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INTRODUCTION

Alice Ehlers, concert harpsichordist and baroque
music specialist, was born in Vienna on April 16, 1887,
the daughter of Ignatz and Caroline Pulay. There, in
the rich musical environment of Vienna at the turn of the
century, she studied pilano with the well-known teachers
Richard Robert and Theodor Leschetizky and harmony in the
class of Arnold Schoenberg.

While still very young she felt herself particularly
drawn to the music of Bach, an affinity which did not find
full expression until some years after her enrollment as a
student at the Hochschule fiir Musik in Berlin ih 1909, 1In
1913, Wanda Landowska joined the faculty of the Hochschule
and thus Mme. Ehlers heard, for the first time, the keyboard
music of the baroque played on the instrument for which it
was composed, the harpsichord. From that time forward she
devoted herself to its study under Mme, Landowska, while other
classes at the Hochschule under such professors as Curt Sachs
and Johannes Wolf continued t> increase her understanding
of eighteenth century style.

This manuscript, a transcription of tape recordings
made by the UCILIA Oral History Program with Mme. Ehlers, is
a description in the artist's own words of the development

of the career which grew sut of these early and formative
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associations, Mme. Landowska left Berlin in 1918, bringing

to an end Mme. Ehlers! period of apprenticeshlip as her student. As
Mme. Ehlers! repertoire and reputation grew she became widely
known throughout Europe as a concert harpsichordist, her tours
also taking her to Palestine, Russia, the British Isles, and
South America. WLith composer Paul Hindemith she performed

many of the Biber Biblical Sonatas for which Hindemith had
realized the figured bass. Some years later, in 1936, she played
for the first time in the United States at the Library of
Congress.

One of the important relationships in Mme. Ehlers' life,
greatly influencing the growth of her understanding of baroque
music, was her close friendship with Albert Schweiltzer who
introduced her to a new concept of articulation and phrasing in
the performance of Bach. There were many meetings between
them at Dr. Schweitzer's home in Gunsbach, which became a
frequently visited haven for Mme. Ehlers after she permanently
left Nazi Germany in 1933. For five years she lived in London;
playlng concerts and teaching, and continuing to visit the
home in Gunsbach even when Dr. Schweitzer himself was in
lLambaréné. Through the years there was a considerable corres-
pondence between the two; Mme. Ehlers has kindly allowed much
of it to be photographed and housed in the UCIA Library's
Department of Special Collections. A sampling from it 1is

contained, in translation, in the addenda to this manuscript.
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In 1907, shortly after moving to Berlin, Mme.thlers
married Alfred Ehlers, an artist and sculptor. Of their two
daughters, Maria and Christina, Christina had already moved
to the United States and become established in the Los Angeles
area at the time when Mme. Ehlers came to teach a summer class
at Juilliard in 1933. Continuing to the West Coast to visit,
it became apparent to her that with the deterioration of
world conditions she would be unable to return to Europe and
80, inadvertently, this Jjourney became a permanent move.

Southern California has remained Mme. Ehlers'! home since
that time. The harpsichord was then virtually unknown as
a concert instrument in this area, and her performanées and
teaching have contributed greatly to the renalssance of interest
in 1t and the music of its periocd. In 1940 she joined the
faculty of the University of Southern California's School
of Music where she has remained active to the preasent date as
Professor of Music Emeritus, teaching classes in the history
and the interpretation of baroque music, as well as working
with many individual students in harpsichord technique.

Among the honors and awards received by Mme. Ehlers
are the following: Mendelssohn Prize, Berlin; Honorary Doctor
of Music degree from Lewils and Clark College, 1949; Walker
Ames Professorship, University of Washington, 1954; Honorary
Doctor of Law degree, University of Cincinnati, 1958; and
the first Brittingham “rofessorship of Music, University of



Wisconsin, 1961. 1In 1967, the year of her eightieth birthday,
she received a merit cltation from the Los Angeles County
Board of Supervisors; a speclal merit award from the University
of Southern California School of Music Alumni Association; and
the distingulshed service medal of the German Republic, which
was presented 1n Los Angeles by the German Consul, In addition,
the Alice Ehlers Young Musiclans Performance Fund was establighed
under the auspices of the South Bay Chamber Music Association.
All of these aspects of her career -- her memories of
those people most formative in her life; her comments on Bach,
the music of the baroque period and the instruments on which
it is performed; her opinions on the art of teaching and
performing -~ are given by Mme. Ehlers in the following pages.
Fer views have been further expanded by the inclusion of an
trnterview with one of her former students, Malcolm Hamilton,
who discusses with her their mutual experlences in the
student-teacher relationship and as co-performers in works
for two harpsichords.
Records relating to this series of interviews are located

in the office of the UCLA Oral History Program.



INTERVIEW HISTORY

INTERVIEWER: Adelaide G. Tusler, Oral History Program,
UCIA. Age, 42. BA, Music and History, UCIA; MLS, UCIA.
Graduate work toward the MA 1n Music, UCIA.

TIME AND SETTING OF INTERVIEWS:

Place: Mnme. Ehlers! home, 416 Calle Mayor, Redondo
Beach, California. The interview including Malcolm
Hamilton was held at Mr. Hamlilton's home, Garden Grove,
California.

Dates: From October 23, 1965 to February 28, 1966; at
basically one-week intervals, occasionally longer intervals.
The Ehlers-Hamilton interview was added May 16, 1966,

Lengh and total number of recordinz sessions: Each
session produced one hour of recorded tape with the
exception of the second session in which two hours were
recorded and the fourth session, one and one-half hours.
The manuscript represents a total of thirteen and one-half
hours of recording time.

Persons present during interview: Ehlers and Tusler;
Ehlers, Hamilton and Tusler in the last session.

CONDUCT OF INTERVIEW: The interviewer encouraged an
autobiographical approach within a chronolosgical frame-
work, introducing questions freely. The general topilc
of each session was »lanned in advance but detailed
preparation was impossible because of the lack of written
records, and chronology is frequently interrupted.

The sessions were usually preceded by some discussion
though, generally speaking, the accounts given on the tape
by Mme. Ehlers had not been previously narrated to the
interviewer. The atmosphere of the sessions was informal
and often conversational.

EDITING: A verbatim transcript of the tapes was edited by
the interviewer, who primarily introduced punctuation
and proper spelling ahd slightly emended syntax. The
rearrangerment of material to provide continuity in chron-
ology was done only with both sides of Tape I; all others
have been left sscentiaily as they were spoken, with only
minor deletions. Subheadings have been provided to iden-
tify passages on similar subjects. Some dates have been
supplied by the editor when it was possible to establish
them through correspondence, which has been footnoted.
The use of brackets in the manuscript indicates words
not actually spoken by the interviewee.
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Mme. Ehlers carefully reviewed and approved the edited
material, adding short nassages, deleting or changing
occasional words or phrases, and verifying names and
spellings. The edited manuscript preserves these changes,
showing Mme. Ehlers' marks in pen ané those of the inter-
viewer-editor in red pencil,

The index was compiled by the interviewer.



TAPE NUMBER: ONE, SIDES ONE AND TWO*
October 20, 1965 and October 30, 1965

Vienna

Ehlers: In a way I'm delighted to do this, and in a way I'm
hesitant to do this, because I never wrote anything down during
my lifetime or, let me say, very few things. And 8o it might
happen that I will make some mistakes, especially concerning
dates.

I was born in Vienna in 1887 [April 16] and grew up
like any normal child. I can't remember that I showed any
gspecial talent, only I very early felt very attracted to
music. I had what every child from a better family had:
plano lessons, which I loved, but I don't think I showed any
great talent in piano playing. I remember very well when I
came to the same teacher [Professor Richard Robert] who was
the teacher of George Szell and of Rudy Serkin, I felt the
outspoken difference between thelr great talent and mine.
What really gulded me was a great love for music.

Also I was bleased at this time to live in Vienna. It
was the town of music. I have never in my life encountered
anything like this. You needn't have much money to be able
to attend concerts. At this time, Gustav Mahler was the
conductor, All the young people who later became famous,

like my dear friend Alban Berg, were in the same boat that

#*Material taken from both sides of Tape I has been considerably
rearranged to provide a better chronology.



I was. We loved music, none of us had any mohey, 80 what we
did was stand through a whole opera on the farthest balcony,
taking for granted to have the score with us and reading it
in a snobbish way, not looking at the stage any more because
we knew it s0 well [with humorous sarcasm] that we didn't need
the stage any more.

Tusler:; How old were you then? In your teens?

Ehlers: Yes, fifteen, sixteen, probably. I remember Alban
Berg very well from coming to my house and bringing all the
modern music; we p;ayed it four hands on the plano. I didn't
have a great lnterest or understanding for 1t, but he brought
it, 8o I played it. I heard modern music, I didn't hear any
old music, I heard the great ptano virtuosos,of the time,
and the great string quartet of Vienna, the Rosé/Quartet,

and of course, Gustav Mahler, whom we all adored. He was a
great fascinating personality, and a great conductor.

Tusler: Did you know him at all personally!

Ehlers: No, never. I heard him. I was of course a nobody.
Then I attended the class of Schoenberg in harmony.
Schoenberg at this needed money badly, and the private school

I went to was ownéd by a very generous broad-minded woman.

She gave one of the blg classrooms in the evening for Schoenberg
to lecture in. Any young, very modern, advanced composer at
this time needed help, and this was the help she gave him.

So we had lessons. Why he ever accepted me, God knows alone,
because I had no talent for learning all the important things

in harmony and counterpoint, I Jjust slipped through, and I



guess my friend Alban Berg, who was in fhis class helped me
a great deal to do this, because my talent was never in this
direction.

At the same time, von Webern was also in this class.
All the later famous Schoenberg pupils jolned this class, and
many other people who shouldn't have been in it like myself,
Doctors, medical doctors who were interested in music and wanted
- to have the experience of listening to Schoenberg, took this
" harmony class. It was very interesting and for me wonderful,
because here I met people whom probably I would have never
met.

I didn't know anything about the harpsichord at this
time.
Tusler: Was the harmony class taught from a mddern point of
view, or was 1t traditional?
Ehlers: This I can't Judge at all. I didn't know what the
modern point or any other point was at this time. I think
1t was Just ordinary harmony, and probably those with great
talent like Alban Berg and von Webern had thelr private sessions
theh with Schoenberg. But thls is how I met Alban Berg and how
I came in contact with Schoenberg. How he could stand my work
I don't know -- he was always very kind to me. I still was -
what do you call 1t? -- groping around {to find] where my
way would be. I knew one thing, that I couldn't let music
alone, that music would be my field.

© The great love of Bach was almost born with me. I

know that when I had to play the Inventions as an educational




piece of music, as 1t was really originally meant by Bach

to be, educational not only for the fingers but for composition
technique too, I was moved and I can't tell you why. From then
on, Bach was the greatest challenge.

I changed piano teachers quite a great deal but the only
two I remember are Professor Robert, who really didn't achieve
anything with me (which was not his fault, as you can see; by
the success he had with Serkin and Szell), [and Leschetizky].
I didn't take to the music which I should play. I loved
Brahms but not endugh to work on him. I loved Chopin and of
course I adored Beethoven; I had even my young girl's "crush"
on him. I went every year on the day of his death to the
cemetery, and brought flowers to his grave. My poor mother
was always asking, "Where did you disappear for almost all
day?" And I never would say where, because it was a holy
secret for myself -- nobody knew about it. He was for me
the greatest, the 1ldeal, and I had this great love and pity
for his unhappy life. I was a really romantic child. All the
things the young enthusiastic emotional person fels without
knowing really where to turn.

But one thing was constant with me: I practiced Bach,
When I came later to [Theodor] Leschetizky he said to me,
"What did you dring today?"

I said, "Bach."

He said, "Leave Bach alone. You know it anyhow."

Well, I know now that I didn't know Bach, but I loved

him, whereas an o1ld great teacher couldn't show all his piano



tricks and techniques in teaching Back with me -~ they were
all out of place.

"Why didn't you bring Bralmg€? Why didn't you bring Chopin?
Why didn't you bring Beethoven?”

Well, I played them, but I played them in a not very
talented, not very important [way]. I loved Beethoven, naturally;
I loved Mozart all the time; but my greatest love from child-
hood was Bach. I think now very often, "What was 1t?" and
sometimes come to a very funny explanation, you will think,
very stupid even. I am by nature a very unorderly person.

This order in Bach, which is not a little bourgeois order,
putting things in their place, must have attracted me
subconsciously. Goethe has a wonderful saying -- he calls
Bach "the harmony of the world." Everything is balanced, and
I being a very emotional unbalanced person at this time must
have felt this without knowing why 1t attracted me so much.
This love really has gone all through my life.

