, and 

[Rufino] Tamayo, and all those great artists. It was a 

magnificent period. 
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HAST: Yes, that's really marvelous. So you really 

traveled a great deal right up to 1948? 

KAUFMAN: Yes. 

HAST: So you were on the road a lot. And wasn't it 

wonderful to do it together? I think that's--

KAUFMAN: Well, Annette made up her mind very shortly after 

we met and started rehearsing. She said, "I want to be 

your accompanist. You're not going to travel all over the 

world on your own and have fun. I want to be there." 

[laughter] She did. She learned the whole violin and 

piano sonata literature and specialized in it, so we were 

able to have a lot of fun and do it together. It certainly 

made things more interesting. [tape recorder off] 

During the war years locally we also did a series of 

regular performances. It got to be they seemed to like 

what we did as a change from the plays and so forth at the 

Masquers Club. They had part of the USO organization to 

entertain the soldiers, you know, while they were here in 

town. So it was a very pleasant duty. And very often we 

would hear fragments of some of the great Irish plays--Sean 

0'Casey and [John Millington] Synge and so forth--with 

members of the Abbey Theater who were here during the 

war. So that was a lot of fun usually. And, of course, 

locally we always played whenever they wanted on the high 

holidays, New Year's Eve or Christmas, whenever they asked 
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us. It was a lot of fun to do it, and we preferred that to 

the usual routine of Christmas parties. 

HAST: Yes, yes. It sounds like a very full schedule you 

had, 

KAUFMAN: Well, we were never bored, I'll say that. 
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TAPE NUMBER: IV, SIDE ONE 

JULY 9, 1988 

HAST: Good morning, Dr. Kaufman. 

KAUFMAN: Good morning. Before we leave the subject, I 

would like very much to make a small, little extra review 

about one of the most interesting personalities and a life-

long friend that we met in Hollywood, namely Bernard 

Herrmann. What made me think of it was that yesterday we 

were interviewed by a public service station in Omaha, 

Nebraska. It was a sort of joint interview. 

HAST: Was it a telephone interview? 

KAUFMAN: A telephone interview. It lasted well over an 

hour. 

HAST: Did it? 

KAUFMAN: It's going to be a rather important broadcast for 

the fall--I think over the public service chain. They plan 

on having a long, long session, two and a half or more 

hours, including some of the music of Bernard Herrmann, 

perhaps excerpts from his opera Wuthering Heights and his 

first symphony [Symphony no. 1], etc. So we were 

interviewed, and, as I say, there were many important 

things that we were able to recall that I hadn't mentioned 

before. So if you don't mind, I would like very much to 

make a little type of extra review on that subject. 

HAST: Certainly, please go ahead. 
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KAUFMAN: As I think we have stated before, we both met 

Bernard Herrmann in the late thirties, around '38, '39. At 

that time I was regularly employed by RKO [Radio Pictures, 

Inc.]. I had already done some work for Max Steiner. And 

as a routine thing, perhaps, I was engaged to be the 

concertmaster and soloist for Bernard Herrmann's score of 

The Magnificent Ambersons. Before that he had made some 

very fine, historic recordings for Orson Welles, including 

the classic Citizen Kane and The Devil and Daniel 

Webster. I was reminded of that also. But my first 

experience with him was for The Magnificent Ambersons. And 

during that time it happened I had the longest violin solo 

that I remember. Every bit of nine minutes it was. 

HAST: Yes, I remember you mentioning this. 

KAUFMAN: I mentioned a long soliloquy with John Barrymore 

on the rocking chair talking about old times, how things 

began to sort of slip downwards, etc. 

Well, as a result of that-- I think I told you before, 

but I don't mind repeating it if you don't. After that 

recording we heard a knock on our door rather late at 

night, and it was Bernard Herrmann. He said, "May I come 

in?" We said, "Of course." He had rented a house near us 

in Westwood. He was very complimentary. He liked the work 

that I did, perhaps because it went off quickly without too 

much fuss after rehearsal. I did it in one or two takes, 
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and he seemed to like that. Then he started a long, long 

discussion, a philosophic discussion, of interplanetary 

space and--

HAST: Yes, I think you mentioned that. 

KAUFMAN: I mentioned all of that. Now, this resulted in 

many appearances with Bernard Herrmann on his important 

broadcast he used to do regularly over CBS, "Invitation to 

Music." Whenever we happened to be back East on concerts 

or recitals, we tried to fit time in for these 

"Invitations." 

Incidentally, it resulted in many interesting first 

performances, including the first American radio 

performance of the [Aram] Khachaturian Violin Concerto, the 

first appearance of the [Gerald] Finzi [Introit] and the 

[Robert Russell] Bennett Violin Concerto that Russell wrote 

for me. Also, it resulted many years later in my playing 

on the radio both the Bennett and the [Walter] Piston 

[Violin] Concerto with the London Symphony Orchestra. 

These became records later on, taken off the air. These 

were premieres at the Royal Festival Hall. 

I also was able to recall some rather interesting 

anecdotes that I don't think I've been able to go into. 

For example, Harold Clurman, who was a very close friend of 

Aaron Copland-- We met, oh, during our first few years in 

Hollywood, sometime after we knew Bernard Herrmann. And he 
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said he had seen in the papers that I had recently 

programmed the [Violin] Sonata by Aaron Copland, who I knew 

very well, in fact. As you know, I recorded the sonata 

with the composer at the piano later on. 

HAST: Yes, indeed. 

KAUFMAN: He [Clurman] said, "I know most of Aaron's work, 

but I don't think I know the violin sonata. Would you be 

kind enough to play it for me and a few friends sometime?" 

I said, "Of course. I'd be happy to." And at that time I 

knew Ingolf Dahl, who was a very distinguished teacher and 

composer on his own. He was at USC [University of Southern 

California] at that time. So I had a rehearsal with him, 

and a short time later we invited Clurman and whoever he 

wanted to bring along. 

Well, to our very pleased surprise, who should he 

bring in tow than no less than Charlie Chaplin, his wife 

Oona [O'Neill Chaplin], and Clifford Odets, who was very 

prominent at that time, as you know, as a playwright and 

also did some very interesting stories for the screen. 

Well, all went well until after we played the sonata. Most 

people seemed to be interested in the work, and somehow or 

other the subject went on to great composers and their 

significance. It was quite a discussion. It was very 

possible that on that night I played the Cesar Franck 

[Violin] Sonata, so that came up naturally. So Odets made 

193 



the following observation, and I've never forgotten it. 

"Oh," he said, "Cesar Franck is a sort of Roxy of music," 

referring to the big movie thing that they had in New York 

City at that time. Well, this was enough to make Bernard 

flare up. As you know, he was a peppery character in any 

case, but this was all he needed. He said, "How dare you 

say such an outrageous thing! Cesar Franck was one of the 

greatest composers of his time, a tremendous influence on 

the French and the rest of the continent, and a genuine 

seer into the future with his chromaticism and magnificent 

ideas." Which we personally agreed with, of course. Well, 

that shut up our poor playwright Odets, [laughter] and he 

was very quiet for the evening. Oona retired into looking 

at our many art books and didn't say anything. 

I must remember another thing that happened. Shortly 

after Chaplin came in--and he was cordially shaking hands 

with everybody and just looked around--to our astonishment 

and to our stunned surprise, he fell down our steps. We 

have a series of steps going into the living room. We were 

aghast. "My God, what's going to happen?" Well, he picked 

himself up very easily and with real grace smiled and said, 

"Look, friends, don't worry. This is how I make my 

living." [laughter] 

HAST: What was he like personally? 

KAUFMAN: Absolutely charming, you know. 
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HAST: Was he delightful to be with? 

KAUFMAN: It wasn't that it was a professional charm; I 

think it was part of his real personality. He was very 

friendly, very amiable. Except perhaps when he was deep in 

the throes of work. He attended to every tiny little 

detail. He seemed to know about everything. 

HAST: Yes, we discussed that before. 

KAUFMAN: He was a perfectionist, as you know. All these 

effects that were able to amuse the whole world like a 

tidal wave were not just done through sheer instinct, I 

assure you. They were very carefully thought of and 

wonderfully worked out. 

It happened that we had among our collection of 

records some oriental records taken right on the spot of 

Javanese gamelan music and Balinese music of the islands 

there. And as I think we stated before, Bernard Herrmann 

made the suggestion-- He said he knew we would be in New 

York, and he said, "Why don't we trade places? You let me 

stay in your place for a few weeks, and you stay in our 

apartment for a few weeks." I said, "Sure." During the 

time he was dabbling around and happened to play this 

series of records, indigenous records. He was very much 

impressed with them. And I think it had something of an 

influence, because he did a marvelous score for Anna and 

the King of Slam at that time. 
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HAST: Oh, he did the score for that? 

KAUFMAN: Yes, very imaginative, full of marvelous color. 

He absorbed everything. I suppose like any tree or plant, 

you absorb just as much or little as you want to for your 

own nourishment. He was kind enough before he left to give 

us a manuscript of his sketches and one or two 

orchestrations even of this important work. Well, we felt 

it was too much of a responsibility, with our going between 

here and tours and so forth, to leave it here, so we gave 

it to the Library of Congress. I think they were very 

pleased to have it in their library, because it became the 

first of many film scores that they had in the library. So 

if anybody is interested, a lot of that original material 

is right there for anybody to look up. I think for the 

future it will be of interest. 

HAST: Yes, it's important. 

KAUFMAN: Well, this is one story. And then another, 

before we leave the subject, I'd like to tell you about. 

HAST: Yes, please do. 

KAUFMAN: This concerns the noted writer and poet Norman 

[Lewis] Corwin. We were on the subject of telling our 

admiration of the many radio plays he did at CBS, 

coincident with the time Bernard Herrmann was there, for 

quite a few years. We were sort of almost brought up on 

his great epic poetry, his fundamental wisdom and quality 
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as a personality and as a great writer, which we all 

know. He became a sort of uncrowned poet laureate of 

America. He still officiates at great celebrations in a 

way perhaps that Aaron Copland does musically. He sort of 

set a mark and a personal stamp of his own thing. 

HAST: He is still living, is he? 

KAUFMAN: Norman, yes. He is old but still very active. 

But, anyhow, we told him of our admiration for some of the 

great programs we heard. He said, "Well, there's one that 

you ought to know about, and that was based on a radio play 

that I wrote about Samson." He went on to tell us the 

circumstances. Herrmann was very anxious to do the best he 

could with the staff orchestra, which was very good, but as 

usual they had a budget and didn't always give him as many 

musicians as he liked. He was always complaining about 

that. 

So one time Norman Corwin said, "Benny, I have good 

news for you. On the next broadcast, which is based on 

Samson"--and he gave him a sketch of what he had in mind, 

the biblical background, etc.--"I have a full orchestra 

that I can let you have forty or even fifty musicians. 

Isn't that marvelous?" 

So Benny said, "Oh, no, not at all. I don't need that 

many." He said, "I don't need anything like that. What I 

would like to have is about four or six harps, a few 
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woodwinds, and that's all I need." 

Well, this seemed paradoxical to Corwin, and he said, 

"Well, are you sure?" 

"Oh, sure." 

Well, it resulted, as we afterwards learned-- Norman 

was kind enough to bring us a copy of the original tape so 

we could play it for ourselves and for a few friends that 

were interested in the subject. It was magical what 

Bernard did with that. 

HAST: Is that right? 

KAUFMAN: Yes. It had something— He recreated the color 

and the atmosphere of old, archaic, biblical days in a 

marvelous way. It wasn't too farfetched; it really set you 

into the mood. It was wonderful how he captured that. 

Perhaps the nearest parallel, outside of the orientalia 

that has been written by many great composers all the way 

from Ravel and backwards to Berlioz-- It made me think of 

the parallel of old Verdi when he did Aida. You know those 

marvelous oriental dances? He had to invent a language 

that he felt would fit the atmosphere of that ancient 

time. And Verdi does it marvelously--in modern terms, of 

course. But it does relate. 

HAST: I wonder how much research they do actually into, 

say, oriental music. 

KAUFMAN: Oh, no doubt about it. But it's a pretty hard 
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subject to track down. We have no records of biblical 

music. We have no real records. We know the Egyptians 

used a certain harp. We've seen them in the British 

Museum, examples of their flutes and harps and little 

tambours that they used, in their illustrations. Those 

exist, so we can conjecture a certain amount of color and 

quality. We have no way of knowing what those scales 

were. We have a little idea of the Greek scales. 

HAST: Yes, that's true. 

KAUFMAN: Lydian and all those mixed modes that they did. 

But outside of that, we really don't know. So it's 

conjecture and it's a play of imagination, of creative 

imagination, when it finally gels. It certainly did with 

Bernard. This is only one aspect. 

And then, of course, you must remember the vast amount 

of scores that he did. Every one of them was different all 

the way from the beginning. Citizen Kane. The magical 

thing that he did with The Devil and Daniel Webster. The 

way of mixing sound tracks to create this magical, crazy 

violin the devil plays in part of the film. And all the 

things that he did for Hitchcock, a whole series of 

things. 

HAST: He did? Alfred Hitchcock? 

KAUFMAN: Oh, yes. All very imaginative and very good. In 

fact, he set a definite style that was an influence on so 
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many of the composers here and abroad. I think it's only 

fitting. This was only a small symptom of the sort of 

world interest that Bernard Herrmann is beginning to gather 

unto himself. 

HAST: And you said he was one who liked to do his own 

orchestration and arrangement. 

KAUFMAN: He insisted on it. He got furious, he wouldn't 

let anybody touch it. And he was known as one of the 

highest-paid composers of the time in Hollywood. It wasn't 

out of snobbism or that he had inflated ideas of his own 

work, but he did the orchestration. And of course this 

amounts to a great deal of the substance. 

HAST: Well, it's enormously time-consuming, so I just 

wondered how much time he had for a private life. Did he 

have any kind of a private life? 

KAUFMAN: Well, he took plenty of time. He had to work 

like everybody else under pressure. Annette and I were 

fortunate to be at the opera premiere of his Wuthering 

Heights in Portland, Oregon, a few seasons ago. I'd like 

to tell you it was a really great triumph. The audience 

listened with rapt attention. The orchestral interludes 

and the love music and all the arias are of really great 

quality. There's one anguished solo of Heathcliff talking 

about injustices of the past, one thing and another, and 

vowing that he would get even with the villain. And it 
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begins to go to levels parallel to Mussorgsky or that type 

of thing. It was very powerful and very good. The critics 

were very complimentary. 

HAST: You played in that, didn't you? You toured with 

him. 

KAUFMAN: No, no. As a matter of fact, I played in a 

different Wuthering Heights. This was the opera of Bernard 

Herrmann. 

HAST: Oh, it's not just a movie. 

KAUFMAN: There is another Wuthering Heights by Alfred 

Newman, his score. And that was very flattering, because 

it was almost like a violin concerto from beginning to 

end. A lot of weepy solos and atmospheric stuff, 

[laughter] 

HAST: Oh, yes, that's the one you told us about and that I 

heard when I was a schoolgirl in England. I remember that 

movie, weeping through it. [laughter] In fact, I really 

would now love to hear it again. 

KAUFMAN: To say the least, Alfred was a competent workman 

and a real perfectionist as far as quality of the orchestra 

is concerned. 

HAST: So both of them wrote scores for Wuthering Heights. 

KAUFMAN: Well, this was for the opera Wuthering Heights. 

This was not for the movie. I don't think that Bernard 

Herrmann ever did a movie of it. 
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HAST: So they are entirely separate things? 

KAUFMAN: Yes, yes. But the opera is a great work, and I'm 

happy to say that the opera has been recorded in England 

under the composer's direction. And also the first 

symphony and quite a few other works. 

HAST: When was that recorded? 

KAUFMAN: This was done after he left Hollywood and settled 

in London, quite a few years later in the 1960s. 

HAST: Oh, I see. When was he born, Bernard Herrmann? 

KAUFMAN: Nineteen eleven. 

HAST: And he's not living now—or is he? 

KAUFMAN: He died a few years ago, unfortunately. It 

recalled to my mind a rather sad circumstance. He had to 

work on his very last picture [Taxi Driver], one of those 

sort of mystery things, who kills who, etc. So he had to 

work under great pressure. We had just a chance to speak 

to him on the phone. I didn't happen to work on that 

picture. From the musicians, I gathered that he had to 

work like a slave to get it in. They had a production date 

and a premiere date and there was a deadline. Well, we 

could even feel-- He must have had a premonition that 

something was going to happen, that he was working against 

time. Luckily, he was able to finish it. And I think the 

night after he finished the last recording, he died in his 

sleep. Luckily without pain. It was a heart attack. It 
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was fatal, and there was nothing to be done about it. 

HAST: I bet that must have been painful for you, an old 

friend of his. 

KAUFMAN: Well, it was painful to all of us, to all of his 

friends. And there were many, I assure you, in town. We 

were at the little ceremony that was done locally to honor 

his memory. And Norman Corwin, particularly, made a most 

touching speech about him. 

HAST: Who did? 

KAUFMAN: Norman Corwin made a very wonderful speech 

relating to Bernard's life. Well, I think this wipes up 

the subject. I'm glad you gave me a chance to review it. 

HAST: Yes, I'm glad you added that. Yes, I'm really glad 

you did. Now, are we about to take off for Europe? 

KAUFMAN: Yes, yes indeed. 

HAST: All right. So now we get to the period of 1948 to 

1956. You decided to make a big change. 

KAUFMAN: Yes, well it was almost under forced 

circumstances. You can call it destiny, karma, anything 

you like. We received a call out of the blue, and I was 

asked to do a broadcast, I believe, in New York for CBS. 

At that time I was scheduled to do a modern Russian work by 

Lev Knipper, who was the son of the great writer Chekhov, 

but he chose to take his mother's name. I studied the 

work. But at the last moment, it was changed. Perhaps for 
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political reasons. I don't know why. And so I was asked 

to do something else. It was suggested by Alfredo 

Antonini, the conductor at that time, that I would play The 

Four Seasons of Vivaldi, which I didn't know at all. So 

they said, "Well, you'll be coming out for the broadcasts 

and your concerts back East. Suppose we airmail the music 

to you." 

HAST: That was their idea to do the Vivaldi, The Four 

Seasons? 

KAUFMAN: Yes. I didn't know anything about it. I knew a 

few of the stock concertos that we all dutifully played as 

students, but not much more about Vivaldi. So they sent 

it, and a few days later we got on a train. This was 

before the days of jet-propelled machines. We had a nice 

compartment--

HAST: And jet-propelled musicians. [laughter] 

KAUFMAN: Exactly. It's not always to the good. So during 

the time that we were there, I looked over the music and 

became more and more fascinated. Because this is one of 

the few examples of very early program music. And, as you 

know, since then The Four Seasons has traveled all over the 

world. It's probably the most popular work of Vivaldi. 

And just to say that means a lot, because he had a vast 

output. He wrote hundreds and hundreds of concertos for 

solo violin. He wrote no less than thirty-eight to forty-
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one operas. We looked up and were able to track down, when 

we were in Europe doing research on the subject, no less 

than twenty-seven of them. And one of them was named, 

curiously enough, Cortez and Montezuma. Can you imagine 

what he might have done, Vivaldi? [laughter] 

HAST: Yes, that's just astounding. Can we go back for 

just a minute? Is it true that there was really very 

little interest in Vivaldi up until a renewed interest in 

Bach at the end of the nineteenth century? And through 

Bach, who had transcribed twelve concerti of Vivaldi--

KAUFMAN: He did. Even more, he did those--

HAST: Was it even more? And that renewed the interest. 

And then the big interest came with you then, after World 

War II, when you revived it. 

KAUFMAN: Well, I think I can consider myself correctly as 

sort of a pioneer. 

HAST: Yes. 

KAUFMAN: My recording of the Vivaldi Seasons just happened 

by accident. It was the very first to appear on the market 

in the original form. And shortly afterwards-- Well, I'm 

ahead of myself. 

HAST: Yes. 

KAUFMAN: Let's go backwards a little bit. Anyhow, this 

resulted in a broadcast. Shortly afterwards, I got a call 

from the Concert Hall Society. They were among the first 
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independents to jump on the newly fledged long-playing 

records. Remember, Columbia [Records, Inc.] was already 

adventurous and went on to the idea of letting go of the 

old records and went into the long-playing records of a 

different speed. The older ones were 78's, of course. We 

call the new ones 33's, because they were able to do a much 

longer format. 

Well, I got a call from Concert Hall, and they said, 

"We know you are going to be in New York for concerts. 

Would you like to record something?" There was going to be 

an imminent strike by the musicians union [American 

Federation of Musicians] under their leader at that time, 

James Petrillo. "It may be a long, drawn-out thing. We'd 

like to record a few things that are not too expensive. 

What can you think of that would involve a small 

orchestra?" Well, as I had learnt The Four Seasons and was 

personally enchanted by the work, I said, "Well, how about 

The Four Seasons? Only a small string orchestra and an 

organ or a harpsichord." 

HAST: Now, excuse me, this strike, this was for the 

recording industry or musicians in general? 

KAUFMAN: It was for the recording industry and the 

musicians involved. Petrillo wanted a huge, huge sum for 

the musicians, the union, that would go directly into the 

treasury. And the less said about what went on with some 
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of those funds the better. So there was a prolonged 

strike, and at that time everybody was feverishly trying to 

record. 

HAST: Before it happened. 

KAUFMAN: Before the deadline. "Well," I said, "of course 

I'd be delighted." So I did the recording of The Seasons, 

and the consequences were very nice and pleasant. It led 

to a whole chain of activity that for us was very 

important. We recorded them. Eventually it was awarded 

the Grand Prix du Disque. 

HAST: Yes, the Grand Prix du Disque. 

KAUFMAN: Perhaps not because of its intrinsic quality. 

But Marc Pincherle, who wrote the first great book on 

Vivaldi, a catalog and everything else-- He is acknowledged 

as the father of that whole written development on 

Vivaldi. A very scholarly thing. Later on we met him in 

Paris. He was a very nice old gentleman. 

HAST: Now, this was a French honor? 

KAUFMAN: Yes, yes. And due to him, perhaps, and his 

influence with the [French] Academy, I got the Grand Prix 

du Disque with that. 

HAST: That was before you went and researched in 

Brussels? That's something else again? 

KAUFMAN: That's right. This started a whole chain of 

events. It happened shortly after our recording came out--
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There was a rather grandiose one with [Bernardi] Molinari 

and an Italian symphony. But this was blown up and was 

pretty big and rich with sound. And it happened that most 

of the critics gave us something like the following: 

"Well," they said, "Kaufman is all right. But you simply 

can't compare it with the Molinari, which is so much finer 

and more full," and so forth. Which probably was true. 

But Pincherle didn't agree with that, and he said, "It's 

about time we had some of this literature in its original, 

more modest form, without this blown-up orchestral 

complement. It doesn't fit any more than perhaps taking a 

little Rembrandt etching and blowing it up to wall size, 

like they do with the modern paintings today. It doesn't 

work out. One is one form; one is another." 

Well, this started a whole chain reaction. Shortly 

after that I was invited by Concert Hall to do a whole 

series of recordings, mostly in Europe. So we felt this 

was a marvelous opportunity to delve into that recording 

and research. We took everything out of the house, rented 

it, and proceeded to go to Europe with this in mind. For 

about eight or nine years, Paris was our center. Of course 

we gravitated from there. We did an awful lot of work and 

concerts. I did the premieres of the opus 8 of Vivaldi [II 

Cimento dell'Armonia e dell'Invenzione], which comprises 

The Four Seasons and his twelve concertos [for solo violin, 
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strings, and continuo], in Paris and later on in many parts 

of Europe. I did the whole opus 9 [La Cetra] again, twelve 

concertos [for solo violin, strings, and continuo], most of 

which 1 recorded. It also resulted in my recording the 

very first true violin concertos by [Giuseppe] Torelli for 

L'oiseau-Lyre. 

HAST: Ah, yes. 

KAUFMAN: He came about a generation before Bach and Handel 

and was a profound influence. He was the one who finally 

put the form of the violin concerto into place, in which 

you have the violin solo contrasting here and there with 

the orchestral fabric. He was a great influence in 

settling the form of the concerto. That is, a fast 

movement, a slow movement, and a fast one--in that 

particular form. He himself was a profound composer and 

not at all recognized. I think he is one of the truly 

great figures in the quality of his music, marvelous 

counterpoint, wonderful melodies. But it is enough to say 

that he was a very honest influence on giants such as Bach, 

Handel, and-- Practically everybody that followed him 

followed that form. 

Well, as you know, this gets us into the period that 

lands us in Europe, and now you know the background. 

HAST: Yes, yes. It's really fascinating. You met so many 

interesting people there and traveled, didn't you? You 
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traveled all the time. Not only in Europe and gave 

concerts, but also in South America, like Ecuador, 

Argentina, Mexico, Brazil. 

KAUFMAN: Well, those were interesting spin-offs. Our 

French manager had arranged, after we had been in Europe a 

few years, for us to do a tour in South America, namely, 

Brazil, Argentina, and Ecuador. We had been told by 

[Rudolf] Firkusny and others, "Watch your step as far as 

South America is concerned, because they promise a lot and 

have charming manners but don't always deliver as far as 

fees are concerned." [laughter] 

HAST: They don't pay? 

KAUFMAN: Yes. It's sort of a traditional thing. 

HAST: Did you have an agent? 

KAUFMAN: We had our French manager. It was through him 

that we made the tour. So we figured, "Well, we'll stand 

pat and wait until we have definite contracts and so forth 

in our hands." We were in New York at that time and were 

waiting for word. And without much hesitation or much of a 

wait, we got a telegram that "Your tickets are on their 

way. You will play your first concerts in--" I think it 

was Brazil. And "Here is a draft for expenses." We wired 

back, "Yes, thank you very much." As long as we had the 

tickets, we knew we were protected to that extent. Shall I 

go on to South America? 
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HAST: Oh, please. I mean, that's a fascinating subject in 

itself. 

KAUFMAN: Then we'll go back to our European activities. 

HAST: I mean, your home at the time was Paris, wasn't it? 

KAUFMAN: Paris. 

HAST: Yes. 

KAUFMAN: We found a charming little hotel where I could 

practice. Annette had to practice piano at the Salle 

Playel, where they had studios for rent. I had my violin. 

HAST: And nobody objected? 

KAUFMAN: Well, I put on mutes. Oh, as a matter of fact, I 

think at that time we learned about the neighborhood piano 

stores, and we found one that was nice enough to let us 

rehearse and let Annette practice. This was the very first 

trip we made to Europe. This time we had a very nice, 

bigger room at a very nice hotel that we were faithful to 

for a long, long time. It goes way back. 

HAST: Just one question. Can one practice with mutes? 

KAUFMAN: Of course, of course. It gives you enough. Oh, 

sure. 

HAST: I mean, is it possible to detect? 

KAUFMAN: It deforms the sound, but you begin to judge. 

HAST: Yes, you can judge it. But can you do that with a 

piano? 

KAUFMAN: Well, no. We found a place just a few blocks 
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away at the Salle Pleyel. They had an agency in there 

where there were regular practice rooms, so we could both 

work singly or together for what we wanted to do. 

HAST: I mean, it's those practical considerations that are 

important. 

KAUFMAN: Of course. You have to solve them one way or 

another. 

HAST: So, anyway, now are we back to Brazil? 

KAUFMAN: Yes. We were met by the local manager by the name 

of [Luis] Botelho, who was very charming. I think he was 

half oriental and half Brazilian. But he was a very skillful 

manager, and we expected to have definite dates. He hadn't 

lined up one concert for us, one date. We were taken aback 

and figured this was going to be a South American fiasco. 

"No," he said. "Look, Kaufman, we often get these 

people that have marvelous reviews and a wonderful 

background, but when they come here they don't amount to 

much, the public doesn't like them. If we booked ahead, 

we'd lose our shirts on those. What I want to do is to 

present you in a preliminary big concert here. We'll go on 

from there and see what happens." He said, "What would you 

like to play?" 

Well, the first thought that occurred to me, to make 

sure of more than just a little recital for myself and 

Annette, would be the whole cycle of twelve Vivaldi 

212 



concertos, the opus 8, including The Four Seasons, because 

we had done that very successfully already on the 

continent. 

HAST: In one concert? 

KAUFMAN: Oh, yes. Well, we'd subdivide them into three 

groups, four concertos each group. It isn't quite as 

formidable as it sounds, but it's a full evening's program. 

HAST: It sounds it. 

KAUFMAN: He said, "Look, we'll do that." The reason we 

were enthusiastic about it was because we had a marvelous 

reception in Paris. In fact, the first concert we played 

at the Salle Gaveau was absolutely jammed. People began to 

flock. 

HAST: Well, there were raving reviews. 

KAUFMAN: Well, the people were interested. 

HAST: Like the one I read where it said, "Vivaldi 

retrouve," right? And then how marvelously you played, 

just beautifully. 

KAUFMAN: Well, maybe they liked the approach. It was not 

just an academic approach, I think. We tried to give as 

much life and quality to the music as we could--within the 

framework of the right style, of course. We can't play it 

a la Tchaikovsky or Debussy. 

HAST: No. But I mean the reviews were wonderful. 

KAUFMAN: We were very nicely reviewed. And then it passed 

213 



on. We played the same type of premieres in Brussels on 

the radio. We played whole cycles. 

HAST: But I wondered if in Brazil they'd be interested. 

In those days, I don't know. 

KAUFMAN: Well, whatever it was-- Maybe he used some of the 

criticisms. But the first concert was a very big 

success. We got marvelous reviews from the Brazilian press 

in Rio [de Janeiro]. And, as a result, like lightning he 

started phoning, telegraphing. He lined up a whole series 

of concerts for us in Brazil. And this went on. From then 

on we had to go to Argentina. By this time the manager had 

some idea, and we were already booked for concerts 

throughout Argentina, mostly in the capital, Buenos Aires, 

and then through the provinces. This was all very 

interesting. We were there during the epoch of the Perons. 

HAST: Oh, yes. 

KAUFMAN: And you would think from the publicity that this 

was the last paradise, until we began to investigate it by 

ourselves. It was far from that, and what we learned 

afterwards, as you know, these people milked the country 

and stashed away an enormous capital in Switzerland. It 

must have taken years and years for them [the people of 

Argentina] to get over it. As a matter of fact, it's 

doubtful whether they ever did. Because, as you know, 

their economy is in very dire straits. It might be due to 
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that first horrible shock of having most of the capital 

leave the country. Well, anyhow, then also--

HAST: It was a dictatorship, of course. It was an 

absolute dictatorship, so the people had nothing to say 

about it. 

KAUFMAN: Of course. They had nothing to do. But you 

would think from the lines about the great workers' 

manifestations and so forth-- The Perons had the foresight 

to league themselves with the leaders of the unions at that 

time. 

HAST: Is that how they did it? 

KAUFMAN: So somehow they worked it out that the unions 

kept mum. They got a little amount of the leftovers from 

the capitalist table, the fascist table, so it worked 

out. But, again, it made you think you can't always 

believe what you read. 

HAST: Indeed. 

KAUFMAN: It was a great experience in many ways. In 

Argentina, of course, we covered many of their places, 

starting in-- Of course, the important concerts, starting 

with Buenos Aires, and provincial places. Bahia and Sao 

Paulo in Brazil were amongst them. We covered many of the 

provincial places. 

Our summer is their winter, and we found things 

desperately cold. They were very often in the middle of 
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strikes there, and we had a generally hard time. But we 

completed our mission. And, as I say, we learned a lot 

politically. It was in many ways a very good trip. 

HAST: Were the people friendly and interested in your 

music? 

KAUFMAN: Very friendly, very friendly. Oh, yes, they 

were. We had a wonderful reception as far as the public 

was concerned. 

HAST: They had a lot of Germans down there, didn't they, 

who of course love music. 

KAUFMAN: Yes, amongst the organizations in Buenos Aires, 

there were no less than about six or seven-- There was a 

society of Wagneriana that used to give a wonderful series 

of concerts, and I did some early concertos with their 

little orchestra. Bach, Vivaldi. 

When we were in Bahia or Sao Salvador, I caught a 

mysterious bug. It was very hot and humid during the 

day. It had been raining all night, and this had been 

going on for sixteen days. But all of a sudden I just felt 

continuously hot. We would play our concerts, and I had a 

sort of high fever. I couldn't shake it no matter what I 

did. 

HAST: Was it like the turista in Mexico, something like 

that? 

KAUFMAN: No, it was not that. It was just a matter of a 
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high fever; it was just a virus or something. So when we 

got to the next place, we were examined. I think it was--

Oh, yes, the next country was Argentina. We dutifully went 

to the customs, we were asked to stick out our tongues, and 

we were declared in perfect health. So Annette assisted me 

in walking off the airplane, we staggered to a taxi and 

reached the hotel, and then we got a local doctor through 

our manager there. He realized I had a high fever. He was 

a local Spanish doctor, meant well, and gave me a lot of 

quinine. It was awful, because I would perspire in the 

night and had to change two or three times. I was just 

continuously being drowned. So it just went on, and I had 

to play all of these concerts. Get out of a sickbed and go 

stagger to the concert and play. 

HAST: How did you do that with a high fever? 

KAUFMAN: I don't know, I don't know. The manager said 

very frankly, "Look, Kaufman, we can cancel all of these 

concerts. It's going to cost an awful lot of money, 

there's no way of recouping, and I don't want to take a 

chance. But you have to make the decision." 

And I said, "Well, I'll take a chance and go through 

with it." So, as I say, this was our existence during our 

time that we were in Brazil. 

HAST: Brazil and Argentina. 

KAUFMAN: Yes. So finally in Argentina-- Oh, yes, this was 
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already in Argentina, after I had gotten this bug. 

HAST: And did you go to Mexico at all? 

KAUFMAN: No, this was a different time. This was a 

completely different trip, much later. 

HAST: So you spent about two or three months, did you, in 

Brazil and Argentina? And then what happened? 

KAUFMAN: Correct. Well, I was going to go back to this 

Viennese doctor, who had a better idea of what might be 

troubling me. So he prescribed a medicine. "You take this 

and see what happens." It was miraculous, because within 

twelve hours the temperature dropped. No more fever, no 

more perspiring. 

HAST: What did he give you? 

KAUFMAN: Evidently it was a new form of streptomycin or 

something like that. It had just been invented. Annette 

looked at the box that it came in, and it said, "To be 

taken with extreme caution. This may cause convulsions." 

[laughter] 

HAST: That's all you needed for a performance. 

KAUFMAN: So I had visions of myself having to have a stick 

put in my mouth like the old Julius Caesar in the movies, 

[laughter] Starting to froth at the mouth and biting my 

tongue. So, anyhow, this finished it up. Then we visited 

the doctor, and he said, "Yes, you're in good health now, 

but you may have a recurrence, I regret. I'll have to give 

218 



you another dose of this to make sure it doesn't recur." 

Well, he was perhaps medically right, but for my comfort it 

was medically wrong. Because for months and months I had a 

continual itch--and I never knew where it would travel, all 

over my body--owing to this drug that my system was trying 

to shake off. I eventually did shake it off, and it was 

all right. But it was a narrow escape. It affected my 

system's entire ganglia. 

During that time that we were in Argentina and Buenos 

Aires, our attention was called by a family who wanted us 

to hear a young boy play who I think was ten or eleven 

years old. 

HAST: How do you feel about that when parents ask you to 

listen to their "young geniuses"? 

KAUFMAN: Well, whenever we have the time. I think it's a 

duty, and I'm very happy to do it. You know, if I can be 

of any help, why not? Pass on the good advice that I had 

as a kid. 

So we heard this young boy, and he was remarkable. He 

was playing very complicated works completely by memory. 

This was the young [Daniel] Barenboim, who has become so 

prominent as a pianist and conductor. 

HAST: And this was in Argentina? 

KAUFMAN: Yes, yes. So we advised his parents-- Because 

although he had a marvelous technique and a marvelous 
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memory, his approach was somewhat mechanical. He sort of 

walked through the music like an IBM machine. I didn't 

like that, so I said, "Well, the same thing has happened to 

myself. Obviously you have a tremendous talent here, but 

we do think it would be much better if you left South 

America and went to any one of the great musical centers in 

Europe--Paris, London--whenever you want to, because there 

you can get something of the great tradition. You really 

should: it's your duty to this young fellow." 

HAST: He needed a Franz Kneisel. 

HAST: Well, either the equivalent or perhaps even 

better. He did eventually gravitate-- The family 

gravitated to Israel, as you know. And then he began to 

really blossom out in a fantastic way in every direction. 

I think it was only one or two years ago when we happened 

to be in Chicago and he was doing an all-Wagner concert. 

We went to Orchestra Hall. Very rare works of Wagner that 

you don't always hear. It was very nice, so we felt, 

"Well, we really have to go backstage and--" 

HAST: Of course. 

KAUFMAN: And he remembered very vividly this youthful 

visit. 

HAST: Certainly. You gave him such good advice. 

KAUFMAN: He threw his arms around us and kissed us on both 

cheeks, etc., etc. And he said, "Oh, yes, I remember 
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you.11 And that his mother asked about us. We told him how 

much we enjoyed the concert. Unfortunately, he had to 

leave very soon, so we couldn't have lunch or dinner 

afterwards. But we said, "Please let us know when you're 

in Los Angeles, especially if you have your mother along. 

We'd love to see her." So there's a very good possibility, 

when he comes to town, that we might have the pleasure of 

entertaining him in this house. 

HAST: Well, you came at the right time in his life, in his 

career. 

KAUFMAN: Well, I don't know. But I'm sure that there are 

other authorities that must have told him exactly the same 

thing to reinforce our own impressions. Well, we left 

[South America] and had some nice souvenirs. We weren't 

allowed to legally take out any money. 

HAST: That's true. All of those countries. I remember in 

Chile you couldn't either. 

KAUFMAN: I was able to buy a beautiful nutria coat for 

Annette. It was carefully measured, it really fit, and it 

served us very well. Because sometimes the winters get 

very cold in Europe. 

HAST: Couldn't she just put it on as part of her clothing? 

KAUFMAN: Well, of course. 

HAST: So she could get it out. 

KAUFMAN: Oh, we had no trouble with the customs or 
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anything like this, particularly in Europe. Things were on 

a much easier basis. 

HAST: No, I'm talking about getting out of Argentina 

maybe. 

KAUFMAN: No, we had no trouble. As long as we weren't 

suspected of taking out inordinate amounts of the currency, 

perhaps. Which we didn't have too much of anyhow. So we 

spent it. We bought crocodile shoes and marvelous leather 

bags, books, and music. Some marvelous books on art that 

we were able to ship to ourselves later on. 

It was very good in many respects. I'm glad that we 

did this trip while we could, because many years later it 

was not so easy to duplicate those circumstances, you know, 

due to the troubles they've had politically and with the 

currencies and so forth. It worked out in a very favorable 

way, I think, for the managers to arrange this thing, 

because there was a great difference in the currency 

values, which was very much in the favor of any outsiders 

that would travel there. Of course, the inflation has been 

ruinous since then, as you know. 

We were fortunate. Eva Peron died two weeks after our 

departure—all concerts and social events were canceled for 

one month. The Comedie Frangaise touring there had a great 

loss, as all theaters closed. 
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TAPE NUMBER: IV, SIDE TWO 

JULY 9, 1988 

KAUFMAN: While we were in Argentina, I got a telegram from 

the Concert Hall Society. They asked me if, when I 

returned around that time to Europe, I could do a recording 

that they had arranged of the Mendelssohn Violin Concerto 

[in E Minor, op. 64]. I immediately got on the phone and 

said, "Well, this is all very nice. I'm flattered. I'd 

like to do it, but there are so many recordings of the 

Mendelssohn violin concerto by important artists and 

symphonies--the most prominent, everybody has recorded it--

and I don't quite understand why you want me to play it." 

Because, generally speaking, I had been recording things 

that were off the beaten track, both in chamber music 

literature and symphonic literature and concertos. So they 

said, "No, we have our own reasons. We have a society, 

mail order society, by which we bypass the retailer. The 

recordings go directly by way of mail order." 

HAST: Was this the beginning of the big mail order 

industry do you think? 

KAUFMAN: They were the pioneers. It was taken up later 

on, you're quite right, by the big phonograph concerns. 

RCA [Records] and Columbia, they all followed suit. But 

they were the pioneers. And they were able to do very 

well. For instance, the Medelssohn concerto would sell as 
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an item, I think as a 45-- It was a slightly reduced 

format, because the concerto was laid out on two sides. 

The first movement and then the second [on one side], and 

the third on the other side. It was interesting, because 

they were able to do the selling, as I say, through mail 

order at a fraction of the cost of the other ones. And 

curiously enough, it sold like hotcakes. It went very 

well. 

HAST: It did? 

KAUFMAN: Yes. 

HAST: But it always was popular, wasn't it? 

KAUFMAN: Well, with reason. It is one of the most 

attractive and beautiful concertos. It takes its place 

right amongst the very great masterpieces. 

HAST: But you enjoyed playing it, did you not? 

KAUFMAN: Well, it's a concerto we all love. It's 

intrinsically melodic and--

HAST: But you stayed away-- Well, we'll talk more about 

your preferences, maybe, later. 

KAUFMAN: Anyhow, I ended up by going back to Holland and 

recording there. 

HAST: In Holland. 

KAUFMAN: Yes, I think is was in Utrecht, unless I'm 

mistaken. With a very fine conductor, Otto Ackermann, who 

was at that time the head of the opera in Zurich and also a 
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very great expert on the early music of Mozart 

particularly. 

Anyhow, we had a session, we talked it over. Annette 

at the piano and rehearsal, and we went through it. It 

wasn't a difficult work. Everybody knows it. It was a 

sort of routine. We got through the recording, and we were 

very lucky. Shortly after it appeared, there was a 

blindfold test in which they tested out all Mendelssohn 

concerto recordings in Switzerland. And believe it or not, 

our record got the most votes of all recordings. 

HAST: Yes. I was just going to ask you what a blindfold 

test is. [laughter] That you don't know who the artists 

are? 

KAUFMAN: Well, they listen to the phonograph, and it's 

just marked one, two, three, four, whatever it is. They 

play all of them. And for some perverse reason, I'm afraid 

we got the most votes. So that helped. It went over very 

big in both Europe and America. In fact, as far as 

royalties are concerned, although I had to take a smaller 

royalty, the smaller royalty amounted to much more than we 

usually got for more esoteric material. 

HAST: Is that right? 

KAUFMAN: It worked out very well. So our activities--

Mostly Paris was our headquarters, and then we 

gravitated. We had many tours that would take us through 
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Switzerland, Holland, Belgium. A lot of work we did in 

London. Concerts, first-time concerts of older material. 

And I did a sonata series with a very brilliant Irish 

pianist. His name was Frederick Stone. In any case, it 

ended up we would divide our time between recording, 

research, and concerts. So it kept us very busy. The 

result was very nice, because it ended up my recording well 

over a hundred items. 

HAST: What kind of research? 

KAUFMAN: We had to do research on the early material, 

because a lot of it had not been published. We had to go 

back to original sources, both manuscripts and very early 

editions, which at that time were very rare. It was very 

difficult, for instance, to get the first twelve concertos 

of [Giuseppe] Torelli [Concerti grossi con una pastorale, 

op. 8]. It's a rarity. It was very difficult to get 

authentic, very early editions of Vivaldi. Both opus 8 and 

opus 9. 

HAST: Number nine. Yes, I remember. Now, tell us a 

little bit about that research, because that's very 

interesting. 

KAUFMAN: Well, it all started— 

HAST: Annette helped you with that also, am I right? 

KAUFMAN: Well, she did-- I am going to say not only help, 

she did all the work on it practically. 
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HAST: She did? 

KAUFMAN: Oh, yes. I was busy practicing and trying to 

learn the material, and it was her job. She practically 

wrecked her eyes in the process. For instance, it took two 

years to get the Torelli material and to laboriously copy 

it. At that time they had no scores; there were just 

separate printed parts. And then to transcribe these 

peculiar little shaped notes. And the way they used to 

write the notation, which was quite a bit different. And 

the accidentals were written in a completely different way 

than our own. All this had to be translated so the 

musicians of today could easily decipher it. 

HAST: And she did the transcription of all of that? 

That's absolutely marvelous. 

KAUFMAN: She did everything. She made herself an expert 

in that. In fact, many of the original editions I cannot 

read without great difficulty. She transcribed it and it 

was due to her work. For instance, after two years of 

work, she finally got an edition ready of the Torelli 

twelve concertos. Then there was a European company, 

L'oiseau-Lyre. Their center was Paris and also Monaco. 

They made a specialty of early music, so they invited me to 

do that. In keeping with the old tradition, I was both the 

violin soloist and the conductor. We had a very 

distinguished group of the best musicians in Paris from the 
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Orchestre National [de France]. And a wonderful clavecin 

player, a harpsichordist, Ruggiero Gerlain, a very great 

artist. So we were able to knock out a recording that was 

eventually transferred to English Decca [Records, Inc.]. 

It has continued its life since then. 

HAST: But this research-- Now, did she have to go to music 

libraries in Paris? Or did she go all over? 

KAUFMAN: Well, it had an interesting spin-off. We went 

all over. Some things we found in Brussels, some things we 

found in Paris, certain things at our own Library of 

Congress. So between here and there, we were able to find 

the music. The Library of Congress was one of the most 

cooperative. They were marvelous. As soon as they knew 

who we were, that we were serious, we were able to get 

microfilms of the material and then later blow them up so 

we could have this working material. 

HAST: But the Vivaldi research, in particular, paid great 

dividends, didn't it? 

KAUFMAN: Well, this is also an interesting story. Before 

we had moved definitely to Europe we were in a music store 

here that was very prominent, selling mostly recorded music 

and record players. I wanted to change my machine from the 

old-fashioned setup to a more modern one, just before we 

rented our house and left definitely for Europe. So we 

made the transformation. Alfred Leonard had a shop he 
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called The Gateway to Music. So he said, "There is a 

gentleman who would like very much to meet you." And his 

name was Dario Soria. He was the head of Cetra records 

that specialized mostly in operas, but also in early 

music. Soria said, "Kaufman, I've very much admired your 

recording of The Seasons. In fact, I like it, entre nous, 

even better than the one of Molinari that we put out, 

because it's simpler and perhaps a slightly different 

taste, the Milanese cuisine versus the Neapolitan 

cuisine. The Neapolitan cuisine often has too many 

seasonings, too much garlic. Yours is simpler and perhaps 

better." [laughter] And he said, "Would you like to do 

some recording for us?" 

I said, "Certainly." 

And he says, "Well, what would you suggest?" 

Well, we told him that through our research we learned 

that there were eight other concertos that followed The 

Four Seasons as part of opus 8. "We think that would be a 

logical thing." He said, "Fine." 

"Now," I said, "we don't know too much about it." 

He said, "Well, I have a friend, [Gian] Francesco 

Malipiero." Who at that time was one of the eminent 

composers of Italy. "He is head of the Vivaldi Institute 

in Venice. He lives near Venice, in Asolo. If you get in 

touch with him, I'll give you a letter of introduction, and 
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he may be able to advise you where you might find the 

material." 

HAST: Because they were looking for more material, weren't 

they, in Venice? 

KAUFMAN: Yes. Well, it was very rare that they could get 

original editions to make their own editions for the house 

of [G.] Ricordi [and Company], which was the great house 

that rents the wonderful material operatic material, almost 

everything--Puccini, Verdi, before and after, etc. So we 

were in Venice at that time. 

HAST: So you were the sleuth who had to go after it. 

KAUFMAN: Well, it was an exciting detective hunt all the 

way through. We dutifully called Malipiero. He was very 

charming, very kind, and immediately invited us to visit 

him in Asolo, which was about forty or fifty miles away 

from Venice, further west than Venice. So we had a little 

tiny jalopy, a French Renault that I drove. We got lost. 

It took us forever to get to his place. But instead of 

lunch, we finally got there in time for dinner. 

We told him more or less what we had in mind. He 

said, "Well, it's pretty difficult. We've been trying to 

track down this very material for years, and it's very 

hard. Our own libraries in Italy don't have this material, 

the very first editions." You might know that they were 

printed in very small editions--maybe a dozen, up to 
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twenty--and the nobility and the great houses that had 

their own orchestras, they would buy them, sometimes a 

church dignitary. But they were not for public consumption 

in the way that we know now through the great music 

houses. 

HAST: What was the format? What size were they? 

KAUFMAN: Well, just ordinary-sized music, more or less. 

HAST: Oh, really? At that time too? 

KAUFMAN: Yes, at that time. We have some material we work 

from. I'll show it to you sometime. 

HAST: Yes, I'd love to see it. 

KAUFMAN: They're in a big case. It was a matter of 

necessity, perhaps, that they were small editions. Not 

only on account of the limited demand, but mechanically 

they had to do all these things from primitive wood 

blocks. They could only print just a few at a time. So 

this was one of the many reasons. Just like the early 

Bibles of Gutenberg, you couldn't have these produced, 

unfortunately, on the mass basis that we take for granted 

today. They were very rare and still are. 

Malipiero said, "Sometimes you have a better chance 

to find this early material in the Low Countries, around 

Brussels or Lille or any of those cities around there. 

Holland perhaps. I'll give you a letter to our friend Paul 

Collaer, who is the head of the Brussels radio and a great 
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authority on early music. He does festivals of early 

music, including Monteverdi, Cesti, all the early 

composers, with authentic instruments. That's been his 

passion for a long time." Incidentally, he [Collaer] wrote 

a marvelous book, not only on early music, but on our 

friend Darius Milhaud. But I'm diverting myself again. 

Well, we thanked him very much and left for Venice 

shortly afterwards. We made our way towards Brussels. We 

called up his [Collaer's] secretary and made an 

appointment. I think we landed towards the weekend and 

said, "I have an appointment for us to visit Collaer at the 

Radio Flamand, of which he was the head at that time. We 

made an appointment, I think sometime in the morning around 

eleven o'clock, and we told him our purpose. He was very 

cordial and very polite, of course. We showed him our 

letter. As it was sealed, we didn't think of opening it. 

There was no reason to--it was addressed to him. So he 

said, "Well, I don't know what Malipiero was thinking of. 

He's very vague. He says that maybe you can find this 

material in the Low Countries. You know, we have so many 

cities around here. We have Bruges, we have Louvain, we 

have many others. Any one of those libraries might have 

the material you're looking for. Well, let me call up the 

library here, the [Belgian] Royal Library, and see what 

they might have." He called up. Lo and behold the 
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librarian said, "Yes, I think we have this early 

material. We have it." So he [Collaer] pushed us out of 

the place, "Depechez! DepechezI Leave!" Because we 

didn't realize they were just on the point of closing. We 

were very close to noon, and they were going to close for 

the whole summer. [laughter] This would be a hiatus, you 

know, of three or four months. 

HAST: Good heavens. 

KAUFMAN: We were in despair. So we rushed down the stairs 

and back to our little car. I didn't know what direction 

to go in. There was a street cleaner there, and I asked 

him in French how to get to the royal library. He pointed 

in the direction. We finally found our way, and just as we 

got to the entrance there, the clock was chiming twelve: 

boom, boom, boom, etc. So we knocked on the concierge's 

door, and he said, "Well, it's locked. We are closed. I 

am very sorry." I said, "We came all the way from 

America. We have an appointment with the librarian. 

Please let us go in." Well, he relented. He said, "Well, 

I don't know if anybody is still there." Luckily they 

were. We climbed up about six flights and went to a tiny 

little place on the top floor. It was rather confusing. 

We finally found the office, we knocked on the door, and 

luckily somebody was there. The librarian was there. He 

had known all about what we were searching for, and he 
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said, "Wait a minute." He brought out a few beautifully 

bound volumes, rather thin volumes in green leather. Very 

handsome. The first editions of all the--

HAST: The first editions? 

KAUFMAN: The very first editions, printed in Holland, I 

believe, by [Michel] Le Cene Press, 1725. So we looked at 

it, and the first thing that I saw was the first violin 

part. The other parts were the second violin, viola, 

cello, bass, whatever. So I looked dutifully, and I first 

went through The Four Seasons. I said, "No, I want the 

rest." He said, "It follows. Look." Believe it or not, 

it was all there. 

HAST: Weren't you terribly excited? Or were you too 

exhausted at that point? 

KAUFMAN: Of course we were. We were just so excited and 

so thrilled at finding this treasure. So I said, "Well, is 

there any way of getting Photostats or something we can of 

this material, microfilm or anything?" He says, "Yes, 

you'll have to do it, but you'll have to rush to the post 

office where they do this copying specially." "But," he 

said, "I've got to make a train back to town. I want to go 

home." Ghent or whatever. 

HAST: I was surprised he even let it out of his hands. I 

mean, if these were first editions. 

KAUFMAN: He didn't, he didn't. He had it delivered. 
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HAST: So the post office was involved with this? 

KAUFMAN: What they d i d — He said, "You have to go to the 

post office, fill out the forms and pay the fee, and then 

we will see that they have the material. Then it will be 

delivered right back to us. We've done this type of thing 

before." 

HAST: So you didn't handle it directly? 

KAUFMAN: No, no, thank heavens. We didn't want that 

responsibility. Today I doubt if more than four, five, or 

six original copies exist of this material. Well, we 

promised Malipiero that if we did find the material, we 

certainly would have a copy made for him. 

HAST: But there was a lot, wasn't there? A great deal, 

good heavens. 

KAUFMAN: Well, of course. Every page had to be copied. 

In those days, instead of a direct Photostat, they were 

still doing microfilm. So we got the microfilm and had 

them make an extra copy for Malipiero, which we sent to 

him, the whole opus 8 of Vivaldi, The Four Seasons and all 

the rest of the twelve concertos together. He duly 

received it and thanked us very much. 

HAST: He must have been thrilled. 

KAUFMAN: He said, "We want to have an authentic edition, 

because there are so many changes made and false additions 

that we cannot control." He was very grateful. Eventually 

235 



it was all done by Ricordi under the heading of the Vivaldi 

Institute. So this is how we got the material. Then, at 

that time, Paul Collaer was kind enough to invite us to 

give a premiere in Brussels. 

HAST: In Brussels, yes. So your first performance of all 

of this was in Brussels? 

KAUFMAN: Yes, yes, yes. Well, the first performance of 

this material generally was in Paris at public concerts. 

HAST: Oh, it was? 

KAUFMAN: Yes. 

HAST: Oh, then I read this wrong. In the article it said 

Brussels, then Paris, and then you wanted to get it to the 

United States also, I believe. Right? 

KAUFMAN: I believe the sequence is right. [tape recorder 

off] I've been reminded that the first performance 

actually was in Brussels and then it spread over to 

Paris. Then we did a whole series in London. After we had 

done this performance in Brussels, we were invited by the 

Concert Hall Society to record all the rest of the opus 8, 

the eight concertos, and the next year I recorded the La 

Cetra, the whole opus 9, which we dutifully recorded for 

them. A lot of these recordings have been transferred to 

later editions. Also, more recently, some of those have 

been transferred to later editions of cassettes which are 

going to come out. 
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HAST: Yes, Orion is going to put them out again. You're 

playing, and it's those Vivaldi concertos. 

KAUFMAN: Yes. We'll give you a sample of some of those as 

soon as we get them. They're still working on them. 

I hesitated for a long time to do The Four Seasons and 

rerecord them, because they have been done so much. There 

must be about sixty, seventy, a hundred different editions 

of The Four Seasons. It's gone worldwide. You have it in 

various editions: original orchestrations, solo flutes, 

solo piccolo, solo everything. Potato whistles, musical 

saws, I don't what. Next you might have a rock and roll 

edition out! [laughter] 

HAST: When did you actually rerecord it for Orion? When 

did you do that? 

KAUFMAN: Once the long-playing records were no longer the 

big sellers they used to be, with the advent of the compact 

disc, they decided it would be a very good idea--and we 

welcomed it--of transferring everything we possibly could 

to cassettes. The result is about thirteen or fourteen 

different cassettes, which involve practically all the 

early things that I did for them in the way of rerecording. 

HAST: Oh, how nice. That's lovely. 

KAUFMAN: So it's nice to know that all of this early work 

now exists. 

HAST: Now, in 1949 you met some really interesting people, 
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of course, in Paris. To mention just a few-- Francis 

Poulenc? 

KAUFMAN: Yes, he was a charming person. 

HAST: Do you want to talk about him? 

KAUFMAN: Yes. He is a great personality and, as we all 

know, a great composer. His opera, the early work Les 

Mamelles de Tiresias, is a wonderful short work in the 

manner of almost Rossini but with its own wit. It has been 

recently produced at the Metropolitan [Opera Company], as 

you know. And then he did a very important work, [Les] 

Dialogues des Carmelites, which was a very serious opera. 

This was his last serious work. He gravitated from being a 

sort of light, Mozartian composer of tremendous charm and 

melodic quality to things much more serious, concerned 

mostly with church music, cantatas. This last opera, which 

is very somber, concerns the last period of the [French] 

Revolution, in which they abolished the church, and the 

resulting horrors that came as a result of abolishing 

nunneries, actually assassinating the poor nuns that were 

involved because they wouldn't renounce their faith. They 

wouldn't do that. They preferred death to that. Anyhow, 

we had met Poulenc because at that time I was to do the 

American premiere of his Violin Sonata dedicated to the 

memory of [Frederico] Garcia Lorca. The second movement 

has a wonderful mood that alludes to Lorca's qualities as a 
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musician, guitar playing and so forth. And, in fact, I 

think he put a title on it, "The Music Makes the Dreams 

Weep," something like that. So we met him in Chicago, 

because I was going to do the first performance in 

America. So I asked him if we might — 

HAST: You went back and forth, didn't you, from Paris to 

all over? 

KAUFMAN: Oh, yes, during all the time. We periodically 

came back for concerts and visits to our friends, etc. We 

used to do this periodically. We weren't all that busy 

every month of the year. We would periodically come to 

fill our concert commitments and also to see what was going 

on back home. So we met him [Poulenc], and he was very 

charming. We went through the sonata very nicely. So I 

asked him if he would like to record it with me. Because I 

had carte blanche with Concert Hall at that time to do 

anything that I wanted that was interesting. He said, 

"Well, I would love to do it, but I'm on contract to 

another company and exclusive. I cannot do that. But 

would you like to play it with me when I'm in Paris? There 

is going to be a special concert dedicated to the memoire 

of Ginette Neveu." Who was one of the great, great artists 

of the time. Unfortunately, she died in an airplane 

accident. So I said, "Of course. I'd be delighted." So 

there was a special concert for the French radio, and I 
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played it with him. Incidentally, of course I studied the 

work very carefully, and it resulted in my recording that 

for Concert Hall along with the Stravinsky Duo concertant 

on the other side. This, again, exists also today in a 

cassette version. 

And then, of course, more important than all, we had 

known Darius Milhaud when he was teaching at Mills College 

a very long time before. When I mentioned our plans to go 

stay in Europe for all of these recordings, he says, "Well, 

there's going to be an all-Milhaud concert at the Theatre 

des Champs Elysee. If you like, I'd like very much to have 

you do my second violin concerto [Violin Concerto no. 2] 

with me." I said, "Of course." So he let me have the 

music. Which was fiendishly difficult, and I worked--

HAST: Was it very difficult? 

KAUFMAN: Oh, very difficult. But I had the comforting 

knowledge that I could work at it at my leisure with 

Milhaud and get what he wanted on it. He was a tremendous 

help. It did result in the concert, which went over very 

well. It was my sort of introduction, really, to French 

Parisian concert life. 

HAST: Oh, that's what I wanted to ask you about too. 

KAUFMAN: And everybody was there. It resulted in my 

meeting Henri Sauguet, who was a lifelong friend of the 

Milhauds, and many other musicians. 
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HAST: What was he like? 

KAUFMAN: Well, he's a charming man, has written music of 

great charm. He belonged to the group Les Six with 

[Arthur] Honegger, Poulenc, Darius Milhaud himself, and--

let's see, who else?--one or two others. [Germaine] 

Tailleferre. But it was through them that I met him. Now, 

Sauguet had typical French charm as a personality, and as a 

composer he has written some marvelous things. He wrote 

two very great, important operas. One was based upon 

Stendhal's La Chartreuse de Parme. 

HAST: Oh, yes. 

KAUFMAN: Yes. And the other is Les Caprices de Marianne 

of de Musset. We've heard them at the festivals at Aix-en-

Provence. We were there for the festivals, and I can tell 

you that we speak from firsthand knowledge that they're 

very important works. Darius Milhaud considered La 

Chartreuse de Parme to be perhaps the greatest French opera 

of the time. In spite of the fact that Milhaud himself has 

written many very important operas based on ancient Greek 

legends, plays of the great Greeks, Les Eum6nldes and other 

things of Sophocles, and many other things. He wrote a 

marvelous opera on [Sim6n] Bolivar [Bolivar], on Christo-

pher Columbus [Christophe Colomb]. 

HAST: Are they performed? 
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KAUFMAN: They are not performed widely, but we did happen 

to see some of those performances in Paris. 

HAST: In Paris, yes. 

KAUFMAN: They are very great, very original works. 

Eventually they will have a place. They may be a little 

esoteric today. On the other hand, everybody knows his 

Suite provengale based upon folk melodies, which is 

enchanting. And then the orchestral [La] Creation du 

Monde, which is based of all things on jazz material. He 

was one of the very first. As you know, all the French 

were tremendously impressed by our own jazz material that 

began to invade France. 

HAST: Yes, yes. They were in Paris, that's for sure. 

Absolutely. 

KAUFMAN: Oh, by the way, another spin-off-- More recently 

Sauguet was nice enough to write a concerto for me based 

upon the legend of Orpheus [Orphee]. And this was a result 

of many years of searching for original material--that is, 

the broadcast I did. I did four concerts in Paris, 

Luxembourg, Holland, and London, with him conducting two of 

them. Now, one of the spin-offs was that we were able to 

get the original tape from the French radio of this 

concerto, Orphee, which is a very poetic idea. In other 

words, Orpheus charming the animals. It starts in with a 

sort of wild chaos where the animals are all quarreling and 
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biting each other, and then Orpheus appears with a violin 

and begins to calm everybody down. 

HAST: It sounds delightful. 

KAUFMAN: And then you hear this wonderful cadenza, 

originally written by Sauguet himself, very effective. 

Then little by little the animals are in a better mood, and 

it results in a nice sketch in which they all dance 

together. [laughter] By the way, at the end of the 

cadenza, towards the end of the concerto, you hear the 

animals clapping [claps] in approval and this is the way it 

ends. [laughter] 

HAST: Oh, that's very nice, yes. 

KAUFMAN: So this first concert had many consequences, 

meeting wonderful personalities and having a lot of fun. 

But our time was divided between playing concerts, very 

often for the radio. The BBC [British Broadcasting 

Corporation] was more than kind to us. 

HAST: Did you like London? 

KAUFMAN: We loved London, and we still do. It is the 

center of the world in many respects. 

HAST: I think so, yes. I've always thought so. 

KAUFMAN: I mean, with the five or six symphonies going 

full blast, smaller organizations, such as the great 

[Neville] Marriner series at [Academy of] Saint-Martin-in-

the-Fields, and many others that are doing marvelous work 
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in early music and late music. The standards are very, 

very high. 

I was fortunate enough to be invited by the BBC, and 

other chains, to do a great deal of broadcasts for them. 

It also resulted, later on, when Bernard Herrmann and his 

wife had already moved to London-- Naturally, we would 

visit them every time we went there. He invited me to play 

some premieres. It was at that time that I did the first 

London premiere of the Bennett Violin Concerto, which, of 

course, he wrote for me. And also the Piston Violin 

Concerto, which was also a first performance with the 

London Symphony [Orchestra]. 

HAST: This was around 1954, would you say? 

KAUFMAN: Yes, around that time. Yes, yes. 

HAST: Now, Paris, after the war--because this was after 

World War II--how was life there? 

KAUFMAN: Life was very pleasant there. It was almost 

bucolic in comparison with the hectic existence that you 

see today. Just a few months ago we were in Paris. We 

used to stay near the Champs Elysees, but we got near there 

around twelve o'clock, and it got to be so crowded. For 

instance, you go on the sidewalks there and it's worth your 

life, because the little automobiles crowd right on the 

sidewalk. You have to watch your step. There's barely 

room for the pedestrians. I began to be uncomfortable. So 
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on our last trip we moved to a hotel on the Left Bank, and 

it was much calmer. We were near the Chambre des Deputes, 

and we had marvelous police guards near there on account of 

the important people who were going in and out of the 

place. It's very calm and very nice, and we began to like 

it much, much better. 

HAST: Yes. But in the fifties it wasn't quite as crowded. 

KAUFMAN: It was marvelous. The exchange was in our 

favor--we could eat like kings in all kinds of nondescript 

bistros. It didn't matter. 

HAST: The food was plentiful, and this was not too much 

later. 

KAUFMAN: Marvelous, marvelous. The first years when we 

would periodically visit London, it was tougher as a result 

of the war. 

HAST: In London it was much tougher, oh, yes. 

KAUFMAN: For instance, we were on rations. You could have 

one or two eggs a week and everything else limited. 

Nevertheless, it was full of life and vitality. The 

theater and musical life--they resumed everything with 

great enthusiasm. 

HAST: Yes. So is there anything else about Paris life 

that you want to tell us before you talk about your tour in 

North Africa? 

KAUFMAN: Well, I'll go to that little tour. I was 
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invited--I think it was arranged also through my local 

manager in Paris--to make a little tour. 

HAST: That was in 1951, I believe. 

KAUFMAN: Yes. The French were still in charge of Morocco, 

Algiers, and Tunis. Naturally I asked if I could do the 

concerts with Annette. It was for the radios, and they 

were also associated with their local symphonies. My duty, 

as I thought at first, was to play on tape many concerts of 

chamber music--violin and piano--and then quite a few 

things that they would do as both a public concert and 

recording of concertos I would do with their orchestra. 

Unfortunately, they couldn't quite afford to pay both of 

our fees, so I had to go there alone. 

HAST: Oh, you went by yourself? 

KAUFMAN: Yes. I took the plane over and flew to 

Algiers. I was met by an agent. I think the first place 

was Algiers, which was a sort of tropical version of Paris, 

very elegant, very beautiful with the palm trees and exotic 

atmosphere. And beautifully ordered, as far as the tourist 

was concerned, for the hotels and the food. Everything was 

clean and immaculate. And the same thing in Tunis and also 

Morocco. It was unfortunate that for the wrong reasons 

they couldn't stand to have the French and wanted African 

control in their own hands. But from many sources—our 

friends--things were never quite the same, because they 
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should have had a little bit more patience and let the 

French be in charge. Because the French had an intelligent 

policy. Anybody who was talented and worthy of it was 

invited to study in the universities, at the Sorbonne, 

wherever they wanted. So they had gradually built up a 

cadre of reliable people that knew how these processes are, 

the process of governing and the process of managing. 

For instance, all the mechanical things, when left to 

the natives, became a sort of mystery. It took them a long 

time to unravel these things. Our friends who toured found 

things much, much more difficult in the way of most 

ordinary things. Elevators wouldn't work, the restaurants 

had nowhere near the same standard. It was pretty tough. 

Until, little by little, they probably have better control 

now. 

But at the time I was there, it was marvelous visiting 

all of those places. I dutifully visited Marrakech. It 

was pretty hectic, because I didn't have too much leisure 

time as a turista. For instance, I would have to rehearse 

in the mornings and prepare for concerts practically every 

day. But I was taken by car and very comfortably fed. 

HAST: They took care of you? 

KAUFMAN: Oh, yes, beautiful. In the finest hotels, which 

were very elegant. It was comfortable enough, outside of 

having to work very hard with rehearsals and then the 
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concerts that I had to do. After a few weeks I came 

back. At that time Annette didn't waste her time, because 

she was preparing last minute details for a concert I had 

to give at the Salle Gaveau. I believe it was another 

concert of old material, unless I'm mistaken. So a lot of 

details had to be put in place, and it was wonderful she 

could attend to everything at that time. 

HAST: Yes. Yes, indeed. That sounds very good. So, 

actually, when you were in Africa you dealt mostly with 

French people. You didn't deal too much with the natives. 

KAUFMAN: Very, very little. I had practically nothing to 

do with them. I had no time and--

HAST: It must have been interesting. 

KAUFMAN: I would have liked to have been a tourist and 

visited more of those places, but it was just impossible to 

do everything. 

HAST: No. I don't know how you did it as it is, with all 

of your engagements all the time. And then also-- Let's 

see, in 1952--this would interest us--you went to the Music 

Academy of the West in Montecito near Santa Barbara? 

KAUFMAN: Yes. I was invited to be the head of the violin 

department. It was a very interesting experience. They 

had group of about twelve or fourteen students. Quite a 

few were local and quite a few were outsiders who came from 

either California, the coast, or even from other parts. 
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HAST: Had you taught before? 

KAUFMAN: Oh, yes. I've often done a certain amount of 

teaching. 

HAST: Oh, you hadn't mentioned that. 

KAUFMAN: I've never done, I regret to say, regular 

teaching. My schedule simply wouldn't admit it. 

HAST: No, of course not. 

KAUFMAN: But occasionally--

HAST: Would you have a private student? 

KAUFMAN: Yes, occasionally. 

HAST: Or groups? 

KAUFMAN: It was something of a new experience, but I 

welcomed it. I thought if I could be of use--and I still 

think that way--I have no right to refuse. 

HAST: That's for the Music Academy of the West? 

KAUFMAN: Yes. So I went there, and it was interesting. 

Because for the kids it was a wonderful experience. They 

could practice and swim and have their own social 

activities. And all on scholarships, by the way. 

HAST: They were all on scholarship? 

KAUFMAN: Yes. They got the backing from local people. At 

that time, Lotte Lehmann was the head of the vocal 

department. They had very distinguished musicians. 

Maurice Abravanel, who was at that time also conducting the 

Salt Lake City symphony [Utah Symphony Orchestra], that he 

249 



made into a very important organization. A wonderful 

musician and a very close friend of Bruno Walter, of the 

older tradition. I often got to play with him in Salt 

Lake. And also when I was there I think I was a soloist 

with the school orchestra that he was in charge of. 

Well, everything went well, up to a certain extent. 

But I began to have a little bit of a disappointment. Many 

of the students there, I found out, would very often skip 

class, never come to class, and very often were very badly 

prepared. For instance, when I went--

HAST: That seems incredible, doesn't it? I mean, that's 

what they're there for. 

KAUFMAN: Well, when I would listen to some of those 

youngsters, I would ask them what they would like to 

play. So they usually ended up with the most ambitious 

modern things, like Prokofiev and Stravinsky and Bartok, 

etc., which were obviously way beyond them. So I said, 

"Well, let me hear you play a scale." So they would 

clumsily blunder their way through a simple scale or 

arpeggio, you know, in a horrible way, out of tune and 

inexact. I said, "Well, look, you've got to get some 

fundamentals. You must learn how to walk before you can 

fly, before you can run." 

HAST: Exactly. 

KAUFMAN: So I don't think I made too much of a hit with 
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them. I insisted upon their following some traditional 
etudes and also traditional material that no one would ever 
bother with. They immediately wanted to start playing the 
greatest concertos without knowing what it was all about. 
HAST: What kind of teachers did they have? Mostly 
academic types? [laughter] 

KAUFMAN: I don't know. No, not academic. I think it was 
just that the faculty weren't too interested. But as they 
did it on a scholarship, they sloughed their way through. 
HAST: I think that's different today. Do you know if 
that's true? I don't think they are all on scholarships 
today. 
KAUFMAN: I cannot say, I cannot say. 
HAST: I do know that [Martial] Singher-- You know, the 
French director of opera — 
KAUFMAN: Yes, I know, a very great artist. 
HAST: He is very strict. I mean, I don't know if he's 
still teaching now, because he's been getting on and he 
hasn't been too well. But he was very strict. Because I 
had a student who went there, and she was like the students 
you describe—no discipline, nothing—and he was fierce 
with her. I mean, she was devastated. And he taught her a 
lot on what it takes to be an opera singer. So I just 
wondered-- I'm really surprised that all of your students 
were like that— 
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KAUFMAN: Not all, not all. 