I think I was born at the right time. This music means
so much to me. If I had been born a little later or a little
earlier, I wouldn't have known what o do with myself. 1It's
not only my great love for Bach, naturally; but I had to play
very much Italian music here, mostly Scarlatti, who was a
genius, and French music, It broadened my outlook, because
in my piano study I never did this. I played some Bach,
because my love for Bach always gave me the courage to come
again with a Bach piece, you see? 01d Leschetizky always said,
"Again, Bach?" He didn't see what I wanted, and 1f I had at



least played an edition with lots of octaves in my left hand
where I could profit something and make enough impression

and nolse...but no, I played plain Bach and this was somethling
he couldn't quite take.

Tusler: Could you say something more about the musical 1life
of Vienna in those days? Was it an interesting place to be,
nusically?

Ehlers: Very Interesting. My whole life was blessed with a
musical life. VWhat was going on in Vienna 1s unbelievable.

It was the time of Gustav Mahler and the period of Richard
Strauss and this young generation of students, like Alban
Berg and von Webern, who were under the influence of Schoenberg.
As I told you, I learned harmony [with him]. The whole
atmosphere was constantly like champagne, bubbling. And to
all this came the beauty and charm of "0ld" Vienna. I don't
know if it's the same today; I never want to go back, but

in my youth it was blessed.

I remember, for instance, the excursions we took. You
know, the surroundings are so beautiful. All the mountains
like Kahlen and Leopoldsberg. You didn't have a car; only
the enormously wealthy people at this time had a car. We
went by streetcars and we walked, and 1t was heavenly., And
then we went to a little gasthaus on the top of the mountain,
and mostly one sat down at this miserable piano and played,
and we had some singers who sang; this is how I heard one

day the whole Winterreilse for the first time, in a little

gasthaus on the mountain.  The boys were probably not



wonderful planists, but they knew their music and we were
full of enthusiasm.' I can't tell you how grateful I am to have
had this.

And then the constant flow of artists to Vienna. The Opera
House., At this time I was an ardent Wagnerian, on top of
it. I stood, because I never had the money to buy a really
good seat, in the last balcony with all these young people,
and criticized that Mahler took the Melstersinger overture

this time too fast, or so. It was wonderful, I plty all

my students, you can belleve me or not, the way they have to
grow up, We were surrounded by music and musical events, and
it meant so nuch to us.

Tusler: Did you live right in the heart of the clty?

Ehlers: Ja, Ja, I mean there were bezirk [districtsL you

know, like Redondo or Santa Monica: erste bezirk, zwelte bezirk,

dritte bezirk, vierte bezirk. Some of these were more populated

by working people, some more by very wealthy people, some by
people in between, to which I belonged, neither poor nor
wealthy. But this made no difference, you know; we mixed

a lot, especially in the musical fleld. We came together in
the Schoenberg lessons, we came together in rehearsals. Only
a few were allowed to come to rehearsals, and one had to be
very careful not to be seen. Mahler was very nasty if he saw
somebody in his rehearsals, but we somehow found a way to
come in, and of course one always had a score and critieized
afterwards. All the first performances like the Sinfonia

Domestica and all these we attended at the dress rehehrsal,



because none of us had the money to buy a ticket for the evening.
We got sometimes one as & present; this was something else,
Tusler: Was this music accepted then, or was it considered

very avant-garde?

Ehlers: It wasn't, or I mean, the public was polite. After
all, if a Mahler symphony was performed, he was the director

of the State Opera and an important man, you know. I had no
contact with soclety. I had only contact with this young

group of people, and of course we Were for 1t.

I remember a few things, like the Sinfonia Domestica.

I remember this so well because the day before it was performed
Alban came to my home and said, "Let's play it four hands.”

I said, "How, where's the music?”

He said, '"Mahler forgot it in the hall." (Or who
conducted 1t? I think Mahler did, the first performance,
not Richard Strauss). "I got the score, and I have it for
an hour. Come ~-- play." I did all this at this time (I
couldn't do it today), probably not very well,
Tusler:; You were taking the whole orchestral score?
Ehiers: Ja, Ja, the whole orchestral score, And Alban could
do all this. I could do it at this time, too.
Tusler: Was he a well-known planist?
Ehlers: Absolutely not. But he, like all musicians, can
pPlay a score better than a good pianist can, because they
see the essentials. In one way I'm really ...what should I
8ay? I have deterlorated, you know, by my concentration on

one thing. But I believe, also, that you can do well only



1f you concentrate on one thing.

I haven't mentioned much [dout my family] because there
was nothing special, We were an ordinary bourgeois family,
and we were three children. I was the oldest.

I think I told you before that from childhood on, I had
a great love for music, I don't know if I had great talent,
if I think back to all of the child protégés I heard later.
I was no child protégée, just an ordinary talented person,
but not very talented, I wouldn't consider myself very talented.
So I got private lessons -~ nobody had ever to tell me to
practice, this I remember, because my love for the keyboard
instrument, for music, was such that nobody had to care whether
I practiced or not, I did it.

I wandered around between good teachers in Vienna, but
I never was very happy with my vlano playing, nor was my teacher,
and mostly because I tended already then to play only Bach,
and Bach is not a prominent composer for the plano. They
wanted me to play real piano music, Chopin, Beethoven, Mozart.

My one brogher became a very famous medical man.
Tusler: What was his name?
Ehlers: Erwin Pulay. It!'s a Hungarian name. My father was
from Hungary -- my mother was from Czechoslovakia. A very
interesting mixture,.

My youngest brother [Lothavy Pulay] had great talent for
acting, and was given a scholarship at the Academy. When he
was finished, he got immedlately an engagement at one of the

provincial theaters which we had so many of in Austria; he
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preferred thls to a bilgger one because he hoped to get very
much more'experience in a small theater than in a big one.

I remember it so well because on his way to his engagement he
came to Berlin where I [then] lived and was married, and
visited me. Then theFirst World War broke out (it was in
1914) and he had to go back and was taken in the army. I
never sawWw him agaln. He was killed in one of the first battles,
near Lemberg--I think it's now Poland, but at this time it
belonged t5 Austria. So this 1s the history of my family.
Tusler: What was your father's name?

Ehlers; Ignatz [Pulay]. He was a businessman and loved music
and paintings. There was not one Sunday where I had not to

(I say had not because I disliked 1t) go to the museum and
look at pictures. He loved plctures. If we had any money
left he brought home, to the desperation of my mother, another
plcture. He didn't even know where to hang them any more.

She had no sense for it. She was a wonderful, sweet mother,
but she didn't have sense for these things. My father loved
nusic, and I remember from my childhood that one of his favorite
violinists was Bronislaw Hubermann. Later on in my life when
I met Hubermann in Vienna, and then here in America, I was
thinking how my father would have been thrilled to know that
his beloved great Hubermann came to visit me and had dinner
with us.

Tusler: Surely that had some influence on you, then, in yow
rnusical development. \

Ehlers: I don't know. I only remember vividly that he once
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gave us the honor to visit us, At this time Hubermann was one
of the great violinists, compared with our great violinists of
today, Heifetz and Stern, for instance. He was the idol in
Viemma and in Budapest; hls concerts wefe always sold out.
Hubermann was the great violinist of the time as Artur Schnabel
was the great planist (I never heard anybody play Schubert like
Schnabel did.) But when he came to America he could not make
a success, because the technique here was so fantastically:ad°
vanced, (The wonderful things Schnabel did, didn't dount here,)
Tusler: People wanted to be dazzled.
Ehlers: Not only thisg--you had such great planlsts here.
Rubunstein, for instance, and his fantastic technique. Schnabel
never was a fantastlc technigian,
Tusler: That doesn't speak 20 well for America, does 1t?
Ehlers: Well, they are very young, they had to learn. 2And
also, the pace is different, not only became different dbut
probably it?!s a national--whzt should I say? National character-
istic, thatts different; they like different things., But I
nmust say, America knows how to appreclate great artists.
Maybe Schnabel was not any more so good when he came here.

I remember one concert here gt the Philharmonic Audlitorium.
We didn't talk about the program before--I had great respect
{for him] and I was younger, quite a bit. I used to look
very much up to him. He played theChromatic Fantasy and Fugus.

If he had asked me, I would have said, "No, Schnabel.
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Do what you do so beautifully, like nobody else--thatl's
Schubert." And of course the critics pounded him on this;
you see? And rightly; it was no Bach. Schnabel was never a
great Bach player.

A great musiclan, he loved Bach., I remember in London
(we were at the same time in London) one day he called me and
said, "Would you do me the favor to come over here? My son
wante to play the !'Capriccio on the Departure of My Beloved
Brother' by Bach, and he.wants you to hear him."

I was puzzled. I sald, "But Mr. Schnabel, you are there,"

He said, "First of all, you know it's never very good
if fatherand son work together; and then, he doesn't believe
in my Bach."

So I went over and had this one sitting with the boy.
But Schnabel was a great muaician,

My father took me sometimes to concerts. He loved it.
My mother didn't care at all.

Tusler: Music was not actually made so much in your home?
Ehlers: Not at all. Not at all. I had my plano lessons;
but gradually I got many people to come [to my home] to make
music with me.

My harmony lessons, &s I said before, I had with Schoenberg
in a class. Schoenberg at this time was not so well known
and needed classes, 80 my schoolteacher, who was a very
advanced woman, one of the first women to get & doctorate,
[(gzave him a classroom to use.]

Tusler: VWhat was her name?
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.EBhlers: Dr. Eugenla Schwartzwald. She was educated in Zurich.
It seems that Switzerland was very advanced in education.

She was one of the first women to get a doctorate, and she
founded this advanced school, You know, we had five years

to go, everybody hdd to go; then if you wanted to do more,

you could go three years more in an advanced school, all
public schools. But then you were finished., If you wanted
to study something [else], you had to go to a kind of private
school. So she founded thie private school and 1t was filled
up with people, some whose parents had lots of money and could
pay. I remember my parents couldn't pay and she took me;

she was interested in me because of my musical interests.

She was a very wonderful woman, warm heart, great spirit,
kindness, whatever ysu want she had. She offered in the evenings
her rooms, without being paid for 1t, to Schoenberg for his
lessons, and he accepted everyone who wanted to come. Other-
wlse, if he would have really discriminated, he wouldn't

have accepted me, for instance. I was very stupid when it
came to harmony and counterpoint.

Here I met many of his students, and here it was where
ny friendship with Alban Berg started. Alban was a wonderful
person--the talent I couldn't Judge, but Schoenberg belleved
very much in him. I owe to him much in this respect, (that)
he brought me all the modern music which was performed in
Vienna. He Just took the score and came and we played it

with four hands.
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Berlin and landowska

I think I was about eighteen years old when I got an
invitation to visit some friends in Berlin and my parents
were kind enough to let me go, with some misgivings. They
felt 1t would do me good, and it did in a way, because very
goon I left the house of my friends, took a little room for
myszelf, and earned some ncney by giving piano lessons, atlll
groping my way musically., I took lessons with‘people
there who had a good name as plano teachers and helped me,
but still, still, I was looking, I was seeking for something.

I was married very young [to Alfred Ehlers], I was
eighteen when I was married, and soon afterwards my oldest
daughter [Maria] was born. I had to glve piano lessons and
accompany singers a great deal to earn money, because my
husband was a sculptor and you know what this means, earning
no money and spending on material. But we were very happy and
it didn't really matter.

Then came the greatest excltement of my life., Wanda
Landowska [the harpsichordist] came to Berlin and played. I
said, "This is my instrument. This I am going to study.”

In 1913, she was engaged by Hermann Kretzschmar, the great
musicologist. He was responsible for many things, for the

Denkmiler [deutacher tonkunst]. He of course being a musicologist

more than a nusician, was very interested in what Mme. Landowska
did. I was no musicologist and at this time didn't know
anything about when and where and what, but I felt, this is
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my way. This 1s the way I want to play Bach. This is the way
I want to study. Kretzschmar engaged her to the Hochschule

flir Musik. He was the head of the school. [Mme. Ehlers had
become a student at the Hochschule].

.The war broke out and so Landowska was not able to travel
much in concertizing, which was good for us students. We were
not many students, and certainly not very many talented, I
must say. The only one who was promising was a young organiét,
Dirschnwer because you know the way of thinking for an organist
is very natural afterwards to apply to the harpsichord.

What is different 1s the technique. I have'in my plctures

this young organist with [Albert] Schweitzer together--Schweitzer
liked him very much, He was the only one who showed any

talent.

Landowska, as I now see (I adored her, naturally, as
an artlst, as a person, I adored her), but as I now see it and
understand 1t after so many years of teaching myself, she was
no teacher. [About] all the untalented students, she 3aid
[to me], "My child, work with them,"” because she didn't know
where and what to say. Musically, she could, but they were
not even technlque-wise prepared to deal with the harpsichord.
I felt honored, as you can 1lmagine, and d4id as much as I
could to help them along, but there was not one talent.

She was with us from 1913 until after the war. The
moment the war ended she left Berlin and went back to Paris.
But these four or five years with her were very preciosus to

me. She was very good and very kind to me, even lending me
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sometimes her harpsichord. I remember she played in Budapest,
Hungary, and I had a concert very shortly afterwards, so she
left the harpsichord there for me. I could use it. I didn't
own & harpsichord at this time, and I couldn't visualize how
I ever would own one because 1t was so much money needed for
it, which we didn't have,

I had more students, naturally, but in between I had
two daughters. The expenses for a house and for living became
bligger and bigger. But anyhow, 1t somehow worked out. I
gave lots of private piano lessons and accompanied singers
also, and worked my way through the Hochschule fiir Musik.