HAST: --and got away with it. 

KAUFMAN: But quite a few went there with the idea of 

having an easy, paid vacation. For instance, there was one 

charming young lady who disappeared after two weeks and 

only came back the last week. She had run away with 

another charming character to Canada for all that time and 

had a lot of fun. [laughter] Now, what brought it to a 

head was when the secretary asked me if I would fill out a 

certain form saying that they all had made fine progress. 

I said, "Well, I can't do that, because most of them have 

not made any progress." 

HAST: Good for you. I'm glad to hear it. 

KAUFMAN: At that time I had already made a sort of chart 

for myself of those that attended the class, those that 

made some progress, those that were hopeless, medium rare, 

etc. So I refused, and she was very much upset. It seems 

that most of the people that were easy riders were 

locals. They had scholarships kindly given by leaders of 

the community, and they figured it wasn't necessary to 

work. The community itself did not want to have too many 

outsiders. They preferred to give the scholarships to the 

locals. Perhaps it was justified. But artistically--

HAST: That presents a problem also. 

KAUFMAN: — i t didn't work out. On the other hand, I had 
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two young girls who did very nice work. They really worked 

hard. I'm happy to say that they worked out very well. I 

think one is a member of a symphony and one also got to be 

very active in musical life, both as teacher and as a 

player in an orchestra. But those were shining exceptions. 

HAST: Excuse me. How about the rest of the faculty? Do 

you think they were serious about what they were doing or 

not? 

KAUFMAN: Oh, I think they were all serious. We all dined 

together and had our beautiful quarters in a baronial 

mansion in Montecito, which is a charming suburb there. 

HAST: Oh, yes, it's lovely. 

KAUFMAN: We all had our meals together. I think [William] 

Primrose at that time was there and quite a few others. 

Richard Lert, a fine conductor, a wonderful musician. I 

think he had charge also of the training orchestra. 

HAST: And Lotte Lehmann. I mean, those people certainly 

must have insisted on standards. 

KAUFMAN: Lotte Lehmann had her own estate and she wasn't 

part of our group. 

HAST: Oh, she didn't teach? 

KAUFMAN: She was teaching, oh, yes. 

HAST: She did teach? 

KAUFMAN: Oh, yes, very actively. 

HAST: Well, I mean she must have been pretty strict, one 
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would think. 

KAUFMAN: Well, yes and no. She was interested in certain 

aspects of interpretation, and I'm sure that everyone that 

had contact with her couldn't help but have profited. She 

was such a great artist and such a wonderful natural 

singer. 

HAST: I suppose a lot of these young students don't 

appreciate how lucky they are to have teachers like you and 

Lotte Lehmann and so on. They just didn't understand. I 

mean, either you're a musician or you aren't. If you want 

to be a musician, you have to work for it, as you 

explained, from an early age--as you had to do. 

KAUFMAN: There are no shortcuts, unfortunately. I would 

like to be able to say, "Yes, here's a magic wand: take 

this pill, do these exercises, and you'll play anything you 

want." It doesn't work out. It's a matter of hard, hard 

work and devotion. You have to sacrifice a lot. If you 

stick to it and insist on it, you may get somewhere. But 

this matter of a few casual lessons-- It can be done on 

some of the jazz instruments. For instance, the guitar is 

a universal instrument. Everybody plays it. You just 

twang a guitar, play a few simple chords. 

HAST: Well, of course. 

KAUFMAN: And the simple things you have to do-- I'm not 

speaking of the classic guitar, which is a noble and a 
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marvelous instrument. 

HAST: I was just going to say that there are guitar 

players and guitar players. [laughter] 

KAUFMAN: Of course, all the way from [Andres] Segovia and 

all the modern artists today. I love to listen to them. 

But, as I say, it's a noble instrument with some marvelous 

literature. 

HAST: Of course. But just to strike a few chords on 

television doesn't do it. 

KAUFMAN: Of course. Like the little Hawaiian ukulele--

plunk-a-plunk-a-plunk--it doesn't make that much difference 

what you do. 

HAST: [laughter] You went to Honolulu also on one of four 

trips. In 1954 I believe you went. 

KAUFMAN: Yes, I had a chance. 

HAST: Was that pleasant? 

KAUFMAN: Oh, yes indeed. There's a special quality about 

Honolulu and Hawaii in general. The people are marvelous, 

with a kind of overwhelming hospitality. I don't quite 

know where you'll find a parallel anywhere. 

I was invited to play with the symphony [Honolulu 

Orchestra] with a very fine musician, Fritz Hart, who was a 

fellow student with Gustav Hoist at the Royal College of 

Music in London and a very interesting composer on his 

own. So this gave us a good send-off, and Annette and I 
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also played concerts at the Honolulu Academy of Arts. In 

the meantime, we also did our usual type of concerts for 

hospitals of army and navy centers. 

HAST: During this period? 

KAUFMAN: Yes, during this period. We continued that 

whenever there was any demand. It was also a pleasure. As 

a result, we got marvelous publicity in Honolulu, and it 

ended up with our doing no less than four visits. 

On our very first visit we met the Maus. Chuck Mau 

was one of the federal judges at that time, and his wife 

Karen. They are a very vast family, descendants of the 

early Chinese immigrants. They erected a whole commercial 

empire of supermarkets. They were marvelous people, with 

their own generous hospitality and their innumerable gifts 

to charity and education. It's very nice to be met at the 

airport with those cute girls, you know, putting leis, 

flower garlands, around you and kissing both cheeks. 

256 



TAPE NUMBER: V, SIDE ONE 

JULY 9, 1988 

HAST: Dr. Kaufman, you wanted to add something to what you 

said on the last tape. 

KAUFMAN: May I make a slight correction? It comes back to 

me. I mentioned Maurice Abravanel. Actually, he was the 

director of the [Music Academy of the West] student 

orchestra later. It was Richard Lert, actually, that was 

the conductor of the school orchestra for my first and only 

season. 

Incidentally, for one reason or another, they didn't 

like my approach with the students, not giving them all 

highest marks for not attending classes or doing very 

badly. [laughter] 

HAST: So they didn't ask you back, I take it. 

KAUFMAN: No, I wasn't asked back. It wasn't politic and 

perhaps didn't rest well with the people who provided the 

backing. But it was later on that I got to play with 

Abravanel a few times in Salt Lake City. It was a very 

nice experience. I enjoyed it very much. 

HAST: Without the lazy students. 

KAUFMAN: Well-- [laughter] 

HAST: All right. So we'll go on. Now, in this period of 

1954 to 1956, you did a great many things, did you not? 

There was in London and--
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KAUFMAN: Yes. Well, there were first performances of 

Vivaldi's opus 8 [II Cimento dell'Armonia e 

dell'Invenzlone], both in Paris at the Salle Gaveau and in 

London at the Royal Festival Hall. And then at the 

Goldsmith's Hall in London I gave the first twelve 

concertos by [Giuseppe] Torelli that I mentioned [Concerti 

grossi con una pastorale, op. 8]. 

HAST: Yes. 

KAUFMAN: And then many concerts, not only my own, but 

usually of this early material. Also some premieres that I 

mentioned, with Bernard Herrmann [conducting], of the 

Robert Russell Bennett [Violin] Concerto, the [Walter] 

Piston [Violin] Concerto. I also gave the premiere of a 

concerto that Anthony Collins wrote for me. He was one of 

the eminent English composers and conductors at the time. 

I always regret that we didn't make a record of his Violin 

Concerto, which was beautifully written. 

HAST: Yes. 

KAUFMAN: Another correction. The first performance of the 

Piston Violin Concerto for BBC [British Broadcasting 

Corporation] was in London. But as I mentioned before, I 

did the world premiere of the Anthony Collins [Violin] 

Concerto that he wrote for me with the London Symphony 

Orchestra. It was in the Royal Festival Hall. Collins 

conducted. It was at the Royal Albert Hall that I did the 
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first performance of a violin concerto by Leighton Lucas 

[Concert Champetre]. 

HAST: Yes. All right. And you did a Bennett concerto? 

KAUFMAN: That was done with Bernard Herrmann, as well as 

the Piston Violin Concerto, which exists in both long-

playing records and on the cassettes. 

HAST: Yes, I see, I see. Well, that's very good. So you 

were back and forth all the time you were still in Paris, 

right? 

KAUFMAN: Yes. 

HAST: Up until 1956? 

KAUFMAN: Yes. Now, we decided after so many years of 

living in and out of a trunk that it was about time we 

returned to our own house with its many books, our music, 

and friends, where we could lead a little more normal life. 

HAST: Yes, of course. A comfortable life. 

KAUFMAN: So we packed up everything and gave our tenants--

I think we must have given them some previous notice that 

we would be back. Luckily, we had rented the house all the 

time, which helped with our expenses. 

HAST: To the same tenant? 

KAUFMAN: They shifted. We had a very nice tenant for a 

few years, and they subleased the place in turn to some 

other people. 

HAST: That's taking a big risk, isn't it? 
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KAUFMAN: Well, we had emptied the house. We didn't have 

anything in the house. It was just a shell. 

HAST: Well, you still have to take care of the premises. 

KAUFMAN: Well, they took care of the premises, on the 

whole, not too badly, but naturally we had some minor 

repairs and minor things to clean up and so forth, which is 

to be expected. 

HAST: Yes, I can imagine, yes. 

KAUFMAN: But it was very nice. Although it was a modest 

rental at that time, it did help us along with our 

expenses. 

HAST: I imagine. Yes. Well, at least the house was paid 

KAUFMAN: Yes, thank goodness. So here we are back in Los 

Angeles and--

HAST: Was it culture shock immediately? I mean, coming 

back from Paris especially. 

KAUFMAN: Not at all, not at all. Because we were knee-

deep in local activities and concerts. Oh, no. By that 

time Los Angeles began to hit its true stride culturally 

and musically in every way. And keep in mind, please, all 

of the great refugees that were here that made such a 

tremendous contribution to our cultural life. Musicians, 

artists, writers, conductors. It was a marvelous ferment, 

and it left its mark. Los Angeles was never quite the same 
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after that. 

HAST: Yes. Now, I'm glad to hear you say that, because so 

many people put down Southern California and Los Angeles in 

particular. It isn't all Hollywood and glitz. 

KAUFMAN: Well, it's very easy to put down this town. 

We've always felt from the beginning—and it's been 

reinforced throughout the years—that there's a tremendous 

vitality here. You cannot deny it. 

HAST: Absolutely. That's what I like about it too. 

KAUFMAN: And it manifests itself in so many ways. I'm 

always thrilled when I see this manifestation of animal 

energy, which doesn't always go into swimming and playing 

tennis. But there is a lot that goes on here. 

HAST: But sometimes, of course, there is much super-

ficiality. 

KAUFMAN: Naturally. The whole town was built around the 

movie industry with all its good and bad and mediocre 

qualities. But there is something that exists. And 

besides the movie industry itself, there is much that goes 

on. They've erected excellent museums filled with 

treasures from all over the world. And many things are 

going on for those people that are curious and want to take 

advantage of what is offered. 

HAST: The UCLA film archives are growing all the time too, 

taking care o f — 
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KAUFMAN: Everything is growing, archives and great 

institutions, cultural institutions. To say nothing of the 

two great universities we have, which are USC [University 

of Southern California] and UCLA, which attract students 

from all over the world, not only our American students. 

And rightly so. I think there's a kind of natural envy [on 

the part of] the great centers back East, you know. The 

New Yorkers pride themselves on being the center of the 

world, which is not altogether true, but it is certainly 

one of the great centers. Art? It's bewildering how much 

goes on there. Nevertheless, they have to and they should 

respectfully take their place along with other world 

centers, which are no slouches either. When you compare 

what you have in London alone, with the musical activity--

Six or seven symphonies going full blast and all their 

theaters and museums. 

HAST: I know. That always staggers the mind, doesn't it? 

KAUFMAN: Yes. And theatrically, certainly it [London] is 

the center of the world. You cannot compare the richness 

of what they have there to any other part of the world, 

with all due respect. 

HAST: Yes. 

KAUFMAN: So, anyhow, here we are back comfortably. And 

then I was asked again to take part in film recordings. I 

did a more or less limited amount. We still had leftovers 
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from our contacts and still did a certain amount of 

traveling, barnstorming, concerts. 

HAST: Was [Ernst] Lubitsch still around? 

KAUFMAN: At that time, I'm not sure whether he was or not. 

HAST: It's possible, I suppose. 

KAUFMAN: But certainly many, many directors from Europe 

came here, to say nothing of our own native producers. Of 

course, we know the background. Some of it has been pretty 

outstanding. I think it's significant that a lot of our 

processes and a lot of our music and films have gone all 

over the world. Perhaps if there is any one single 

influence in the big world of films, it has certainly been 

the American influence. It's penetrated the Iron Curtain 

countries--

HAST: The good and the bad. 

KAUFMAN: Oh, yes, yes. Unfortunately, a lot of the bad 

and a lot of the mediocre has been disseminated. 

HAST: It goes with Coca-Cola and McDonalds. 

KAUFMAN: Coca-Cola and worse. [laughter] 

HAST: Yes. Definitely. So now, again, in the fifties you 

were surrounded by artists and writers and composers and 

all kinds of musicians. Is that correct? 

KAUFMAN: Yes. 

HAST: So you were, as we said, surrounded by all these 

people. Did you meet any new people that you found 
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interesting? 

KAUFMAN: We were always meeting new people through a chain 

of friends and acquaintances. But there were a few 

personalities that we might mention. For instance, one of 

the outstanding ones was our dear friend Jonathan 

Griffin. We first met him in Paris many years ago. He was 

the first secretary to the British embassy in Paris. He 

was a kind of complete man. He was a great writer, a great 

poet, a great translator from French to English. For 

instance, the memoirs of General [Charles] de Gaulle he 

did. He is a great writer on his own. He wrote a 

marvelous drama called The Hidden King, which was first 

produced at the Edinburgh Festival. This is the tale of 

the Portuguese king who made a gamble which lost everything 

at that time. He determined to go on a crusade, I think to 

North Africa. And that resulted in the complete ruin of 

Portugal. There was a legend that he was taken prisoner, 

that he wasn't killed on that campaign. But he came back, 

and instead of struggling to reassert his royal rights, he 

determined philosophically it would be much better if he 

didn't even make an attempt. It resulted, of course, in 

his being put to death. 

HAST: Yes, it's a marvelous play I've heard. 

KAUFMAN: It's a great play and a really important 

document. He did it first in prose and then decided it 
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would be more suitable to do it in poetry. In some ways 

it's perhaps the outstanding poetic monument of the time, 

along with T. S. Eliot, who did Murder in the Cathedral. 

HAST: Ah, yes. Have you seen them performed on the stage? 

KAUFMAN: No, no. But we have read the play very 

carefully. He had to revise it. It was done first, I 

think, as a play in two or three evenings. It was too 

unwieldy. Finally he put it in its present form, into one 

rather long book. But it's a very great work. 

He was a gentleman who had studied harpsichord and 

piano. He had studied harpsichord with [Arnold] Dolmetsch, 

piano with [Artur] Schnabel. He knew just about 

everything. He was one of those incredible English 

gentlemen. 

HAST: Dolmetsch, did you know Dolmetsch personally? 

KAUFMAN: Never personally. I've always admired his work. 

HAST: Because he lived near us in Surrey [England], when 

we lived in Surrey. And it's interesting, because the 

recorder-- And then his son came to Smith College once, but 

was not anything like his father. 

KAUFMAN: Yes. He was a great pioneer in the serious study 

of early music and his recreation of early music. His 

harpsichords are still outstanding. 

HAST: Well, they also produced recorders, didn't they? 

The Dolmetsch recorders? 
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KAUFMAN: Oh, yes, yes. They're famous. 

HAST: So it must have been a good business. 

KAUFMAN: Oh, yes. 

HAST: Well, that's good. Now, Hermann Goetz, the Violin 

Concerto. You performed that and, in fact, premiered it in 

Glasgow in April? 

KAUFMAN: Yes. This was also the result of a suggestion by 

Bernard Herrmann. He had already played a remarkable 

symphony of Hermann Goetz, and he suggested, "Louis, why 

don't you look it up?" He said, "There is a violin 

concerto by Goetz." It's also interesting and significant 

that [George] Bernard Shaw, who was a music critic at that 

time, considered Goetz one of the great composers. In 

fact, he put him on a par--

HAST: Bernard Shaw? Excuse me, he was a music critic at 

the time? 

KAUFMAN: Oh, for a long time, yes. There is a whole body 

of his work, if you want to look it up, as a music 

critic. They are very perceptive and fascinating to go 

into. There's a whole volume, many volumes, when he was 

regularly a music critic. He knew a lot about music. He 

must have been a pianist himself before he branched out to 

become one of the great forces of our time. Paradoxical, 

full of wit and charm. But he always had something to say 

in his own fresh way. He considered Goetz, as I say, on a 
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par with the greatest. 

Goetz was a contemporary of Robert Schumann. 

Unfortunately, he died when he was very young, about 

thirty-one years of age. I found the concerto absolutely 

fascinating. It's in one movement, and I gave the English 

premiere through the British Third program in Glasgow. The 

result was a spin-off I've actually recorded. This exists 

in the Masters of the Bow series that was done by 

Discopaedia in Canada, in Toronto. 

HAST: Oh, yes. You mentioned that series before, I 

remember now. And then you also gave recitals--oh, so many 

different ones--in Wigmore Hall? You had three recitals? 

KAUFMAN: There was a premiere-- Not a premiere, a series 

of three recitals in Wigmore Hall with Frederick Stone. I 

think the year was 1956, April 21 or 28. In other words, 

the study of the German sonatas all the way from Bach to 

Hindemith. And it was very interesting. 

HAST: Hindemith, I see. Yes. Why don't we talk a little 

bit about some of the people that you knew in Los Angeles 

at the time? That will take us to people like the 

Arensbergs [Walter and Louise] and so on and so forth. 

Because you had a very interesting group of friends here, 

did you not? 

KAUFMAN: Yes, indeed. Well, I should really start in with 

the Stendahls. Earl Stendahl was a great dealer, a local 
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dealer at that time who introduced pre-Columbian art to 

this part of the world and Europe. It led to very big 

developments. And also he was a pioneer with a lot of very 

significant modern art, the German expressionists and a lot 

of the avant-garde here. He was a charming gentleman, an 

unforgettable character. We are still on very, very close 

terms with his family, his children Alfred and Eleanor and 

their spouses. 

But through the Stendahls, I think, we met the 

Arensbergs, who were neighbors of the Stendahls at that 

time at their home in Hollywood. And we found, of course, 

the Arensbergs were absolutely unique. 

HAST: Well, they were very much involved in the art world, 

weren't they? 

KAUFMAN: Very much. They were early collectors of 

significant modern art, along with the older generation, 

that is Renoir, Cezanne. More later Picasso, Matisse, and 

the Villons, Jacques Villon and [Pierre-Maurice-Raymond] 

Duchamp-Villon. 

HAST: Yes, and I think we mentioned on an earlier tape 

that they donated their whole collection. 

KAUFMAN: Yes. There were tentative arrangements perhaps 

to leave it to UCLA, but they had a falling out on the 

terms. 

HAST: It didn't work, yes. 
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KAUFMAN: It was eventually left to the Philadelphia 

[Museum of Art]. It was no less than [Marcel] Duchamp that 

arranged the presentation himself in Philadelphia. He took 

charge of the installation of all that material, which 

included very significant works in the way of pre-Columbian 

art and modern art. 

HAST: I see. And then there were other people? 

KAUFMAN: There were other very significant figures, such 

as Brancusi. We came across his work for the first time at 

the Arensbergs. They had most of the important pieces 

assembled there. 

HAST: Oh, yes? And some of the other names. The Withs? 

KAUFMAN: Karl [E.] With. He was a great authority on 

art. He was one of the pioneers to write about the 

oriental art in Cambodia and Java and Japan and was 

responsible for very great collections of great art, such 

and the Rietberg collection in Zurich, with Chinese and 

Cambodian sculptures. He had been head of art in Cologne 

in the 1930s. And then at the beginning of the Hitler era, 

although he was not Jewish, he and his wife decided to flee 

and run away from that horrible atmosphere. Somehow they 

made their way to America. We met him and his wife at the 

Arensbergs. Later he was associated with a college in 

upper New York State. He was a professor during that time 

when I was touring with Annette [Leibole Kaufman] in New 
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England. We found him charming. We renewed our 

acquaintanceship many, many years later when we returned to 

California. He had a very wonderful course at UCLA in the 

extension courses they had under Robert [B.] Haas, who was 

the head of the extension arts and humanities. 

HAST: Oh, Robert Haas, yes. 

KAUFMAN: He did a whole series of lectures on comparative 

values in art, all the way from the beginning relating 

everything to our own period. Not only art as we 

understand it--sculpture and painting--but things like 

porcelain, furniture. He had a wonderful way of 

synthesizing this and making those relationships very 

clear. His lectures were very successful, attracted 

enormous audiences. People still remember them. 

HAST: I wish we had things like that on KCET, on public 

television. In London they have programs like that where 

they will talk about porcelain or certain kinds of wood in 

furniture and antiques. But, anyway--

KAUFMAN: But he was one of our dearest friends. His wife, 

Gerda With, is a very, very great artist in her own right. 

HAST: Oh, she paints? 

KAUFMAN: She paints, yes. She originally followed in more 

or less the old German tradition of the Middle Ages, 

created unforgettable images. Then she went on to her own 

work, which is somewhat semiabstract. But she's a true 
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master of drawing and painting. You can see right on our 

walls some of her works. We have many throughout the 

house. This is based on the idea of the prodigal son. 

We're still very devoted friends and see her from time to 

time. She still paints and has achieved a certain amount 

of success. She is in many important collections here 

locally and in other parts of the country. They were 

fundamental friends that we enjoyed, and we often took part 

by performing at some of Karl's lectures at UCLA. 

And then in San Francisco we met the Rosenblatts--at 

that time in Gump's oriental department--and acquired a lot 

of oriental art from them. A spin-off was that we had a 

chance to visit the [Robert] Winthrop collection in New 

York. He was a marvelous collector of oriental art and 

also of nineteenth-century painting--which included 

wonderful examples of William Blake, engravings and 

original drawings, and many pre-Raphaelite artists, as well 

as a some of the great French artists such as Delacroix, 

David, and Ingres. But later on, that whole collection 

went to Harvard [University], I believe. 

HAST: Oh, it did? 

KAUFMAN: Yes. And it still may be seen there. It's 

separated into different sections, both his paintings and 

the wonderful sculptures that he left, which were very 

great. We met the old gentleman when he had this beautiful 
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house on upper Fifth Avenue. It was a great thrill to see 

how beautifully he had arranged everything. We were warned 

by a secretary, "You know, Mr. Winthrop is not too well, 

and it will be a short visit." And we said, "Well, we're 

delighted to have any time." Evidently we hit on a mutual 

note, because before it ended he showed us the whole 

house. It took about three hours. He took us through 

everything, and we were so filled with admiration of what 

he had done and the material he collected. So this also 

was a great experience. 

HAST: How about Sidney and Martin Janis? Aren't they the 

art dealers? 

KAUFMAN: Yes, we met them many years ago when Sidney was 

first starting in the art business. Martin was a private 

collector. Sidney was enterprising—showing the New York 

artists and the primitives and fine French paintings of 

Picasso, Bonnard, [Le] Douanier Rousseau. 

HAST: But they lived here in Los Angeles? No? 

KAUFMAN: No. We got to know them, really, much better 

through New York. We met them through the Arensbergs. 

Sidney became one of the outstanding dealers of the time 

and still is. The last time we saw him was in New York, 

and he was still hale and hearty. It was very nice to have 

a visit and see some marvelous paintings on his walls 

there, some of the avant-garde French and American artists. 
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HAST: And then the other people that you saw were really 

connected with film scores, like Max Steiner, Franz Waxman, 

and Alfred Newman. These were people that we mentioned 

before, but you were glad to see them again here, were you? 

KAUFMAN: Oh, yes, we kept in contact with all of them. 

Poor Max Steiner died a few years ago. He was a charming 

Viennese gentleman, of course, with a marvelous talent in 

what he did. 

HAST: So it sounds as if you were really happy to be back 

in your house and to be back to normal here. 

KAUFMAN: Oh, yes. Very, very happy. 

SECOND PART 

JULY 16, 1988 

HAST: Dr. Kaufman, we've now reached the period of 1956 to 

1980, approximately. Could you tell us something about 

this time? I believe there were some changes you made in 

your life. You played a little less—there was less studio 

work and fewer concerts. Is that correct? 

KAUFMAN: Yes. It began to naturally slow down, which we 

didn't mind too much at all. We had a chance to enjoy our 

own home, the books, our friends, the surroundings, take 

full pleasure in the wonderful things that were going 

around here culturally, musically, the theater. There was 

a real blossoming of culture from then on, as you know, in 

our own town. 
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HAST: Yes, yes indeed. 

KAUFMAN: This included certain specialized concerts. We 

kept on playing here and there. At San Francisco State 

College [now University] we were invited to, I think in 

1957, do something along early music lines. We gave a 

concert there in which we featured the music, again, of 

Vivaldi and played several chamber music concerts at San 

Francisco State with Ferenc Molnar, Jane Hofeld, and Zara 

Nelsova. It seemed to go well with the critics, and we had 

a lot of fun doing it. In any case, it's always a joy to 

visit San Francisco. There is so much there that is vital, 

that is genuine, and very honestly grounded in their own 

background. 

HAST: Yes, that's very true. And then in 1960 you decided 

to give some paintings to Reed College. That sounds very 

interesting. 

KAUFMAN: Yes. You know, Reed College is a rather 

specialized place in Portland, Oregon, and they have a just 

pride in this institution. It breaks many rules. There is 

a much greater freedom allowed to the students, and they 

don't do the usual tight curriculum and rather staid 

routine that they have in many colleges, which is perhaps a 

necessity with enormous enrollment. But somehow, by giving 

the students much more liberty of action and of study, they 

manage to have an extraordinary percentage of Oxford 
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[University] and Rhodes scholars, way out of proportion to 

the numbers that attend. Our dear departed friend Judge 

Gus Solomon--who had been a federal judge for many years--

he always took a great interest in Reed, because he himself 

studied law there and always had interesting stories to 

tell about activities there. 

HAST: It does work. I'm interested to hear that, because 

my son was there in the wild sixties, and he came home with 

an Afro and barefoot. [laughter] But I guess they do 

other things too. Are they good in the arts? 

KAUFMAN: Fairly good, not too bad. They have a rather 

interesting music department, and they're getting 

ambitious. They've been talking for a long time about 

erecting a special building for their collection of art. 

Incidentally, we gave a rather extensive collection to Reed 

College in Portland, Oregon, in honor of my father [Isaac 

Kaufman] and mother [Pauline Adler Kaufman]. 

HAST: I wondered what made you decide on Reed, yes. 

KAUFMAN: He lived there for a long time and established 

his little hat store, which eventually grew to a chain of 

four. And it was, of course, where I was born and went to 

public school until after my thirteenth birthday, when I 

went to New York to study really seriously on the advice, 

as you know, of both [Efrem] Zimbalist and Maud Powell. 

HAST: Yes. 
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KAUFMAN: But we felt it would be a nice memorial to them, 

outside of the fact of their wide circle of friends. So we 

gave them a collection which included works by [Milton] 

Avery, [Lawrence H.] Lebduska, [David] Burliuk, [Mark] 

Rothko. I see some others in a listing that Annette has 

kindly let me have here. It Includes quite a few others. 

I see here besides Rothko, [Joseph] De Martini. And David 

Burliuk, who has always been one of our special affections 

in art. Martin Clivette, who was a sort of premature 

modernist. Nathanial Durk, Lois Harris, and Gerrit 

Hondius, who was one of the members of the Dutch 

expressionists. He never had much of a career here, but he 

did some very beautiful paintings in that sort of general, 

broad tradition. 

Let's see now. Of Lebduska there is an interesting 

footnote we might add to that. I met Lawrence Lebduska 

shortly after I knew Milton Avery. I followed him. He was 

a Czech painter. He had come to this country when he was a 

boy. He learned something about the rudiments of mixing 

colors in Prague. He became a very interesting painter, a 

sort of naif, but an especially skillful one. He did very 

interesting portraits of myself, the one that hangs in my 

hall. It has been reproduced in a book on primitive 

paintings throughout the world. Also, one of Annette. And 

he did a very interesting one of my mother in Romanian 
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peasant costume. I see I gave that to Reed also. If you 

are ever around the neighborhood, they might perhaps drag 

it out of their collection. 

HAST: I'd love to see that, yes. 

KAUFMAN: A lot of activity goes on there that we are not 

aware of. It's an active community artistically, but 

scholastically they have their own way and their own 

standards, which seem to work. 

HAST: Yes, yes. Well, they are well known, that's 

certain. They must have been thrilled about that, getting 

that collection. I hope they are taking good care of it, 

[laughter] as far as we know. 

KAUFMAN: Oh, I'm sure. We occasionally get notes from 

them on special things that they want to do. 

HAST: So then you also went to different places, like 

Rochester, New York, and--

KAUFMAN: Yes. I see here that in 1961 I gave the American 

premiere-- No, I don't know if it was the American, but it 

was the Rochester, New York, premiere of the [Ernest] Bloch 

Violin Concerto with Theodore Bloomfield. Who is a very 

talented conductor and doing a lot of work, much more in 

Europe, between London and Holland and Germany. He is very 

active in both concerts and opera. 

HAST: Yes. And then of course you kept going back to 

Portland. 
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KAUFMAN: Occasionally. 

HAST: Occasionally, yes. 

KAUFMAN: Whenever we could. It's always very nice. I 

love the place. It's not perhaps just youthful nostalgia, 

but it is very beautiful if you can avoid the rainy 

season. 

HAST: It rains a lot. Yes, it rains indeed. 

KAUFMAN: As they say, it has two seasons, the rainy season 

and July. [laughter] But it is beautiful country. 

HAST: Were your parents still living at that time? 

KAUFMAN: Yes. 

HAST: This was in 1961, around there. 

KAUFMAN: I believe that they were already dead at that 

time, unfortunately. 

HAST: And your brothers went their own ways, you said. 

KAUFMAN: Yes. Well, they descended into business. 

Unfortunately, my younger brother, Sidney [Kaufman], 

died. So I have just one remaining brother, Harry 

[Kaufman], who's in business in Portland. 

HAST: Yes, in Portland. So then you can visit with him. 

All right. And then in 1962, you went to North Dakota. Is 

that correct? 

KAUFMAN: Yes. 

HAST: And gave a memorial concert. 

KAUFMAN: Yes. Incidentally, we also left quite a 
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collection of miscellaneous works for their own college 

there, for their own school, in honor of Annette's folks 

[Sarah and Frank Leibole]. 

HAST: In Bismarck, North Dakota? 

KAUFMAN: Yes, her parents were there. 

HAST: Oh, so you left paintings there also? 

KAUFMAN: Paintings and works of art, sculpture. David 

d'Anglers, who was one of the great sculptors of his 

time. He did all the foremost personalities, and we 

managed to get a whole collection of medallions looking 

around the Left Bank in the little shops in Paris. We got 

quite a collection, which we gave them, of outstanding 

personalities. We still have a few here that we hang on 

our walls. One is of Rossini and one is of Paganini. I'll 

show them to you later on. 

HAST: Oh, yes, I'd love to see them. So good. Anyway, 

there were fewer concerts, but you still gave some 

concerts. In the 1970s you did something important, right, 

with [David] Tamkin? 

KAUFMAN: Oh, yes. David Tamkin was a boyhood friend when 

I was still in school in Portland, Oregon. He was pretty 

good as a violin student. He studied with my old professor 

Henry Bettman. We got to know each other fairly well. And 

then it happened on one of our short visits to New York--

Well, when our headquarters were still in Europe and Paris, 
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we always used to come back here and visit, more usually to 

fill in concerts that we had in between. So we filled them 

in going from here to the East Coast. We happened to 

notice at the city center opera company [New York City 

Opera], they were doing a performance of David Tamkin's 

grandiose opera The Dybbuk, based upon the [S.] Ansky 

play. Well, we immediately rushed to buy tickets and at 

the same time were also able to hear a very beautiful 

performance of the Prokofiev Love for Three Oranges. They 

were very well done and very impressive. 

But to our delighted surprise, it turned out that 

Tamkin's opera, which we didn't know anything about, turned 

out to be a tremendous success. It was booked originally 

for about three or four performances. It ended up with 

eight. And that first season, under the leadership of 

[L&szl6] Halasz--who was a very enterprising Hungarian 

musician and conductor--the city center even managed to 

pile up a big surplus. They made a lot of money on that. 

At that time they were also doing an opera by William Grant 

Still based upon Haiti. Let's see, what else? 

HAST: Based upon what? 

KAUFMAN: Based upon the man that liberated Haiti at that 

time. 

HAST: Oh, Haiti, yes. 

KAUFMAN: I've forgotten the name of the opera itself, but 
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Annette will remind me. [Troubled Island] 

But it [The Dybbuk] was a great success. We didn't 

have a chance to meet him [Tamkin] there, because he wasn't 

in New York at that time. We were en route to South 

America and sent him a cable. On returning to Los Angeles, 

we made it our business to get in touch with him and tell 

him how much we enjoyed it. We'd heard about his 

activities, because he had become a very successful 

orchestrator. He was very successful as an orchestrator. 

He was a one-man-band orchestrator for Universal [Pictures] 

and also did freelance. He did a lot of work for Dmitri 

Tiomkin and Miklos Rozsa. And I think he also occasionally 

worked for Alex North. He had a marvelous ear for 

orchestration. I don't know how long he had contact with 

him, but he actually met Ravel and was able to get some 

good pointers. 

I think one of the significant factors in Tamkin's 

musical approach for this opera--which I consider something 

of an authentic masterpiece, very dramatic and really very 

wonderful--was his association in his early years with 

Bloch, the composer. I think Bloch had a lot to do in 

helping him write this youthful opera. I think he was 

twenty or twenty-one years old when he did it. It's a work 

of youthful genius, very powerful and very beautiful. It's 

avant-garde yet not too freakish. It's not too extreme. 
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He doesn't write in any particular system. 

But, in any case, we got to know him much better in 

Hollywood. I said, "Well, look, is there any existing 

recording of this opera so we could hear it again?" He 

remembered at that time that the government had an office, 

or a department [United States Office of War Information], 

by which they would make tapes of important and interesting 

things that they could send to the soldiers around the 

world--in Europe, Asia, wherever--to help divert them. (As 

a matter of fact, many of our concerts over the radio were 

automatically taped for this organization. We had friends 

who were in the service at that time who told us that they 

were occasionally able to listen to us play here and there 

unexpectedly.) Well, he [Tamkin] had a tape which was the 

first opera broadcast of a New York city center 

performance. He played this tape for us, and we thought it 

was in some ways remarkably good. It was quite clear. It 

was done with a very distinguished cast, and the 

performance-- We'll show you some documentary evidence. It 

got rave notices, including all the principal critics, 

Virgil Thomson and Olin Downes. They gave a lot of praise 

to it. 

Well, I happened to be in the hospital for hernia 

repair, in Cedars[-Sinai Medical Center], and I got a call 

when I was still there from David Tamkin. He seemed to be 

282 



very low-spirited. He was feeling very, very despondent 

and talked about the opera. He said, "I don't know what 

I'm going to do. I can't get started on anybody paying 

attention to this." It sort of languished since that 

grandiose opening at City Center. 

When I got out of the hospital, I told Annette, "You 

know, poor David seems so despondent and so discouraged. 

Is there anything we might perhaps do about it?" And what 

we did, we got a group of friends together, including Judge 

Gus Solomon and his wife Libby and a few other people who 

were interested in music. Also our dear friends Jack and 

Frances Libaw, patrons of the arts with whom we often used 

to take voyages together through Europe and enjoy the art 

and music and opera. Irving and Jean Stone, Marta 

Feuchtwanger, Dr. Paul and Mrs. Milah Wermer. We got them 

together. They listened [to the tape of The Dybbuk], and 

they were all tremendously impressed. I think that Rabbi 

Henry Fischer and his wife Dorothy were here also. I said, 

"Is there something we can do at organizing so that we can 

have a private recording of this opera, so that the people 

who are interested can listen and have it judged on its own 

merits?" So Gus Solomon thought it was reasonable, but 

naturally we had to get clearance from the New York City 

Opera company itself and from the musicians union. 