At the end of 1t, I got the Mendelssohn Prize, which I
had to share with a very highly talented planist at this time,
who I think is coming this year to play for the first time
in the State% [Wilhelm] Kempff. We had to share it, which
was in a way sad but in a way good.

Tusler: Did this mean quite a help to you financlally?
Ehlers: It was not s0 much, but it helped me. I remember
it very well, because it was a sad incident. The same day I
played for the Mendelssohn Prize I got a telegram from my
parents that my youngest brother waskilled in the First World
War, I still went and played. The telegram came in the
morning and I was shocked, as you can lmagine. He was young,
a very great talent, and had Just finished the Academy in
Vienna for acting. He got immediately a position, came to
me in Berlin and stayed with me, and wanted from there to go

to his new position, when the war started. He was very young,
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eighteen or nineteen, and he had immediately to go back.

I brought him to the train, not realizing really what
a war means, at this time, you know, and said, "I hope you
come back soon, dear," and he said, "Of course, I will."
But later I heard that he had told my brother in Vienna, "I
feel I will never come back.”

He was killed, and the same day when I had to play for
this’competition, I got the telegram—-and I played, because
I needed some money to go back to my parents 1ln Vienna, which
I wanted very badly; so I had to Just have some discipline to
play and not mix one thing up with the osther. And I won with
Kempff together.
Tusler; Were you playing the harpsichord?
Ehlers: Ja. This was all on the harpsichord, after the study
with Landowska.
Tusler: What did you play, 4o you remember?
Ehlers: Ja, the C Minor Fantasy by Bach. It is still one
of my favorite pleces.
Tusler: How much other performing did you do in connection
with your work there at the school?
Ehlers: Not at all, I started to perform in the last year
of my study with Landowska, outside the performance that we
had to do for school, you know, when there were school concerts.
Tusler: Oh, there were concerts there.
Ehlers: Ja, one or two in the Hochschule, student concerts.
We had to perform.

Well, anyhow, this was the end of [my association with]
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Landowska~-she left Germany very gladly; she disiiked the
Garmans, she disliked Cermany. What is now sometimes publicized
by her or by her secretary [Denise Restout] that she was

"under control,"™ is not quite true. It was just the order

that all foreigners should appear before a certain police
department every two or three weeks, which I think is in order,
if you are living in a foreign country, that the police have
some [right to keep track of your motions,] Shermade a big
story afterwards because everything Germaen she disliked. I

can imagine and understand this. She was Polish-French, entirely
different in everything oriented. Her husband was a Pole,

too, but they spent all thelr life in Paris, and really through
this, through their living in Paris, the harpsichord came

into being. Her husband, [Henry] Lew-Landowski liked me very
much, and he told me many things. He was a great walker

and sometimes he didn't want to walk alone, so he'd say,
"Alice, do you want to go and walk with me?"” I did it not
always because I liked 1t, because I really needed my time,

but she [Landowska] wanted peace at the house to practice,

and she hever could practice very well when he was at home.

I adored her and I would have done anything for her, you know,
So I walked with him, and there I learned many things.

He told me that when they married in Parls, both very
young and having no money at all (he was a writer, but not
under steady employment--he wrote here and there), he said to
her one day, "My dear, you can't compete with the great

Planists.,” she loved the piano, and if you have read her
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book, you will find a sentence where she says, "Now I am old
enough to return to my first and greatest love, the piano."
But he, being a very wise and objective man, said, "You will
never be the first one, with Rubinstein, Rosenthal, Schnabel,
all these great planists; you can't compete, you have to find
your field."

They were very friendly with Mr.[Gustave] Lyon, the owner
of Pleyel in France. (I think one Lyon is still the owner.)
He had an ©01d harpsichord there, and Landowska sometimes tried
it. Her husband convinced her that if she would make something
out of this imtrument, for which all the baroque music has
been written, she would be tleronly one in the worié. She
saw the point, and they decided to reconstruct the harpsichord,
with the help of Mr. Lyon who was very interested in creating
something new, and the then engineer whom even I knew--strangely
enough, I met him a few years ago when I played at Ponona
College; he was an old man then, and when he saw me he said,
"You know, we met once a long time ago. I was the bullder
of your Pleyel."

The harpsichord wasn't used then; it was an instrument
for a museun.
Tusler: An antique.
Ehlers: An antique. It didn't have any value. I don't
know 1f Pleyel had built one before, this I don't know; but
anyhow 1t was 1n the house of Pleyel that Landowska first
encountered the harpsichord. And thelnspiration of her husband,

who was a very clever creative person in this way, not a
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great writer, but who had ideas, pushed her on the way to
the harpsichord,

Now they started from the technical angle to create an
instrument which really has a sound that would carry through
s hall, because the 0ld harpsichords which you found in the
museums, I know from my own experlence, couldn't give you any
idea. 7You could look at them., In the Mozart Museum in
Salzbufg oﬂe is standing, but there is no sense in trying
to playit. One note goes, the next key doesn't work. Mostly
the strings are broken; nobody has looked after 1t.

So they, from old instruments, had learned at least the
construction. Under the guldance of a good technician, Mr.
Lyon and Lew-Landowski created the modern Pleyel instrument.
How long it took them, I don't know; Landowska never talked
avout 1it.

I remember when I started out to concertize and didn't
have a harpsichord, I was desperate because I depended always
elther on her to lend me hers, which she couldn't because
she needed it, or on the Hochschule flr Musik which of course
wouldn't lend it, the institution couldn't glve out the instru-
ment, or on a personal friend of mine who built his own
instrument, a beautiful 1nstrument but very impractical to
travel with because he followed the 0ld origzinal pattern
of the harpsichord which didn't have any metal frame. It was
all wood so it gave a fantastic resonance, you know. But if
you look here in mine [a Pleyel], you will see there's a

metal frame in it holding the things together. I pralse the
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Lord we have 1t, because [without it] we couldnit do all the
traveling we have to do now. All wood expands and--what is the
word?

‘fusler: Contracts.

Ehlers: Contracts, according to the temperature. Even this
[instrunent] does it, but to a minimum. All wood-constructed
instruments have a wonderful advantage of resonance and
vibration all through, but also this dlsédvantage. I'd

rather have it with the metal frame! Also, wonod cracks,
[creating a] danger for instance which I have gone through,
traveling in all thedifferent climates. I don't think an instru-
ment built in the old way could have taken it.

50 Pleyel came to the conclusion to build an iron frame,
and the harpsichord as we know it now, at least my Pleyel,
came into existence.

Well, to come back to my own career: you can't make a
career without having an instrument. And there was none. Then
a friend of mine, ore of the players in the then very famous
Rosé)uartet from Vienna, said, "IListen, dear, in the cellar
in the Overa House in Vienna there stands a funny instrument,
1t must be a harpsichord. I will inquire about it--mayhe
you can buy it. It'!'s better than nothing."

And really truly it was an 2ld Pleyel, and I will tell
you how it ever came to be in there. Mahler learned (how,
vhere, I don't know) that Mozart played the recitatives to his
operas on a harpsichord, as it should be. He wanted to be

correct and ordered a harnpsichord, and when it came he hated
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the sound so much that he said, "I never want t§ gee this
instrument again -- away with it." So it came in the cellar

of the Opera House. It had no 16-foot, but even all the other
registers were miserable. But I was happy to have one and belleve
it or not, I started my career on this gad instrument.

And people not being used, anyhow, to what a harpsichord 1s,
they accepted it.

Tusler: D1ld you buy the instrument?

Ehlers: I bought the instrument, and later so0ld it to one

of my students when I got my lovely one. But this was much
later; for quite a few years I had to be grateful for this
instrument. I can't now visualize how I was ever accepted with
this instrument. It was a harpsichord, it was original, but
people hadn't heard a harpsichord and they probably thought
this sour tone bebngs to it. The plucking anyhow was the thing,
was the difference [to them] between 1t and the hammerklavier;
1f there was a difference in tone quality they wouldn't be

able to understand. And I was very grateful to have it.
Tusler: Had Mahler ordered that instrument to be made?

Ehlers: He bought, he wrote to find out where and how he could
get it, and hetought 1t. I don't think he bought it from
someone, I think he ordered it from Paris.

Tusler: And they buillt it then.

Ehlers: I don't know. At this time when he bought it and used
it, I was not interested, I didn't even know what a harpsichord
was, This probably all happened even after I left Vienna;

a3 I told you, I was so very young when I left, eighteen, I
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think.
I remember I had to go to the police with my fater
and he had to give permission that I could independently sign

things, because in Austria it was the age of twenty-one when
. you became independent. Sometimes I had to sign something,
a2 check when I got paid for piano lessons which I gave; he
had to give his okay that I could sign this, So I must have
been about nineteen when I went to Berlin.

In Berlin of course I took plano lessons to improve my
technique, which never pleased me very much,
Tusler: With vhom were you studying?
Ehlers: Nobody of rame., Belng a Leschetlzky student, I had
lessons with one of Leschetizky's students who lived in
Berlin, who was very good to me. I didn't have much money.
I don't know if I ever paid for a lesson with him. Gottfried
Galston was his name. He never became a great planist; he
was of the generation of [Artur) Schnabel and [Rudolph] Ganz.

I had contact with all these people in Berlin who partly
were Leschetlzky students; but I felt this was not for me.
The same thing happened: I always wanted to play Bach, but
(this is not really pianistic music). They always wanted me
to play Schumann and Chopin. I loved Chopin, but somehow I
wWas not able or ready or devoted enough to play it.

I remember once a lesson in Vienna with Leschetizky when
I was still 1iving there.

He said, "what did you bring for the lesson?"
I said, "Bach."
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He said, "Always Bach! Why? You know how to play 1it."

0f course, when I studied with Landowska, I understood
I didn't know how to play it. I played the notes. It was the
great period of romanticism.

And also, when I came to him [Leschetizky] he was an old
man, you know? Even Brahms was for him too modern., I
remember one incident when Schnabel, who was a student of
Leschetizky, came to the lesson and brought Brahms. Schnabel
was young and enthusiastic for Brahms. I don't know which
plece it was, I wasn't there, but Schnabel told me about it
later when we talked about the change of tastes in our generation.

He sald, "I remember very well when I brought a Brahms
plece to the old master and he took it, threw it on the floor;
and said, 'In my lesson we play music!.'" [laughter]

It seems incredible today, but this is what Schnabel told
me and I'm sure it was true, So you see, I was out of place
there, I was out of place everywhere. I loved this music,
but it was:t for me.

Tusler: What was Leschetizky like as a person?

Ehlers: I can't compare him as a person. I was in awe of
him as we all were, but he must have been a great teacher
because he brought out so many great planists.

He was very good to me, because I was really not the most
talented of his pupils. Schnabel was quite a bit olderthan I.
But still it was more or less the atmosphere that we lived in.
And it was Vienna! Brahms was the god of the young generation,
you know.

Landowska didn't talk much, as I come to think of‘t.
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She never sat down and explained things--maybe one can't
explain certain things. But I listened, I listened, not with
two ears but with ten. I observed her, and felt very honored
when all the untalented students she gave to me and sald,
"Practice with them, my child,” because she didn't know how
to cope with them; she was no teacher,

Tusler: Did she teach in a class situation?

Ehlers: No. Ve all had private lessons. The pilanists were
very much agalnst Landowska as well as against the harpsichord.
(I xnow one plano teacher who liked me very much and said,

"I hppe, my dear, you won't stidg with this instrument."” I
don't know what it was; she [Landowska] was also a little aloof,
and I can't put my finger on 1t. I adored her. I would have
gone, I don't know where, for her, I felt what she was giving
me, not by saylng much--she talked very little and now being

2 teacher myself, I must say she was not a good teacher. Only
if-you could observe her and take in her own playing, then

you learned somethlng.

Tusler: Of course, she was young then, wasn't she?

Ehlers: No so young. But probably very inexperienced in
teaching.

Tusler: Perhaps later she developed into a better teacher?
Ehlers: I don't know, I didn't hear any one of her later
students who developed. The only one who seemingly became
great I know only from records, [Rafael] Puyana. He was
taught mostly by her secretary and friend [Denise Restout]

who sat in on all the lessons Landowska gave,
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Years ago I sent one of my students, before he got his
doctorate, to her. I insisted; he didn't want to go. I said,
"T 4nsist that you go. Yosu neednt study Bach with her;"
because I felt in my own development I have removed from her
interpretation of Bach very much, and I think probably it's
natural, I think nationality has something to do with this.

I mean, belng Polish-French, she thinks differently, the
temperament 1ls so different, no? When I studied with her 1
never felt 1t; when I hear her records now, which I admire
immensely, suddenly I get a shock, These rubati, they are
out of place.