HAST: It's complicated. [laughter] 
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KAUFMAN: Yes, with legalities. We found out that the only 

way we could do it-- We could get permission, but it would 

have to be a noncommercial recording. So through the help 

of our friend Giveon Cornfield, who has released many of my 

records, as you know--

HAST: For Orion. 

KAUFMAN: Both on long-playing records and on cassettes. 

In fact, we remade practically all of our earlier work. It 

has been made into cassettes, because the long-playing 

record, unfortunately, has lost much of its glamour and 

vogue. It's going on to compact discs, one of the 

electronic evolutions of our time. 

Well, we did succeed and made a limited edition of, I 

think, about five hundred copies. We got patrons each to 

contribute a certain amount of money for which they would 

get a signed copy. And it worked. 

HAST: It did? 

KAUFMAN: Giveon Cornfield very kindly gave his services, 

just for the materials involved. We did succeed--I'11 show 

you the record later on--in getting a double-album LP of 

the whole opera as it was done by the New York City 

Opera. OWI Broadcast. So this was the record that 

gladdened the last two years of poor David Tamkin's life. 

It made him feel very good to the very end. 

HAST: How old was he, then, at that time? 
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KAUFMAN: He wasn't too terribly old. I think he was in 
his early seventies. 
HAST: How long did this whole project take for you to 
organize? 

KAUFMAN: It took a few months to organize, in reality. 
I'll show you the disc. I'll be happy to loan you a copy 
if you'd like to hear it for yourself. 
HAST: Oh, how nice. 
KAUFMAN: But it's a very powerful, very wonderful work. 
And the committee is still actively seeing what we can do 
with promoting some sort of performance. We hope that it 
can get off the ground and have a performance somewhere. 
HAST: Yes. Well, haven't they just revived it again? No? 
KAUFMAN: Not his Dybbuk. There are a few other versions. 
HAST: Oh, there are other versions. 
KAUFMAN: There are some other versions. Leonard Bernstein 
wrote a Dybbuk ballet. 
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TAPE NUMBER: V, SIDE TWO 

JULY 16, 1988 

HAST: There were marvelous reviews about the performance 

of The Dybbuk, weren't there? 

KAUFMAN: Yes, he [David Tamkin] got a good send-off. 

Incidentally, while we're at it, we were also successful at 

getting out a piano and vocal score of the complete opera 

with the publisher Boosey and Hawkes [Inc.]. So anybody 

who is interested will have some idea of the music. 

HAST: Yes, where to get it. 

KAUFMAN: If it ever comes to fruition, the conductor and 

vocal leads have a chance to study this score. There is 

also the full material, in case it's wanted, for full 

orchestra, etc., through Boosey and Hawkes. 

HAST: So if anybody wanted to research that, that's where 

they would find it. 

KAUFMAN: Yes. Their office, of course, is in New York. 

HAST: In New York, yes. All right. Fine. So that now 

takes us to around 1978, and you took a trip to Greece, I 

believe, at the time. 

KAUFMAN: Well, we used to go to Europe at least once a 

year to visit our many friends on the continent. We were 

with our dear friends, Jack and Frances Libaw. We were 

going around, and this part of the trip took us to Greece, 

which was fascinating. We had been there a few times 
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before. We visited, of course, all the marvelous museums 
in Athens. We set up a little tour which included the 
island of Crete. So we happened to be in Herakleion. And 
as a result of a fall that I had had, just accidentally--
We had been in Budapest, and it was a very rainy night. We 
wanted to get to the opera in time, which starts in early, 
and it was impossible to get a taxi. So we went to the 
subway, which, incidentally, is the oldest in Europe. 
HAST: Is it? 
KAUFMAN: Yes, marble steps and so forth. I stumbled on 
the steps and had something of a shock. A few days later 
when we were in Herakleion looking at the local museum--
Which is fascinating, by the way. Because in that little 
museum, through not too many rooms, you can trace the whole 
development of early Minoan art and all of that marvelous 
development that is an accumulation of Egyptian, Assyrian, 
I don't know what, into this wonderful form that we know 
comes from that wonderful early archaic period. And you 
can see that graphically right in front of your eyes. For 
instance, they had modern plumbing. We saw practically 
modern-shaped bathtubs there. 

HAST: I know, I've heard of that. I haven't seen it. It 
would be fascinating, yes. 

KAUFMAN: Yes. It's incredible what they evolved at that 
very early time. But as we were going through, I just 
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noticed my eyesight-- All of a sudden there was a sort of 

very gray veil right on top of my right eye. I said, 

"Annette, come here a minute." I explained what happened, 

and Jack Libaw and Annette put their hands in front of my 

face. With that eye I couldn't see anything except the 

very edge. Annette happened to remember from her other 

friends, "It looks to me like a detached retina." So as 

soon as we could, we got in touch with the curator there. 

We couldn't speak Greek at all, but of course we were adept 

at French, which is a sort of universal second language 

there. So we got people, and they lined up the local 

specialist in, of all things, that type of retina 

operation. He was their great expert. He had happened to 

study in Boston and knew about all the latest methods. 

HAST: Really? That was lucky. 

KAUFMAN: We waited and got to him as soon as his own 

clinic was open. We went there in a sort of semi-panic 

with the taxi driver and the doctor saw me. He said, "This 

is very bad." I said, "Do we have enough time to continue 

our visit with our friends for a few weeks?" He said, "Oh, 

no, you'll have nothing left. It's very bad. You have 

just a few days' margin. If you're lucky, you can save the 

eye. In fact, I would like to operate on you tomorrow, but 

I am going to a very important meeting in Tokyo for a 

symposium on this problem. I'll be out of town, and I 
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don't like to recommend staying in Athens. It takes time 

to get in and it's not the care you might have in your own 

hometown of Los Angeles." So I was advised, "Get out of 

here as soon as you can. Get back home as soon as you 

can. " 

HAST: Well, wasn't flying even dangerous for it? I mean, 

the pressure on the eye? 

KAUFMAN: Well, dangerous or not dangerous, we had to get 

back home in a hurry. 

HAST: Yes. 

KAUFMAN: So we called up our local doctor here, a very 

fine doctor, Dr. Fred [Frederick H.] Kahn, and he arranged 

for us to get into the Stein clinic [Jules Stein Eye 

Institute, UCLA], to get into there as soon as we 

arrived. We correlated this all by telegrams and phone 

calls, and we arrived here two days later via London. I 

got off the plane and the next morning already was entered 

in the hospital under care of Dr. [Alan] Kreiger, who was 

one of the head specialists at the Stein clinic at UCLA. 

Luckily, he happened to be a marvelous technician. He 

analyzed it and said, "No, we'll have to do an operation on 

you. It will unfortunately have to be a rather severe 

one." Luckily, it turned out very well. My eyesight was 

never quite the same, but I had the full field of vision-

somewhat distorted, but a lot better than nothing. I was 
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within inches of losing the right eye completely. 
Everything was rather misty for a while, which I took for 
granted, but when I'd try to look at music or print it was 
very dim. And I felt, "Well, this is a good time to think 
of retiring and listening to the younger generation having 
fun out of music and art." One or two years later, I had 
an accident to my right thumb. 
HAST: You had another thing happen, yes. 
KAUFMAN: Just accidentally a car door banged on it, and it 
chopped off about a half inch of the thumb. When I tried 
to play after it healed, it was very awkward and difficult 
for me to hold the bow naturally. So I figured, "Well, 
this is about time to call it quits." After seventy years 
of playing since I was a kid, I figured I had done my duty 
[laughter] and, as I say, we could go back to becoming 
listeners and enjoying the arts at our leisure. 
HAST: Yes. Well, you said that especially it was handling 
the bow that was difficult. 

KAUFMAN: Yes. Yes, it was too awkward. I felt as though 
I was trying to handle a big club. You know, you lose the 
natural facility that one should have. Playing music 
shouldn't be such a tremendous, uphill job. It should flow 
naturally, like the birds sing. 

HAST: Well, it did for you for all those years of playing. 
KAUFMAN: Well, we felt we had done whatever we could. 
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HAST: But, I mean, wasn't it very traumatic? 

KAUFMAN: Not at all, not at all. 

HAST: Really? I would think that it is the worst thing 

that could happen to a violinist. 

KAUFMAN: I wouldn't have felt the slightest guilt at 

quitting after this time and quitting when I was still able 

to do whatever I could at the time. But no doubt we are 

all subject to those rules. Time takes its toll, and we 

have to accept it gracefully and philosophically. We may 

lose one thing, but perhaps we gain a little in experience 

and hopefully a little more wisdom. 

HAST: Well, that's very good advice, I think, for 

anybody. But then something exciting happened in 1985, 

didn't it? That was really exciting. 

KAUFMAN: Yes. Through the telephone again. Which seems 

to be a bringer, very often, of interesting developments, 

as well as the opposite. We got a call from Oberlin 

[College]. Now, this was actually a logical result, 

perhaps, of an interview that I had had with our friend who 

was in charge of publicity and promotion at Oberlin 

College, a young fellow by the name of [John] Harvith. He 

had the very interesting idea of collecting, collating, and 

making a book on the early recordings of Thomas Edison 

[Edison, Musicians, and the Phonograph], who was a genius, 

a sort of American Leonardo. We are so indebted to him in 
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almost every direction. It may not be generally known, but 

Thomas Edison established his own record company based upon 

his own research and discoveries in the field of recorded 

music as well as speech. 

He established the company, and when I was very young, 

I was called on the telephone by a friend of mine [Gordon 

Soul6], a very talented student from Portland, Oregon. He 

happened to get a job as a sort of artistic director for 

the classic division of Edison records. 

He called me up--he happened to be in town, lately 

arrived--and he said, "Louis, would you like to make 

twenty-five dollars?" 

I said, "Sure." [laughter] 

He said, "Well, look, I'm in charge of selecting the 

artists. Would you like to record something for Thomas 

Edison?" Well, I had not recorded before, really. 

I said, "Sure. What is it?" 

He said, "Well, we have a couple of popular songs"--

"Ramona" and something else. He said, "I'll give you the 

part. You arrange your violin part, I'll have one of the 

pianists arrange his, you put them together and we'll have 

a record." 

HAST: When was this? 

KAUFMAN: This was when I was very young, long before I 

graduated from the Institute of Musical Art [now the 
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Juilliard School] with [Franz] Kneisel. I said, 

"Certainly." 

Well, we put the two versions together and made the 

recording into the old horn there. I tried my best to 

impress the old man. He was in a phone booth. As you 

probably know, he was very deaf and would judge everything 

according to the mechanical instruments, the needles and 

other gadgets. I tried to impress him and put on a lot of 

expression with a lot of vibrato. Which was the worst 

thing that I possibly could have done, because Mr. Edison 

watched the needle, and it was jumping all over the 

place. He concluded that I didn't have a good bow arm--it 

was unsteady. So both Gordon Soule and I were fired on the 

spot. [laughter] That was the result of that. 

However, due to the fact that they spent some money to 

pay us, they decided after all to issue the records. It 

was originally on one of those round [cylinders] you play, 

those archaic things. Later on, a half a year or a year 

later, they issued it on those great big, thick pancake 

discs that were almost an inch thick. They were 

unbreakable. But willy-nilly I got into history. There is 

a long, long chapter that I did at that time, the interview 

with Harvith over a period of a few years, of my early 

experiences, my early experiences with Edison as a 

recording violinist. [laughter] It's there in his book. 
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It's called, I think, Edison and the Early Phonograph. 

It's a rather monumental volume. It has had very good 

reviews, and it's gotten off to a flying start. So I got 

into history through really no fault of my own. 

We had kept up our friendship. We used to keep in 

touch with him. So we got a call from him, and he said, 

"Look, we would like to have you come to Oberlin College. 

They're very much interested in having you come over to 

give a master class and have a symposium on musical 

research, if you like, on your way back East." I said, 

"Certainly." 

HAST: So this was in the 1980s? 

KAUFMAN: Yes. And then we unexpectedly got a very 

charming letter from the president [of Oberlin College] the 

next year. He wrote, "We'd like very much to give you 

musical doctorates. We've looked over your actual 

soundtracks, cassettes and records, and we think you have 

made a definite contribution. We'd like to give both you 

and your wife Annette doctorates in music." Well, we were 

very flattered and very happy. So we went there, spent a 

wonderful week, and had a lot of fun listening to the 

students and speaking at symposiums and everything else 

that I could think of to make ourselves useful. So that 

did result in our becoming doctors. I always glibly tell 

our friends that we are now in a position where we can 
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provide you officially with the advice of taking aspirin if 

you have a cold. [laughter] 

HAST: Well, I think that is wonderful, and nobody deserved 

it more than the two of you. That's really, really 

exciting. So what I'd like to talk about the next time we 

continue this is your publications. We will go into that, 

and then we have a number of other things we want to 

discuss which will be of interest to music students. 

KAUFMAN: I hope so. 

HAST: Yes, indeed. Thank you. [tape recorder off] Now, 

you also went to Tahiti. How did this come about, Dr. 

Kaufman? 

KAUFMAN: Well, it's a rather amusing set of circumstances. 

On one of our regular trips to Europe, which included Italy 

this time—which we love, of course, like everybody else— 

we decided to visit the southern part, starting in with 

Rome. We were in the hotel that had been recommended to us 

by one of our musician friends, the Hotel Elisio on the Via 

Veneto. We went there, and I must say it was somewhat 

disappointing. The location was good, but nothing seemed 

to work very well. The elevators very often didn't work 

altogether. The hot water ran cold and vice versa. There 

was ferocious steam heating in our room by mistake when it 

was summer. So we were not too comfortable. On our way 

down on the elevator-- We used to speak French, because we 
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also were obligated to be there on demi-pension and have 

one meal a day there besides breakfast. The food was also 

somewhat mediocre. We used to be able to go to all the 

little trattorias and eat much better food. But when we 

complained, we wanted to be polite so they wouldn't be 

offended, and we would usually speak French. Well, 

evidently we were overheard on our way down on the elevator 

by an elderly couple, a very distinguished gentleman, and 

he started to speak to us. 

HAST: He spoke in French? 

KAUFMAN: Yes, very erudite French. I must say much better 

than our own. But he introduced himself. His name was 

Pierre Artur, and he happened to be the editor of the 

leading newspaper in Rennes, in the northern part of 

France, in Brittany. We started to talk together, and he 

said, "Nothing works in this place." Our own complaints. 

"Everything is topsy-turvy, hot water cold and cold water 

hot." He was also not too pleased with the food there. So 

we continued talking and introduced ourselves as 

musicians. "Oh," he said, "my son, Gilles Artur, is 

staying at this hotel. He also is very much interested in 

music, but more in art. He happens to be the director of 

the Gauguin Museum in Tahiti." So we met him. 

We found this handsome young gentleman interesting. 

We talked about art, and we told him about our background, 
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violin and art collection. And it seemed in his early 

youth he had also studied the violin. He said, "Well, this 

sounds very interesting. You know, I am the director of 

the museum there, and we have an occasional celebration 

dinner about once a year. We'd like to have a concert. 

We'd very much like to have you come to Tahiti sometime and 

play for us." We said, "Of course, delighted." It 

happened to be one part of the world we had not been to. I 

said, "Certainly." Well, we thought this was just merely 

his being polite and did not expect to hear from him. 

Well, quite a few months later a friend of his visited 

Tahiti. His name was Rene Dessirier, and he was very adept 

at making installations of works of art for museums and 

putting them in the right places. He was very good. And 

he had just come back from Tahiti, where he had been 

working at the museum on a new installation. He said, "You 

know, Gilles Artur is very much looking forward to having 

you there. He has arranged it for about a month from 

now. If you can make it, he would very much like for you 

to come and visit." 

HAST: In a month? That wasn't much notice. 

KAUFMAN: Well, we happened to be in town and were ready, 

and so I said, "Certainly." 

HAST: How nice. 

KAUFMAN: Well, very shortly we got a message from him by 
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telephone, "We'll expect you on such and such a date. Is 

that all right?" I said, "Sure." So he arranged for our 

passage and everything else. And then we got no less than 

a royal welcome. It was marvelous. 

HAST: You did? 

KAUFMAN: I think the Tahitian hospitality and spirit is 

second only perhaps to Honolulu, Hawaii, with their 

wonderful traditions. It happened that in the main room 

that they had for music, they didn't have a piano. He 

didn't tell us about that. But we were about to play other 

concerts at the Centre Culturelle that had quite a nice 

auditorium there. I was able to play a concert there with 

Annette. 

But he pulled this on us more or less at the last 

moment. He said, "Well, you'll have to play music for 

violin alone. What can you do? Can you play four Bach 

sonatas?" I said, "What? Four Bach sonatas will kill 

everybody from boredom." He said, "No, no, no." It 

happened he was right and he was wrong. He loved music and 

had a few other of his older friends that loved very early 

music. There was one gentleman in particular who felt 

everything was anathema that was later than Bach and 

Vivaldi. He was able to endure Bach, but his real love was 

Monteverdi and that wonderful early period. I said, "Well 

look, I can play a couple of Bach sonatas. And then there 
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are also two Telemann sonatas for violin alone, which are 

rather amusing and a little bit lighter. Suppose I do a 

combination, half Bach and half Telemann, so as not to kill 

everybody through sleeping." [laughter] So he said, "All 

right." So that worked out very well. Then Annette and I 

played a few concerts around there at the Centre 

Culturelle. As I say, it was a royal welcome. 

HAST: They found a piano for her, did they? 

KAUFMAN: Well, they had one at the centre, the French 

center. So that went over very well. It was very 

gratifying, because a few years later he invited us to come 

and revisit them. And this time he promised that they 

would have a piano. So then we played a regular concert at 

the musee and again at the centre. But, again, I must 

emphasize the wonderful hospitality. We stayed at the best 

hotel and were treated literally like royalty. I must tell 

you in some detail about the banquet that they 

traditionally had. 

HAST: The banquet? 

KAUFMAN: Well, in connection. I think most of the people, 

including all the native princesses and the governor of the 

island and the French officials, were there. It was 

obvious to us that it was less because of the music than 

because of the royal feast they had such a large 

audience. They had magnificent lobsters and shrimp and 
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oysters from New Zealand, their own native things--you 

know, they used to do these things with putting food on hot 

rocks underground--and pork and chicken and everything 

else. And magnificent, exotic fruits. It was a royal 

feast, really. I had never had anything quite like it. 

HAST: And visually was it beautiful? 

KAUFMAN: Oh, yes, Tahiti is beautiful. 

HAST: I mean the food on the table. [laughter] 

KAUFMAN: Oh, yes. But the islands themselves are very 

seductive. We visited Moorea. 

HAST: Oh, yes. 

KAUFMAN: Now, it happened also that he was very friendly 

with a very fascinating artist by the name of Yves St. 

Front, who was a very remarkable character, a more or less 

traditional artist, but with a very fresh touch, along the 

lines of [Albert] Marquet. Sort of simplifying things, but 

a very beautiful sense of color and design. We visited his 

studio-home and were immediately attracted to his work. He 

had decorated the local church and later on did a grand 

decoration for the great Oceanic museum they had built, 

great big murals. We ended up by buying quite a few of his 

pictures. We still have them. You might see them on our 

walls here and there. That resulted in a long 

friendship. 

As a matter of fact, the last time we were in France 
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we visited Yves St. Front to see some of his latest work, 

which really was very beautiful. We particularly liked him 

because he doesn't follow just the current trends of either 

splashing or making stripes or squirting stuff haphazardly 

and calling this profound, great art. Which we are rather 

skeptical about on our own, these vast spaces filled with 

literally nothing. I don't see how one can negate all the 

great culture of the past and just forget about all of 

those things, perspective, color, quality, and composition, 

and just slough them over with the idea that you cover it 

with a blanket of pseudo genius. It doesn't work, at least 

not for everybody. So this was one of the spin-offs, the 

result of the second visit. Gilles Artur always calls up 

when he is in town on his way to Paris or back from Paris 

to Tahiti. And with good luck, we hope to revisit him 

again. 

HAST: Oh, that sounds very good indeed. 
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TAPE NUMBER: VI, SIDE ONE 

JULY 23, 1988 

HAST: Good morning, Dr. Kaufman. 

KAUFMAN: Good morning. 

HAST: We're back again for another nice session. Today we 

wanted to talk about some of your publications and 

recordings. James Creighton in Toronto, Canada, has come 

up with a marvelous discography of you. It's in 

Discopaedia of the Violin, 1889-1971. You are listed in 

there, so anything that you have recorded can be looked up 

there. You are on so many labels it's unbelievable. So, 

anyway, we found out there that you have more than a 

hundred major works that you have recorded, which is very, 

very impressive. In fact, you have been called by Oberlin 

College the greatest violinist in history to be recorded 

the most times. Let's see, how did they put it? In 

history, the most recorded violinist? 

KAUFMAN: This is obviously a great exaggeration. 

HAST: You think so, really? 

KAUFMAN: Oh, yes. There are many eminent violinists who 

have a bigger discography than my own. I have to take a 

modest backseat in comparison. For instance, the recorded 

legacy of [Jascha] Heifetz is awesome. [Yehudi] Menuhin 

has an extraordinary record in that direction. And there 

are a few others. 
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HAST: Yes. They said this at Oberlin when they gave you 

your doctorate. [laughter] 

KAUFMAN: Well, they were kind and, I'm afraid, slightly 

biased. But I am very happy that we were able to get most 

of our important work on wax, in one form or another. 

Because, as you know, personal appearances are at best 

transitory. We are entertainers like the old-time 

vaudeville actors, so we must realize that. However, the 

printed word somehow persists. That is, it is capable of 

existing for the future. And to a certain extent the 

recorded material goes on for a long time in various 

forms. For instance, practically all of my earlier efforts 

that were made on long-playing records were all transferred 

to cassettes. Eventually, I'd like to think some of them 

will go on to the next process [compact discs]. 

HAST: Yes. Well, Orion just did that, didn't they? 

KAUFMAN: Yes. 

HAST: Also, you have recorded over four hundred Hollywood 

film soundtracks. I mean, that's an impressive record 

also, absolutely tremendous. 

KAUFMAN: Yes. Well, this how we made our living for quite 

a few years. It provided a very comfortable economic base 

so that we could have that in our background and feel free 

to do what we wanted to do, namely our pursuit of music--

early, medium, modern, whatever was grist to the mill of 
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the recording studios. 

HAST: You've written numerous articles, and there is an 

edition of yours of six Telemann sonatas and many other 

things. But the one thing that I did want to mention is 

the Warming-up Scales and Arpeggios: [A Daily Five-Minute 

System for Violinists]. That's very interesting. You gave 

me a copy, so I know it firsthand. Do you want to talk a 

little bit about it? 

KAUFMAN: Yes, I'm glad you mentioned it. This was born 

out of our traipsing around the country and playing and 

barnstorming and concerts in America and Europe and South 

America. We found out that the schedule didn't always suit 

one's personal convenience. We would arrive sometimes at 

the last moment and frantically rush to the concert hall 

just in time to play. You simply have no time to warm 

up. So I had to devise a system for myself whereby I could 

get the fingers going a little bit so they weren't too 

stiff. I devised a rather simple little routine of scales 

and arpeggios which I could go through in a few minutes. 

Then as I began to think about it, I began to realize 

that I was the victim-- When I was a student and practicing 

rather seriously--which commenced, really, with my study 

under Franz Kneisel at New York's Institute of Musical Art 

[now the Juilliard School]--I had to go through a good 

amount of technical drudgery, which was necessary. Scales 
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and arpeggios--systems. There are many exhaustive 

systems. I recall to mind the [Otakar] Sevcik system and 

Carl Flesch. There have been too many systems. The only 

trouble is that they are too good, they are too complete. 

For instance, if you really wanted to go through these 

systems conscientiously, you'd take a minimum of one or two 

hours every day. For the average student that has to go to 

school and that has to prepare repertoire and his own 

personal studies, this is completely out of the question. 

One cannot allocate that much time, unless you are a fiend 

at practicing and can practice daily six to eight hours a 

day--if you're an outstanding specialist. Which is almost 

the condition of the type of athletic exhibitions we expect 

of the violinists today. They are awesome in what they are 

able to accomplish. Violinists are starting very early, 

including the Orientals and the Israelis. 

HAST: Do you think the technique is better today? 

KAUFMAN: Oh, yes. It's advanced immeasurably through the 

influence of the phonograph and concerts. 

HAST: No, I'm talking about the actual playing, the 

fingering. 

KAUFMAN: The actual playing, technically, is at an all-

time high. However, there is something missing, in my 

estimation. There is a kind of poetry that's missing; 

there is a kind of individuality that's missing; there's a 
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sort of romantic quality that came along with the past 

generations which I find somewhat missing. Because it's 

very hard to tell sometimes, among the younger people, who 

is playing, which is which. There is not much 

individuality. 

HAST: They sound alike? 

KAUFMAN: To a certain extent. They are all polished, they 

all play with a kind of perfection. Which is taken for 

granted, too much taken for granted. Something is missing. 

However, I decided, in view of this tremendous 

background of scales and rather routine exercises-- Which 

for their purpose are very good. However, they take much 

too much time. You cannot go through the central, great 

literature that is written for the violin-- Starting in with 

the elementary things and the [Rodolphe] Kreutzer, [Pierre] 

Rode, [Jakob] Dont, in succession, until you get*to the high 

reaches of [Pietro] Locatelli and finally with [Niccolo] 

Paganini. Who reached an incredibly high watermark of 

violin virtuosity. It's incredible to think that this man--

who was mostly self-taught, by the way--was a super genius 

as far as the violin is concerned. I am frankly convinced 

that with his marvelous, inspired melodic quality, he could 

have been equally a good operatic composer. Because he had 

marvelous, inspired melodies, romantic things that forecast 

Berlioz, who, by the way, was a very close friend of 
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Paganini. But it's hard to go much beyond that. Of 

course, we have the modern technique, which is based upon 

the modern composers such as Prokofiev, Bartok, etc. 

But, nevertheless, I thought it was necessary to 

codify something. That's how I evolved my scale system. I 

call it Five-Minute Warming-up Scales and Arpeggios. 

HAST: I remember when you went to Montecito [Music Academy 

of the West], you got some students that could go up the 

scales but couldn't come down. [laughter] 

KAUFMAN: Yes, it was rather weird. I would ask them as a 

routine thing when I was in Santa Barbara at the head of 

the violin department one summer, "What would you like to 

study?" And with very few exceptions, they wanted to study 

the most difficult and taxing modern works. Prokofiev and 

Bartok usually were their favorites. So I would ask them 

as a matter of routine, "What would you like to play, a 

scale or an arpeggio?" Well, they usually started 

floundering around. It was very hard for them to do that, 

because they took it for granted and they really couldn't 

play a decent scale or arpeggio. 

There was one girl that went up the scale fairly well 

and then stopped. I said, "Now come down." She said, 

"Well, my system doesn't go down the scale." So I said, 

"Occasionally, you know, you have to play a descending 

scale." [laughter] "It's not always a one-way 
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escalator. It's not all that easy." 

So I devised this. It's a simple enough scale. And 

if you go through it, the idea is that you start on the 

lower G and you gradually work up by semitones, one key a 

day. You go up a half tone every day. Within twelve days, 

you've gone through the whole gamut. Then you go back 

again. This eventually teaches you to go through the 

highest registers of the violin. I have that in scales, 

arpeggios, and thirds, and a few elemental things in style 

that the editors wanted. 

This is still going strong, and I understand they are 

selling it very well. It's a Simple-Simon method, but I 

think it does the trick. It eliminates a lot of work, so 

that the poor, beleaguered student with his homework and 

outside tasks-- He's entitled to have his athletics and all 

the rest of it. So there is no student that really can 

devote quite that much time, unless you have these kid 

prodigies that started when they were three years old and 

made a specialty of it. This work is being republished 

with additional scales in 1991 by International Music 

Company, New York City. 

I think I might have told you that when I came to the 

class [at the Institute of Musical Art], after a season 

with the old man, Kneisel, he said, "Kaufman, how much do 

you practice a day?" So I said, "Two hours." He said, 
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"What! You want to be in my class for two hours 

practicing? That's no good." He roared back at me, "You 

must practice at least six hours a day or more." 

KAUFMAN: Which meant you had to drop out of school. 

HAST: I had been going to Morris High School at that 

time. I told him, "Well, I do a little practicing before 

school, then I have my homework, then I try to devote some 

time when I get back to practicing before I have dinner or 

after dinner before I go to bed." "No," he said. I 

pointed out I had to go to school, because a requirement of 

the Institute of Musical Art was that you had to finish 

high school. And he knew that. He said, "Look, I'll talk 

to Frank Damrosch," who was the head of the institute, "and 

we'll arrange it." And he did. He got me off high school, 

and he said, "Take a private tutor." So I did. It 

happened that there was a young Jesuit priest who was very 

highly recommended as being a specialist in languages and 

mathematics--

HAST: Yes, I remember, we got that on the tape, 

actually. You had to fire him the first day. 

KAUFMAN: You know that. Well, after one or two times that 

he tried to get me into his sect, I really wasn't that much 

interested. So I fired him, and from then on it was a 

matter of educating myself widely. 

HAST: And that's what's so extraordinary. I mean, for a 
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man who never got a high school diploma, you are one of the 

most--

KAUFMAN: I went through one year of high school. 

HAST: —well-read men I know. 

KAUFMAN: Oh, well, I was an omnivorous reader, along with 

Annette [Leibole Kaufman], and wrecked my eyes very 

early. I was myopic and nearsighted. 

HAST: Because of reading so much music. 

KAUFMAN: But I think it was worth the price. Not only 

music. No, all around. I was interested in history. I 

couldn't care less about calculus or chemistry or all the 

other things, I regret to say. 

HAST: [laughter] I can understand that. 

KAUFMAN: So in those directions I am a complete 

ignoramus. 

HAST: Let's get back to what we were talking about here. 

How about fingering? Now, that's a subject that is 

terribly important for any musician. It is for piano, I 

remember from my piano lessons way back. But for violin, 

it looks so complicated. Now, is there any one way that is 

right? Or would you say it depends on the size of the hand 

maybe or the individual? 

KAUFMAN: There are a few standard methods which are more 

or less safe and sane. In other words, you have what you 

call the first position, the third, the fifth, and you go 
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through all numbers, and then you have all the positions in 

between. So this defines more or less the general 

configuration of the fingers, you know, as a unit. 

Now, in between that you have all kinds of 

complications. There are many aspects of fingering. The 

standard fingerings, as prescribed by the great authorities 

of the past--[Joseph] Joachim and the great editors like 

[Ferdinand] David--and in our own time, are, on the whole, 

quite sound. However, I think a certain latitude must be 

given. There are no two wrists or two hands or two 

mechanisms that are exactly alike. Now, what might be 

perfect for a Heifetz or any predominant virtuoso might be 

poison for the average person. Because they have their own 

way of solving things. In that respect, Kneisel, I think, 

was very wise. If we could solve something, and if it was 

clean and was in tune, he never even questioned it. 

HAST: Oh, is that right? 

KAUFMAN: Occasionally, when we would have difficulties, he 

would indicate some personal solutions and suggest 

alternatives. They were often very useful. But outside of 

that, in the rare times that I've had the time and leisure 

to do a little coaching, I never try to inflict personal 

fingerings on anyone. Because just to copy-- They might 

suit my wrist and hand. I don't have a very large hand, 

you know. 
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HAST: No, you don't. 

KAUFMAN: And my fingers are apt to be short and stubby. 

It has certain advantages and certain disadvantages for 

stretching. Certain stretches that I find practical so 

that I don't play too much out of tune and so that I can 

reach higher positions with a certain facility don't always 

work for others. There are certain individuals with larger 

stretches, larger fingers, different muscular 

configurations, and they have their own solution. If these 

work, it's fine. If they are in tune and if it's accurate 

and if it's clean, you don't need anything more. 

So Kneisel was able to give that latitude. I regret 

to say that some very great figures, they are very set in 

their ideas. They insist upon their pupils following their 

own exact fingerings, which I think is absolute nonsense. 

I won't quote anybody, but I know some of the very greatest 

personalities of our own time, such as [Eugene] Ysaye, have 

insisted on pupils following the teacher's own solutions. 

And this is nonsense. Also, I think it's nonsense when you 

have the teacher dutifully sawing away with the poor 

pupil. You can't tell who's out of tune, who's playing 

what, [laughter] who's doing what. This routine is just 

hopeless. It doesn't accomplish anything. In my own 

opinion, I think the less playing that the teacher does and 

the less talking the better. In other words, my own 
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principle is to make the pupil learn through his own 

efforts especially. Because, for instance, what I might do 

easily and naturally might be very difficult for a pupil. 

And very often I've come across pupils who can solve things 

in a brilliant way that wouldn't occur to me, that wouldn't 

work for me, inversely. 

I remember one time when I had a master class at 

Columbia University in New York. We went through the usual 

routine. There were some pupils there that were very good, 

and there were some pupils that were very, you know, 

mediocre or less-- It varies, the gamut, all the way, as 

far as talent is concerned. One of the students called 

out. It was somebody in the back row. He said, "Why don't 

you play for Mr. Kaufman?" So I said, "Fine." So this 

fellow grabbed one of the violinists. He wasn't prepared 

to play--he didn't bring a violin. He asked me what I'd 

like to hear. I said, "Play me anything you like." So he 

started right in on one of the most difficult modern works 

of Bartok that was really fiendish--and proceeded to play 

marvelously, you know. I said, "I'm sorry, there's nothing 

much I can tell you. I think you ought to do the coaching 

and let me play for you." [laughter] Because it was 

wonderful how he accomplished those passages. 

HAST: Technically and musically also? 

KAUFMAN: Technically. Musically also quite good. But I 

313 



would say more brilliant in the technical way. 

HAST: Have you heard from him since? 

KAUFMAN: No, I haven't heard from him. Well, life 

sometimes defeats these people, you know. Problems of 

life. 

HAST: Yes, which is sad. Yes. So the fingering, this was 

something I definitely wanted to ask you about, because I 

also wanted to know about techniques. Have they also 

changed from the seventeenth and eighteenth century? 

KAUFMAN: Radically, very radically. Oh, of course. 

HAST: Can you explain this? 

KAUFMAN: We can judge by the type of music that was 

written at the time of Bach and Vivaldi, as it begins to 

develop. And, as I say, we reach a high point of technical 

proficiency with Paganini. Then the lid is off the 

Pandora's box as far as technique is concerned. Because 

with the modern composers, all bets are off. They've 

evolved new techniques and new ways of expression. I don't 

say they are easier. I don't know anything technically 

that is really more difficult than the traditional things 

that we grew up with: [Henryk] Wieniawski, [Henri] 

Vieuxtemps, some of those writers, who did beautiful 

work. Or even [Ludwig] Spohr. But it's a different type 

of technique, it's a different type of expression. It all 

goes together with what we call progress and evolution of 
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taste and instrument. As I say, the material itself gives 

you the story. You can tell from the early concertos and 

works that were written at the time of Bach and Vivaldi 

what has gone on. For instance, in the lovely [Violin] 

Concerto [in E Minor, op. 64] by Mendelssohn--which is in a 

class by itself for charm and quality, of course, along 

with Mozart--you have a kind of wonderful way of utilizing 

the prevailing technique of the time in the most beautiful 

lyric way. And you go on from there. 

HAST: How do you know what they wanted? I mean, do they 

indicate it on the score for you to know? 

KAUFMAN: With the good composers, they indicate very 

carefully. As a matter of fact, Beethoven is a real 

fussbudget. He has so many indications in his chamber 

music and everything else that you have your hands full, 

certainly in the quartets, to try to conscientiously follow 

his indictions. Because he had all kinds of minute 

indications. It shows how careful and what a super master 

he was in every department of music, which is still unique 

and awe-inspiring. It's very carefully directed. They 

[earlier composers] did not indicate those things in 

anywhere near the complete way that the later ones did, 

especially starting with Beethoven, above all. Then we get 

a later development. Brahms is careful in writing his 

dynamics and phrasing. Great composers did not indicate 
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fingerings. That was left to the editors that came later 

on. 

HAST: Oh, the editors actually did that? I thought maybe 

you had to work it out yourself or you had teachers telling 

you. 

KAUFMAN: Well, there are many individual editions of 

compositions. For instance, Joachim sort of set the 

standard for most later editions of serious music. His 

work, in my opinion, is very masterly with everything that 

he did, the Bach sonatas in particular. His edition of the 

Beethoven Violin Concerto [in D, op. 61]. All the great 

works that he edited. The Brahms [Violin Concerto in D, 

op. 77] that he helped collaborate on and gave Brahms--

Now, it was David also that helped in this process. But 

Joachim was a very close friend of Brahms, as you know, and 

was very helpful in giving him hints. Brahms was not a 

violinist; he was a masterly pianist. But he knew enough 

about the instruments, as we know. Brahms never indicated 

fingerings, actually. Just phrasing and what he wanted 

musically, very carefully. 

HAST: Yes. Well, I have piano scores where the fingering 

is in there, but I did figure it was the editor who put it 

KAUFMAN: Oh, absolutely. 

HAST: And then sometimes you have to adjust it to what's 
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best for you, I guess, just like a violin. 

KAUFMAN: Yes. I even doubt the Prokofiev concertos for 

piano, for instance, or for violin-- I do not think they're 

annotated by the composer. Those indications come in later 

editions by the editors. 

HAST: Well, this takes us to-- Well, let me first go over 

some of the reviews, because it will lead up to the next 

question. 

KAUFMAN: Oh, excuse me. You were kind enough to mention 

the Telemann sonatas that I edited. 

HAST: Yes. 

KAUFMAN: This is a work that we found in one of the public 

libraries. I believe it was a unicum, a very early edition 

in Brussels that we found. 

HAST: That's right, yes. 

KAUFMAN: We were very lucky. Annette did the scholarly 

work on it, transcribing it, because it was still somewhat 

archaic print. And, as a result, we were asked to record 

it many years later for Orion records with a very good 

harpsichordist, Fred [Frederick] Hammond. He was a pupil 

of [John] Fitzpatrick. 

HAST: Oh, Fred? Yes. At UCLA? 

KAUFMAN: Yes. And this exists now on records and also, I 

think, cassette. The other thing I did along that line was 

that we discovered, also in the same library, six Telemann 
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sonatinas for violin and harpsichord, which I transcribed 

and edited with my own realization of the original figured 

bass. 

HAST: So then you put in the fingering to this as you saw 

fit? 

KAUFMAN: Not only fingering, but actually the edition. 

For instance, the early music was not published in the form 

we use now. For instance, if you have a sonata, starting 

even with Beethoven, or Mozart, they indicated exactly what 

they wanted. Now, the earlier music, the archaic music, 

starting in, as far as I know, with [Giuseppe] Torelli, had 

the bass with cryptic numbers underneath. These indicated 

the harmonies they wished the players to use. And that's 

all. One line on the bass, one line on the top, and always 

in separate parts. So one has to devise something to go in 

between. You just can't have one line on the bass and one 

on top. It doesn't work. 

HAST: So it's up to the violinist? 

KAUFMAN: No, it's up to the editor to fill it in with what 

he thinks is the right harmony and a certain elemental form 

of counterpoint to go in. 

For instance-- It was very amusing. We had a winter 

vacation with Annette's folks in Bismarck, North Dakota. 

It was the blizzard time, so there was nothing much for me 

to do but to work on it. Within six weeks I completed the 
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continuo, what they call "figuring" all the bass part for 

these lovely little sonatas of Telemann's. And this has to 

be a work of scholarship and perhaps a certain amount of 

feeling for the material. 

HAST: It does. I'm absolutely amazed, because it ties 

right in with what they're doing in films, what we were 

talking about, orchestrating for the composer. It really 

goes way back, that the composer would be really too lazy 

to write it all, I guess. [laughter] 

KAUFMAN: Yes. Well, we have, incidentally, a few very 

precious documents left by the master himself. They are 

the marvelous sonatas for violin and harpsichord by Bach. 

Now, thank heavens, he filled it in himself. He did 

exactly what he wanted. These are very precious, because 

they give the best indication of what a great genius did 

with his own music. And this is very rare. For instance, 

in Vivaldi that doesn't exist. In the violin concertos and 

the violin sonatas, you have just bass lines, and it was 

taken for granted that the outstanding virtuoso knew enough 

about it to fill in. 

HAST: But no two people would do the same thing, of 

course. 

KAUFMAN: Exactly, exactly. 

HAST: And this makes it fascinating, doesn't it? 

KAUFMAN: Well, it corresponds a little bit to the type of 
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talented noodling around you have with jazz, with jazz 

orchestras, where they improvise all the time and it's 

taken for granted. 

HAST: Yes, right. How fascinating. 

KAUFMAN: They just have one bass line, and they sort of 

work and embroider around it. 

HAST: Now, let me ask you, a young Mozart starting out 

studying with his father [Leopold Mozart], as he did, what 

kind of scores did he have? 

KAUFMAN: He did complete scores--in a general way, of 

course. I mean, it's marvelous what he did. His works, 

thank heaven, are complete. 

HAST: Mozart's are. But I mean when he started out as a 

small child, studying, what kind of scores did he have, I 

wonder, that his father provided for him? 

KAUFMAN: Well, his father was a very accomplished musician 

and violinist, you know. He was one of the leading 

authorities. His violin method, actually, is still in use 

today among scholars. 

HAST: Is it? 

KAUFMAN: Oh, yes. It is very basic and very fine. He was 

a wonderful influence. And he was guided along. Of 

course, we know that Mozart was profoundly influenced by 

Bach himself. So he was influenced. But we have these 

precious documents, thank heavens. Mozart indicated 
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exactly what he wanted in his sonatas and his concertos and 

operas. In particular, young Mozart was influenced by the 

work of Johann Christian Bach, who was one of the eminent 

sons of Bach. Incidentally, I don't know how he [Johann 

Sebastian Bach] accomplished all of this. You know, Bach 

had a few wives and ended up with twenty-two children. 

HAST: Unbelievable. Yes, unbelievable. 

KAUFMAN: It's just incredible. 

HAST: And he was close to his children. I mean, he really 

cared about his children. 

KAUFMAN: Oh, yes. He educated every one of them, and some 

of them became very eminent musicians. In fact, in Bach's 

lifetime, even overlapping, his sons were considered more 

progressive and really attained greater fame than the old 

man himself. 

HAST: One of his sons became a gypsy. I remember I had a 

German book that I read as a child. He joined a band of 

gypsies. 

KAUFMAN: Gypsy musicians, you mean. 

HAST: Probably musicians. But he traveled with them. 

KAUFMAN: Well, that undoubtedly was-- I doubt if he went 

into the bohemian life of a typical gypsy. But as far as a 

musician is concerned, it's very possible. I wasn't aware 

of this myself. 

HAST: Yes. Let me see if I can find the book, and I'll 
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let you know. But, at any rate, that is fascinating. 

I wanted to go on from here to talking about, first of 

all, the reviews. Because you've had fabulous reviews. 

I'll just pick three, because we can't cover them all. One 

is in the New York Times, and it says, "A violinist's 

violinist and a musician's musician." I think that's 

beautiful. That's you all right. And then James Creighton 

said of you, "He is an interesting link with the violinists 

of the previous generation." Henry Ross says that you have 

"a bewitching and vibrant tone" and that "his stunning 

sound, sophisticated style, and rhythmic verve are of the 

highest order. He has a solid and secure technique." 

Now, this takes us into what I want to ask you about. 

First of all, let's talk about violins, and then let's talk 

about bowing and bowing techniques. Because I understand 

that you have a fast vibrato and that you have been greatly 

influenced by [Fritz] Kreisler and Heifetz. So that's a 

big mouthful here I'm giving you all at once. [laughter] 

But if it's all right with you, let's talk about violins 

first and then about bowing. It's a big subject, I 

realize, but just briefly. 

KAUFMAN: We go on to a vast subject. For us, it's very 

fascinating to follow the evolution of the instrument all 

the way from the ancient, archaic instruments, which were 

in some respects, as far as we can see, of Arabic origin, 
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the ancient rebec and so forth, spreading throughout 

Europe. It evolves into the whole family of violins. 

There was a genius, one of the Guarneri family-- I myself 

played on a rather small-sized violin made as early as 

1585, believe it or not. And this is a true violin. 

HAST: It dates back to 1585? 

KAUFMAN: Yes, and it plays beautifully. A rather delicate 

but lovely sound. And the form is absolutely perfect. The 

violin doesn't have the archaic head that used to have 

fanciful monster heads and ladies' heads, or whatever they 

wanted to put on before it was codified. There was one 

school—and there is a kind of a probability to it--that 

ascribes the definitive, perfect form of the violin to 

Leonardo da Vinci, who was himself a very fine musician. 

He played the lute. 

HAST: So I've heard, yes. 

KAUFMAN: And there were other great artists of the 

Renaissance-- For instance, [Paolo] Veronese was a very 

talented musician on his own. In fact, in some of his 

great paintings we see him playing the lute himself. We 

saw this as occasional visitors in a huge canvas in the 

Louvre. 

HAST: Yes. So how far back does the violin actually go? 

I mean the violin in it's more or less present shape. 

KAUFMAN: Well, as far as I know, the earliest true violin 
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started sometime in the early 1500s, after the archaic viol 

forms. They were all shapes and sizes with fanciful forms 

struggling for an ultimate form. Finally it was codified 

by the early Guarneri and Amati families, and then reached 

its climax, as you know, in the works of the greatest 

master of all, [Antonio] Stradivari, who was a pupil of the 

Amatis. 

HAST: And what century was that, would you say? 

KAUFMAN: Well, this goes lapping from the late 1600s into 

the 1700s. He was an apprentice at the age of ten. You 

can see the profound study he made into all the secrets of 

the Amati family that had been in existence well over two 

hundred years. He absorbed everything that he could. It 

was not until he was well into his fifties that he first 

signed a violin with his own name. It was always done 

under the name of Niccolo Amati. Those violins are very 

beautiful. The works of the Amatis themselves are very 

noble and very beautiful. 

HAST: I'm sorry to interrupt you, but how do you preserve 

an instrument like that, an old instrument? 

KAUFMAN: Oh, there are certain rules. You don't let them 

go into humid atmospheres like South America. 

HAST: I know, I know. But I mean there must have been 

people who loved them so much they took care of them one 

generation after another. Is that how it worked? 
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KAUFMAN: Well, actually, the great instruments of 

Cremona's golden period were all bought mostly by the 

nobility and the church for their collections. They 

patronized them. It became well known that Stradivari was 

one of the richest men in the village of Cremona at that 

time. They used to have a proverb, "As rich as 

Stradivari." Even at that time they were highly prized. 

However, it took some time before the poor virtuosos could 

manage to catch up with them. They used all kinds of 

nondescript instruments that they could obtain. Because 

the typical musician, unless they were working in a very 

great house of the nobility or the church organizations, 

was considered just as a servant. Very often they tended 

to the horses and helped serve meals. They were rarely 

allowed to eat with the family nobility. They ate in the 

kitchen. 

HAST: Oh, no. I mean, musicians had to go in by the back 

door, didn't they? [laughter] They were servants, yes. 

KAUFMAN: It existed almost to the time of Mozart. It's 

shameful the way he was treated. 

HAST: Really. And Haydn also, I guess. 

KAUFMAN: Not so much Haydn. Haydn had already gotten 

marvelous patronage and was highly regarded by the 

Esterhazys. 

HAST: And was regarded with respect? 
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KAUFMAN: Yes. But poor Mozart had a very hard time of it, 

although he toured as a young genius when he was only six 

years old. He played the violin and the piano. He was 

incredible. 

HAST: Yes, and traveled all over Europe. 

KAUFMAN: As a little prodigy, as a part of a kind of high-

toned circus for the people there. But little by little, 

as he settled into his great gift of composition, it became 

increasingly difficult for him. It's just shameful how he 

was treated by even the archbishops, that continued this 

tradition of, you know, his being a part of the court 

circle and not much higher above the servants that served 

them in hunting and in the kitchen. 

But to go back to the violin. You have this 

incredible development of Stradivari and his great rival--

[Giuseppe] "del Gesu" [Guarneri] they called him. He was 

the greatest Guarneri in a large family of violin makers. 

He did not follow, curiously enough, in the footsteps of 

Stradivari, which is striving for ultimate perfection. He 

went back to earlier sources of Gasparo da Salo, who came 

almost a century before and created the most beautiful 

sounding violas, barring none. Not so much his violins. 

They're rather unwieldy and sort of tubby and barrel-like, 

too viola in quality. Stradivarius was the one who had the 

wonderful instinct of combining quality with quantity of 
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sound. He got the sound to combine much more power than 

had existed before in the instruments of his teachers, the 

Amatis. So this is one reason why they are so eagerly 

sought after. I have been the lucky owner of a Strad for 

some time, and I can tell you there is something--

HAST: I wanted to ask you, which one is your favorite 

instrument? 

KAUFMAN: Well, it's a question as to which approach you 

like. For instance, the del Gesus have a more dramatic 

power, obvious power. They do not have the higher 

spirituality of sound that a Strad has. No one has that. 

But the Stradivarius, in comparison, sometimes-- Unless you 

get some of the very supreme middle or late examples, in 

good condition, by the way-- If you don't get those, they 

are apt somewhat to lack power. 

And taste changes. For instance, I would not advise 

the young musicians that are in despair about getting a 

masterly instrument of the greatest period-- Which is out 

of their reach. You have to think in ridiculous terms for 

a struggling musician: a quarter of a million dollars, a 

half a million dollars. The sky is the limit for a great 

example. There is great hope for these musicians that are 

looking for practical instruments, because the taste has 

changed. We want more power and we don't have to have the 

same quality. 
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HAST: By power you mean a stronger sound? 

KAUFMAN: A stronger sound. You need a stronger sound if 

you want to play a Brahms concerto with an orchestra. If 

you don't have a strong instrument, you are going to be 

drowned out, even if the orchestra plays discreetly. The 

same with Sibelius or Tchaikovsky or any of the modern 

works. They have a much thicker, heavier orchestration 

than before. It's taken for granted. Therefore you must 

have an instrument that cuts through. A lot of the younger 

virtuosos are being able to go more and more--not only as 

secondary instruments, but instruments they actually 

prefer--with instruments that are being made right today, 

believe it or not. 

HAST: You mean in this country and also in Europe? 

KAUFMAN: Also in Europe. There are some wonderful violin 

makers I've come across, the quality of work that they 

do. If one has patience in regulating them and playing 

them, you can get a wonderful result. And it takes a very 

keen ear to detect a difference. 

Excepting we are seduced and bedazzled by the 

marvelous quality that you get out of these [older] 

instruments. For instance, in my own experience, a Strad 

almost begins to play you. You have to know it. It is 

very temperamental. It is affected by the atmosphere, by 

the way you feel, by the hall one plays in. But when the 
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instrument is in good form and you're in good form, it 

gives you certain qualities of sensitivity and 

seductiveness. I don't know how to quite translate that. 

Of tonal allure and delicate shadings that are impossible 

to get with the more modern instruments. 

However, there are a lot of intermediate instruments 

made in our century and a little before that, the French 

and late Italian school, that I assure you are more than 

adequate. More and more of the violinists are turning to 

these instruments out of necessity. Because unless one has 

very great backing, it's impossible to play on these 

[older] instruments. If you emerge to top rank, naturally 

it's taken for granted to be able to compete. All the 

reigning virtuosos have instruments by the great masters. 

HAST: Yes. See, this is what I was going to ask you. If 

you have a tremendous talent, obviously you need the best 

instrument. Now, for students, the average violin student 

who is just starting out or who isn't that great--and maybe 

never will be that great—there must be all kinds of other 

instruments that could be used, don't you think? 

KAUFMAN: Of course there are. Not only instruments made 

today. 

HAST: Actually, this is probably a very ignorant question, 

but what is the difference between a violin and a fiddle, 

for instance? Is a fiddle just for country music and folk 
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music? Is it different stringing or--? 

KAUFMAN: This is a more vulgar term for the violin family, 

to say "fiddle." It doesn't mean anything. It's exactly 

the same thing. 

HAST: Oh, it's not a different kind of stringing? 

KAUFMAN: It was a kind of popular symbol and equation for 

the violin among the people that didn't know quite as much 

in the way of technical terminology, perhaps, as today, or 

even in the past. "Fiddle" was taken for granted. 

HAST: The strings are the same? Everything is the same? 

KAUFMAN: Everything is exactly the same, of course. 

HAST: Oh, I didn't realize that. 

KAUFMAN: But we say "country fiddler." He'll play the 

instrument in a different way. 

HAST: He certainly does. [laughter] 

KAUFMAN: But they say "fiddling away," which is all right, 

but it has nothing to do with the instrument itself. It's 

the way it's played. 

HAST: I see. All right. 

KAUFMAN: By the way, while I'm at it, it might amuse you 

to know there was a very great development to the violin. 

The golden period of violin making began to pass away 

little by little in Italy, because they were all handmade 

instruments and there was a great demand for making them 

more quickly and using more spirit varnish that didn't take 
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so long to dry. So you begin to have factory methods, and 

you have people hasten up the methods later on. 

Now, the great art of violin making begins to pass 

little by little to France. They erected a great school of 

their own. However, they had the high wisdom--the great 

early masters such as [Nicholas] Lupot and his followers, 

the [Jean-Baptiste] Vuillaume school—the great wisdom to 

follow the example that was set by the masters, 

particularly Stradivarius. They did not try to be 

revolutionaries and get a violin made out of other 

materials and in obscure shapes with the idea of having 

extravagant personal ideas. They realized there was a sort 

of final perfection. They knew it was hopeless to try to 

get the ultimate refinement, quality of sound, and carrying 

power that the early instruments had. But they provided a 

more than adequate substitute. 

For instance, starting with Lupot, the great early 

master in the early 1800s and just before that, his school 

and his pupils. And the later development of Vuillaume and 

his pupils, and other families-- Then it began to spread 

all over. For instance, in England there have been very 

beautiful violin makers. In fact, some of the early 

makers, [John] Lott and so forth, made violins that are so 

close to the original del Gesus and Strads that even today 

experts are fooled. For instance, it's not widely known, 
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but [Fritz] Kreisler had many instruments. And when he 

would go on the road, he would not always bring his 

precious Guarnerius or Stradivarius with him. He would 

have copies or violins made by Vuillaume or English 

masters. Of course, when he put those marvelous fingers on 

a violin, he could make anything sound. It didn't make 

that much difference. And I'm sure that there was no one 

in the audience who could tell if he was playing the 

greatest instrument or one that was much later. 

HAST: Yes, like Mischa Elman, you mentioned before, with 

the Gagliano. 

KAUFMAN: Well, Mischa Elman— Well, that's right. He had 

this marvelous instinct for sound. He could make anything 

sound, as I happen to know. It didn't make that much 

difference. But in a hall, it does make a difference, the 

carrying power. Now, you also said something about bowing. 

HAST: Yes. 

KAUFMAN: I can dismiss this in very simple terms. For 

instance, in bowing you can take it as a principle that you 

do not want maximum motion and crossing strings. For 

instance, like a good golfer who uses a relaxed swing with 

more or less a straight line. You don't have all these 

fancy motions, excess motions that you use in crossing the 

strings. Bowing, generally speaking, [should be] in a 

straight line above the strings so that you don't go from 
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side to side and slip. These are the principles. Then you 

mustn't hold onto the bow as you would a baseball bat or a 

club. It has to be treated delicately. It's not the 

pressure alone that gives you the sound; it's a way of 

drawing out, stroking, the sound. The violin is not a 

trombone that you can force. It carries, and if you use 

too much power, you simply crush the sound. So you have to 

find that equilibrium of getting a floating sound that 

doesn't have an enormous amount of pressure. I've seen 

little girls with small little arms you would think 

couldn't get any sound, but they get a tremendous sound out 

of an instrument because they have the right proportion of 

pressure to what they have in the left hand. I think there 

is a correlation between the two. 

HAST: Let me ask you, is there a difference in the weight 

of the bow? I mean, are there different bows that are 

different weights? 

KAUFMAN: Oh, yes, yes. They vary. There is a standard 

weight that we take for granted, around sixty to sixty-five 

grams. Above that, a little bit heavier-- The modern 

violin bows tend to be a little bit heavier, with the 

demands for more sound. But it's a matter of balance. 

Some are top-heavy, some are bottom-heavy. Some are too 

heavy and too clumsy. Some are too light and don't draw 

enough sound. So it's the player himself that must choose. 
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HAST: Does it depend on which violin needs which bow or 

does it depend on the player? 

KAUFMAN: It depends mostly on the player. He will get a 

bow that he finds comfortable for most music. You don't 

have to hand-tailor a violin bow to the violin. You hand-

tailor it to your own demands and your own feeling. 

Certain violinists have a heavier hand than others and need 

a heavier bow to be comfortable with. But this is all very 

personal. It's a matter of the way you balance the bow, 

the way you apply the weight. You must be very careful not 

to crush the sound, not to put too much pressure. 

Otherwise you simply have a scratch, you don't have a clear 

sound. 

HAST: Yes, that is true. You hear amateurs trying to 

perform. They do that exactly as you described. 
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KAUFMAN: Incidentally, Mischa Elman used very light 

bows. His favorite bows were made by a master, [Frangois 

N.] Voirin, who comes a little later than the time of 

[Frangois] Tourte, who was the great master. It is 

interesting that the greatest bows were French, not 

Italian. For some strange reason, the Italians never made 

great bows. We do have some archaic bows actually made by 

Stradivarius and some other masters, but they are still 

very archaic. 

It took a great genius at the very end of the 1700s 

and going into the 1800s to finalize the bow. They were 

curved in a different way, like a bow for the bow and 

arrow, you know. Then they finally evolved this inverse 

curve so that you have greater strength and power. And 

Tourte, who was not a very literate person, had the genius 

to combine just the right weight and the right balance. 

His bows have become literally priceless. There was one 

recently sold for $25,000, $30,000, $40,000. He had a 

whole school of followers and imitators. Then you have 

another great genius, Dominique Peccatte and his nephew, 

Charles Peccatte. They also continued this line, and those 

bows are highly prized, right until our own time, with the 

great French school that still exists. And, by the way, 
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coexistent with that is a very fine English school as 

well. But they [the French] are recognized as being more 

or less the finest. 

HAST: An English school? 

KAUFMAN: Yes, the bow making, which is very fine. It 

already started quite early, around that time, under the 

influence of the great master Tourte. Now, in our own 

time, we begin to have some very great bow makers. 

HAST: Do they make them the same way they did years ago? 

KAUFMAN: They make them in exactly the same archaic way, 

not using machines or anything like that. In the early 

times it was common for them to get this marvelous 

Pernambuco wood, because this was used for--

HAST: What kind of wood? 

KAUFMAN: Pernambuco. It came from Brazil. It was 

imported at first to create a wonderful purple dye that was 

popular for the great dye industry and silk making center 

of Lyon, France. This was available, and somehow the bow 

makers, starting with Tourte, began to realize this was a 

perfect wood for bows for its combination of elasticity, 

power, and strength. They began to use it. Unfortunately, 

this wood has become more and more rare. It's very 

difficult to find wood that is adequate today. But it can 

be done, and there are a few bow makers today, including in 

our own country, America, in Germany-- I don't know of any 
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outstanding bow makers in Italy, actually. There might 

be. But certainly France is teeming with wonderful bow 

makers today. A lot of the great virtuosos even use some 

of the bows that are made today. 

HAST: What kind of wood is best for violins now? 

KAUFMAN: Generally speaking, you have pine for the top. 

HAST: Oh, you do? Pine? 

KAUFMAN: Oh, yes. But it has to be a special type of 

pine. You still have to go to Europe to get the best 

wood. I understand there is some fairly adequate wood 

available in Oregon and Washington today. It is adequate, 

but it doesn't have quite the quality of what is found in 

the mountains of Czechoslovakia and Yugoslavia. I spoke to 

a violin maker who is very eminent today by the name of 

Giovanni Baptista Morassi, who works in Cremona and is the 

head of the Cremona Institute, that follows as close as 

they can to the classic lines of Stradivari. His work is 

along that line. He goes out every year at least once with 

an assistant and chops down trees somewhere in Yugoslavia 

and in the northern part of Italy, where they are free to 

do that, of course. He selects his own wood and lets it 

mature and has the logs made himself. After a while, he 

then has adequate wood and even sells it to other makers. 

HAST: How long does it take to mature? Do you have any 

idea? 
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KAUFMAN: I don't think too terribly long, but it has to 

certainly dry. There can't be too much moisture, from what 

I know. I had an interview with him a couple of years ago 

that I think will be published in The Strad magazine. I 

said, "What do you think is the greatest fundamental in 

making a good violin?" He said, "Above all, the material, 

the wood. You can make an exquisite violin of very fine 

workmanship and so forth, but it's not going to sound 

unless you have the right wood and the right combination of 

woods." Now, this is empirical. A fine violin is really a 

work of art; it is not a work of science. 

HAST: Oh yes, definitely. How about the varnish? 

KAUFMAN: The varnish, again, needs great mastery. 

HAST: It's important here also? 

KAUFMAN: And this master has a particularly good 

varnish. Because if it's too hard, it inhibits the 

sound: it becomes hard and glassy. If it is too soft, it 

begins to melt away in hot climates, you know. 

HAST: Oh, dear. [laughter] 

KAUFMAN: It doesn't have the right consistency. It's a 

struggle. And then, of course, the aesthetic quality of 

the color counts. The wear and tear, you know, just the 

gradual wear-- It gets these various degrees of wear and 

patina and becomes very beautiful. But the great varnish 

of the past was based on an undercoating that still 
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persists. They line and permeate wood with certain oils, 

or whatever they use, and these permeate and make a solid 

base. And then they put the coloring on top of that and 

let it mature. His own method is to put many light coats— 

HAST: And whose method are we talking about now? 

KAUFMAN: Morassi, as a typical violin maker. 

Incidentally, he travels all over the world. He has gone 

as far afield as the Soviet Union and China. And he has 

pupils from--

HAST: Yes? In China they're really interested, aren't 

they, in Western music now? It's a big thing. 

KAUFMAN: It's amazing how they've taken to it. 

HAST: The violin in particular, I think. 

KAUFMAN: Oh, yes, yes. They estimate they'll have within 

a few seasons over ten thousand violinists in China. And I 

assure you that some of them are good. They're very 

gifted. 

HAST: I've heard they don't have enough pianos usually. 

KAUFMAN: Well, they're going into their own manufacture, 

following the example of the Japanese, who have also taken 

to this instrument in a most enthusiastic way. 

HAST: Oh, yes, yes. Well, you know, [H.] Jan Popper, who 

was with UCLA, he set up workshops all over in Taiwan and 

Japan. Of course he was well known in Japan. So that's 

why I know a little bit about him. It's fascinating how in 
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the Far East they are interested now in our kind of music. 

KAUFMAN: Yes. Well, it comes down to one thing; this is 

an instrument that is not easy to do with modern 

manufacturing methods. What is missing, I guess, is the 

touch of the human hand, as mysterious--

HAST: It has to be handmade to be good, right? 

KAUFMAN: Yes. As mysterious as it is. A few years ago at 

a party I met a gentleman who was very eminent in 

scientific circles [Simon Ramo]. I think he is the head of 

one of the great institutions that does research on 

acoustics and sound and making very delicate instruments in 

that respect. So I asked him frankly-- He is an amateur 

violinist himself and loves the instrument as a work of 

art, as we do. I asked him, "Do you think, in our days of 

wonderful acoustics and electrification of instruments and 

the chips that they use, that it is possible to duplicate 

the delicate sound of a great violin?" He said, "Of course 

it is. But it would cost me a minimum of about $1 million 

to set up the research and the set of facilities. A good 

instrument could be manufactured, I think, along lines that 

would duplicate by mechanical means—electrification and 

amplification—something pretty close to the violin of 

today. However, it would have to cost a minimum, already a 

few years ago, of $10,000, perhaps $20,000. And then you 

would have a mechanical instrument that could be 
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duplicated. In fact, you could have unlimited volume by 

pressing some gadget. You could have a great variety of 

sound, all the way from a darker sound to a lighter sound, 

like a soprano." 

HAST: Like a synthesizer. 

KAUFMAN: Exactly, exactly. [laughter] But so far, I'm 

happy to say, it hasn't come to pass. 

HAST: I'm happy to hear that also. [laughter] 

KAUFMAN: Because the synthesizer, sooner or later that 

type of instrument gets to be-- You get used to it, and it 

drones on and really doesn't mean very much. 

HAST: That's right. Yes, it's like elevator music. 

KAUFMAN: He said it was possible, but it doesn't jibe with 

reality. Because, for instance, I assure you for anywhere 

between ten and twenty thousand dollars, you can get a very 

beautiful handmade instrument by a real master. 

HAST: You can? 

KAUFMAN: Oh, yes. And I advise any thoughtful student to 

look around, because they don't have to feel that they're 

being abused. Some of the very great artists today 

actually play on modern instruments created within a few 

years of our time. And very few people can tell the 

difference. 

HAST: Now, can you tell the difference with these 

instruments when they're being recorded? Because they do 
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so many things in the recording, which we'll talk about 

later. We're going to have a whole chapter here on 

recording. But can you tell the difference between the 

really beautiful, good, old instrument and a modern one? 

KAUFMAN: Of course. The microphone is merciless. You can 

amplify it, you can get a bigger sound, a coarser sound, a 

smaller sound, but if you want to get the essential sound 

that has the intimate quality, you have to use a really 

fine instrument that is flexible. That doesn't mean that 

every great recording is made with an old instrument. For 

instance, a kind of interesting commercial swindle that is 

going on today is that they have this business of so-called 

authentic instruments of the baroque. 

HAST: Oh, yes? That's a scandal going on? 

KAUFMAN: Of course it's a scam, to a great extent. They 

pretend that they are going to create the sound of the past 

with authentic instruments. Well, if you want to create 

the baroque era with authentic instruments, you have to go 

back to the Cremona period, Stradivarius, Amati, and so 

forth. Well, there is no orchestra that could afford to 

have a complete section of those masterpieces. It would go 

into millions of dollars. So what they do is they get 

copies. Now, they get these copies, so-called "authentic 

copies." For every old instrument they have one or two 

that are made right in our own time, within a few years, of 
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raw, green wood. They are harsh as sandpaper. They have 

no real quality. They don't have the beautiful, mellow, 

dulcet quality of the old instruments. And they put these 

out as being authentic instruments. I've analyzed some of 

the program notes of the baroque orchestras, as they saw 

through their way without vibrato and without expression. 

They would like to pretend this is the authentic style. It 

puts off many people that are not too technically minded. 

They figure, "Well, this is pretty awful sounding stuff." 

So they don't like baroque music, which is too bad, because 

it's against the spirit of the music itself, which is very 

lyric and very beautifully meant. 

The glory of the Cremona period is that they tried and 

succeeded in following the human voice. For instance, 

Stradivarius comes very close in his reedy quality to a 

human soprano or contralto. Now, as I mentioned once 

before, we have the miracle of four strings. We have a 

soprano, we have a tenor, we have a baritone, and we begin 

to hint at a cello. And these violins carry out that. 

They have that kind of richness and beautiful, living 

quality of a living voice to an incredible extent. Now, 

this is one quality the moderns have not been able to 

capture so well. But they have something that is more than 

adequate. 

HAST: Yes. Well, if you're a genius, however, you don't 
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want to use those instruments, those modern instruments. 

KAUFMAN: As I say, the microphone is merciless, and what 

you put into the microphone is there. You cannot make it 

more or less-- You can magnify it. You can make it louder, 

you can make it softer, but a decent recording should be as 

close as possible, as you can make it, to the original 

concept. And the quality of the instrument certainly 

tells. 

HAST: Let me ask you now, if you do have one of those 

beautiful, mellow instruments of the past and you record 

the sound, it's still going to be different when you 

actually hear it in person, isn't it? Because by recording 

it, you still lose something, don't you? 

KAUFMAN: You have touched on a very pertinent question, I 

think. We've taken it as a convention today, as an aural 

convention, what we hear through the phonograph and what we 

hear on the radio. 

HAST: Or on television. 

KAUFMAN: Or on television. We take it for granted, that 

sound. It doesn't have too much reality in it, actually. 

HAST: Something is missing, yes. 

KAUFMAN: The sound that you get in the real hall, filled 

with the atmosphere of living human bodies, there's 

something that sort of gets into that. It gives a kind of 

built-in patina of sound that you cannot altogether 
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duplicate. And, curiously enough, the more high fidelity 

you have in the processes that are evolved today--

Especially this sound which is done electronically, which 

is recorded in almost an airtight space without the 

vibration of the air to help it along. It has a different 

sound. Very often in the early compact discs, I found the 

same sort of manufactured quality that drones on. It's 

hard to tell one orchestra from another. The woodwinds or 

something have a kind of peculiar, mechanical quality about 

them. 

HAST: Well, even if you didn't have an audience and a hall 

and you had just you playing in this room, for instance, it 

would sound different than if we recorded it. 

KAUFMAN: Absolutely. It's a convention— 

HAST: It's a totally different feeling, because--

KAUFMAN: Right. 

HAST: Because you don't get that warmth somehow. I don't 

know how they could ever do that mechanically. 

KAUFMAN: Well, as a matter of fact, this is a lifetime 

struggle I've had. I may be wrong about it, but I think 

that one must make a special effort to get something that 

is living into that cold wax somehow. 

HAST: Yes. 

KAUFMAN: And it takes a special effort so that you have 

something that is reminiscent of a live performance. You 
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do that in one way or another, but you must not take a 

casual attitude towards recording, where you just sort of 

walk through it and do the right notes at the right time. 

That's only the beginning; that's the foundation. Somehow, 

you must hint at something that is living in your 

performance, if you want people to listen and not go to 

sleep. 

HAST: Exactly. And, then, it's still good to go to live 

concerts. 

KAUFMAN: Of course. There is no substitute. 

HAST: We mustn't give those up. [laughter] 

KAUFMAN: There is no substitute for actuality. And that 

is why people still will persist in going to live 

concerts. You get the personality. I assure you, with all 

the beautiful documents that are left of Kreisler--and 

they're very truthful, all the way from the very beginning-

there was some kind of personal magic when you heard him in 

the hall. He was an old hypnotist, and you were into a 

magic spell within a couple of minutes. It was a 

completely different thing than listening to him on 

records. Which are marvelous. Thank heaven we have those, 

but they are not quite the same for any great artist. You 

listen to a Heifetz electrifying performance in a hall-

There is a reason for this universal enthusiasm. This 

marvelous heroic quality he had, this perfection, his sound 
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and what he projected. 

HAST: Yes. This is the personality plus. 

KAUFMAN: Of course, like any great artist. Ysaye had it 

and Kreisler and Heifetz and Elman. They all have it. 

There's something that you can only get in a live contact 

with a great personality. There is no substitute. Like 

opera. You get these superhuman performances of opera on 

record, and we enjoy that, but it's not quite the same. 

HAST: Or television. Even when you see it, it's still not 

the same. 

KAUFMAN: It's marvelous, it's a beautiful substitute, but--

HAST: Oh, it's marvelous when you can't go to New York, 

[laughter] or can't even go here if you don't have the 

time. 

KAUFMAN: May I liken it, perhaps, to a lithograph or a 

colored photo of a great Rembrandt. It's a reference. It 

will not give you the vibrations that you have seeing a 

Rembrandt, a van Gogh, a Gauguin, or any great master when 

you see the actual surface and the actual vibration, the 

actual pigment impinging through your eyes, through your 

sensibility. There is something mysterious that gets into 

it. The actuality is still the king. 

HAST: Yes. I know exactly what you're saying. Because 

when I went to the Louvre and the Pinakothek in Munich, it 

was like a shock. These familiar paintings, you know, that 
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I had lived with, I thought, "I haven't lived with them at 

all." It was totally different seeing the real thing. It 

was very exciting. 