Anyhow, this boy studied, and he is now a profeasor
at the University at Eugene, Oregon, an excellent player,
Tusler: 1Is that John Hamilton?

Ehiers: JomHamilton, Ja. He studied with me for years. I
said, "I insist that you go to Landowska."

He sald, "Why?" We had Just studied intensely the Goldberg

Variations.

I said, "You should take advantage of studying with her."
Well, he took ten lessons, and he came back very disappointed;
he wrote me already, "I get something from her secretary
and friend," (Denise, the one who put the book out), "but I
hardly have a chance to hear her orto talk to her".
Now, I don't know if she felt 111 at this time already,
or if she was not interested because he was coming from ne.
She never could forgive me, that I made a success. It doesn't

fit in the picture of this great woman. But I understand it.
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Up to this time, she was the only person in the world. Now
came a young nobody, and really I couldn't compete with her;
not compare, with her at this time. I was just her student,
and everythng I did I imitated. I didn't even think independently
at this time. But I had success, and she could not take it
gracefully. I learned a great deal from thils, her behavior,
for my future life with my students.

Jugt to tell you one incldent. We worked very long on
& program before I appeared beforethe public and critics in
Berlin for the first time, and I remember the plece. It was
the Bach F Minor Concerto and the C Mlnor Fantasy, which were
my big pleces on the program. She worked with me wonderfully,
really, not holding back; I had no feeling of her holding back
anything at this time. The day before, or two days before,
she gave a concert with somebody, I think with a slnger, and
naturally I went. When I got the program, her main pilece
was the Bach F Minor Concerto.

You know, I nearly fell from my chair, I hadd tears in
my eyes, and I had to use all my control, because how should
I cope with 1t two days afterwards before the press (it was nmy
fiist appearance in Berlin) if this master played it before
me? I must have shown it in my face, because her husband,
who liked me very much (he was a difficult man but he liked
me), sald afterwards to me, "Why were you so pale? Why did
you become so pale after Wanda had this great success?"

And I had tears in my eyes, I remember, as I told him
the story. He sald, "This was not right for her to do. He
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didn't know about it.

It was these little tricks that sheplayed on me, which
she needn't do, she was such a master, such a lovely player,
None of the llving ones could compare to her, even if musically
now when I have thought out things independently, I can't always
say "yes" to her, especially not to her treatment of Bach.
Tusler: As you say, she'd spent s0 many years trying to find
her own niche.
Ehlers: Naturally.
Tusler: And her own little coterle.
Ehlers; She was the only one.
Tusler: Suddenly she was threatened by somebody else,
Ehlers: Ja, Ja. But then you shouldn't be a teacher. But
thén, as I sald before, I learned a great deal as a teacher
from her--not how to teach; no, I teach entirely differently;
but I learned from the beginning to face that one day there will
be competition. It is not easy. When I came to Los Angeles,
nobody knew what a harpsichord was. Now look arosund. I don't
say even those, like Malcolm Hamilton, who really have a right
to play the harpsichord; but anyone who can afford to buy a
herpsichord and is a pilanist, now plays the harpsichord.
Plano playing is built on a constant emotional up and down,
ctrescendo and diminuendo, and the harpsichord is almost static
like an organ. 1It's an entirely different way of thinking,
not only of playing.
Tusler: Probably they'd like 1t a great deal better 1f they

did understand the differences.
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Ehlers: Well, of course i1f they would understand it, they
would understand the music, and they would understand that just
playing on the harpsichord up and down and changing registers
doesn't make good harpsichord playing. With my students, for
instance, at the beginning there were a few who were very serious;
mostly organists. This is the same way of thinking. Organ
can't change, as you know, ad 11b, making crescendos and
diminuendos; the sense must come from the music, the same way
you approach the harpsichord, Only the literature 1s naturally
different.

But at the beginning here, it was only me. So this has
grown enormously, and all of 1t really started with Landowska.
Her greatness is undisputed.

So you see, my influences came from many sides. But my
Way was cut out for me in me, you know? I knew I had to do
something with Bach, but I didn't know quite what. Then came
this great thing for me to hear Landowska, and I said, "This
1s 1t. This 1s the instrument which I will play and (on
which I] can play Bach the way I want to. I studied, as I
'mentianed, from about 1913 to 1918 with her.

Tusler: I want t5 ask you about Berlin. You talked about

your work there at the school, but I don't believe you mentioned
anything about the musical life of the city. VWhat was 1t like
there then?

Ehlers: The muslcal 1ife there was wonderful. We had Furt-
wlngler for the Philharmonic concerts; we had the Opera‘House

which everybody could go to because you could buy very cheap
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seats, which we students only could afford.

The Hochschule fir Musik had very conservative teachers
&nd very great teachers., Among the pilanists, there was not
one great performer, but good teachers were there. I took
interest only in Landowska, naturally, I don't know who came
after I 1€ft the Hochschule, but later they also engaged great
performers. I don't know if later Schnabel taught; this must
have been, if he taught, after I left Berlin., Of course in
the other fields were very famous people. I had Curt Sachs,
who was one of the great historians of ny fime, as my teacher
in instrumental history and music history and he was the only
one; he was a wonderful man, and he was the administrator of
our collection of 0ld instruments at the Hochschule flir Musik.
All the names that you see now printed in books.

Tusler: They had a very 1llustrious faculty there then.

Ehlers: Ja. Johannes Wolf was one of my teachers. Curt

Sachs was the only one who wasn't boring, by the way, I nust
say. He was not boring because he was also &2 great lover of
painting and he brought things together, he was not one-sided.,
But all the other great teachers were really very unintereésting;
we have to have great scholars, but this doesntt always mean

& great inspiring teacher,

And I had good 0ld [Max] Seiffert--you know him probably
from his figured bass; all the editions of old music probably
have the figured basscdone by Max Seiffert. He made most of
the editions that came out on the figured bass, which I didn't
know at this time that he had made. Anyhow, we learned about
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figured bass and how important it is that everybody can sit
down and play figured bass even without preparing 1t,.by

just knowing the harmony and seeing the upper volces and seeing
the line of the bass, and so on and 80 forth. Then he gave

us one of his books, which I didn't know was his book. It was
the harmonlzation of certain songs, very primitive, you know;

I had the feeling that anyone who knew harmony, any harmony,
dominant, sub-dominant, tonic, could do it, it was so primltive.

As an example he put 1t before us and said, "Sing."
~ And I said, "Is this g&i?" without thinking.

~And he said, "If it's not good enough for you, here is
the door."

I didn't understand, I didn't know what I had gaid. So
I becae quliet and depressed, because I had fo finish the class
at the Hochschule.

After he left, my colleagues sald, "Don't you know what
you said?"

"I said, 'Is this all?'"

"Ja, but don't yosu know that he did the book?"

You know, it seemed so orimitive after he gave a wonderful
speech about how Bach improvised and that figured bass is not
jJust harmony--of course, the harmony is the foundation, but
you have to do something, imitate sometimes the upper volce,
and then I got only "klink-klink-klink," you know? I really
didn't want to be fresh. He was a very boring teacher with
a good knowledge, I mean. But he made us aware of how we should

not play, which I wasn't taught before. I wasn't taught anything
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before about the performance practices of old music, and I
ghould have known because I had had all these lessons on
harmony. But the time was not yet ready for a revival of

baroque music.

Association with Hindemith

But later ; learned how right I was with my instinct,
when I saw a figured bass by Hindemith. I was honored with
Hindemith's friendship, and I learned a great deal from him,
really. This was later in my life. Hindemith wanted somebody
to play with him who played the old instrument, and he liked
me personally. [Hindemith] made the figured bass for [some
of the] Heinrich Franz von Biber [sonatas]., Very few aside
from musicologists know of Biber., He lived 3ong before Bach
(1644-1704), He wrote violin sonatas and one cycieé especially
1s on the life and suffering of Jesus Christ. I think there
are twelve; six of them which were the best, Hindemith prepared
for performance, Instead of naming each sonata like I, II,
III, etc., Biber chose Durer's etchings to indicate the meaning
of each sonata, like the "Geisslung®™ or the "Resurrection”
and so on and so forth.

Hindemith was always looking for ol1d music and knew about
0ld music [in a way] more after my feelings than any of all the
historians I have met, because he knew it not only by books
but by looking at the music, by being able to go to the black-
teard and write down something in the style of the old'master.
Hindemith wrote the figured bass to six of the best [Biber] socnatas,
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and he honored me with playing them with me. He played violin,
Voila was his instrument, but he also played the violin; but
not like a violinist, you know,

I remember when vwe went to Vienna which was on our tour--
it was such a snobbish town in a way, you knowj if it was not
Heifetz, it wasn't good enough. Of course, from the violinistic
point, you can't judge Hindemith. He Just, as I lovingly say,
fiddled. But the great musiclan came through. If I play |
it now with Eudice Shapiro, it's a master who plays it. But
anyhow, he loved these sonatas and we played them,

We traveled quite a bit Just with these sonatas. We went
once to broadcast them from England, and I feel very tempted
if I would know to whom to apply to find out if they have
made a recording of the broadcasts, because I would love to
have it as a memory of Paul Hindemith.* We played it in Vienna,
too. In Vienna, of course, if there hadn't been the respectable
people like Berg and Webern and many others who all came to
the concert, the public would have said, "What kind of violin
playing is this?" But those people knew it was not the violin
playing which counted here, it was the music,

Tusler: Did he live in Vienna?
Ehlers: No, no. I lived at thils time in Berlin, too.
Tusler: You were both in Berlin.

*A letter from the British Broadcasting Corporation, dated
7 March 196€. and addressed to the UCIA Oral History Program,
states that no recordings are avallable. A 1list of Mme,
Ehlers performances with the BBC 1s gilven, but does not
indicate which may have been with Hindemith.
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Ehlers: But he came one day and sald, "Let's play together,"
and this was the greatest honor which could have happened to
me.

Hindemith was a wonderful balance to Landowska to me,
When she overdid things, which I felt I wouldn't do but I wasnft
sure, because I asdmired her 80 much and it sounded good, he was
on the other side, you know? Very much so. He couldn't stand
her playing. He felt she handled Bach, and he couldn't have
this. He was too--what should I say?~-too little a performing
artist., For a performing artist, I think the projection is the
main thing, and even if sometimes you know probably you shouldn't
guite do 1t, I try to balance. I try very much. How much I
succeed, I don't know. But for Hindemith, the outside didn't
exist, the projection. VWhen I play I want to make people love
the plece, 80 maybe I do something which Bach wouldn't have
done,
Tusler: But that!s probably the very approach which Bach him-
gself would have used.
Ehlers: I don't know, I don't think so.
Tusler: He also was a performing artist,
Ehlers: Ja, performing, but not going on tours and playing for
the public. He performed for his students and for himself.
There's a great difference. I hope I don't do 1t, but one
neverknows, what one really does., Hindemithws never thinking
of projecting something for people. Probably he couldn't,

because he was [only] on the side a violinist; he was a composer

first.
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But now I am playing [the Biber] with Eudice Shapiro--~
three years 1t took me to make her interested, she was so afraid
of 1t; you know, she has to have three and four different violins
in one evening, because they have to be differently tuned.

You can't do this with one violin; she can't Just play in the
conventional tuning and then de-tune it and expect it to hold
the tune. The violin has to be tuned weeks ahead of time.
Tusler: Oh, in order to keep the pitch. I see,

Ehlers: Ja. Well, now she plays it magnificently. It ®ok
me years to get her, because she was 8o afraid of it, Now

she loves it. She has a terrific success with it, people Just
eat it up. We have played so far only two, but yesterday I
gave her three more which I have from Hindemith. I have only
five, but probably he took only five because they were the
best ones. Flve or six, ja. It's strong music, wonderful music,

So, you see, I was blessed with [influence] from the other
gide. It was a balance to Landowska., Landowska was a wonderful
musician, I must say, but very much working with the idea of
(what should I say, not to give you a wrong idea?) projection.
Every performing artist should have that feeling of projection.
Otherwise, they should stay home and play for themselves, But
it can be too much. And sometimes now (not at the time when
I studied with her-~then I didn't understand enough, and I adored
her too much to have any criticism, even thinking critically)
but now, listening to her recordings, I come to the conclusion
that it was overdone sometimes. Just thinking of our mutual
friend, Malcolm Hamilton, how he played the Forty-Eizht, and
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how he brought everything out but never too much, [compared .
to] Landowska's overdoing, gives me the right to think that I
was right:; 1t can be done with a minimum of effect. Hindemith
didn't do any effects; he just fiddled, he played, but it

was a8 great musician behind 1it. ‘

Tusler: Was 1t well received when you‘did it?

Eﬁlers: Enormously. But now I can't tell you if it was for
the muscicts sake, or for the sake that Hindemith was there.
Vienna was very snobbish, as I said; it had to be, Heifetz

or Erika Morinl or one of the top people.

My brother, who was a doctor but in love with music, and
1lke these amateurs always full of critiéism, sald after the
dress rehearsal to me,"Well, I hope the people don't run out
of fhis--this is f£1ddling, this is not violin playing."