Well, this takes us now to something else, your 

repertoire. I've read in one place that your playing is 

more suited to romanticism than to classic and baroque 

music. Which I personally don't agree with, [laughter] 

necessarily, but, you know, that's what somebody wrote. 

And I wanted to know whether with new music--you've always 

been a great champion of new music--does your interest in 

it parallel that for Vivaldi and the older composers? How 

do you feel about that? 

KAUFMAN: It was a matter of necessity, perhaps. I started 

recording mostly with earlier material, starting in with 

Vivaldi and a little bit later on with Torelli and 

Telemann. But it's very nice to be able to live in one's 

own time. And then the demands of what they wanted me to 

do were things out of the usual repertoire which had been 

recorded by so many great names and orchestras. The 

recording companies actually wanted me to go afield and 

search for things so there wouldn't be too much 

competition. So it was a matter of necessity and also our 

own interest. We more and more got into the field of 

contemporary music. 

HAST: And your film career, of course, also had something 
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to do with it, I imagine. 

KAUFMAN: Well, we met a lot of our composer friends 

through Hollywood, curiously enough, starting with Robert 

Russell Bennett. Aaron Copland, William Grant Still, Ernst 

Toch. I was able to finally to meet [Darius] Milhaud in 

Oakland. 

Whenever possible I would consult with composers and 

work with them on their music that I had to record. They 

were always most cooperative, so that I was able to gain an 

insight into what they wanted. Now, with my classic 

background from Kneisel, I was apt to be perhaps a little 

bit too square and too rigid in my trying to follow the 

music. It was often a great liberation to check with 

composers and find out what they had in mind. With very 

few exceptions, they all wanted their music to be played 

with great freedom and with a great vitality and sentiment 

of feeling. They did not want an academic performance for 

their own music. 

HAST: Yes. Well, so many of them wanted to work with you 

and wanted to compose for you, which is interesting, isn't 

it? So it was a very close relationship you had with these 

modern composers. 

KAUFMAN: Well, I was very lucky perhaps. I don't think I 

was too exceptional. But I found that a wonderful source 

of surety for my approach to modern music, to get in touch 

349 



whenever possible with the composers themselves, who were 

always very happy to help out. 

In the case of Darius Milhaud, the great French 

composer, I was able to study his second violin concerto 

[Violin Concerto no. 2] and record it with him as the 

conductor. And also with Henri Sauguet, who wrote a 

marvelous concerto for me based upon the legend of Orpheus 

and the taming of the wild animals [Orphee]. It is a very 

lovely work that he wrote for me. We have also recorded 

that under his supervision. I worked with him very 

carefully. In fact, in Europe one season we had no less 

than four concerts, in Paris, Brussels, the Hague, and for 

the BBC [British Broadcasting Corporation] in London. He 

conducted two of those himself. Unfortunately he was not 

able to conduct the recording with me. That was done by 

one of the regular conductors for the French radio, Jean 

Michel Le Conte. 

In the case of Copland, I recorded the [Violin] Sonata 

with Copland himself at the piano for concert hall--now 

rereleased by Bay Cities [Inc.] on CD [compact disc]. In 

the case of William Grant Still-- A dear friend of ours, 

one of our oldest friends in Los Angeles. I'll tell you 

about him later on. 

HAST: Yes, we'll get to him too, because he is 

interesting. 
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KAUFMAN: I also was consulting with him very closely on 

what he wanted. 

HAST: Yes, yes. Well, that's wonderful. I just wanted to 

ask you what you actually prefer. Or is it hard to say? 

What kind of music do you like best yourself? 

KAUFMAN: Well, it's a great world, and there are many 

beautiful flowers to sniff and enjoy. I must say that I 

like all the music that I hear, all in its place. I love 

the early music, I love the classic period. We all bow 

down to the classic masters, Mozart, Beethoven, Brahms. 

And we should. But I also get great pleasure out of some 

contemporary work. Unless it's a little too farfetched. 

If it becomes too experimental, I must confess it is very 

often beyond me; I really don't get the point. It's 

undoubtedly our own fault. 

I remember when Annette and I first heard the 

[Stravinsky] [Le] Sacre du Printemps in Paris many, many 

years ago, it was rather shocking. I figured this was rather 

barbaric stuff compared with his beautiful earlier works—the 

well-known Petrouchka and the L'Oiseau de Feu (The Firebird), 

those marvelous, inspired works. Nevertheless, you begin 

to realize what he was going after, that he had a vision of 

going back to very archaic sources and getting a certain 

rudeness and strength and quality, which has influenced the 

whole world. So we have to admit that. 
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HAST: Yes, that's very good. It's interesting that you 

can do all these different periods and enjoy them, each in 

its own place. 

KAUFMAN: Why not? 

HAST: Oh, yes, it makes you a much richer person. 

KAUFMAN: It's a short life, and we have only one time 

around. Why not savor as much as we can? If one lived two 

hundred years, it would really be too short. 

HAST: You're right. [laughter] Well, I certainly wish we 

could hear you playing again. That's what I'd really 

love. But I have all of these lovely cassettes that you 

gave me, so I can listen to those. 

Let's talk about Torelli. You wrote an article about 

him, and I thought if you're willing we can discuss him a 

little bit, and then Telemann following. But let's talk 

about Torelli a little bit. 

KAUFMAN: Torelli is one of the great masters of the past 

who occupies a key position in music. It is significant 

that he influenced both Bach and Vivaldi in the formation 

of the ultimate concerto form. Torelli was the first 

master that stepped across the boundary line from the 

concerto grosso, as established by [Arcangelo] Corelli, who 

was his contemporary, to the following line of demarcation 

in which you have a true violin solo parting from the tutti 

of being part of the orchestral fabric. So you have this 
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violin line all by itself, as solo. I was first introduced 

to a Torelli concerto many years ago. The Concert Hall 

Society wanted me to record the one in E minor, part of the 

opus 8. So this set us on the quest to find out more about 

his music. We finally discovered there was an opus 8, 

which was a magnificent series of concertos. Annette spent 

no less than about two years copying this early, archaic 

material--

HAST: My goodness. 

KAUFMAN: --and getting it in hand so that I was able to 

finally study it. Finally we were invited by L'oiseau-Lyre 

company of Paris, who were specialists in early music, to 

record it for them. Which we did. It was taken over later 

on by Decca [Records, Inc.] and still exists today. 

But he was an amazing genius. He was born, I believe, 

around 1670. He comes just close to a generation before 

Bach and Vivaldi and was a profound influence on them. 

Curiously enough, the work of Torelli is not at all 

archaic. He is a very great, finished master of 

counterpoint and melodic ideas of the greatest purity and 

quality. The poor fellow never quite made it in a big 

way. He was a viola player in the Church of San Petronio 

in Bologna. He never got to be above the rank of a viola 

player in the orchestra and had a very hard time of it 

trying to find a court position or something. But due to 
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the influence of his brother, Felice Torelli, who was a 

very great stage designer, he was able to finally finish 

his great work of opus 8. And there are many other 

occasional works we are beginning to unearth little by 

little. 

HAST: Oh, yes? There are more that are being found? 

KAUFMAN: Oh, yes. More works in different forms. But in 

my opinion he was a very great, fundamental genius, not 

only in his influence, but in his own music, which has a 

nobility and quality that are quite completely on their 

own. Well, we might as well mention en passant, while 

we're at it, Vivaldi, who also was in his way a towering 

genius. 

HAST: Excuse me. Before we get to Vivaldi, who I know is 

your special person here to talk about, I wanted-- With 

regard to Torelli, you used the term organo• Could you 

explain that a little bit? And also what kind of 

instruments. In this article for the Gramophone, you wrote 

about it and used the term organo and explained it. I 

think it would be interesting for young musicians to know 

what you mean by that and also the kinds of instruments 

that Vivaldi and Torelli used. 

KAUFMAN: Well, organo really refers to the bass line, 

because very often they used, as a routine practice, a 

primitive type of organ. But this can be replaced by other 
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instruments. It doesn't have to be an organ. It can be 

the harpsichord that replaces it. It can have a bass 

instrument that does it. It's a loose term that covers the 

whole period of the lower bass line. The organo. 

HAST: Oh, I see. I just wondered if it had been 

misunderstood by some people, that's all. 

KAUFMAN: No. It is misunderstood because it doesn't have 

to be necessarily an organ droning on. It can be played 

even by a lute or a bass. 

HAST: Yes. But you can substitute all kinds of 

instruments. So you would like to lead from Torelli into 

Vivaldi, is that correct? 

KAUFMAN: I think it is a logical progression. Vivaldi, of 

course, was a great genius on his own, a great innovator. 

He had an incredible output. I think over 270 violin 

concertos alone. And we were able to track down out of his 

output of 42 operas, 27 of them, including one opera based 

upon the idea of Cortes and Montezuma of all things 

[Montezuma]. 

HAST: Yes. Was this all in Brussels or in different 

places? 

KAUFMAN: At different places in our research, both at the 

library in London, the great British Museum library there, 

and also in Brussels. And also our own Library of 

Congress, which is a marvelous source of material, both 
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early printed material of music and manuscripts. Actually, 

the material is there for anybody who wants to delve into 

it. 

HAST: How did they get hold of this at the Library of 

Congress? I mean, who put it there? 

KAUFMAN: They bought collections, received gifts. Oh, 

they have many original editions. For instance, we wanted 

to see parts of the opus 9 [La Cetra] of Vivaldi, and it 

was very difficult to find a complete edition with all the 

parts. We found one very significant collection in 

Brussels, the royal library of Brussels, which contained 

everything except the viola parts of Vivaldi. Or was it 

Torelli? No, excuse me, it was Torelli. But, anyhow, we 

got the complete parts of the Vivaldi opus 9. I believe it 

was in the Library of Congress, who were very 

cooperative. They were wonderful in sharing the 

material. We got Photostats, and this is what we based our 

own edition on that we used for recording. We wanted to 

get back to the originals. 

HAST: Can anybody go? Or was it because you are who you 

are that they let you do it? 

KAUFMAN: No, I think anybody who is accredited, who is not 

just a curiosity seeker, you know, that wants to take away 

a few of those things-- You have to be careful these days. 

HAST: Oh, indeed. 
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KAUFMAN: But for anybody that is known in the profession, 

they will be most cooperative. They were marvelous to us 

as far as helping in any possible way. Most material is 

only available by showing identity and may not be removed. 

But Vivaldi, as I say, was a towering genius in his 

originality. He wrote with a speed which was like 

lightning. We've looked at some of the original Dresden 

manuscripts, and they are like chicken tracks. He wrote so 

quickly. He devised a kind of a shorthand form for himself 

that is almost impossible to follow. 

HAST: It must be hard to try to transcribe that sort of 

thing. 

KAUFMAN: It's impossible. So we had of necessity to refer 

to original, very early editions. And these are quite 

good. There are obvious little mistakes here and there, 

but you correct them as you go along. This was the basis 

for most of our recorded and public performances of 

Vivaldi. 

HAST: Who made the mistakes, Vivaldi himself or the 

transcribers ? 

KAUFMAN: Usually in transcribing. 

HAST: Yes. Well, that happens, yes. 

KAUFMAN: By the way, these early editions are very rare, 

because they were bought only by the nobility and by the 

church in small sets of twelve or-- Rarely twenty. This 
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was considered a big edition. So these were obviously not 

for the average musician to buy. These great composers, 

who were also instrumentalists, used these as their 

personal material. They specialized in their own material 

when they were traveling. [tape recorder off] 

It is interesting with Vivaldi that he had this vast 

range of music in all forms. He even wrote some very 

beautiful sacred music for the church and operas. You 

know, his job was to take part in organizing the music at 

an orphanage called Ospedale della Pieta in Venice, which 

was a home for orphans. He created one of the greatest 

organizations. It became a great tourist thing to visit 

that and listen to the beautiful music in which his pupils 

performed. And, of course, he wrote continually. Musical 

ideas came pouring out of him--there was no end to it. But 

he created great literature. Unfortunately, a lot of it is 

routine, but a lot of it is very significant. 

HAST: What do you mean by routine? 

KAUFMAN: Well, he relied upon routine violin passages as 

they evolved into the form of the violin concerto. The 

same type of crossing the strings that we call bariolages, 

and these arpeggios crossing strings continue as he 

modulates from one key to another. The violin dutifully 

plays similar patterns for many bars, which serve as 

connections to thematic material. 
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But in his greatest compositions, namely the opus 3 

[L'Estro armonico], a collection of twelve concertos which 

are marvelous in their originality-- It's very significant 

that Bach himself transcribed quite a few of these 

concertos for harpsichord. Not only that, but he was 

profoundly influenced by them. 

It's interesting that in our time, for some reason or 

another, the popular public has taken Vivaldi to their 

hearts. He's become a great popular favorite. Anytime you 

want to listen to the radio, anytime you want to have a 

class ad for expensive cars or perfumes, you very often 

have Vivaldi fragments, very often The Four Seasons. 

HAST: Most inappropriate usually. 

KAUFMAN: Well, it kind of denotes a sort of high-class--

You know, quality. I'm glad to see it. 

HAST: Pop Vivaldi. 

KAUFMAN: But it's not too difficult to explain the 

fundamental appeal of Vivaldi. It's very direct, it's very 

melodic. He considered the violin as a sort of inspired 

soprano most often and wrote marvelous melodies that are 

worthy of a future Mozart really. The appeal is not too 

mysterious today. 

HAST: Well, the interest was revived with Bach at the same 

time, wasn't it? 

KAUFMAN: That started with the musicologists. They began 
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to realize that not a great part, but a certain portion, of 

Bach's work is based upon not only the influence of Vivaldi 

but actual material that he borrowed. Of course it was a 

universal fashion. They all borrowed from one another. 

Handel, for instance, got great gobs of material from 

Telemann and Vivaldi. He lived in Venice for many years. 

HAST: Yes, I understand this is being done all the time. 

KAUFMAN: Yes. 

HAST: Writers do it, of course. 

KAUFMAN: Yes. And Telemann himself was a very influential 

figure. Telemann was guilty of the fact—among 

musicologists—of, in the general taste, having been more 

popular in his time than Bach himself. It was Telemann 

that got all the big court positions rather than Bach. 

Bach usually ended up with the secondary positions. And 

for a great time, as I mentioned before, Bach's sons were 

considered more up-to-date and more progressive than the 

old man. Which was a great mistake in style and perhaps 

trend. They wanted to get back to the simpler, homophonic 

forms rather than the incredible purity of counterpoint of 

Bach, who was a supreme master in that respect. He wrote 

music of incredible, surpassing influence. 

But to get back to Telemann. He lived to a very ripe 

old age and was very prolific. He wrote an incredible 

amount of music in every possible form: chamber music, 
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concertos, church music, and so forth. And he got to be 

very, very highly respected. As I say, history has taken a 

rather cruel revenge on him, because he has become 

comparatively neglected. We've discovered in our own time 

that he wrote music of great charm and great wit. He was 

almost, you might say, the most French of the German 

composers. 

HAST: Yes. They called him a musicien frangais, and I 

always thought that was so funny. Because he was born in 

Magdeburg, and he had German parents, didn't he? 

KAUFMAN: Yes. It's very good to remember these dates and 

facts about him. But he was a very great composer and had 

a great circle of friends, among them Handel himself and 

undoubtedly Bach. He lived to a very ripe old age. In his 

later age they say he was an inveterate gardener. He was 

in love with flowers, ranunculuses and petunias and I don't 

know what. 

HAST: Yes, yes, I read that. That's charming. 

KAUFMAN: It's a rather charming note. I personally 

enjoyed very much working on his sonatas and whatever 

material I could get into, both for our own study and 

enjoyment as well as recording. But he's a fascinating 

personality on his own. 

HAST: It sounds that way. What does this mean, "the 

Lombard snap"? What is that? 
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KAUFMAN: Actually, it started in Scotland. It simply 

means that you have a sixteenth [note] and a dotted eighth 

afterwards. Something that goes, "Da-daa, da-daa, da-daa, 

da-daa." The short note followed by the longer note. They 

used to call that "the Lombard snap." But I suspect that 

it is probably Scottish in origin. 

HAST: Oh, you think so? 

KAUFMAN: Yes. Perhaps related to the early Highland 

fling. As a matter of fact, there is a concerto by Vivaldi 

which ends up in the last movement, which is an allegro, as 

a pure Irish gigue. It goes like this. [sings] It's very 

bright. It's out-and-out Irish. But they all borrowed 

from different sources. 

HAST: [laughter] Yes, I see. Well, his love of flowers, 

there's a quotation about that too. He says he would like 

to be buried with-- What was it? "Insatiable for hyacinths 

and tulips, greedy for ranunculi and anemones." So sweet, 

yes. So he must have been an interesting person in the 

eighteenth century. 

KAUFMAN: He was very highly regarded and respected. As I 

say, he had a very wide circle among the greatest musicians 

of the time that were his intimate friends. 

HAST: Yes. So we have talked about Torelli and Telemann 

and Vivaldi. And there is another one that is a great 

interest in your life, and that is William Grant Still. 
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Isn't that true? 

KAUFMAN: Yes, indeed. He was one of our very earliest 

friends when we came to Los Angeles. In the early days, 

when I had a tiny radio, Annette and I would sometimes 

listen to the work of WOR radio station in New York that 

had classic music. There was one program that particularly 

stood out. It was called the "Deep River [Hour]." There 

were certain orchestrations-- There was a certain color to 

the small chamber orchestra which was very beautiful, very 

individual, and we didn't know who wrote them. It was not 

at all commercial. It was very thoughtful and very 

seductive with color and the use of the orchestra and 

arrangements of some of the popular tunes of the time, 

usually of Negro origin. Folk tunes and spirituals. We 

always listened to what was called Willard Roberson's "Deep 

River" broadcast. 

Many years later when we spoke of this with our friend 

Robert Russell Bennett, he said, "Well, don't you know who 

wrote that? My friend Billy Still. Look him up. He is a 

very charming fellow, and he'll be glad to see you." Well, 

armed with that, we called up William Grant Still. He was 

very gracious. He immediately invited us to his house. We 

had a very nice visit and told him how much we admired 

those orchestrations. His wife, Verna [Arvey], said she'd 

like to play a few things for us--we had asked her--and she 
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played some other shorter works. I said to Billy, "You 

know, this is wonderful, Mr. Still. This material would be 

very nice if violinists could play it. Would you like to 

arrange some of these works for us?" 

HAST: But he had not written anything for violin solo, 

right? 

KAUFMAN: No, not at all. 

So he said, "Well, I have some works." 

I said I thought the "Blues" would be a natural and 

also the spiritual called "Here's One." 

So he said, "Fine. But, you know, you're a 

violinist. Why don't you arrange them? You'd do it better 

than I would." 

I said, "I don't think so." 

He said, "No, you go ahead." 

So I made arrangements for violin and piano, both for 

the "Blues" and for the spiritual. And I played them over 

for him. He liked them, made a few very good suggestions, 

and those were the works that we began to play all over in 

America and in Europe. I was among the first--as a matter 

of routine when we were barnstorming across the country and 

very often in Europe—to end our program with an all-

American group. I thought this was very good, to do some 

of the composers of our own time. 

HAST: Well, not only that. I read that you had a picture 
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taken with William Grant Still, and it was the first 

picture published of a white musician with a black 

musician. Is that right? 

KAUFMAN: Yes. I didn't realize it at that time. 

HAST: That's extraordinary. You didn't realize that made 

history. 

KAUFMAN: No. There was a reporter who had come in from 

the New York Times in connection with some publicity for 

the yearly concert that I used to give, recitals and other 

performances in New York. There was a reporter from the 

New York Times--I think it was an interview--and he took 

this picture. We began to use it widely. We had no idea 

of its historic importance. It happened to be the very 

first one. 

HAST: About what year was that? Would you have any idea 

about what time that was? 

KAUFMAN: I think it was around the early 1940s, as I 

remember. 'Thirty-eight to 1940-something. 

HAST: It's amazing that this late-- Now, from what I've 

read, they printed pictures separately. A black musician 

would have one photo--right?--and a white musician would 

have a separate photo. But here you were together, and 

that's what made history. 

KAUFMAN: Incidentally, this is a photo of that same period 

which was used by his daughter, Judy Still. She has 
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established a company dedicated to her father's works, all 

the chamber music, orchestral, and operas. They've 

recently issued a record that I made together with Annette 

of the violin and piano music that was the result of that 

first meeting. 

I prevailed upon our friend to write something in the 

nature of bigger-form works, which he did. He wrote a 

wonderful Suite for violin and piano, and he wrote a very 

fine sort of tone poem, the Pastorela, with the idea of old 

California missions. It's a very expressive work. I 

believe that the Pastorela was orchestrated by Still for 

our friend Bernard Herrmann. He liked this Pastorela so 

much that he invited me to broadcast with him, which I 

later did, for the CBS "Invitation to Music." 

HAST: So when did Still die? Did he die recently? 

KAUFMAN: A few years ago, not too long ago. A few years 

ago. 

HAST: But he was very well known, wasn't he? 

KAUFMAN: Oh, yes. He became very well known. He occupies 

also sort of a paradoxical position. He wasn't quite black 

enough for the black element, because he didn't fit into 

the jazz atmosphere. You know, Fats Waller and Duke 

Ellington. He wrote in a rather classic form using the 

folk elements that he admired, black or South American or 

whatever. He composed very beautifully, very 
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sensitively. He stuck to his own guns, which I was always 

grateful for. He wrote very beautiful music, very 

melodic. As a matter of fact, he had studied for a time 

with Edgar Vardse, who was a member of the avant-garde. He 

knew all the disciplines, but he came to the very sensible 

realization that his forte was writing the music he most 

deeply felt. He was a deeply spiritual man, and some of 

that gets into his music. But, above all, it's wonderfully 

couched in melodic and harmonic terms. Quite his own 

language. 
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TAPE NUMBER: VII, SIDE ONE 

APRIL 13, 1991 

HAST: Welcome once again, Dr. Kaufman. We've decided to 

redo the last tape and also to add the information about 

the recent events that have taken place since our last 

meeting. On the last tape you'd begun to talk about the 

works of William Grant Still. Did you want to add anything 

to that? 

KAUFMAN: Many, many years ago, one of the first albums 

that I made with Annette [Leibole Kaufman] was a sort of an 

ail-American album. We were always interested in certain 

aspects of American music, and when we would be 

barnstorming across the country, we always made it a 

principle to end up with an all-American group. Our 

management wasn't altogether happy about this development, 

but we thought it would freshen our programs and get away 

from the usual type of violinistic virtuoso works, which 

were very, very nice for what they were, but they had been 

somewhat overdone. Everybody began to hear the same little 

pieces by [Henri] Vieuxtemps, [Henryk] Wieniawski, and the 

little virtuoso works, which were very good for what they 

were. So we used to do these on our cross-country tours, 

and we featured them. And the album that I made with 

Annette-- Do you remember what year that was? It was very 

early, wasn't it? About-- When I first started to record 
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for--

MRS. KAUFMAN: Oh, about 1942 or '43. 

KAUFMAN: Around '42. I believe it was as early as that. 

Well, this little album, which we recorded for Concert Hall 

[Society]--

MRS. KAUFMAN: Or Vox. 

KAUFMAN: Or Vox. Then Concert Hall company got a transfer 

of the rights, and they recorded it. And they had one side 

devoted to all of our violin and piano arrangements--

sometimes original works by the American composers we like, 

Copland and some of the other young people of the time. It 

was paired with a work of John Alden Carpenter's. I think 

it was the Adventures in a Perambulator. 

MRS. KAUFMAN: Yes. 

KAUFMAN: Incidentally, he was one of the neglected 

composers of the time. He wrote some charming and very 

fine music. As a matter of fact, that whole generation of 

American composers has been somewhat neglected until our 

own time. All of a sudden they've become a live 

merchandise, so-called, for the CDs [compact discs]. 

Anyhow, this album, as I said, had nine lives. It 

went through I don't know how many metamorphoses. And the 

last one was a local company here, the Bay Cities [Inc.], 

that made an ail-American program CD, which was very 

interesting, starting in with the [Walter] Piston Violin 
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Concerto I recorded with Robert Russell Bennett with the 

London Symphony--

MRS. KAUFMAN: It was Bernard Herrmann. 

KAUFMAN: I beg your pardon. It was, of course. It's a 

good thing Annette's around. But I recorded with Bernard 

Herrmann and the London Symphony Orchestra. And they 

transferred it. It's an agreeable work, and the technical 

work isn't bad. Then I had the Copland [Violin] Sonata 

with the composer at the piano, believe it or not, and also 

the first work along jazz idioms that was done for us by 

Robert Russell Bennett [Hexapoda (5 Studies in 

Jitteroptera)], with Bennett himself at the piano. 

HAST: Oh, yes. 

KAUFMAN: So, as I say, this crazy album seems to have had 

a life span that never stopped. As a matter of fact, there 

are going to be further ramifications. This is roundabout, 

but it leads us directly to Still. 

Now, Judy Still-- As you know, poor Billy died a few 

years ago, and so did his wife, Verna [Arvey]. But his 

young daughter, Judy, has been incredibly enterprising. 

She's established her own firm [William Grant Still Music] 

to further the works of her father. 

HAST: She has? 

KAUFMAN: Yes. She's in Arizona now, in the way of 

editions and the way of making records and one thing or 
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another, devoted mostly to her father's work. There are 

some other albums that have come into being. I'm not 

altogether familiar with her work. 

HAST: But you got Grant Still actually started on becoming 

known, right? You were the one? 

KAUFMAN: I believe that we were pioneers. As far as — 

HAST: Yes. And weren't you--? If I remember this 

correctly, you were the first white musician to have a 

picture taken with a black composer. Is that right? I 

remember something like that. 

KAUFMAN: It was very curious. It becomes a historical 

curiosity. We didn't know about it, but, oh, many years 

ago the New York Times published a photograph of myself and 

Billy Still together. 

HAST: Yes. I remember the photograph. 

KAUFMAN: Which, in fact, we used sometimes for the cover 

of LPs and cassettes. But much later on I was told that 

historically—it' s kind of interesting and amusing—this 

was the first time that they had a photograph of a white 

and a colored personality on one photo. They would publish 

these things separately. Well, I don't know whether it was 

significant or not, but historically, it exists. 

HAST: It's interesting, yes. 

KAUFMAN: Now, the further ramifications were that, as we 

got to know the Stills better, I said, "Look, Billy, we 
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ought to have more music of yours. You write so 
beautifully and so melodically that it's made to order for 
the violin," which, after all, is the singing instrument 
par excellence. It competes sometimes almost successfully 
with the human voice, which, of course, is the king and 
queen of all instruments. But he said, "Yes." The result 
was a marvelous little tone poem that he called Pastorela, 
which was inspired by some of the old missions in 
California. And the next one was a suite for violin and an 
orchestra that he had also transcribed for violin and 
piano. Well, we played these things all over the place. I 
think we gave them their first premieres back East in 
Boston and New York, and they've gone off to a very great 
start. Now, the very latest development is that Bay 
Cities, that did this ail-American album, is shortly going 
to do an all-Still album, which will have--
HAST: Oh, really? I didn't know that. 
KAUFMAN: Yes, there's going--
HAST: That's since we talked the last time. 
KAUFMAN: Yes, yes. 

HAST: A new development. Yes, great. That's great. 
KAUFMAN: As I say, this is part of the new development. 
I'm really ahead of myself. 
HAST: No, that's fine. 

KAUFMAN: But this is part of a new development. It will 
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be coming out sometime, with good luck, this season. And 

it's going to have an orchestral suite, the Lenox Avenue. 

There's a wonderful song cycle of Songs of--

MRS. KAUFMAN: Separation. 

KAUFMAN: --Separation, sung by our dear friend Claudine 

Carlson, who's made a very great career recently. She's a 

mezzo-soprano with an extraordinary voice. She's been very 

active here and abroad as soloist with symphonies and solo 

concerts. Just recently she gave a very important recital 

in New York. But we're delighted we were able to rescue 

the original material. This will be the next-- And the 

rest of the album will be devoted to myself and Annette, 

with violin and piano works. Also, there's an orchestral 

version of the suite that he made many years ago that will 

also be on this record. And then a couple of dances--the 

[Danzas de] Panama--which are topical and very charming. 

So this will make a rather interesting all-Still album. 

HAST: Oh, yes. Be sure to let me know when it comes out. 

KAUFMAN: Of course. But, you know, for years we were 

trying to get some of this material on records or 

cassettes, and there was only one man that would listen to 

us. And that was the owner of Orion records, Giveon 

Cornfield. 

HAST: Oh, yes. 

KAUFMAN: We ended up by making many, many things that 
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nobody else wanted to record, by the way. But he was very 

enterprising, and he was very happy to have material that 

was rather fresh and had to be done. The interesting 

phenomenon to us is that, all of a sudden, American music 

has come to a sort of rebirth, as far as records and CDs 

are concerned. They find out Still, by the way, has become 

a best-seller. It's too bad that he himself didn't live to 

see that. 

HAST: Yes. 

KAUFMAN: But I think his charming daughter, Judy, had a 

great deal to do with that, because she's been most 

enterprising, very active. She informed us--I was stunned 

by this knowledge--that last year there were over 150 

performances of Still's music, including some very 

important ones with the Chicago Symphony [Orchestra] and 

whatnot. In one year. This gives you some idea. 

HAST: Yes. 

KAUFMAN: But this gives you some idea of the rebirth, of 

this development. It's not only with Still's music, but, 

for instance, within a few months, there's going to be a 

very important album that will be done by another company, 

Cambria Records [and Publishing]. They're doing a record 

that is devoted to the music, mostly, of Robert Russell 

Bennett, his own music for violin and also violin and 

orchestra. That's going to be coming out. And also some 
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of the Pan-Americana, you might call it. For instance, 

there's the music of a Brazilian composer that's not 

generally known, Camargo Guarnieri, who is a remarkable, 

remarkable composer. He's not too well known here, but 

that doesn't mean too much. But he's written operas and 

symphonies and whatnot. We met him when we were in South 

America many years ago, and through him we were able to get 

a copy, I believe a manuscript, of his sonata, which is a 

stunning work, ending in a samba for the last movement. 

And there are many other aspects of American music and 

Brazilian things. 

HAST: Is he still living, may I ask? 

KAUFMAN: I believe so, yes. He's still very active. But 

this leads us, more recently—unless I'm skipping too many 

subjects— 

HAST: No, no. This is very interesting. 

KAUFMAN: --to the last development. 

HAST: Yes. 

KAUFMAN: The last development is that a lot of our 

material that was sort of passed by--perhaps we were a 

little ahead of the taste of the time—is now beginning to 

ripen. As I say, there are no less than three companies 

that are specializing in CDs. One is the Music and Arts 

Program[s of America] in Berkeley, which has a very 

important list, including some of the great artists of the 
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past. I'm very happy to be in that honored company. For 

instance, they have records of [Fritz] Kreisler, they have 

[Joseph] Szigeti, they have many others. And they also 

have some of the interesting lesser-known works on records 

by [Arturo] Toscanini, by [Wilhelm] Furtwangler, and 

[Willem] Mengelberg, and so forth and so on. So we are 

very happy that some of these things are going on. Anyhow, 

they're doing a series of four CDs, going all the way from 

an all-French package, the concertos and various works of 

Darius Milhaud, who was a close friend of ours, and also 

the [Francis] Poulenc [Violin] Sonata, on which I happened 

to study and work with the composer. In fact, I gave the 

American premiere [in New York]. He played it with me for 

the French radio. I believe it was a radio premiere. And 

then the last is our dear friend [Henri] Sauguet, the 

French composer who recently died. He wrote a marvelous 

work for me, the concerto Orphee, with the idea of Orpheus 

charming the little animals and so forth. It's very 

graphic, and it's just a marvelous work. Anyhow, this was 

all on one CD. And I know--

HAST: Excuse me. This is a company in Berkeley, now, you 

said? 

KAUFMAN: That's right. This is the Berkeley company Music 

and Arts Program. 

HAST: I see. 
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KAUFMAN: And it seems to have gotten off to a very good 

start. I don't know if we sent you a review. There was a 

most flattering review--in fact, they almost overdid it--by 

a journal in London [CD Review] that's devoted to the works 

of compact discs. 

HAST: Yes, I think Annette sent it to me, right. 

KAUFMAN: And it was very flattering. In fact, the Music 

and Arts Program made a reprint of that and sent it 

around. [tape recorder off] Now, there are many other 

things which are in the offing. As I say, there are about 

four or five CDs that have already come out, and there will 

be about, oh, another six, seven, eight. I don't know how 

many. They seem to blossom. And just very recently we had 

a very interesting communication from our friend Eric Wen, 

who used to be one of the editors of The Strad magazine in 

London. He has been associated with a very important 

London firm, I think Biddulph records, and they also are 

interested in resurrecting some of the great violinists of 

the past, including [Jascha] Heifetz, [Mischa] Elman, 

Kreisler, etc. And I was most flattered when they asked if 

I might have some material that I might get together for 

them with the idea of the future. 

HAST: Yes, that's exciting. Now, this is on CDs? 

KAUFMAN: These will all be CDs. 

HAST: And you said on a very much earlier tape that we did 
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that in the beginning the CDs really weren't very well 

done, but that the process has changed, that mechanically 

now they've become very much better. Is that right? 

KAUFMAN: This is absolutely true. I was a little 

discouraged when I heard some of the early CDs. They all 

seemed to have an overlay of a mechanical quality, so you 

couldn't tell one from the other. It was sort of [fed] 

into a hopper, and they tried their best, but they did not 

manage to carry some of the higher tonalities that we 

associate with individual work. Happily, this has been 

very, very much remedied. It's much better than it ever 

was before. The latest CDs, I can say without flattery for 

myself, are so much better than the original long-playing 

records. 

HAST: Is that right? 

KAUFMAN: There was no way of avoiding the surface noise 

that you had with the needle and all those things in 

between. This way, it's a direct transference of sound 

into light and then from light back again to sound, and you 

eliminate some of the factors that go in between. So this 

is a wonderful development. 

HAST: But compared to a live performance, now, the sound 

would be different again, wouldn't it? 

KAUFMAN: Well, the microphone can go just so far. 

HAST: Yes. 
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KAUFMAN: Now, it's been very good. Like illustrations of 

great works of art-- We really need these compendiums of 

the great artists that have passed, and the color processes 

are getting better all the time. But you cannot really 

compare the experience of seeing a Gauguin, a Rembrandt, or 

any great work of art, with the vibrations that these 

things give to you directly. And the same thing is 

analogous to a live performance. 

In my own way, as a person who knows very little about 

the technicalities, I think what is lacking is the live 

air, which acts as a marvelous natural filter in a good 

hall. You have the warmth of the audience, you have all of 

these interactive qualities that go to making a live 

performance. And there is something very vague and very 

difficult to capture. It cannot be captured by a 

mechanical instrument. It is the personality and the live 

contact with the personality. For instance, when Kreisler 

would come on a stage, before he would lift a violin, the 

audience was already with him. The vibrations of this 

personality, or any great personality, a great speaker, a 

great personality--[Franklin D.] Roosevelt or [Winston] 

Churchill--there's something about their presence that has 

a magic quality. And it's the human aura that's 

something. But the microphone cannot get that. But they 

have a very decent facsimile, and we cannot all have the 
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privilege of--

HAST: No, no. And historically, CDs are going to be very 

important. 

KAUFMAN: They are. How long they will last, I don't 

know. Because, you know, the Japanese that are so 

enterprising, they have new processes. I understand 

they're going to have a tiny little thing that will be 

about the size of a postage stamp, and you can put an 

encyclopedia on that, which is frightening! 

HAST: Oh, my goodness! [laughter] 

KAUFMAN: God knows what will be the next thing. 

HAST: What kind of glasses do you need to read that? 

KAUFMAN: Well, I don't know. But it's frightening and 

comforting at the same time, that we have not lost our 

capacity for improvement. And if it doesn't lead us to a 

capacity for self-destruction, everything will be going 

well, if our morality can keep pace with what's going on in 

science. 