In a way, he was right. But he wasn't able to understand
the concept of this, the musical concept of Hinderith., It
was fiddling.

Tusler: But this was a style that people weren't familiar with.
Ehlers: I don't think it has only to do with that., At that
time, the- performing artist alone didn't exist. The c-mposer
played his things, like Hindemith played his music, and 2o he
played the Biber. We always had great success, but as I told
you, I don't know whether it was an ovation for Hindemith

or for the Biber,

I love the sonatas. It is wonderful for me to have his
figured bass to 1t; it would be very interesting to compare
it to the Denkmller der Tonkunst. These [in the Denkmaler]
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are done like by a good student who knows the right harmony
and the right places without any imagination. But Hindemith
has imagination, naturally, and brings sometimes the motif
of the violin in the right hand, you know, and &5 on and so
forth.

Anyhow, it was a great experlence for me, and I'm very
happy tht I could persuade Miss Shapiro to do it, Now she
loves i1t. She has an enormous success with these two sonatas,
Now I hear it for the first time played by a great violinist.
1 already did it in Los Angeles years ago with a former student
of mine, who 1s now a professor in the east and has made a
great success, and later I played 1t with Adolph Koldofsky,
the husband of Gwendolyn, our lovely teacher and accompanist
of Lehmann., He was very good, much better than Hindemith,
but too sensitive, he didn't have the force. Eudice Shapiro
has both, has everything.. But it took me time to persuade
her, partly because of the difficulty of traveling with four
violins.

Tusler: Are they modern violins?

Ehlers: Of course, It makes no sense to play on an old
violln which doesn't carry through the hall. I know my beloved
Dr. Schweéitzer was sometimes interested in the old violin.

I am not a bit interested in the old violin.

Tusler: There's no advantage to be gained by going back to
that,

Ehlers: We play in big halls, now. Why go back? Now, you

Can say, why do you play the harpsichord? This 1s a different
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matter.

Development of Concert Career

[After Mme. Landowska left Berlin, Mme. Ehlers concertized
in the area until she had exhausted her repertoire.]

I [finally became) desperate and said I couldn't accept
any engagements any more; I had played everywhere and I didn't
knoﬁ another pilece. [My husband] couldn't understand, and
he just asked a nalve question and put me on the road with
saying, "Well, can't you read music?” because he didn't know
how you proced to learn a plece of music., He was utterly
unmusical, and this was a field outside his knowledge. This
was not an ironical question of his. His question was really
and sincerely meant: "Can't you read music? How does one
learn music?"

And I said, "By reading the notes."

He said, "Can't you read notes?"

I said, "Naturally I can read notes,"

He said, "Why can't you learn a piece for yourself?"

This was my first idea. I thought, well, maybe I should
try?

It taught me something for my teaching, not to make students
too dependent. You can criticize them afterwards, you can guide
them, but you have almost from the beginning to try to make them
listen to themselves, see for themselves, and then act for
themselves. You are there as a gulde to say afterwards,‘when

they come to the lesson, yes or no, and why yes and why no.
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In this sense, Landowska was not a good teacher, and if I hadn't
listened 80 very intensely, and observed so intensely, I wouldn't
have gotten so much from her. I was one of her very first
students, All the students at the Hochschule were her first
experience with teaching.

You have to understand thé psychology of the one who listens
and who 18 not informed; you have to talk to ;his person
[for them to] get something out of 1t. This is what she never
did, and I learned only from listening to her and from observing
technically, And as I told you, all the students who were not
very talented she didn't know what to do with, and she said
to me,"My child, practice with them." I felt very honored.
But now I understand she didn't know what to say to them; they
were so0 much lower, and she didn't know how to handle this
kind of a personality.
Tusler: Perhaps she wasn't deeply interested in the teaching
process.
Ehlers: This I can't answer, I don't know, I learned enor-
mously from her, ut I developed quite differently. For this
I am grateful, because otherwise I would be a bad copy of her.
Her technique was phenomenal and her personality was phenomenal,
I loved her dearly, and I regret every minute, when I think
of it, that she didn't feel this love and devotion which I
kept and still have, But somehow, somehow, she rejected me,
because I had so much success. Itws not that I was so godd,
but I was the first person, outside her, who could do it.

You see, I was the first after her,
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Now, after my students have achieved a certain, not only
technical knowledge but also musical knowledge, I suggest
pieces which they then bring to me. Then I start workig from
what they have brought me, trying to point out the importance
of certain things, how to approach a plece, and so on and
so forth, because especially in Bach you have no tempo advice,
you have nothing. You have to use your own taste, your own
Judgment.

I had been never taught [this], and I behaved so stupidly
that I felt, well, I have played all my things everywhere,
and I can't go on. The nalve question of a nonmusician like
.my husband, "Can't you read music?" woke me up. I saild, "Why
Cdon't I try?"

From then on, I walked my way alone. It went all right.
And then, as I mentioned, I had the great fortune that Hindemith
took an interest in me. This was a great help, insofar that he
developed my thinking: not systematically--he didn't work
with me as a teacher; but when I played something, I said,
"Paul, can I play this way?"

He said, "Miserable."

And I said, "Why?" Through his criticism, I learned to
look at things differently. But altogether, he liked my playing
very much. He liked especially my playing of Bach, which was
for me a great, great support.

Tusler: Did you continue then to play concerts around Berlin?
Ehlers: Oh, constantly, Ja. Not only around Berlin, but

all over Germany.
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During the First World War, I met two Italian girls,
singers, who played quite an important part in my 1life [Marta
and Marietta Amstad]. The one [Marietta] was a high soprano,
a small voice but wonderfully schooled, and her sister [Marta]
had a dark soprano, almost an alto. They specialized in chamber
duets., With them I gave many concerts, because the literature
of chamber duets was not opened. Ludwlg Landshoff put out a
book of chamber duets (I don't know if there was more than
one), &nd they had great literature of old Italian music.

Anyhow, it was a new thing altogether, this fleld, and
we had great success, so much success than Hurok, when he
heard us in & small hall in the Bechstein Saal in Berlin,
was s0 enthused that he gave us a contract to come over here.
But when was 1it, '32? when we were supposed to come here--

I don't know the date any more, he cancelled the contract.
We were heartbroken. He was very much taken by the culture
and charm of 1t, but he realized that the halls in America
then [were too big fo?] these miniature volces, wonderfully
trained by a great Italian singer.

But in Europe we had enormous success., With these girls
I traveled. I came to Italy for #e first time and played a
great deal there., I was engaged to teach in Italy for quite
a few months, which was hard work because I had with my stammering
Italian to teach in Italian. I taught about three weks., I
gave a lecture class at the Milano Conservatory. They [the
sisters] had many connections because they lived in Itgly

and were Swiss-born, so they had many connections in Switzerland
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and in Italy. We concertized as far south as Palermo, in
Sielly.

Then I remember one time in Rome, when the Queen Mother
of the Italian King was present. I remember how exited I was
the day before, because my harpsichord didn't arrive. This
was a very official concert--it had to start on the dot, you
know, because the Queen Mother was coming, which was announced,
It was a great honor to us--and my harpskhord wasn't there°
So I was terribly upset, andtithe girls, too.

In the evening I went again to the station, and the man
who [was 1n charge of] the freight department said to me, "Don't
be upset, senora,” (You know, the Italians are so very sweet
when one is a woman, and especially I was young at this time).
"Don't be afraid--it will be here, and if I could carry it
on my own back, I would carry it for you." [laughter] With
all the enthusiasm!

So I went home hoping 1t will be true. It was supposed
to have come with us in the traln in the luggage compartment.
When we arrived in Rome, it wasn't there--they forgot to load
1t. This was Italy at this time.

I learned my lesson from this one time, I tell you--I
never traveled through Italy without stepping out at all
dangerous stations and watching that they don't do this again
to me, forget to load it, or load it on a different train.

I remember I traveled once through Italy on a tour with
Hindemith. He sald, "It's a pleasure to travel with you--
always when I am asleep you jump out in the midst of tﬁe night
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and run after your harpsichord." [Laughter] But I had my
lesson then.

Well, anyhow, this man telephoned to the last station
and they said, "It will be there, and the concert can start
on time." But I didn't trust him.

I think it was midnight when the train was supposed to
arrive, so I went to the station. What came out first, where
gupposedly the harpsichord should be, were hundreds of little
plgs. [laughter] Hundreds of little pigs! You can't imagine.
The harpsichord was kept warm, but the smell inside was
unbelieveable! | . ’

‘Well, anyhow, I was relieved and I thanked the man, which
ended in him asking me if I wouldn't consider marrying him.
This happened quite a few times with this kind pf people--
1f they would be able to take care of the harpsichord from
now on, and I wouldn't have to do it. [laughter] So this
was one of the many things which happened.

But through these girls, whorhad many connections in
Swiltzerland, we traveled all through Switzerland, Basel, Zurich,
Winterthur., We gave concerts [there] and all through Italy.
They are still alive. One accepted a position in Portugal,
where she teaches at the conservatory.

Chamber duets were absolutely unknown at this time.

They were written in the Italian baroque, a number of wonderful
Chamber duets.
Tusler: Who were some of the composers?

Ehlers: Pergolesi, Palsiello, Stefani.
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Tusler: Scarlatti?
Ehlers: Scarlatti didn't write so much for voice; he was a
keyboard composer. You will find one or another plece. Then
we each one had a solo, too. I think I was the first one to
ring cuﬁ this year the great solo cantata by Handel, Lucretia,
which I gave years ago to Marilyn Horne. She was then not
interested in 1t, but a few years ago she asked me [for 1t],
A very wonderful solo cantata by Handel., So each oﬁe of us
had 2 s80lo too. VWe performed literature which was never heard
before. |
Tusler: Was this the first time yod had traveled around
extensively?
Ehlers: I really can't remember. I know I traveled in Germany
without them. I played at the Beethoven Festlval in Bonn,
and I played in Germany without traveling much. But from
then on I traveled a great deal.

J know I came back to the Beethoven c¢entenary. It was
in Vienna [in 1927]. Casals played at the concert, and I
played. I don't know how I ever came into the Beethoven
Centennial. They sald Beethoven was very impressed by Handel
and they asked me to play some Handel. I played the famous
Variations by Handel and I don't know what else I played.

But this concert was a great honor for me, Casals was on
the same program, and 1t had a very interesting influence on
ny future, which I didn't know at this time. Carl Engel was

in the audience.* He was the head of Schirmer's and a great

—

*Carl Engel was U,S. Delegate to the Beethoven Centenary.
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close friend of Mrs. [Elizabeth Sprague] Coolidge. She was

a great music lover. The next year I got an invitation to play
at the Library of Congress, and I couldn't understand why and
‘how: this was due to Carl Engel, who heard me at the Beethoven
Centenary.

Tusler: Did you accept that engagement?

Ehlers: Of course, of course. I Just came. This was a great
honor, and a great and wonderful thihg for me, to be able to
come to Americanwithout spending a fortune to be heard.
Tusler: Did they pay for your transportation?

Ehlers: Ja, they paid thls, and I got a wonderful write-up

from Olin Downes, the famous critic from [the New York Times].*

England and America

So a little door was opened for me to America. At this
time I didn't know I'd ever need it, but when Hitler came and
I went to England and stayed, I felt that though Englend 1is
wonderful and I loved it (I had great success and many chances
to play there), it probably wouldn't do for the future, because
I would not be employed in one of the blg conservatories or
the place which Sir Hugh Allen was the head of, the Royal College
of Music. He was very good to me and he let me play. You
couldn't give, as a forelgner, a concert without permission.

I got all the permission I wanted. They were very good,

#Letter dated May 15,1968, from Harold Spivacke, Chief,

Music Division, Library of Congress, to Maria Ehlers,

encloses coples of programs played by Mme. Ehlers, the first
on March 6, 1636, and two later in 1937 and 1939, not further
datgd. Reviews appear in the New York Times in 1936,1337, and
193 . —-
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generous to me, and I traveled all over England and I traveled
to Scotland, but then I was finished, you know? So when I had
this invitation to come to Washington, it opened a little
door,

Then in 1938, I came to America to visit my younger daughter
[{Christina, also called Christel]l, who lived in America. When
she left Germany she went first to Spaln and then saw that
there was not much possibility [there]. My husband left for
Spain when he left Europe. He needn't have left because he
was not a Jew, but he hated the idea 50 much to stay that he
said, "Thank you," and resigned [from his:sosition] at the
Academy for Sculpture and Painting where he was professor.'
Why he went to Spain I don't know, to Mallorca, to an island.
He loved it there. He hoped that I could build up in Mallorca
something like a Salzburg, you know? that people would come
to. I never could agree with him when I visited Mallorca
later. 1It's a lovely place, but I never thought it was a
place where you could build up a music center like Salzburg
became in the summer. So my daughter lived first there and then
immigrated to America, because her first husband was an
architect and there was no chance there in that small place.

In 1938, I think it was, I felt that there was no future
for me in England. I had played'everywhere, and even for
private lessons, I had to ask permission there. So I came
here, but I didn't intend to stay here at all; I just wanted
$o ¥isit her [my daughter]. I considered I could visit her

because Juilliard School had engaged me for a summer class,
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and being in New York, I thought I would take the opportunity
t§ visit her here.
Tusler; Where was she, here in Los Angeles?
Ehlers: In Los Angeles, Ja. I hadvto be very carerful with
my money and I came the cheapest way, I remember, from New
York here, also with the wish to see something of America.
When I arrived here, I was happy to be with her and see
my first grandchlld, And things turned up. She was very,
very well known in the film colony; she had made one or two
films in Europe but had never thought of 1t as a career. She
had this certain education--she went to a professional dancing
school in Europe, snd I don't know if she had some edﬁcation
in acting, this I really can't tell you; but anyhow, she was

in a picture in Germany, Menschen an Sonntag (People on Sunday),

showing two young girls, what they do. This picture seemingly
was played here too, and then they became interested and gave
her small parts. Vhen I came she had a few small parts.

Then some of the picture people came to our house,
[among them] a very famous man, William Wyler. Christina,
my daughter, was friendly with his wife. When they heard I
was here and had brought my harpsichord along, they were
interested to look at this instrument, and he was very impressed,

When he did Wuthering Heights [in 1939] he had me play in 1t.

Tusler: Oh, you did the music for that?
Ehlers: Ja, you see me in the picture. Of course, this made
me very popular. So the next one was Bing Crosby. He had

an hour, the Bing Crosby hour, on one of the radis stations.
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I played twice there. It was a great success. This brought
my name to the public, without my doing it.

I remember just before the war (it looked very dangerous
already, but as I never read a newspaper, I didn't know what
- was going on in the world; I was still only interested in what
I was doing and what my children were doing), my agent [Van
Wyck] came from London.

I saild to him, "When are you going back to England?
Maybe we could go back together, I hate to travel alone."

He said, "You stay outl Thank God you are here. Don't
you read the newspaper?"

I sald, "Probably not the pages I should read."

And so I stayed here. Then came one day a call from
the University of Southern California. It was the dean, Dr.
Max Krone at this time, asking if I would visit him. I
eouldn't drive at this time, so I said, "Christina, you have
to drive me; probably they want a concert there."

I had an interview with him and he offered me a position.
I said, "I have never taught at a school, I don't think I
can do 1t." In a way, I was very naive, I wonder now why
I behaved so stupidly.

He said, "You will learn how to teach.”™ And he offered
me a position.

I came out. It was a very hot day, and I said, "Christina,
I have a positbn."

She didn't react. She said, "Mother, come and have an

ice cream."
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I sald, "Christina, I have a position." As I say, she
didn't react.

After while I asked, "Christina, aren't you happy I have
a position? This means I will stay here.,"

She said, "Really, Mother?" Afterwards she confessed
gshe thought I had a heat stroke, you know? She couldn't take
me seriously and she just said, "Come and have an ice cream."

This is when I started at USC. It was in 1940.
Tusler: You've been there for quite a few years, haventt you?
Ehlers: Ja, twenty-five. We had my Silver Jubilee at the
concert for the four harpsichords. This was one d} the reasons
we gave 1t. So this is part of the story of my life.
Tusler: It all fits together marvelously.
Ehlers: Ja, wonderful, really. But you see I was always very
narrow-minded, in a way: always my work, my work, and not looking
at what 1is going on in the world., Europe would have been
entirely closed to me; England was very strict. I had to
announce every concert, they wanted to keep track of your
income, you see; and I had to ask for a permit to give lessons.
They were good to me, especlally Sir Hugh Allen who was the
head and had to say yes or no. He liked me and invited me
to give a concert at the Royal College of Music. I will never
forget when he came out, the huge man he was, and embraced me
before the public and said, "I learned a great deal from you."
H2 was very good to me, I will never forget it, because most
people had difficulties in getting a permit to teach. You
see, England is small and their teachers have to be provided for.
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But I was at this time the only harpsichordist. [There
are other] harpsichordists now, like Thurston: Dart, whom I
respect highlys I have neverheard him in person, never met
him. His books are brilliant and his records I like very
much. I think he is arrogant, bﬁt this doesn't matter; he
is a gmt player. I know him only from records. The "other
Malcolm" [George Malcolm] is an excellent man, too; so since
then, they have thelr éwn people. But at thls time, nobody
was there. Harpsichordists were utterly nonprofessional in
every way. I was the first professional.

I had a good time there, especially in, I think 1t was
1935, when I had to play fifty Scarlatti sonatas, in three
or four evenings. It came out to be fifty, I think, because
I had to play so-and-so long, each time, and make a choice.
I will never forget the difficulty in making a choice, to bring
variety, and to study. Bach, Handel, and Scarlatti, all three
are born in the same year, 1685, so in 1935, it was the two
hundred and fiftieth [anniversary]. So I was engaged and it
brought me a lot of money.
Tusler: Is that why you happened to go to England in the
first place?
Ehlers: No.
Tusler: How did that happen?
Ehlers: It was the only place where I felt I could start.
Where else should I have gone? There was nothing left in Europe.
Tusler: At that point, you were really leaving Germany

because you had to.
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Ehlers: ©Oh, I knew I had to., Ja. I am Jewish, and I knew
I had to leave before something happens to me, I had given
concerts [there] years before with the sisters Amstad, and
I knew a few people., The criticisms I got in England were good,
so I said, "This is a place I could start." On top of this,
there were very many wealthy Jewish families who opened theilr
homes, and I was lucky enough to be invited [to stay with]
one wonderful family who became very dear friends of mine
[Martin and Ethel Solomon]}. She visited me o or three years
ago here in America; I was then teaching et Madlson as a
guest professor, and she came to Madison to be with me, We
became close friends. _

And 50 she invited me first, trying [i1f] out. I remember
80 Well, they had a big downstairs. After six weéks, her
husband came and said, "I want you to say how you want this
room fixed." I looked at them astonished. He said, "This
will be your home, if you will accept it." It was twice as
big a room as this. I had my plano and I had my harpsichord,
and in they got. They were people with good means, you know;
they could arfford it; they had a butler, and a cook, and a
helper for the cook--something we don't know here, you see?
And so, from the financial point of view, I wamno burden.
But they were very treserved: only after they felt that we could
get on very well, then we became close friends. The children
liked me very much and I liked the family, and I had a wonderful
life there. I stayed there till I decided to live in America.

Tusler: How many years then was that, approximately, that you
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were at their home?
Ehlers: Between '33 and '38, five years. Quite a time. I
traveled very much, as much as I could; the summer I spent
with my singer friends who had a house in Beckenried on the
Vierwallstaedter See, studylng new programs., I played a great
deal in Switzerland; I played in Italy; I played in all the
countries which were still open.

ﬁht then, through this visit here, and through these lucky
things which happened to me, you know-—W&thering»Heights

which made me kind of popular, and the Bing Crosby hour, which
made me popular, and then the offer of Dr., Krone, [I
remained in the United States].

Tusler: These things that you did, the Wuthering Heights

and the Bing Crosby hour, came before you'd actually made up
your mind to stay in the United States?

Ehlers: Ja, Ja, Just visiting. Just visiting. And then, as
I told you, when my agent came from England and visited me,

I said, "When are you going back? I want to go with you, I
don't like to travel alone, it would be so much nicer," and
he sald to me, "You stay where you are and thank God."

You know, I was very naive, politically. I never looxed
at the paper. I looked'for the articles on music. He said,
"Don't you know what's going on in the world, don't you know
we will have a8 war? Be grateful and thankful to God you are
out here, and you stay here."

I said, "What about the contracts I have for next year?"

He said, "You can tear them up. They won't happen.”
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I remember now an incident with Dr, Schweitzer.* I was
viéiting him in his home in Gunsbach, which was on the borderline
of Germany and France, You know, they all speak very funny
French in this town, but it now is France., Aftthe war I think
it became Strassbourg. Gunsbach is very close to Strasbourg.
The train goes to Strasbourg, and from there on you have to
take a little tiny train to Gunsbach where Dr, Schweitzer
lived. I spent, I think, the summer of 1932 (was 1t 1932%
really, my feeling for dates is t&rible, but I think I was
1932), going to him, But anyhow I would spend the summer
with Dr, Schweltzer always when he was in Europe in the summer,
He liked to have me in Gunsbach, and I was happy to be around
him,

I got a contract, I think it was for Dusseldorf, Germany.
And I said, "Doctor, this contract is so different from all those
others I got, what is 1t?" It saild, "What is your religion?"
and so on. You never got this on an artistls contract before.

So he took it and tore it up.

I said, "Doctor, why did you tear up my contract?"

He sald, "Because you won't go, anyhow,”

I mid, "Why shouldn't I go3 it's a good fee?"

He saild, "Didn't you read the sentence, 'What is your
religlon?'"

I said, "I read it, I wondered about it, but it's probably
the way modern contracts are."

And he sald, "No. This means something else. This means

*Mme. Ehlers had a close friendship with Albert Schweiltzer,
which is discussed at length in later interviews.



54

something else. This means that Mr, Hitler has already hils
power everywhere, and you will never be engaged here, becauée
you are Jewish."™ Then he opened my eyes for the first time.
Tusler: You really hadn't ben aware of this.

Ehlers: I had heard the name Hitler.

Tusler: But you didn't realize...

Ehlers: No, and I remember that I once came in a terrible
crowd of young people, all dressed in a certain way and taking
the whole street. I didn't know where to go because they didn®t
make room for me. I sald, "What menace is this, not making
wom for a woman?"

YI cane home and said to my husband, who was not Jewilsh;
"This and thls happened--young people have menace nowadays,
it's terrible.”

And he said, "You'd better keep quiet when you're on the
street; it's not safe to talk and make any remark.,"

I was so, I don't know, stupid. This 1s the only word I
can use, I was interested in my nusic, in my programs, in
how I played; but politics, this was a different world. I
didn't realize at this time whmt part politics ean play in a

personts life.

Russian Tour#

Tusler: I know you did a lot of touring in many other places;

you were in Russia, and twice in Israel, and a number of other

——

%Letter from I Mironov, Committee on Cultural Relations

with Foreign Countries, USSR, dated May 20, 1966 and

directed to the UCIA Oral History Program, states that no
archival fecords of Mme. Ehlers! stay in Russia auld be found.
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Ehlers: I mentioned before the Beethoven Centennial, where
Casals was on the program and where Carl Engel heard me and
later opened, without my knowledge, my coming to America.

After the Beethoven Centennial, I went to Russia. I was
invited to play there, and I remember the great excltement
for me. How will I make it with the harpsichord? I don't know
thelanguage at all, I'm absolutely helpless; but it was so
fantastically organized, Never in my life has a tour been so
well organized. On the Polish border were officers standing,
with everything in hand: my name, thelir orders to reload my
instrument, because I had to change trains, The tracks are
different in Russia than in Poland, a different width, so
we had to change trains. And I, neither speaking Polish nor
Russian, just a very stammering French, wasn't afraid, I thought
1t would work ocut. Never was the harpsichord treated with such
care and precise order as 1t was loaded in the train for
Russia.

I arrived in Leningrad and was received at the railway
station by the impresaris who spoke hardly any German, he
understood a little bit, and spoke a broken French; my French
was broken, too, but we got on quite well. He brought me to
the hotel where I was supposed to stay. Fabulous room. It
hadn't a sme:l Iin it because the windows weren't opened for
months; they had no heating facilities and so allthe windows
wWere closed so that they kept drafts and air out,

I wasn't afraid; I didn't feel happy, exactly, Decause
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of the 1anguége barrie:, you know, bﬁt in a short time the
Austrian ambassador called. He knew I was coming, and he spoke
naturally German and French and Polish and Russian. We becanme
close friends, so I didn't feel lost any more.

The young people in Russia at this time were wonderful.
They came around me gd we somehow, somehow, understood each
otﬁer. I felt thelr urge to go out of the country; they were
8o closed in. The young ?eople came all around, very discreetly,
because they were not supposed to, you know; they wanted to
know what is going on musically, what 1s going on in theworld
outside, and I made good friends and they liked my playing very
much, It was a new approach for them with Bach.

This was the first appearance of a harpsichord in Russia.
It might be that Landowska, on her visit to Tolstoy which she
talks atout in her book, had played a public concert, but it
ﬁas never mentioned by her in her boosk or anywhere else. I
know she visited Tolstoy and played for him. Poland and Russia
were not on friendly terms, you know, so I don't know., But
anyhow, for Russia, from my experience, it was the first time
for harpsichord.

The reaction was very strange. The concert was a great
success for the pudblic, for whoever was there; but they were
ordered to be safe. It was a great success with the musical
people, but for days nothing appeared in the paper. My friend
the Austrian ambassador was on very good terms [with the Russians]s
he spoke Polish and Russilan and French, and was a very cultured,

broad-minded man.
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Tusler: What was his name?

Ehlers: Otto Pohl., I sald to him, "Isn't this strange?”