Anyhow, for instance, another thing that I look 

forward to-- Oh, in Europe we came across, due to the 

suggestion of our friend Bernard Herrmann-- He said, "You 

ought to look up-- There's a wonderful violin concerto by 

Hermann Goetz, who was a contemporary of Robert Schumann, 

and he has a wonderful violin concerto." I think he was 

one of the first to have a public performance of one of the 
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symphonies of Goetz, which-- You may not know about Hermann 

Goetz, but at the time he had made an opera on The Taming 

of the Shrew. 

HAST: Ah, yes. 

KAUFMAN: And [George] Bernard Shaw went so far overboard, 

he thought that he was a greater composer than Brahms, 

believe it or not. 

HAST: Than Brahms? 

KAUFMAN: Yes. In a few seasons, this Taming of the Shrew 

had, on the continent and perhaps London, over 150 

performances. It was a smash hit. We happened to hear a 

performance of it on records. It was a very beautiful, 

lyric work. Well, we investigated, and through one of the 

obscure secondhand dealers, we were able to get a piano 

reduction of the violin concerto of Goetz, which I later 

was able to play for the Scotch radio. A record was made 

of that. This also will come out within this coming 

season. 

HAST: You know, it is really-- Excuse my interrupting you, 

but I remember--I was reading in my notes--that you started 

recording with [Thomas] Edison through a horn. I mean, 

that's how you started, right? And to think how far this 

has come! You didn't even have a microphone then, right? 

And there were no retakes, there was no splicing, there was 

nothing like that. So, I mean, it's amazing how, in all 
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those years, the changes that are taking place. 

Unbelievable. 

KAUFMAN: Well, it's embarrassing to hitch myself to this 

great genius, Edison, but it's true. While I was still 

practically a student, due to certain circumstances, I was 

able to make a connection with an old friend of ours from 

Portland, Oregon. A very talented pianist, Gordon Soule. 

And he happened to get himself a job as one of the 

directors for Edison records. Now, Edison was a really 

great genius, but I think he was something of a tightwad, 

you know. [laughter] He didn't want to spend all the huge 

sums that were necessary to get [Enrico] Caruso and 

Geraldine Farrar and all the great reigning people. So 

these people naturally went to companies that would be more 

enterprising and so forth. But due to that, when Gordon 

asked me if I would like to make twenty-five dollars, I 

said, "Sure." 

HAST: Twenty-five dollars! [laughter] 

KAUFMAN: So he said, "I can arrange to have you make a 

little record for Thomas Edison." So I said, "What would 

you like to do?" "Well," he said, "there's a little piece, 

'Ramona,' that everybody seems to like. Why don't you make 

an arrangement of it for violin? We'll get a pianist, 

he'll make his arrangement, we'll put the two together." 

And so I recorded that. And it--
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HAST: Were those wax records? 

KAUFMAN: Those were those things that turn around, you 

know. 

HAST: Yes. 

KAUFMAN: That most primitive thing. It was on sort of a 

roll. 

HAST: Oh, yes. Yes, right. 

KAUFMAN: And then later on they were transferred to big 

platters, about half an inch thick, that were unbreakable. 

HAST: Fantastic! 

KAUFMAN: Luckily, through a friend that also did the 

interview with me for Thomas Edison and the early records, 

he arranged so he took a transfer-- He happened to have a 

very rare record of this "Ramona" and something else that I 

arranged. And these are actually my very first solo 

recordings. There's an LP that exists. It was put out by 

Jim [James] Creighton in the Masters of the Bow series. 

And they had this in an all-American album, mostly, that I 

recorded with Annette. They have this thing. 

Unfortunately, there's so much surface and so much racket 

going on, you can hardly hear the music. But it does 

exist, historically. 

HAST: It's wonderful. I mean, that was the beginning of 

all of this. 

KAUFMAN: So these were my first solo recordings. I go all 
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the way back, when I was still a kid student, practically. 

HAST: It's fantastic. And to think you've come all the 

way through now, through all the different stages, to the 

CDs, and that they're reissuing your works. That's very 

exciting. 

So we did talk briefly about the commercial style 

actually being different from performance in a hall, 

right? I wanted to ask you a little bit about that, 

also. Now, if you're--

KAUFMAN: Excuse me. Just what do you mean by "commercial 

style"? 

HAST: Well, in other words, you're doing it, say, in the 

studio, you know. The thing is going to be sold, 

eventually, so the studio's thinking of it as a commercial 

venture. But if you're in a hall and performing as a 

soloist, that's a very different way of going about it. Or 

is it? 

KAUFMAN: Well, I don't know. I can only speak from my own 

experience. I'm afraid that the process of recording for a 

microphone and doing what you want to in a public 

performance does have somewhat different aspects. For 

instance, you have the comforting quality of a blanket of 

air that surrounds you. You can be much freer with your 

attacks and so forth, and if it's a little bit rough, the 

air absorbs that. You can have certain qualities--
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HAST: You mean in a hall? 

KAUFMAN: --in a hall, a spontaneity that you cannot always 

capture in a record. Now, the thing that is a paradox, I 

have found out-- You cannot quite let yourself go with the 

same force for a record that you can in a public hall, 

consequently. 

HAST: See, that's what I was wondering about. 

KAUFMAN: Yes. There is a different process. You have to, 

somehow or other, give a suggestion of what you want of 

force and power, and yet it has to be within the limits of 

what the microphone will accept. If you're too rough, you 

have a tone that is too, too scratchy, you see, and the 

tone sometimes breaks, which is not audible in a hall. So 

you have to, at the same time, make a sort of facsimile of 

what expression you want through a sort of a filter that 

you put upon yourself so the sound is not too brutal, is 

not too harsh. 

HAST: How does that work, then, if you give a live 

performance which is being broadcast, also? Then how do 

they--? How does that work, whether it's radio or 

television? You don't worry about that, right? You're 

playing for the audience, I would think. Is that right? 

KAUFMAN: Well, for instance, it happens that a lot of the 

works that will be transferred to CDs are actually public 

performances, and there you're in the lap of the gods. 
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It's purely a question of chance and good luck. If you 

have good luck, the microphone is in the right place and 

somehow you're feeling right and things go smoothly. But 

those are sort of happy miracles. You cannot depend upon 

them. A studio performance, of course, you can alter. For 

instance, with the qualities of tape, sometimes you can 

patch things together. For instance, it's heartbreaking if 

you make a complete take and then towards the very end 

you're not quite together with your pianist or with the 

orchestra, and then you have to do it [again]. But with a 

tape, you can patch them together. Now, this practice has 

been somewhat abused in the past. Now we performers 

realize that sometimes it's better to let a few tiny little 

slips go by, and if you capture the spirit, you're 

sometimes better off. There's a certain freshness--

HAST: I would think so, yes. 

KAUFMAN: --of course and spontaneity that gets into it, 

and just disregard a few tiny little lapses that you would 

give anything to be able to correct. But, for instance, 

it's like a fat lady in a corset. Something begins to 

bulge somewhere, so you gain one thing, but you lose 

another. So you cannot have it both ways. But, as I say, 

it's a matter of extraordinary luck when you sometimes 

coincide. 

HAST: But if they record it at the same time, then I just 
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wondered if the engineers then manipulate it, you know, if 

they want to make some changes. And probably the artists 

wouldn't be too happy about that. 

KAUFMAN: There's nothing you can do about it. Once it 

goes through the hopper, once you've gone through the 

machine, it's a matter of luck. On the other hand, we do 

have certain processes that can help out. For instance, 

things that are a little too soft, you can build up a 

little bit artificially. For instance, if you are playing 

in a hall that's rather dead, without vibration, you can 

always add a little bit of echo, a little bit of things 

that make it more palatable. So, luckily, we can have a 

way of helping some of these things. I myself am 

astonished sometimes at seeing what results we get compared 

with the originals, because in recent CDs that we've had, 

on the whole, I consider myself very lucky, because they're 

so much better than what the original LPs were. And, as I 

say, you can modify to a certain extent. 

HAST: Yes. But the artist, the musician, is not consulted 

on that? The engineers take care of that? 

KAUFMAN: We're completely at their mercy. Completely at 

their mercy. [laughter] 

HAST: That's what I thought. That's what I thought. 

KAUFMAN: You know, our friend Russell Bennett perhaps has 

gone overboard, but he did so much recording and suffered 
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so much. He said, "Every performer should have the 

privilege of assassinating at least one sound man." 

[laughter] Which is overdoing it a little bit, but--

HAST: I don't know. I can see how he feels. 

MRS. KAUFMAN: They have killed so much good music. 

KAUFMAN: That's right. As Annette mentioned, they kill so 

much good music. On the other hand, they help a lot of 

good music. We must all always be grateful, I think, to 

the mechanical elements. Just think what an incredible 

dissemination of music and repertoire goes on. I listen to 

some of the local radio stations. We hear things all the 

time that we've never heard. I think we have a pretty 

good-- Over a lifetime of hearing great music, there are 

many things I hear with the greatest delight that are 

really marvelous. What is this man who does this beautiful 

historical series that we hear all the time? 

MRS. KAUFMAN: Karl Haas. 

KAUFMAN: Karl Haas. 

HAST: Oh, Karl Haas. He used to be at UCLA, too. Yes. 

KAUFMAN: He's marvelous! We hear him over a local 

station. It's marvelous the things that he digs up, the 

comparisons and the knowledge and the--

HAST: Yes, he's very knowledgeable. 

KAUFMAN: And the quality that is put into these things is 

really marvelous. I don't see how he keeps up with it. 
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But of course, he has earned a marvelous universal 

popularity, and it's been very honestly done. 

HAST: And he's knowledgeable, and we do get a number of 

people-- Like coming over to you today, I heard on the 

radio, you know, comments about Elizabeth Swartzkopf. It 

was so stupid, and so here I thought, "Let her sing. Let's 

not talk about it," you know. 

KAUFMAN: You know, this is one of our— 

HAST: It depends on who's doing it, right? 

KAUFMAN: It depends. They seem to have-- Some of the 

local stations-- I don't like to mention names, but they 

have some of these ladies that take upon themselves the job 

of being comedians and occupying so darn much time with 

this stupid chitchat that goes on, and they give-- If they 

would cut the percentages and analyze them, find out about 

half of the time they're yapping with their so-called wise-

cracks rather than letting the music go on-- And this is 

not good, because we've had other friends that seem to be 

very, very much irritated by this process. There's no 

reason for it. 

HAST: Oh, I am, I know. I know. Well, it's commercial 

again, you see, to appeal to what they think the general 

public wants. 

Could we talk about something which is really of great 

interest to young musicians starting out? And, you having 
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had so much experience, if we could just dwell on this 

briefly. I wondered during rehearsals, for instance, how 

important it is that-- For the soloists, the conductor, the 

relationship, and then, for the orchestra, doesn't it help 

to be used to each other and playing together? And then, 

how is it when a conductor suddenly comes in, as there 

never seems to be enough time for rehearsals anymore? Can 

you talk a little bit about that relationship between the 

soloist and the orchestra and the conductor? 

KAUFMAN: Well, we all have, I suppose, our individual 

grievances, but generally speaking, due to the commercial 

setup, there really isn't enough time that is devoted to 

rehearsals outside of set orchestras with their set 

conductors, and they can have the luxury of enough time for 

rehearsing. 

HAST: In modern times, yes. 

KAUFMAN: In modern times. But it's a kind of a tricky 

thing to try to come to a town at the last moment. The 

conductors, if they're popular, have very little time for 

even discussion or anything of the sort, and you have to go 

like a wild animal on the stage and not quite know what's 

going on, with just the minimum of rehearsal. Sometimes 

it's very trying. Once in a while, of course, you come 

across a gentleman who has great experience, and you're 

almost better off with him without rehearsals than some 
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great conductor that has his set ideas and makes very 

little allowance for a soloist. There has to be a mutual 

job, I think, of preparation if you want to have a really 

good, good product. In other words, you cannot bake bread 

and do it in two minutes flat and think you're going to 

have something acceptable. Everything takes time to 

ripen. Any more than you can have a good wine by putting 

it in an electric process, have the grapes squeezed, and 

the next day you have a wine. It doesn't go that 

comfortably. 

HAST: No. Well, a soloist, really, should be the one to 

lead, and the conductor really should respect the 

soloist. That's what I always thought. But, as I 

understand it, that isn't always the case. 

KAUFMAN: It should be a job of mutual cooperation. For 

instance, it is very comforting when you're working 

together with a fine musician, and they're entitled to have 

their viewpoint and I believe the soloists also. Sometimes 

we're limited. For instance, if a violinistic work goes a 

little bit too slowly and you have a fast passage where you 

have a bouncing bow, it's not going to bounce if it's too 

lethargic, too slow. So you have to have a certain tempo 

in order to be effective. Well, there are certain 

conductors with experience who know that. Some conductors 

are marvelous accompanists, and some of the great ones 
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we've heard are like a stone around your neck. They are 

inflexible. Unless you're content to be a sort of member 

of the orchestra, really, and follow them, you're just out 

of luck. You're not going to have an ensemble. And these 

things are very, very distressing. 

HAST: Which is difficult for any soloist, including 

singers, of course. 

KAUFMAN: Yes, the people who have a knack at it know when 

they can give singers a little leeway, and so they can 

breathe and not make them go helter-skelter through things 

that are almost impossible. For instance, in Beethoven's 

ninth symphony [Symphony no. 9 in D Minor, op. 125], where 

you have this last wonderful climax, we've heard 

performances where the conductor leads the soloists at such 

a gallop that they can barely gargle their way through some 

of this very high tessitura that you have in the last 

chorus. They can barely gulp their way through. They 

don't have quite enough time to sing. And the same thing 

with a soloist. It must be mutual. They're talented 

people, and I'm happy to say there's a younger generation 

that have been beautifully trained by refugees from Europe, 

even in our own territory, on the Pacific Coast, with 

singers and instrumentalists, with the masters that have 

come here very often as refugees and have done marvelous 

work, say, in Tanglewood [at the Marlboro Music Festival], 
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training young people, who come out with really beautiful 

taste, as performers and conductors and so forth. With the 

results we can hear. We have some talented people of the 

older generation, also, that have done marvelous work under 

the influence of the Europeans. It's been a wonderful 

transplant. 

HAST: Yes, I've thought that, really, some research should 

be done on this very subject, because we have so many here 

in Southern California that came from Europe, from Germany 

and other places. 

KAUFMAN: Of course. Can you imagine the cultural wealth 

of having a Thomas Mann here? 

HAST: Yes, yes. 

KAUFMAN: Of having a Stravinsky? Of having a musician 

like Ernst Toch, who I knew very well. In fact, I recorded 

quite a few works with him, with him helping us out and 

collaborating with him. And many others. It's been a 

great privilege. And what a shot in the arm to have people 

like Hindemith come to this country. Darius Milhaud, who 

for many years was an inspired teacher at Mills College, 

would divide his time half between Europe and half between 

California. 

HAST: Yes. 

KAUFMAN: It was our good fortune to meet him very early. 

And due to that contact I was able, of course, as you know, 
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to record his Violin Concerto [no. 2] with him conducting 

for this French package that's recently been issued on 

Music and Arts Program. 

HAST: Yes. So to get back to the conductor, now, 

conductors are having a hard time these days, are they 

not? Because to become famous, they have to be everywhere 

at the same time and, at least, maybe be in charge of two 

different orchestras at opposite poles of the world. You 

know, somebody like Zubin Mehta and so on. 

KAUFMAN: Yes. 

HAST: And the jet lag must be terrible. I was going to 

ask you--and I think we mentioned it on the tape that we're 

redoing--how did you travel? How did you travel when you 

had to get around? It wasn't this kind of hectic pace when 

you started out, was it? 

KAUFMAN: Well, it was a lot more leisurely and certainly a 

lot more comfortable. When we would--

HAST: Did you go by train or--? 

KAUFMAN: Well, in the early days it was all by train, 

before the days of the jets. And also, going abroad, we 

would take a very comfortable boat ride, and it was very 

relaxing, although I'm a poor sailor. Annette is much 

better. For a few days I'm out cold, but then I get my 

sea— 

HAST: No, really? [laughter] 
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KAUFMAN: Oh, yes. Then I get my sea legs and it's 
better. But we had the luxury of, you know, a leisurely 
journey from, say, New York to France or England. 
HAST: Oh, that's wonderful. 

KAUFMAN: It was very relaxing both ways. And we could use 
the time to advantage by practicing, you know, get a little 
work and accomplish something, so it wasn't all a waste of 
time. But today it's a heartless process. They shoot you 
from one end of the country to the other, across 
continents, and you're supposed to get on a jet in the 
morning and then play a concert at night--and arrive at the 
last moment more dead than alive. 
HAST: Yes, that's right. 

KAUFMAN: And the managers very often take advantage of 
it. The bigger your fame and reclame, the more difficult 
it gets. I envy the marvelous energy of a Zubin Mehta, for 
instance, that can travel across continents and give 
wonderful, inspired performances, you know, full of energy 
and quality, and not be completely tired by that. It's--
HAST: Well, this is more on my original question. I was 
wondering, now, if the conductor and the orchestra know 
each other well--right?--then it's not so terrible if they 
don't have that many rehearsals. But what if he's never 
conducted that particular orchestra? It must be very 
difficult. And then to get a new soloist on top of that, I 
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mean, that must be very complicated. 

KAUFMAN: Well, you're so right. The result is a rather 

deadly type of routine. In other words, everybody sticks 

to just a few accepted concertos and pieces that are played 

with orchestra. You limit those, perhaps, to a half a 

dozen, because the orchestra knows it, the conductor knows 

it, and you can sometimes get along with hardly any 

rehearsal, sometimes without any because they're stock 

pieces. Now--

HAST: And everybody knows them so well that-- Yes. 

KAUFMAN: Yes. Now, this is the economic process, too, 

perhaps, but it results in a rather deadly monotony of 

literature. People don't hear enough. For instance, in 

certain towns, including our own, I don't think we get 

enough--depending on the conductor--of the French 

literature. We get nothing of what's going on in 

Scandinavia. 

HAST: That's true. 

KAUFMAN: In fact--and I regret to say it--we get very 

little of our own American product. We have some marvelous 

American composers here, not only sort of the inventor of a 

style, Aaron Copland, or his works, but there are many 

other great Americans that have been making wonderful music 

ever since the time of [Edward] McDowell and before him, 

even, that we have no idea of. And it's a shame, because 
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our own American orchestras certainly should be in the 

forefront of playing some of their own product, some of 

which is darn good. 

HAST: I agree, yes. 

MRS. KAUFMAN: Billy Still's symphonies have never been 

played here. 

KAUFMAN: That's right. Billy Still wrote at least two or 

three symphonies that have become--

MRS. KAUFMAN: Oh, five. 

KAUFMAN: Five that have-- Some have become universal 

favorites. For instance, Afro-American Symphony is a 

standard work now. It's a magnificent work. And then he 

has some ballets, the--

MRS. KAUFMAN: Bennett's works are never played by 

orchestras here. 

HAST: Bennett's works? No? 

KAUFMAN: Never, never. 

MRS. KAUFMAN: Quincy Porter's are never played. 

KAUFMAN: Quincy Porter and so many of the others. 

MRS. KAUFMAN: Walter Piston is not played. 

KAUFMAN: These are very good. I'm glad you mentioned all 

of those. 

HAST: Yes, I think it's important that you're mentioning 

this, because, you know, people should hear about it and 

think about it. 
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KAUFMAN: We should hear our own music. It should be an 

obligation. 

HAST: Yes, I agree. 

KAUFMAN: At least one American work. But there's so much 

universally neglected. I can understand why. It's an 

economic thing. They take up a rehearsal. For instance, 

we never hear the work of a magnificent composer, [Albert] 

Roussel, a French man that was contemporary with Ravel, and 

so forth. 

HAST: Oh, yes? 

KAUFMAN: We never hear the work of our friend [Bohuslav] 

Martinu, the great Czech composer. 
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TAPE NUMBER: VII, SIDE TWO 

APRIL 13, 1991 

HAST: You were talking about programming and using modern 

American artists' work. Did you want to say any more on 

that subject? 

KAUFMAN: Oh, I think I've vented my ire on that. 

[laughter] 

HAST: Okay. 

KAUFMAN: What I'd like to mention-- You might say 

coincidently with this sort of rebirth of some of our older 

material on CDs, there has been a sort of rebirth of some 

of my editions. I think I ought to mention a few. For 

instance, I was able to come across a very rare early 

edition of Telemann. Six sonatinas and six sonatas for 

violin and harpsichord. And I was able to make my own 

edition of those. In other words, starting with the 

figured bass and filling it in. You know, with the figured 

basses, in older music, they never used to fill it out. It 

was expected of the harpsichordist or the continuo player, 

whoever took the place, along with the solo artist--could 

be a violin, a flute, or whatever they used--that he would 

fill in and extemporaneously-- Some things like a jazz 

pianist does today. They're never quite the same every 

time. 

HAST: Yes, yes. 
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KAUFMAN: So this is what you call realizing a figured 

bass. Well, you cannot have an edition of a finished work 

for any student or professional to play if you have just 

the top line and just the bass line and nothing else. Now, 

they have a series of little figures which indicate the 

harmony that they would like, but it's your job to sort of 

fill it in. Well, I can't say I'm much of an authority on 

it, but I had enough background schooling at the Institute 

of Musical Art [now the Juilliard School], secondary piano 

and composition, so I was able to do editions. One time we 

were in Bismarck, North Dakota, where we had a chance to 

visit Annette's folks there, and we were almost marooned 

during the winter season, which became freezing. Bismarck, 

North Dakota, is sort of an icebox, a Siberia of America. 

But it wasn't bad, because I had a few weeks, three or four 

weeks, there without much that I had to attend to. So I 

was able to realize, make the inside figuring, what could 

be done as a complete edition for these works. 

HAST: Yes. I see. [tape recorder off] All right, you 

wanted to talk some more about publications, Dr. Kaufman. 

KAUFMAN: Now, as I say, these have been taken over by the 

International Music Company. They have branches all over 

the world. I think it's a very good way of doing it. 

Anyhow, the six sonatas and the six sonatinas of Telemann 

will be coming out in my edition, with the figured bass 
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that I filled in, as I explained. 

HAST: Yes. 

KAUFMAN: The other things are-- There are three very 

important sonatas by Ludwig Spohr, who was a contemporary 

of Paganini, as you know. And these I've done jointly with 

Marjorie Call, who was the editor of the harp part, and I 

edited the violin part. Now, I've recorded these, and 

they're going to also be released by the Music and Arts 

company. The three sonatas concertante for harp and violin 

[op. 113, 114, and 115]. That's three publications. The 

other one they're going to do is my edition of the Goetz 

Violin Concerto—published by International Music—that I 

annotated and edited and so forth, which, incidentally, 

will also be coming out with works that are contemporary 

with Goetz. That will be released by Cambria Records. 

That's one of their projects. So the Goetz concerto will 

be available. Also-- Let's see what else there is. Oh, 

yes. There's a scale system that I evolved, what they call 

a five-minute scale system, because young people simply do 

not have the chance to go through hours and hours of 

technical work and scales. 

HAST: Yes, in fact you gave me a copy of it, I remember. 

Yes, I'm keeping it. 

KAUFMAN: Yes, well, there's one, an enlarged edition, and 

the revised edition that's coming out with this 
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International Music Company that they asked me to do for 
them. That will be coming out within the next few months, 
and they expect it to be very interesting. I've tried to 
codify some of the things. It's been enlarged, because it 
will also take care of the semitones and also the whole 
tone system that has not been gone into. There are some 
ideas for, more or less, fingering and some ideas that I 
have about the general situation with young students. 
HAST: What do you think about scales? You know, young 
people usually hate to practice scales. But it's a must, 
isn't it? 
KAUFMAN: Well, those are the necessary bricks that we can 
use to erect a building. You have to have some idea. You 
can almost codify, say that great music is this: either 
some form of scales or arpeggios or the variations. And 
then, of course, you have the question of harmony that goes 
into it. But these are the cornerstones. You have to be 
able to play a scale and arpeggio decently in order to 
arrive at any of the literature. As I say, these are the 
cornerstones that we use. 
HAST: Indeed. Could you tell us, what do you think makes 
a good program? When it isn't too heavy one way or the 
other, and that for different audiences-- Is that a big 
problem, to plan a program? 

KAUFMAN: Well, it shouldn't be. I think if you keep the 

402 



universal idea that a sin that will not be forgiven by the 

audiences is if you bore them— They'll forgive anything 

else. You can overdo it, you can be vulgar, you can be 

stupid, you can even be dull, but if you bore people, they 

will not forgive you. Sometimes it's very comforting to go 

to a concert and be able to sleep very nicely and relax, 

but that's not--

HAST: Some people do! 

KAUFMAN: But you must have something in it that will 

essentially entertain people. Now, for this you need two 

things. You need to have some sort of variety in your 

program. You cannot have a program that consists of all 

fast music or of all slow music. You must mix your shots, 

so to speak, so that you have a variety you follow, so 

there's a contrast of color and harmony and everything 

else. Now, we have a vast literature. There's really no 

excuse for boring everybody. And, personally, I am very 

much against this idea of being overly serious. In other 

words, having a program that's very much in vogue today--in 

Europe especially--having a violin program, violin-piano 

program, of three sonatas, very often by the same composer, 

well, this may be all right for the specialists or the 

students, but it's not good for a general audience. You 

should have-- In other words, like a good meal. You do 

not expect to have a meal starting in with roast beef and 
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roast beef. You have something to start in with, a soup or 

hors d'oeuvres or something. You have one main dish, you 

have some vegetables, and, if you can, take in a certain 

amount of larger things in the way of desserts, fruit, or 

whatever you like, pastry or cheese. But you cannot have 

it all consisting of French pastry or a series of soups or 

anything else. It doesn't work. 

HAST: But now talking of--

MRS. KAUFMAN: Different keys, too, so you don't play 

everything in E-flat. 

KAUFMAN: That's right. You have a difference of keys and 

you have a difference of textures, and the more variety you 

have, the better, within limits, of course. 

HAST: Well, speaking of French pastry and all those 

goodies you mentioned, would a French audience be different 

from an American audience? Now, say, Paris and New York, 

would they be different do you think? 

KAUFMAN: To a certain extent. Of course, they're all 

regional. 

HAST: Yes. 

KAUFMAN: They're all regional. For instance, for many 

years you couldn't sell Brahms to a French audience. They 

considered it dull and so forth, and the same with Mahler 

and Bruckner. But, in particular, a towering genius like 

Brahms was not accepted until very recently. All of a 
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sudden, it's becoming in vogue, even in France. They're 

very insular in their own way, and they--

MRS. KAUFMAN: They love Mozart and they love Beethoven and 

they love Tchaikovsky. 

KAUFMAN: Of course. But they have a right to their own 

insularity and their own taste, because, after all, they're 

such a marvelous influence worldwide—the idea of French 

culture. After all, the Italian Renaissance went directly 

to France, and we have the results of that in their logic, 

in their refinement, and, of course, there's a marvelous 

music that was produced, all the way from the early 

composers like [Jean Baptiste] Lully and [Jean Phillipe] 

Rameau, all the way through, going right back to--

HAST: The seventeenth century, yes. 

KAUFMAN: To Debussy, Ravel, and the later composers. 

There's a wealth of music and culture that the world would 

be much poorer without. 

Naturally, there's a great Germanic stream to which we 

owe all our great classics, you know. How can you regard 

what we consider the bibles of music, such as Bach, Mozart, 

Beethoven, to say nothing of their followers, going to 

Wagner and to [Richard] Strauss and all the rest of it, and 

the recent developments, outside of the things, that have 

become too exaggerated, in my opinion, and have become 

somewhat eccentric in the search--
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HAST: Like what? 

KAUFMAN: Well, if you have the arbitrary things--

MRS. KAUFMAN: Webern? 

KAUFMAN: Webern or the Schoenberg school, which--

HAST: Oh, yes. 

KAUFMAN: Some material, of course, is marvelous, but it's 

been a rather interesting and worldwide influence using a 

rather artificial system. And people rely on that as a 

substitute for real talent, mechanically going about these 

systems. 

But, nevertheless, every country has something to 

contribute. For instance, in Scandinavia we discovered 

some magnificent music that's going on that the world 

public in general is ignorant of. 

HAST: We don't get it here at all? 

KAUFMAN: For instance, one of the things I'm very happy to 

have a chance to have worked on is a violin concerto by the 

recently departed composer Lars Erik Larsson, who wrote a 

magnificent violin concerto. That will be one of the 

things that will be coming out very shortly with Music and 

Arts Program of Berkeley. 

HAST: Oh, yes? 

KAUFMAN: On that CD, it will be a concerto of Samuel 

Barber's [op. 14] and also a concerto by [Ralph] Vaughan 

Williams, Concerto accademico. But I think that when 
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people realize the qualities of this Larsson concerto, 

they'll be astonished. He was one of the chief 

personalities in Sweden, and he was the head of their radio 

and produced some very interesting music along more or less 

traditional lines. It was very pleasant, very good. And 

then he had the idea of studying with Alban Berg, who was 

one of the chief disciples of Arnold Schoenberg. He told 

me very frankly that while he was studying with Berg, he 

didn't like the system, he didn't like anything. But 

somehow or other, something began to percolate, and under 

his influence, somehow or other, he wrote a magnificent 

violin concerto, which has a curious type of mystical 

coloring that you might call something of the atmosphere of 

Sweden, you know. They're marvelous--

HAST: Can one get it here? 

KAUFMAN: It will be coming out. The CD will be coming out 

within-- In fact, we just got a test of it this morning 

that I'm very anxious to see how it works out mechanically. 

HAST: Yes. I would love to hear that. What do you 

personally think of Schoenberg's music? 

KAUFMAN: I think, up to a certain time, that it was very 

inspired, the early work of Schoenberg, the Gurre-Lieder, 

the sextet, the-- Wait a minute. What is that marvelous 

sextet? 

MRS. KAUFMAN: Verklarte Nacht. 
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KAUFMAN: Verklarte Nacht, which he wrote for sextet, and 

it's been transferred to orchestra. It's a masterpiece, a 

sort of follow-up to the late romantic. And all of the 

early works-- He wrote four quartets, too, which are 

beautiful early romantic masterpieces. I find it a little 

bit difficult to follow him in his later period. And it 

doesn't mean that it's the fault of the music. It's 

undoubtedly our belated reception. For instance, I 

remember when I first heard Le Sacre du printemps, oh, 

twenty, thirty years ago, of Stravinsky, I thought, "Well, 

this is really sort of crazy music." Also, the first time 

we heard the Elektra of [Richard] Strauss, I thought it was 

overly done. Later on, you get accustomed to the idiom, 

and something begins to percolate. So it's probably my own 

fault. It's quite beyond me. I had a chance to look at a 

violin concerto of Schoenberg's, and I really couldn't make 

much out of it. 

HAST: Do you think it's an acquired taste, for you? 

KAUFMAN: I don't know what it is. I guess we have to grow 

up with these conceptions. It takes time. For instance, 

even some of the music that was considered somewhat avant-

garde that I pioneered many years ago just now is beginning 

to sort of percolate and find an audience, particularly 

amongst the American music and some of the others who were 

considered very avant-garde. Or the music of Milhaud. You 
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have to listen to it a few times. This was not made for 

ignoramuses; it was made for people that have a certain 

cultivation. Any more than Bach is for the ordinary 

person. You have to be up to it and be worthy of the 

appreciation of this very great and noble music. It's not 

for the ordinary person that is fed a diet of comics and so 

forth. 

HAST: That's really interesting, because I remember as a 

child, with no training, obviously, of any kind in music, 

and not even being told that I should like it, I 

immediately liked Bach and Beethoven and Mozart. 

KAUFMAN: Well--

HAST: And Schubert, of course, you know. So what is--? 

KAUFMAN: If I may say so, undoubtedly it probably has 

something to do with your early environment. Now, you 

would not have had the same tastes if you had been a 

resident perhaps of Argentina or some obscure part of--

HAST: Oh, really? You think so? 

KAUFMAN: Or Hong Kong. You would not have the same 

tastes. But when you hear the music that is around you all 

the time, you know--and there's a nurturing of culture that 

you have in Europe, in general, which is, I think, even 

now, on a somewhat higher level than what we take for the 

average in our own country--you get so you accept these 

things rather than accepting, for instance, the type of 
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racket that goes on under the name of rock and roll. All 

you hear is the bass, "Boom, boom," like the-- It's very 

good for primitives, but they can hardly accept this. And 

with the raucous way that they magnify this horrible music 

that I cannot accept as music. It's a great industry, and 

they make a lot of money out of it, but it's pretty god-

awful to have to listen to this what I would like to call 

musical garbage, which we have in enormous quantities. 

It's almost on the point of inundating more serious 

efforts. But I say you have to be worthy of the music of 

Bach and Beethoven. 

HAST: Well, you see, now you brought up something that has 

troubled me greatly. Namely, speaking of rock and roll, I 

think it is so much part of the culture. The violence, the 

screaming into microphones, the way they dress, the way 

they move with the music, it is part of this lack of 

anything in depth. And just screaming at the top of your 

voice, and anger, don't you think it's part of our society? 

KAUFMAN: This is a symptom. This is a symptom of the 

times. There's been a definite effort to denigrate 

culture, in general. 

HAST: Yes. 

KAUFMAN: You know, over many years. And I must say, 

they've had an enormous success. For instance, what we 

accept as the popular culture is on a very, very low 

410 



level. It is the culture that you associate with the 

lowest type of comic strips or the imagery that goes on 

with the violence and the cars--

HAST: The vulgarity. 

KAUFMAN: The cars smashing each other that goes under the 

name of entertainment, or the universal killings that are 

accepted as popular entertainment. It's a part of that. 

HAST: That's true in art also, isn't it? 

KAUFMAN: Of course. 

HAST: I mean, is it an acquired taste to like the famous 

old artists and sculptors? Or you think, again, it's 

environment that influences a child in that? 

KAUFMAN: They interpenetrate, of course. You know, what 

is accepted-- You cannot blame the younger generation when 

they're fed this and they have very little chance to get to 

that, except through the few serious music stations that 

play classic music. But for every station that plays good 

classic music, there are a dozen between the Mexican, 

Spanish stations that certainly don't do anything to do 

with the classics. You hear the same things. Sometimes 

the popular music is very charming and very nice, but 

generally speaking, it's a sort of rigmarole on the lowest 

possible level. It's like a pyramid, you know, that 

extends as a vast pyramid of so-called popular culture, and 

this is on a very low level. And the higher you go in the 
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way of culture and the way of the arts and the way of 

literature and the way of mental accomplishment, the 

smaller your audience is. 

For instance, we had a friend [Sheila Hodges] that 

wrote a magnificent book in London on [Lorenzo] da Ponte, 

who was the genius that wrote most of Mozart's librettos. 

It was a marvelous record, beautifully done, researched for 

about four, five years, and the result is very fundamental. 

Well, this book sold in very limited quantities, I regret 

to tell you. But if you have something that is devoted to 

the latest murders or to the latest-- For instance, like 

you have certain things about the scandal of great 

personalities. These sell by the millions, you know, 

whether they're true or not. 

But it's a symptom of our culture, which is rather 

discouraging. Here we are. In a material way--we have a 

reason to speak from our own experience--America has 

achieved a sort of level of civilization and of comfort 

that is the wonder of the world. There's no doubt about 

it. By hook or crook, we've done it. But there has been 

something of a lessening of cultural values that goes along 

with it. It doesn't have to be. There's no reason why 

they can't keep step with one another. But--

HAST: Well, how to raise it again, you know, that is the 

question. 

412 



KAUFMAN: Well, it's a long process, and it's not going to 

be done overnight. For instance, our-- I don't want to 

seem like too much of a pessimist, but our school systems 

are not what they should be. For instance, the average 

person that comes out of high school is an ignoramus. He 

cannot fashion a sentence, cannot write, and unless they 

have the computers with them, God help them if they have to 

add two and two. They're completely at a loss. Well, 

there ought to be a minimum, it seems to me, of mentality 

that should go along with the accomplishments of a great 

country. For instance, every time I go to Paris, when we 

meet a group of youngsters and so forth--you know, late 

teenagers--you have to watch what you discuss, because 

these kids seem to be able to discuss anything. You want 

to discuss philosophy, you want to discuss music, you want 

to discuss literature, they're right with it. They seem 

to--

HAST: They're right there. 