I saw him very often, and whenever I had difficulties I asked
him for advice. For instance, one of the difficulties was that
I couldn't read the ard when I went in a restaurant--it was in
Russian, so I always tipped it with my finger and it always
came out the same thing. [laughter] For days I ate the

same thing.

I said, "Otto, please." (No, I said not "Otto" at this
time, but later when we became friends and he was not ambassador
any more). I said, "Your Excellency, I eat every day the same
thing; 1t's wonderful, because caviar I love, and I ate as
much as I never could have in my life before afterwards, but
something else!" So he explained to me a little bit what is
wrong.

But no press, no write-up. I said, "Your Excellency, what's
the matter? WVhy didn't I get a write-up? I had so much
success, really an ovatim."

He sald, "I will tell you the story. After your concert
there was a meeting of the critics and they all pralsed your
playing, but you play music of Bach, and Bach was employed by
an empercr, by Frederick the Great, and it doesn't fit in their
philosphy at all." He was very much in knowledge there because
he spoke fluent Russian and was on good terms with all those
there, The famous educati-n man at this time in Russia, Luna-
Charsxki, sald, "Our colleague 1s right. We make osurselves

ridiculous with not writing about it."
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8c it was really a great success, I was engaged by the
government, but the government probably had a vital viewpoiht
and the critlics were afrald they might overstep thelr line,

Bach was, as you know, court harpsichordist with the Prince
of K?then at one time.
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Russian Tour

Tusler: After that concert, did you play more in Russia?
Ehlers; Ja, I was in Lenlngrad, and gave concerts in Leningrad.
There I met Otto Klemperer, whom I knew, naturally, from

BEurope. He conducted the Missa Solemnis, and I stayed. It

was a great event, it always was when he conducted, but strange

we should meet in Leningrad. Then I went back naturally to

Germany, but it was a great experience,

Tusler: Was it difficult getting your harpsichord around in

Russia?

Ehlers: No, not at all., Never in my life had I to worry so
little--not at all, in Russia. Everything was organized, perfectly.
The order came from up, not from me,

All the concerts at this time were government concerts.
There was no agen£ involved. They approached my agent in
Germany. This great agency (I don't know if it still exists),
Wolff und Sachs was very famous. All the great artists were
with Wolff und Sachs. They called me and said, "Russia wants
you for concerts.” So everything went through Wolff und
Sachs. But in Russia it is the government who asks for the
artists, Now it might be different; now they might have agents
there, but at this time it was only the government who invited

artists.,
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So this was my experience with Russla. On the way home,
I stopped in Riga and gave a concert there. Where I landed
I really dont't know, but 1t was a very great experience. I
remember I went stralght from the Beethoven festlval because
I remember the excitement of my brother bringing me to the
train, the last minute before going to Russia, and my excitement
- over having the harpsichord taken care of. But it was wonderful--
I head nothing to fear in Russia; everything was under government
order, 7
Tusler: How many other cities were you in?
Ehlers: Moscow, and Kharkov, a smaller town, but I can't
remember anything about this.
Tusler: Were you impressed with the atmosphere of the country?
Ehlers: I really can't tell you, because with the barrier
of language, you can't talk. I had a close contact with the
young musicians; they all came around and wanted to hear what
is going on in Europe. They were so closed in, and I felt
a great longing, which they didn't express in words, to know
and 1f possible tohave contact and get out. It is all dfferent
now, but this was very early, if you can imagine. I was one
of the first visitors, Klemperer and myself, and I don't know
who else, How it ever came that they just wanted harpsichord,
I don't know.

European Tours

What I did then after I came back from Russia, I have
not the slightest idea. It was a great event in my life.
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Tusler: You went from Russia back to Berlin.

Ehlers: Ja, I came home,

Tusler: You were in Russia alone? Your husband dd not travel
with you?

Ehlers: Alone. He never traveled with me for two reasons:

I had the children at home, and even if I had somebody for then,
it was not right to leave them alone; and it would cost too
much money. I didn't travel and concertize just for pleasure.

I wanted to bring some money home, too. So he never traveled
[with me], or very seldom.

He came once [with me] to Vienna because it was my home
town, and he wanted to see my family again. It was even, I
think, my first concert in Vienna. I was so very nervous,
more nervous I think than any other time.

Tusler: So many people knew you there,

Ehlers: Ja, and I grew up there, and Vienna was very snobbish
in its taste, you know. I didn't know how they would react

to the harpsichord.

Tusler; Was that the Beethoven Centennial, your first concert
in Vienna?

Ehters: The Beethoven Centennial was not any more the first.

I wez by then introduced. My first was a solo concert. Then
the second concert was with Hindemith. This was the second
concert in Vienna.

Tusler: - How did you get to know Paul Hindemith?

Ehlers: I don't know really how I came to know him--not through

his music, because I never understood it and never liked 1it.
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He was generous and kind and never took it out on me that I
had no relationship with and love for hils music.

I think it startéd 1ike this, Hindemith loved old music
and understood old music better than anybody else I know, and
he wanted to perform [it]. He wanted to perform it the way
it should [be done], with a harpsichord. Being the only
decent player in Berlin, he approached me. I never played
Bach sonatas with him, as far as I know, but he came with some
sonatas by Handel and Franz von Biber, who was a name for me
at this time and nothing else. He fell in love with these
sonatas, the Biblical Sonatas by Biber, and he wrote the figured
bass to 1t, a wonderful figured bass. You would appreclate
it if you saw the printed Blber sonatas, with an everyday
figured bass, Just the "right" harmonies, without any imagination.
He said to me, "Would you play it with me?" Of course you can
Imagine how honored I felt.

We had a trio for a time, with him and his brotherrRtiddlph
Hindemith, who played the cello and the gamba. But this didn't
hold very long because he and his brother didn't get on too
well, so it was Paul and me.

We traveled quite a great deal. We played the Biber sonatas,
for instance, in England at the BBC; we traveled to Italy,
which was terrible, because Italian taste in music south of
Rome at this time was terrible. They liked very light things.
They could cry ten times, for ten times my playing, "Il
Coucoulo, il coucoula, coucou," by [Louis] Daquin.

Finally Hindemith said, "If you play once more 'Il
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Coucoulo,'! I take the next train home." [laughter]

So I said, "Well, what should I do?"

He sald, "Come out and smile and bow and go back, but
don't play another !Coucoulo!”

You see, I didn't like it myself, but this was the Italian
taste when you came south. Rome was strict, too strict, you
know; to get a good criticism in Rome and Florence was something.
Turn, Rome and Florence., Milano, too. They wefe strict.

But when you went into the other places down south, it was

as I sald: the brilliant pieces, and "Il Coucoulo." I was
always very nervous how it will end--that Paul will take his
fiddle and return probably without me one day. But he didn't
do 1it.

We traveled together., VWe played in Winterthur, which
was a kind of a highbrow place, All the modern music, There
was one man, I forget his name, a very wealthy man, who loved
music and especlally modern music. Almost all the modern people
were first performed in Winterthur, which was not far from
Zurich, but a smaller place., This one family, and especially
the one man in this family, I forget thename of the family,
carried the whole cultural interests of Winterthur, the
musical interests. Almost all modern compositions were first
performed in Winterthur. We played there. Then I was invited
once to glve a class in the interpretation of o0ld music at
the Zurich Conservatory. Traveling was 8o easy--the distances
were not like in America, you know?

I remember one time, I don't know when it was, when we
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had the first performance of The Musical Offering in Berlin,

After the concert, I took the train to Zurich to play in the
St. Matthew Passion under the conductor Voikﬁar Andfé. I

stayed with wonderful people who had an open house for all
artists, so open that once we were together Richard Strauss,
Alban Berg, and somebody else,  three or four artists in their
big house, open for artists, )

I remember dear Alban Berg who was so nalive and so sweet,
said, "Alice, after dinner we go to Zurich, and you show me
the night life." I had no idea!

Then I said to my friend afterwards, "Alban wanted me to
go and show him the night 1life in Zurich."

She said, "There is no night life."™ [laughter] "or
I would have known of it;" Such a lovely person. But here
We met all in the same house, éver&body having his guest room.

Thls was Europe at this time, you know? Families were
happy. The lady of the house knew exactly [what to do]. She
said, "One of the most difficult guests to have is Richard
Strauss, but his wife sent me the menu, what he should and what
he shouldn't eat." They hd enough help at this time, especlally
the wealthy people. .
Tusler: Did you know Richard Strauss well?
Ehlers: Not at all. I just met him in the same house: I
know the lady of the house was concerned before he came because
he loved %o play cards, I don't know the name of the game
he Played, but it needs so-and-so many people, I think four,

and she only had three, from the orchestra; of course, they were
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honored and couldn't say no.

The night before he came she was terribly upset.

I said, "What's the matter with you?"

She said, "Strauss is coming and I haven't got the fourth
person to play cards with him, and this is unbearable."

You know, he came home one night and I met him inthe corridor;
I came home 1ate,,too. He had conducted Tristan.

He said to me, "Feel my shirt."

I was very astonished, I felt his shirt, as he wanted.

He sald, "Is it dry or wet?"

I said, "Absolutely dry."

He sald, "And this is after Tristan." [laughter]

He was one of those conductors who somehow managed not to
sweat, you know? It was a wonderful performance, I am sure;
I was not at the performance. But he was so proud of this.
It showed in a way his mastery of the baton, thathe caild get
the music, that he could get everything without being all
disheveled.

This was very Interesting, and this house was wonderful.
When the 0ld couple dled, it was gone, you know? DBut they
were open f£or all. Reiff was thelr name. Very wealthy people,
with their wonderful house on the Zurich See, and we all
knew this was our home., It was the same kind I had in K31ln,
where the mother-in-law of Feuermann had the open house for
all of us. It was wonderful. There were few houses which
could afford it, because it means you have to have enough servants,

and some of the pecple were not modest ensugh--it was not



66

immodesty, but they had certain [requirements about] what they .
gte. This lady in Zurich, I remember, had absolutely written
down what Richard Strauss ate, what he doesn't eat, what he
shouldn't eat, and so on.

The sane with this lady in K%ln. I remember when I was
once there she sgaid to me, "Alice, would you give me your one
cover--it 1s thé one Furtwingler loves so much, and he comes
tomorrow."

I said, "Take it, I don't care which cover I have."

But you know, it was so wonderful--we knew where we were
at home when we traveled. Something maybe like 1t exists
in America, but I don't know of it if 1t does, It's too large,
the distances are too big. {In Europe], it was so one came
almost every year to certain places. Probably it's not any
more in Germany, I don't know, but it was a wonderful country
at this time before Mr., Hitler came, for art and for everything.

So really, I have to be grateful for my past. The moment
Landowska left the country, then there was for me the harpsichord,
it was on me, which was in a way a very lucky incident. And

80 I had the chance to travel around.

Israel Tours

Tusler: When did you go to Israel, or to Palestine, as it

was then?

Ehlers: If I would know the date I would be happy. This is
one of the gmat shorfkcomings that I regret more now than ever,

that I never kept a diary. But I was twice there. The first
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time I was there Steinberg was the conductor, and he left when
I came., And Hubermann was there. So through Steinberg, with
whom I am on very friendly terms, I could find out [the datel.
It was my first visit to then still Palestine, not Israel.
I was not there since it's been Israel, I had great success,
and the High Commissioner--you know, it was first under the
protectorate of England--the High Commissioner was a great
music lover, and he liked me very much, and he liked my
playing verymuch. I think it was probably through his influence
that I came 2 second time. He was a man of great culture,
& military man.
Tusler: What was his name?
Ehlers: Arthur Wauchope. He was a very great lover of art
and especially of music, a very sensitive personality. You
wouldn't have expected it from a military man. Very often
he wanted me to come up to his residence, which was on top
of a mountain, to play for him and a few friends. He did this
not only with me. Hubermann was there, the violinist, and he
played also at the High Commissioner's residence.
It was through him that I never went back to Germany.
He was the one who opened my eyes, because, you know, I had
no idea what was going on. 1 was traveling, and I heard
there was a Mr. Hitler, but so what? I thought, there are
Crazy people from time to time; what have I to do with 1t?
The first inkling came to me, as I think I started out
telling you, when I was with Dr. Schweitzer and I got this

¢ontract. He tore it up and I said, "Doctor, why did you
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tear 1t up?"

He said, "You wouldn't go there anyhow."

I didn't quite understand. He said, "Didn't you read
‘what it says? 'What is your religion?t"

I said, "I wondered about that." This was the first
contract I got where they asked for a religion.

He sald, "ngl, this should tell you enough."

I was very, I can't call it even naive, uninterested,
outside of music, what went on in the world, I had the feeling
this has nothing whatever to do with me. I realized later how
much 1t had to do with me, breaking up homes, and so on. But
at this time I didn't.

Well, anyhow, the High Commissioner was a military man,
with great sensitivity and great love for arts, and quite an
unusual man. In '35, Schweitzer came to England, and it was
the High Commissioner's wish [to see him]. He telephoned
me and sald, "Do you think Dr, Schweitzer would receive me?"