KAUFMAN: They know. 

HAST: Is it still like that since the war? 

KAUFMAN: Oh, yes. They're not-- The education system is 

something that seems to be out of tune with our 

accomplishments, and it's too sad, because it's a great 

country in many, many respects. 

HAST: I heard a famous French dancer and actress from 
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Hollywood--and this is a couple of years ago--say on an 

interview that she went back to Paris to live and that it 

took her time to learn how to carry on a decent 

conversation again, you know. I thought, "Good heavens," 

you know. And I feel the same way. It's very difficult. 

People think you put on an act, a lot of people, if you 

want to talk about things that interest you. But we have 

to try with our young people, don't we, to try and at least 

get them interested? 

KAUFMAN: This is the hope of the future, of course. If we 

don't--

MRS. KAUFMAN: I think you have to have a strict sort of 

course of studies. You can't have what is called a 

diversity of views about education. There has to be a set 

set of values for one's studies. 

HAST: Well, may I ask you something which I hadn't even 

thought about asking you, but it really ties in with 

this? They are doing a lot of things now which they call 

"ethnic studies"--

MRS. KAUFMAN: Oh, dear. 

HAST: --like history and all those things. And in order 

to please, I guess, the black population, as well as 

Hispanics and lesbian, gay, all these new things that are 

now on campus and are accepted-- There was a big thing you 

probably saw in the paper about Santa Monica College, where 
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a teacher was called down for being chauvinistic and 

prejudiced and so on. And some of the things he said were 

absolutely outrageous, there's no question about it. But 

what do you think about these specialized studies? Do you 

think there's a place for them? Or do you not know enough 

about how they go about doing it? 

KAUFMAN: Well, I have an inkling. I think it's a terrible 

waste of time. You have to have the fundamentals. You 

cannot just eradicate from the curriculum the advance of 

culture all the way from the Egyptians and the Greeks and--

MRS. KAUFMAN: The Romans and the Italians. 

KAUFMAN: The Romans and Italians and the Renaissance, and 

just whack that off because you want to study certain 

obscure aspects of black history. What went on in Africa 

or Nigeria or so forth, that's all very well and good for 

the specialist, by all means. In fact, they've produced 

some remarkable art and so forth. But you cannot take this 

as a criterion. How can we get along without the Greek 

philosophers? How can we get along without some knowledge 

of what went on in Europe o r — ? 

MRS. KAUFMAN: The Italian Renaissance. 

KAUFMAN: And the Renaissance and all of that, and just 

disregard it and go on to these specialized things. The 

gays and the lesbians, they're entitled to their own 

thought and their own culture, but they mustn't use this to 
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smother and blanket the things that we consider 

fundamental. This is why we become more and more a nation 

of ignoramuses. 

HAST: In other words, what you're saying is it shouldn't 

take the place of the old studies. 

KAUFMAN: Of course not. 

HAST: And if it's added, that is whatever anyone wants to 

do, and that's fine. But it has taken the place. That is 

the problem. 

KAUFMAN: Well, it should not. It should not. It's a 

matter of a struggle for votes, which is on a very low 

level. This goes on at the expense of cultural values, and 

we are seeing the result of it. The Japanese complain that 

they cannot get enough workers that understand their own 

language, that can successfully keep up with--

MRS. KAUFMAN: That understand English. 

KAUFMAN: Exactly, English, and that can keep up with the 

processes of modern manufacture. They do not know how to 

follow orders. And the result Is-- Of course, it's getting 

better, but, for instance, the Japanese cars that are three 

times the price of our American [cars] will go on the fact 

that it's come around that they're more efficient. Why are 

they more efficient? Because they have a better and more 

efficient educational standard, as they have in most 

countries in Europe. It's on a far higher level. 

416 



Well, we will begin to suffer from this process more 

and more. You cannot have a nation of barbarians, cultural 

barbarians, that are going to manage these things. It 

cannot be done. You have to have somebody that's up to a 

limited comprehension and mentality in order to just be 

able to follow simple orders. You have these people who go 

around who cannot speak their own language decently or who 

cannot formulate a sentence or cannot successfully add or 

subtract simple addition. Well, this is not going to go 

with the world of today. It doesn't work out. That's why 

we're losing ground. [tape recorder off] 

HAST: Dr. Kaufman, you had mentioned that in 1969 you 

played at UCLA with Mehli Mehta, and, in fact, you helped 

arrange various concerts at UCLA in the memory of [Erich] 

Korngold, right? Is that right? There were three 

concerts, I think, that you gave. 

KAUFMAN: No, there was a special memorial concert that we 

were asked to organize of the music of Korngold. We tried 

to get some of the leading personalities that were 

associated with him, with his music and so forth. And for 

some reason or other, they were all too busy and we 

couldn't get much cooperation out of that, so we had to 

struggle along and do the best we could. So we managed to 

get an all-Korngold concert on Sunday June 7, 1959, 15 

Schoenberg Hall, which was very interesting. Annette and I 
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played the Much Ado about Nothing suite. I played a 

quartet of his [op. 34] with some of my colleagues. And 

then we got a very good singer, Eva Gustavson, to sing some 

of his songs, accompanied by Gerhard Albersheim. And we 

had a very good pianist, John Crown, who played his sonata 

[op. 25] and so forth. So it made a rather interesting 

evening. It was only one concert that we devoted. It was 

a memorial concert to Korngold. 

HAST: Oh, I see. But then with Mehli Mehta you played— 

KAUFMAN: Oh, I've had the privilege of working a few 

times--I think no less than three times—with Mehli Mehta. 

HAST: Oh, I see. 

KAUFMAN: I gave the first Los Angeles performance of the 

Bloch Violin Concerto. 

HAST: That's right, yes. 

KAUFMAN: Which was a joy, because, for a change, he had a 

chance to beautifully prepare his orchestra, which, by the 

way, is a marvelous effort that he's been doing through all 

these years. I mean, that's a training that's very hard to 

duplicate in many parts of the world, what he does with the 

fundamentals and the way he works with them. You have 

these young kids that never come in contact with some of 

these masterpieces, and by the time he gets through with 

them, they begin to play like a great orchestra. It's 

marvelous. 
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HAST: He's wonderful. As you know, I interviewed him 

[tape recorder off] for UCLA, and one of the things I 

learned is how much he believes in what you were talking 

about, that young people need the fundamentals and lots of 

rehearsals, also. 

KAUFMAN: Well, he does a wonderful job of preparation. By 

the time he gets through with them, they know what they're 

doing. 

I also had the privilege of doing a work of [Miklos] 

Rozsa, the Hungarian, who's been so distinguished and has 

done so many marvelous things, prize-winning screen scores 

and his own work, which is rather neglected. He's written 

some marvelous things. For instance, he wrote a violin 

concerto for [Jascha] Heifetz, which is a knockout. And he 

also has a violin and cello concerto with orchestra [op. 

29], which I was able to give a performance of with Mehta 

and a very good cellist [Gabor Rejto] here, with the youth 

orchestra. And, let's see, there was one other concerto I 

did with him. Let's see. Brahms's Violin Concerto [in D, 

op. 77] at the Wilshire Ebell Theatre. 

There were three altogether that I had the pleasure of 

working with him on, and it was a joy. First of all, he's 

such a great musician with such a marvelous comprehension 

of not only the classics but the moderns and romantics. 

And I say, when he gets through with the orchestra, 
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sometimes you don't know whether you're listening to the 

Boston Symphony [Orchestra] or who. They're really 

marvelous, what they do in the way of vitality and 

quality. So it's hard to overestimate the fundamental work 

that a personality like Mehta gives to this community. 

HAST: Yes, and you believe in that for young people. 

KAUFMAN: Of course! 

HAST: You know, you've been called "the messiah of the 

violin." 

KAUFMAN: Messiah? 

HAST: Yes, you have. 

KAUFMAN: By whom? 

HAST: Yes, you have. I read it in some review. 

KAUFMAN: Messiah? 

HAST: This was some time ago, when I did the research. 

And what I wanted to ask you, do you think that young 

people should be pushed to practice when they learn to play 

the violin, or any other instrument, for that matter? Or 

what do you think? 

KAUFMAN: I don't like— 

HAST: Like Paganini, for instance, as a child, hated being 

pushed, right? 

KAUFMAN: Well, in this case, it was justified. Look what 

happened with this pushing. 

HAST: I know! 
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KAUFMAN: He became one of the central figures of the 

development of the instrument. No, I think that a certain 

amount of judgment-- I think, generally speaking, the kids 

themselves, myself included-- When I started in, I didn't 

like the idea of being tied down to the violin and the fact 

that I couldn't play baseball or whatever was going on with 

the kids. 

HAST: Yes. 

KAUFMAN: But, little by little, if you're at all 

interested in it, you begin to settle down and realize it's 

what you want to do. I regret to say that the only thing 

that really interested me was a childish notion, and it's 

pursued me since. I was only interested in playing the 

violin. I can't say I have serious ideas of even remotely 

going into anything else. 

HAST: But you really studied very hard, from what we said 

on earlier tapes. Somebody like Yehudi Menuhin became a 

sensation immediately. Wasn't it at the age of thirteen? 

KAUFMAN: Or before that. 

HAST: Or before? 

KAUFMAN: I remember he gave a performance, believe it or 

not, in New York of the Beethoven [Violin] Concerto [In D, 

op. 61] when he was only ten. My teacher, Franz Kneisel, 

who was very strict-- You know, at that time, he had the 

first great quartet in America. He was a close friend of 
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Brahms. And he said, "This is remarkable. You must hear 

this youngster." Ten years old playing the Beethoven with 

understanding, with quality. And if you listen to the 

early Menuhin records, they're absolutely staggering, his 

knowledge and his virtuosity and tone quality, 

everything. He seemed to have been like Mozart, fully 

fledged, born with the fiddle in his hand, practically. 

HAST: Yes, yes. But most young people sort of have to be 

pushed into rehearsals. 

KAUFMAN: Of course, of course. 

HAST: It's just a real responsibility for the teacher and 

for the parents with young people, isn't it? And I just 

wondered whether you believed it could go too far. Or 

whether— 

KAUFMAN: I think it shouldn't be pushed too far. If 

there's too much opposition, if the kids make it very plain 

that, you know, that they really don't want to go into it, 

if they don't have the urge to sort of take part in the 

musical process-- You can push them up to a certain extent, 

but beyond that, it's self-defeating. Then they have a 

resistance to it and they do not like it. For instance, I 

think one of the saving things--and I hope the government 

continues—is the process of little neighborhood school 

orchestras. This is a marvelous social thing, and the kids 

really enjoy it. It's a social thing, and they have a 
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chance to play their instruments. It doesn't matter 
what. As long as they're interested, they can join in this 
process, and they begin to be infected with the enthusiasm 
for good music. And this is a marvelous thing. You see it 
all over the country, certainly in our own territory. And 
I hope the government sees fit to continue this and not to 
try to cut down on all things that are artistic. You know, 
with the budget problems and all that, it would be a great 
tragedy. 
HAST: Yes. 
KAUFMAN: But this is one of the high points, ending up in 
the processes, like a Mehta [student], that can go into a 
more advanced orchestra. These kids have an extraordinary 
record of going into orchestras, principal orchestras all 
over the world, you know. They're sought for. It's 
beginning to be realized what a great fundamental job he's 
doing. 
HAST: Do we have an organization like that right here in 
Los Angeles, that you know of? 

KAUFMAN: The high school orchestras, of course. You have 
grade school orchestras, you have high school orchestras. 
HAST: Oh, you're talking about the school orchestras, 
actually. I see. 

KAUFMAN: The school orchestras, yes, as a great social 

development, which is very good. 
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HAST: Oh, it's wonderful. 

KAUFMAN: At the same time they begin to learn their music. 

HAST: Yes. 

KAUFMAN: Since the time I was a kid and got into my school 

orchestra in Portland, Oregon, a few months after I started 

to play, why, there's been a tremendous development in the 

type of little ditties that they used to play for the 

orchestra. Today they've become very advanced. They start 

in already with the early literature of Mozart and some of 

the standards. I think this is one of the encouraging 

developments for the future. 

HAST: Well, the Japanese seem to have a lot of young 

people now that they're interested in Western music, don't 

they? The very young children who are playing violins. 

KAUFMAN: They're marvelous. They're marvelous. They 

start in with the Suzuki method [of teaching musical 

instruments], which is empirical, the way you learn a 

language. 

HAST: Is that a good method? 

KAUFMAN: It is for starting. After one or two years of 

it, then it's much better if they abandon it. 

HAST: It's like Berlitz [method of teaching languages]? 

KAUFMAN: Well, exactly. It's a shortcut, and kids learn 

how to play their instruments before they can talk, 

practically, which is very good. There's a foundation. 
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They become infected with enthusiasm, and they continue. 

But I must say, we've heard certain young Orientals, not 

only Japanese, but Chinese, Korean, and so forth, and the 

results are really staggering. They're dazzling! What 

these kids absorb in the way of music and the Western 

tradition, I can't get over it. For instance, just one or 

two weeks ago, I heard on one of the little obscure radio 

stations-- There were two little Chinese boys; one was 

about eight and one was about ten. First of all, without 

music, they played the first movement of the Bach Double 

Concerto [in D Minor] with piano accompaniment. And they 

played it beautifully, with beautiful--

HAST: They played it by heart? 

KAUFMAN: Yes, by heart. Then they were asked to do some 

solo works. They each did a little solo thing with 

dazzling quality. Really beautiful, with perfect 

intonation, and they had marvelous techniques. There was 

one little boy eight years old, and then there was one 

about ten. And then they were asked questions. They were 

very intelligent in their responses. They were really 

marvelous. 

HAST: How nice. 

KAUFMAN: It was just bracing and such a marvelous thing to 

see young kids like that absorbing our tradition and doing 

it so beautifully. 

425 



HAST: That's marvelous. Now it depends on who the 
teacher's going to be who's going to take them on beyond 
that, right? 
KAUFMAN: I regret that they didn't mention their teacher, 
because their teacher must be really an inspired person to 
develop these young kids at that point to such an 
understanding, such a mastery of their instruments. 
HAST: The teacher didn't get any credit for it? 
KAUFMAN: No. 
HAST: That's typical. 
KAUFMAN: They might have in the early program. It was a 
moment that has had the backing of a local lady here. 
Annette, who is that lady that has that program for young 
musicians? I've forgotten her name. 
MRS. KAUFMAN: Sylvia--
KAUFMAN: Kunitz. But, anyhow, these are all steps in the 
right direction. 
HAST: Yes, indeed. Now, let's talk about something that 
is near and dear to your heart, among other things, and 
that is the integration of the arts. Sitting here in your 
beautiful house, with all your works of art, I know that 
this is a big subject for you. And also I know that 
Annette shared that interest with you right from the 
beginning, when you first met. Isn't that right? 
KAUFMAN: Yes. 
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HAST: Do you want to talk a little bit about how you 

became interested in art? 

KAUFMAN: Well, it's been a side effort. I got to be 

interested in art very early from my meeting with Milton 

Avery as a young student, and we've always been 

interested. I'm happy to say, Annette shared my own tastes 

and so forth. 

This leads me to another side effect. We might end on 

that. I think that if the young interpreter of music wants 

to be successful, not only in knowing his instrument and 

having accomplishment, unless he has something to say, it's 

not going to lead to much. He may have a perfect command 

of the instrument, but if he is empty inside, it's not 

going to lead to much. In other words, he must begin to 

think very seriously of being able to absorb some of the 

culture. It doesn't have to be along one line. It doesn't 

have to be along art. It can be in literature. It can be 

in any branch that he wants. But he has to have some sort 

of comprehension of his background, of the general world 

culture. In other words, if he is empty inside, outside of 

the technical process that is involved in learning the 

instrument, what comes out will be empty. You cannot 

transfer the profound messages of a great composer unless 

you have something to give to that. And I think the way to 

do it is to make a conscious effort to absorb culture. In 
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an interview I had many, many years ago, in a book that is 
still going around about violinists and so forth, I 
explained that I thought it would be a very good idea if 
violinists or pianists would devote one hour less to 
practicing and try to absorb something in the way of 
culture—in other words, what they could absorb through 
books, through museums, through world art—and get some 
idea of that background so that they have something to give 
in resonance besides just knowing their own instruments. 
This is important. 

HAST: Yes. Well, of course, history enters into that. 
And, as you said earlier, in Europe and in France, in 
particular, children get this from an earlier age. 
KAUFMAN: This is taken for granted. This is absorbed. 
But this is one thing, to a certain extent, in comparison 
with the other parts of the world, we've sadly neglected. 
HAST: Yes. 

KAUFMAN: And we have to be careful. But it has to be a 
conscious effort. For instance, my teacher, Kneisel, he 
said if you want to play the violin, well, you must listen 
to the vocalists. You must listen to opera. 
HAST: Yes, yes. 

KAUFMAN: And of course it's been a lifelong taste that 
we've had. We love opera, the combination of the arts, 
chiefly because we feel that we're in touch with 
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fundamentals. As I say, again, the king and queen of all 

instruments is the human voice. And the closer the 

instrumentalists get to that fundamental, the closer they 

are, I think, to an artistic truth. But the same thing 

with culture. The more you have some idea of culture, the 

more you can say something in contact with the great 

composers. 

HAST: But what you're saying, again, is that you need a 

teacher to help you, to inspire you, and maybe to push you 

a little bit. You know, it's very hard, I think, for young 

people to do this all by themselves, isn't it? 

KAUFMAN: Naturally. Naturally, you must have somebody who 

can push you in those directions. 

HAST: And to inspire you, you know. 

KAUFMAN: Of course. 

HAST: That's right. All right. Do you want to say 

anything about critics and music, theater art, and how 

different it is? For instance, critics in France and 

Germany as compared to here? 

KAUFMAN: When I was very young--you can see the progress, 

or the lack of it, perhaps, in critical attention--it used 

to be the fashion to have-- The critics for the sports-

baseball or so forth—they were also the music critics. 

HAST: Oh, really? 

KAUFMAN: Yes. 

429 



HAST: The same ones? 

KAUFMAN: I can't say that they were much worse than what 

we have today. But they would do their best, and they 

would make their evaluation of sports and then do the same 

thing with, you know, whoever would come on the scene. So 

I can't say they were worse, but that was the fashion. And 

it's changed, of course. We have much more in the way of 

specialists who have gone through their courses and very 

often have degrees, and sometimes they write very well. 

But the critical profession leaves a certain amount to be 

desired. For instance, even in Europe, we had a man, 

[Eduard] Hanslick, who was a very great authority, but he 

loved Brahms and detested Wagner, or vice versa. But you 

can't have people that are too one-sided. I think England 

has a very high standard for musical criticism, starting in 

all the way back to George Bernard Shaw, who was not only a 

genius as a theatrical writer, on the plays and the 

writings, but for many years he made his living, actually, 

as a music critic. And sometimes they're very often 

destructive, but very often very constructive, too. So it 

depends. 

MRS. KAUFMAN: He really admired Goetz, for example. 

KAUFMAN: That's right. 

HAST: Shaw did? 

KAUFMAN: Yes. But he exaggerated. When he compares him 
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to Brahms at the expense of Brahms, you know that he is 
very much biased. That doesn't add up. But we have 
critics go all the way from really great erudition to just 
people who are just interested in sort of puffing 
themselves up as charming personalities. Sometimes they 
write very well, but not often with the idea of getting in 
fundamentals. 
MRS. KAUFMAN: There is a charming story from your youth 
about [Henry] Krehbiel. 
KAUFMAN: Oh, yes. Krehbiel, at that time-- I'm glad you 
mentioned it. Henry Krehbiel, at that time, was considered 
the eminent music critic. 
MRS. KAUFMAN: In New York. 
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HAST: Would you now like to tell us the story you were 

going to tell us? 

KAUFMAN: Yes. To continue the story about Henry Krehbiel, 

who was considered the outstanding music critic in New York 

at that time-- I think he wrote for one of the great papers 

that--

MRS. KAUFMAN: [New York] Herald Tribune. 

KAUFMAN: Herald Tribune, thank you. Occasionally, we 

would have some people come as visitors to the Institute of 

Musical Art [now the Juilliard School], where I was 

studying with Franz Kneisel at that time, in his class. It 

happened I had the leisure so I could attend his 

[Krehbiel's] lecture, which was very good. This time, his 

subject was Schubert. And he went along, started in, and 

was talking about the beautiful, inspired work of this 

great genius. Not only his work for symphonies and 

innumerable songs, but he was so taken with the tragedy of 

poor Schubert, who lived, I think, to be only about thirty-

one years old and accomplished the work of a dozen 

geniuses, all the way from the early work that was so 

inspired melodically. He was really a rival to almost 

anyone. But at one time--and it used to happen more than 

once--he would be so overcome with the sadness and tragedy 
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of poor Schubert's life that the tears would come to his 

eyes, and he would retire and put up a handkerchief and 

would have to walk off the stage! Yes, he was so touched 

by the— 

MRS. KAUFMAN: This was someone who really loved music. 

KAUFMAN: Yes. But as a contrast to some of the critics 

who become so sour about the whole subject--they're bored 

or whatever it is--this man was really in love with his 

subject and inspired by it. We thought it was amusing at 

that time, but I realize there was nothing amusing about 

it. It happened more than once. He would just break down 

and just couldn't continue with the tragedy of a genius 

like that living such a short time. 

HAST: Yes, that's really a very nice story. I'm just 

trying to picture him lecturing to a group at UCLA and 

breaking down and crying. I don't know if they'd 

understand or not, you know. Who knows? But that's 

really very touching. 

I want to change the subject here a bit. You wanted 

to talk about Irving Stone, who was such a close friend of 

yours for so many years. 

KAUFMAN: Oh, yes. Irving and Jean Stone are a remarkable 

pair, to say the very least. We met them many, many years 

ago when we were first in town. 

MRS. KAUFMAN: In Santa Barbara. 
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KAUFMAN: In Santa Barbara. And from then on we began to 

appreciate their friendship, not only as the great 

personalities that they were as writers, but for their own 

sake as friends and human beings. But Irving has 

accomplished an incredible thing. He has done a series of 

books that have become world famous. In fact, Annette 

[Leibole Kaufman] and I were both sort of brought up on his 

first magnum opus, dedicated to the life of van Gogh [Lust 

for Life]. And in my generation we were all profoundly 

influenced by his writing about this great genius at a time 

when van Gogh was comparatively unknown. There was a great 

biography of him by the German critic, Meier Grafe, who 

sort of called the world's attention. But it was our 

friend Irving, in his peculiar way, humanizing everything 

that he did so that it became a living record of great 

personalities and events around these people. 

MRS. KAUFMAN: He always wrote about people that improved 

the human condition, you know, or who made a great 

contribution. His book on Freud [The Passions of the 

Mind], his book on [Heinrich] Schliemann [The Greek 

Treasure], who discovered Troy, you know. And Jack London 

[Sailor on Horseback]-- He wrote books that he felt would 

show people who made a great contribution to the bettering 

of human life. 

KAUFMAN: But the amazing thing about that, once he got 
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started-- Jean told us that, I think, they sent this 

publication, Lust for Life, based on van Gogh's history, to 

about seventeen publishers before it was finally 

accepted. And once it got a--

HAST: Seventeen publishers? 

KAUFMAN: Yes. B u t — 

MRS. KAUFMAN: They refused it. 

KAUFMAN: But by the time it got off the ground, it became a 

smash hit, was translated into practically every language, 

and this has been the fate of almost everything that he's 

done since. It's incredible. His life of Freud and his 

latest [Depths of Glory], which was a wonderful record of 

the life of Pissarro, who was the great friend of Cezanne 

and was a sort of father influence to that whole group. 

MRS. KAUFMAN: Seurat. 

KAUFMAN: Seurat and Monet and [Armand] Guillaumin and that 

whole group of artists. He was a sort of inspirer and sort 

of neglected figure for a while. But his record-- I 

thought we knew something about the background. We knew 

nothing compared with what our friend Irving was able to 

come up with. 

Of course, this is not accidental. They do an 

incredible work of research that is the basis of their 

writing. But I think even more than a profound research is 

the quality I discern in all his books of humanizing these 
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works so they become living entities as personalities and 

influences, so they are not just a matter of empty 

statistics, that they lived in this place, so-and-so, and 

they did that. The profound research that they did on 

Freud, for instance, they literally lived around those 

neighborhoods in Europe, in Vienna and so forth. And he 

went to hospitals. He did an incredible amount of research 

that--

MRS. KAUFMAN: Cases. Looking up case histories. 

KAUFMAN: Looking up case histories. One time they got 

into a library. They had permission. They stayed there 

all night--the time was limited--in order to be able to get 

at all the profound facts of Freud that are not generally 

known. This is typical of what they did with the--

HAST: His wife helped him, you told me, right? 

KAUFMAN: Oh, yes. Yes. She's his chief editor. Nobody 

could edit the work the way Jean has done, because they 

become one sort of dual personality, one influencing the 

other. But, for instance, I know that the work he did on 

Schliemann, who was the man who rediscovered Troy and what 

happened with that early period-- They actually lived in 

Greece for a while to get at fundamental sources. But 

their own inspired work has its basis on this background. 

It's not accidental. But, of course, you have the things 

of individual knack. I mean, not everybody has this gift 

436 



of doing what Irving did. 

His own background is very colorful. He told me he 

had to work his way through school and college, and believe 

it or not, in order to pay his expenses, he learned to play 

the saxophone, and he got himself work, you know, as a 

young jazz musician in order to pay. So his background is 

very colorful and very interesting. But it doesn't come 

out of nothing. 

There's a knack, of course, but you cultivate that. 

And you would never have an idea from their start what 

wonderful erudition and what a wonderful wealth of ideas he 

pours into his books. But there's a reason why they're 

translated into practically every language, including the 

oriental languages. And he has vast editions in the Soviet 

Union and so forth. Whatever is done is met with immediate 

success. I don't think he's achieved quite the honors he 

should have had. He should have been the Nobel Prize 

winner long ago, when you have nonentities in comparison 

with this towering figure, not only what he's accomplished, 

but his world influence. 

HAST: It's always interesting to me how people like 

yourself with Annette and Irving Stone with his wife, how 

terribly important the wife is in helping with research and 

making the career. It's such a lovely balance. 

KAUFMAN: Well, what we've always thought, it's so much 
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better to have two minds that work on it, and it's a simple 

equation. But I think the power of two people that are 

working in harmony and supporting each other is not 

doubled, it's quadrupled. It can be multiplied by hundreds 

and thousands of times, and what you can actually 

accomplish-- Nothing can be done by one person. For 

instance, we'll have one person that does a certain amount 

of work and research and whatever it is, and the other one 

has to be there to support and do all the work that is 

connected with it. 

HAST: It's also a great comfort, I would think. You know, 

you have each other. You were telling me about the 

birthday party in 1988 when Irving Stone was eighty-five 

years old, and you said it was such an extraordinary party. 

MRS. KAUFMAN: Oh, yes. 

KAUFMAN: It was marvelous. All the leading personalities 

in town were there. 

HAST: Lew Ayres was there, who was also a friend of yours, 

right? 

KAUFMAN: That's right. 

HAST: The actor. 

MRS. KAUFMAN: There were scientists who came, there were 

publishers, there were other writers who came from various 

cities, and there were musicians. And Irving had done a 

great deal in education. He always was willing to speak at 
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schools. He was always willing to support research in all 

sorts of studies. 

HAST: Well, anyway, that must have been a fun party, 

because I remember you said you enjoyed it so much. 

Do you want to talk briefly, Dr. Kaufman, about the 

film industry? You were involved with a lot of the older 

actors, as I remember, right? Like Charlie Chaplin and--

KAUFMAN: Well, during my long stay here, during which I 

had a marvelous, marvelous economic base working for the 

movies there, under specialized conditions-- It was a 

wonderful chance that we had to have, as I say, an economic 

base, but more than that, we had a chance to meet so many 

composers that I had a chance to work with. For instance, 

it was through the movie industry that I met Aaron Copland, 

and later on it developed so that I could actually record 

his Violin Sonata with him, which I mentioned before has 

already come out on CDs [compact discs]. And it was also a 

chance to meet another towering figure in American life, 

Robert Russell Bennett, who was chiefly known as a great 

arranger, but he's much less known as a composer in his own 

right. He wrote the first original set of jazz pieces. 

His Hexapoda [(5 Studies in Jitteroptera)] that I recorded 

with him is also on this compact disc by Bay Cities 

[Inc.]. And then he also wrote a violin concerto for me 

and also wrote a marvelous sonata [Song Sonata]. All these 
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were--
MRS. KAUFMAN: He wrote an opera. 
KAUFMAN: Yes, Maria Malibran. And I don't know how many 
broadcasts he did of original work. He had what they call 
thumbnail operas that lasted about thirty minutes on 
topical subjects, like Casey at the Bat and--
MRS. KAUFMAN: Oh1 Susanna. 
KAUFMAN: Oh! Susanna. So they were marvelous operas. 
MRS. KAUFMAN: And you worked for a lot of the early 
Hollywood composers like Max Steiner and Alfred Newman and 
Franz Waxman. 
KAUFMAN: I was associated with all of those composers. 
And it was very good to meet these personalities and have a 
chance to work with them. 
HAST: Plus the actors, also, like Laurence Olivier and 
people like that. 

KAUFMAN: Yes, well, for instance--
MRS. KAUFMAN: Newman liked chamber music. 
KAUFMAN: That's right. Newman loved chamber music. He 
was a very fine pianist himself. In fact, he started as a 
boy prodigy as a pianist and then later went on to conduct, 
at a very early age, Broadway productions and so forth. He 
loved chamber music and very often had chamber music 
sessions at his house as well as our own. And actors 
sometimes were really interested. I remember Olivier 
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coming to some sessions with his lovely wife, Vivien 

Leigh. But--

MRS. KAUFMAN: Myrna Loy often came. 

KAUFMAN: Myrna Loy also came. Many, many people. 

HAST: Myrna Loy just passed away, didn't she? I think 

recently, yes. Yes, that's fascinating. I was wondering 

if-- The studios in those days, as you know, took very good 

care of their young actors. And I wondered, did they also 

take good care of their musicians in the same way? Or was 

that totally separate? Were they just mainly interested in 

the actors, and the musicians were just background? 

KAUFMAN: Well, we were a necessary part of the scene. 

They found out very early that it was not easy to have the 

sound and not have something to go along with the action, 

because it's helped the action. For instance, a master 

like Max Steiner, when he wrote a score, the audience was 

put in the right groove. In other words, they didn't laugh 

at the wrong places or cry at the wrong places. You know, 

he was a master in getting the mood and putting everybody 

in the right groove so they would understand what was going 

on on screen. Sometimes you can't always tell what's going 

on inside the characters' minds, but it can be helped 

through the music that accompanies it. So it was a very 

necessary part. We were part of the picture, not too 

important a part, but we were there. And I must say, we 
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were very well paid for what was going on. Sometimes the 

work was very difficult, lasting into the early hours of 

the night and so forth. It didn't matter. But considering 

the amount of work we did, I thought we were, for the time, 

very well paid. 

HAST: Yes. Well, I remember when Thomas Edison hired you, 

you thought, "Oh, well, it will be twenty-five dollars or 

something, and I'll do it." It turned out to be a lot 

more. [laughter] 

KAUFMAN: I think we discussed that, didn't we? 

HAST: Yes, we discussed that on another tape, but I just 

remembered it. It was interesting. 

Since our last meeting--I want to bring this up--you 

made a beautiful gift to Oberlin College, and for many 

months I know that you and Annette worked on packages and 

packages of music that you sent to them. Can you tell us 

the kinds of things you sent them, because it's so 

extraordinary. 

KAUFMAN: Well, I'm glad you brought that up. Oberlin has 

been very nice to us. They were kind enough to give both 

Annette and myself doctorates of music. 

HAST: Right. 

KAUFMAN: They thought what we did was of some interest in 

forwarding contemporary music and recording and researching 

eighteenth-century music. They thought this was important 
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enough to give us honorary doctorates. And we thought the 

least we could do was return the compliment. So we decided 

to give our own rather large-sized library of music, 

including a lot of very rare materials that we worked o n — 

As you might know, I was a pioneer in early baroque music. 

HAST: Yes, indeed. 

KAUFMAN: It was very fortunate that I got the Grand Prix 

du Disque in 1950 for Vivaldi's The Four Seasons and was 

also associated with the early research we had to do in 

connection with the program. 

MRS. KAUFMAN: We not only gave concerti and chamber music 

of all sorts--quartets, trios, quintets, sextets--but it 

was a wide, vast literature. 

KAUFMAN: Yes, we go all the way from the early literature 

right into the contemporary. 

MRS. KAUFMAN: A lot of the music was destroyed in 

Europe: the plates were lost. So all of that music of 

Beethoven, Schubert, Haydn, Mozart is not available 

today. It's very rare. 

KAUFMAN: Exactly. So we were very happy to give it to 

Oberlin. It has a rather respectable, fine music 

department. It's flourishing. And we give a yearly prize, 

also, to encourage the young musicians there. 

HAST: A prize also? 

KAUFMAN: Yes, we also give them--
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HAST: I hope in your name. 

KAUFMAN: Oh, yes. Definitely. 

HAST: Yes, good. [laughter] 

KAUFMAN: There's a Kaufman Prize, an achievement award. 

In other words, the professors there have some idea of the 

people that are outstanding and doing the best work for a 

season. There's a prize for violin, and there's also a 

prize for piano, in Annette's name. 

HAST: Oh, how nice. Oh, how wonderful, Annette. I think 

that's great. 

KAUFMAN: But I remember it came to hundreds of boxes that 

we had to send of our music. 

HAST: I remember you packing and labeling and being so 

organized and terrific about it, yes. So they must have 

been very pleased about it. 

KAUFMAN: Well, there's a lot of rare material that they 

have there. We had to work from original manuscripts and, 

as Annette has noted, things that have become extinct. For 

instance, with the results of the bombings and the war, the 

Second World War, so many libraries and their materials 

were actually destroyed. And the big publishing houses 

simply do not follow-- They discontinued doing a lot of 

fundamental publications now for their own reasons. A lot 

of material that was considered more or less routine is 

very hard to get, some of these editions. And when it came 

444 



to modern music and so forth, these editions are almost 

extinct. 

HAST: Is that right? 

KAUFMAN: The things that they did in small editions, 

yes. So we were able to--

MRS. KAUFMAN: For example, the publishing houses that 

closed down in Paris, [Max] Eschig and Durand [SA Editions 

Musicales], are no longer in existence, so that all that 

French music we gave them would be very hard to find. Many 

publishers have closed down. 

HAST: They must be thrilled in the music library there. 

They really must. I'm sure they appreciate it. 

KAUFMAN: Well, we're happy to know that it serves as some 

sort of library of music that they can go into. 

HAST: Yes. 

KAUFMAN: They're rare. Because the teachers are all very 

up-to-date and very ambitious for their pupils. And it's 

not good just to stick to the ordinary, routine liter-

ature. It's very nice to be able to go abroad and be 

adventurous and find out what's going on in the more modern 

manifestations of music. 

HAST: Yes. Yes, it's really needed. 

All right. Now, we have mentioned your recent 

publications and also reissuings of your recordings. Was 

there anything you wanted to add to that? Or have we 
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covered that pretty much? Is there anything else you 

wanted to say? 

KAUFMAN: I think we covered it pretty much. It seems to 

me we're getting close. 

HAST: Yes. 

KAUFMAN: First of all, I would like to thank you and 

compliment you, because this has really been a most 

pleasant process. I hope it wasn't too long-winded. 

HAST: No, indeed. 

KAUFMAN: It's been a real pleasure to work in a mutual way 

so that we can have some of this stuff for the background 

of UCLA, who have also been very cooperative. And it's 

very nice to know that some of our thoughts, as farfetched 

as they might be, will find interested readers. 

HAST: Well, we can be sure of that. And I want to thank 

you very, very much, Dr. Kaufman, on behalf of UCLA and the 

Oral History Program, and also for myself, because I've 

learned a great deal from you and also from Annette, and it 

has indeed been a great pleasure for me. 

KAUFMAN: Certainly for us. 

HAST: Thank you again, Dr. Kaufman. 

KAUFMAN: Thank you. 
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