Thie 1is one of the very few things in my life where I
wrote something down when I came home. It is 1in German, so
I will have to translate 1t.*

I took it down on October 28, 1935, just when I got back.
I know I was deeply moved by the conversation, because the
High Commissioner and Schvweltzer were about the same age,

and the simplicity and modesty of the High Commissioner was

¥Mme. khlers 18 referring to the notes she made on the
meeting between Dr. Albert Schweltzer and Sir Arthur
Wauchope, at which she was present. Another translation
is included in the appendix.
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touching to me. He sat there like a 1little student who asked
questions very modestly, and thank God, I had refused to translate
because I knew my translation would not be adequate. Dr,
Schwelitzer had his translator to translate it into German,

and a woman secretary who spoke English very well translated

S8ir Arthur Wauchope's questions to Schweitzer.

Now I will try from my sketches to give you some 1dea.
Sir Arthur asked the doctor a question. First he asked, "May
I ask a question?” or "Would i1t tire you?"

The doctor said, "No, it wouldn't tire me. Please ask
whatever you think I can answer."

And so Sir Arthur started to ask questions, and the -
doctor ansvwered so patiently, and so concentratedly--I was
8itting there really breathing 1t into me.

Now this 1s one question of the High Commissioner,

"Do you think mankind has developediin the sense of religion?"
"Developed in the spirit," I should orobably say, not "religion."

Schweitzer's answer was, "I think we have. We have tried
to realize ethics in religion, because it is not enough to
teach ethics~-one has to live ethically. The basis of all
great thinkers is the same. Love is the best"--how can you
translate Vernunft? "intelligence," 1it's not quite right.
"Love 1s the best Vernunft."

The High Commissioner: "Please don't be angry that I
ask so many questions.”

And Dr. Schweitzer's answer was: "When serious people

meet in a limited time, 1t is the only right and natural thing
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to do, that the one who has questions to ask [should] do so,
if he has the bellef the other person can answer."
The question was expressed by the High Commissioner, as
much as I remember: "Have we progressed?"
Dr. Schweitzer's answer was: "We have progressed, but
the last hundred years have thrown us back again. This 1s what

I can't understand, that what we had once"-erkenntnis, "knowledge"

1s not the right word--"the wisdom which we had once gotten,
that we again forget it and fall back again.”

The High Commissioner: "What do you think of the North
German religion which one tries to recreate in Germany?"

- 8chweitzer: "I don't know this religion, this is no
religion." You know, Hitler tried to go back to the German
religlon, God knows from where.

Tusler: The Teutonic mythology.

-Ehlers: Ja, ja. One remark of Sir Arthur moved me personally
very much, because I know how much love and thinking he put
into his time in Palestine to make peace between the Arabs

and the Jews. He sald to the doctor, "Palestine is full of
hate; it needs love more than any other country. Where have

I falled? Why could my tree of good will not flourish in
Palestine?"

This touched me very much, because I know it was something
which moved the High Commissioner deeply. It was his intention
to bring peace. Schweltzer didn't know Palestine, and he
couldn't answer the question. But he said, "I think my work
in Lambarene is much easier than yours, Sir Arthur, is in

Palestine.q
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As vwe left, Sir Arthur asked me to translate his words
to Schweitzer. He saild, "Sometimes it takes a whole life to
make friends between people, and sometimes it takes a minute.”
[with strong emotion-~-pause]

The doctor asked me to thank Sir Arthur and tell him 1t
was g great pleasure, a real pleasure to have met him and talked
with him, and Sir Arthur asked me to thank the doctor gnd tell
him how much it meant to him that the doctor spent some of his
precious time to answer hls questions.

| This was a great moment in my life to see these men, the
modesty and wisdom of Schweitzer, and the modesty also of the
representative of the British King un Palestine. He had urged
peace between these Arabs and Jews, and always thils falling
back, this hatred of the Arabs agalnst the Jews. There were
moments there when he sent me his adjutant and saild, "Please
don't leave the house, or don't go on a tour to the smaller
places,” the kibbutzim. I went around playing as much as I
could. He never let me travel without a car behind me with
some military people in it, not during the unrest.
Tusler: It was that unstable there at that time?
Ehlers: That unstable during my first visit in Palestine. The
High Commissioner was very, as you see from this, concerned
about it, always feeling that he had failed somewhere. It
was wonderful to [see the] two men, almost the same age, and
he, in this high position, he sat there like a student in his
admiration before Schweitzer, who was such a simple and wonderful

man. He was s2 impressed and admired the wisdom and goosdness
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of the man 8o much that he felt really like a student.

| I felt very privilqged to go there., I am glad even to
this minute that I refused to translate. I said, "No, Sir
Arthur, this must be translated well, your questions as well
a8 Schweltzer'!s answers, not just approximate, coming close--
it should be correct. Please bring somebody along who knows
[thé languages] perfectly.” Schweitzer's secretary knew German
but not enough English, so he brought somebody who was in
perfect command of German and English.

Association with Albert Schweitzer

And coming to Schweitzer--I want to stay a little bit on
this, because this was one of the greatest events of my life,
I must Ray, to have met him and been honored with his love,
because I know he liked me very much. He was good to everyone,

but he was especially good to me, like a father, strict and

good. He came to Berlin. Berlin was still very poor, and
he gave a lecture. He didn't ask entrance fees for this
lecture because he felt nobody could afford it, which was not
true because there were also then people with money, but it
Was his way of doing things. I was fascinated by the lecture
and by him,

I was with a friend of mine and he said afterwards, "Now
Just don't tell me you're going to give [up] harpsichord
and go to Lambaréné to Dr. Schweltzer."

I said, "This is Jjust the way I felt. But I know I would
be a miserable nurse, so I won't go--I'd better stick with the

harpsichord." But this friend of mine who knew me very well
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nust have seen it from the expression on ny face,

Dr, Schweitzer, in his very kind and human way, sald,

"I'm going to thils-and-this coffee house afterwards. Whoever
wants to meet me is welcome.,"

Now, he knew Germany was poor; most of the people couldn't
afford to go to a better place, He chose the cheapest place
in the neighborhood, a place you could walk to, where everybody
could pay ten cents for a cup of c¢offee, because he wanted
everybody who had the chance to come, not only those who could
spend money. This was Dr. Schweitzer.

I was sitting there with this friend of mine, close so
that I could see. Suddenly, one of the ladies who sat with
him, whom I met later very often, hls faithful, true secretary,
Mme. Martin, came to my table and sald, "Are you Alice Ehlers?"

I said, "Yes."

She said, "The doctor wants to meet you."

I fell nearly from my chair. I was young enough to be
enthusiastic enough and devoted enough, so I went [over]
there. He took out of his pocket a letter from one of his
friends, and in this letter he read a passage. "There is a
young woman here who seems to love Bach very much, In all
her concerts she plays Bach, and she plays it on the instrument
which Bach knew, the harpsichord.” And hi8 mte on this letter:
"Want to meet her when I next come to Berlin." So this was
the reason he wanted to meet me., How she, Mrs. Martin, thought
I was Alice Ehlers, I don't know. Maybe somebody tsld her.

Then Dr. Schweitzer said to me, "I would like to hear you."
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I said, "Do you mean what you say?"
~  And he said, "I always mean what I say."

Then I said, "I will bring theharpsichord wherever you stay."

He said, "Well, I stay with friends, but it is on the
fourth floor."

I sald, "This doesn't matter. I will bring the harpsichord
to you, and I will also bring a young’cellist with whom I
work now, and we will play for you,"

I remember what I played, still, I played the C Minor
Fantasy by Bach. It is still a favorite piece of mine., (Here
you have, not the first autograph, but Max Friedlaender had
the autographed C Minor Fantasy, and Juwt before his death
he had it photographed for me.) Then I played a Bach gamba
gonats with the cellist.

The doctor said, "You are on the right track. Keep golng,

and never forget that also keyboard music has to breathe.

Keep this in your mind, and you can't fail. Vith this in

your mind you will always get the right tempo, and this is the
most important thing."

So this was our beginning. Then [later] in Frankfurt am
Main [where he heard me play a concert], he invited me to visit
him [at his home in Gunsbach], and I visited him. This was
28 wonderful time I had in Gunsbach, my first visit to him.

The next tiﬁe I came Mr. Hitler was already in power,
and he gave me the key to his house and said, "This is your
home. You have no home now. I want you to have a home. When

you leave England (you can't stay always there, [though]
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these are friehdly, wonderful people), if you don't know what
to do with yourself, I must have the feellng in Africa that
you have a home. Here is your home."

And I used it, I was very often there when nobody else
was in the house, just myself. Next to his house--it's a
little village, a very little village--was a carpenter's
house. They had orders to look after me.

Then the blacksmith, with whom he was in school together,
because he was educated in a little village school first,
you know, had orders to see that I had vegetables and fruit.
I had so much vegetables and fruit as I never had in my life
before, because he brought me basketsful and put them before
my door. Being a favorite of Schweitzer, this was enough,
in this little village, for the people to look after me.

The blacksmith loved to have conversatisn with me. He
said, "You know, one thing I will never understand in my life.

I was with Albert in school, and he always said, 'Das Schule'"

(you know, we in German have [the different] articles) "instead

of 'Die Schule,' or he said, 'Die Haus' instead of 'Das

Haus!', I always used the right article, and see what became
of him and what became of me?" [laughter] He c:uldn't
understand that Schweitzer was always using the wrong article
and became such 8 great man, and he, always using the right
article, became only a blacksmith. [laughter]

So I stayed for a month there, just before the blg year
for me, [{1935.] Bach, Handel and Scarlatti, all three were
born in 1€685. The BBC in London was giving a big Scarlatti,
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big Handel, blg Bach festival. I played in all of them.

i thought, there's no better place for me than to go to Gunsbach.
~ No distraction, you know? No concert-goilng, no friends, all
by myself, to make this enormous amount [of preparation].

I had never played all the sultes by Handel before, because
with all my admiration for him, I was never so much attracted
to Handel, I had a number of Scarlatti sonatas in my fingers,
but not fifty. And then I had to choose between them so that
there was a certain varlety. This kept me busy. I learned
the music on the piano--I didn't take my harpsichord along to
Gunsbach, but [used] Schweitzer's piano.

Every day the blacksmith as well as the carpenter next
door locked after me. They had their orders from the doctor.
One day came a letter. It said, "At cherry time, my dear,
don't eat too much.” It was too late, already. I ate too
much, and I felt the results of my eating too much. This letter
came two days too late, I told him later. [laughter]

Well, anyhow, it was a wonderful feeling to have a home
there. When I was in Europe last time [elsewhere in the
manusceript this date is given as 1959], '358, I was in England.

I visited Schweltzer, and this was the last time I saw him.

This was the last time he was in Germany. In his last letter

to me before his death, he wrote, "I don't have any longing

to go back to Europe, and I won't go any more." This was before
he became sick, you know.

So I had a wonderful time preparing this enormous program

in Gunsbach at this time. Sometimes friends of his came. The
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brother of the conductor Munch was a close friend of mine,
Fritz Miinch. He was the head of the Strasbourg Conservatory
for a long time before he retired, an organist, and a very
intelligent and very attractive man. VWe were together at the
Hochschule flir Musik; I studied with Landowska and he studied
cello with [Hugo] Becker. Already at this time we were very
good friends. Then later, when I came over to Gunsbach, I spent
time with him and his family in Strasbourg. He had a lovely
wife and two daughters, and thls poor man has gone through &
terrible tragic event., During the last war, he came home

and found his daughters and his wife dead on the floor, killed
by & bomb. Sincegthen he was not the same person any more.

He kept his posiﬁian at the conservatory.

I saw him in '58 the last time, and I had the feeling I
wanted to bring him to life again. He was not any more alive,
‘and the next year he retired to a very little village. I am
very sorry, because he was a very fine spirit, not a great
conductor, not a very outgoing person, but a very fine brain
and a very great intellect. I loved him very much. We were
very close, We are still in correspondence once a year.

Just a few days ago, when I went through all my unorderly
bapers trying to check some dates, I found, for instance,
that the rirst performance of the Art of the Fugue was in 1928,
I found also some letters, and there was one from Minch, too.
I took it out to write him again, because he is one of these
People who lets himself go, disintegrate. But he was a very

fine spirit. He came very often to Gunsbach when I was there
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without Dr. Schweltzer, and I spent days in Strasbourg with
him and his famlly and practiced, and we had a wonderful time
together.

Even when Dr., Schweitzer was not there in person, his
spirit somehow was around me and helped me in many ways.
When I felt I should go away from England and be by myself,
I had always a place to go which I could afford, because it
didn't cost me anything. Food was nothing.
Tusler: You were actually there quite a few different times.
Ehlers: Oh, very often. I was there when he was there,
and I was there when he was not there,
Tusler: Did you ever hear him play?
Ehlers: Yes, Iddid. About thls I don't know quite how to
express it, because I shouldn't judge a man who had a chance
once in three years to touch an organ, you know? He had a kind
of organ-pianoc withHhnm [in Lambaréné] to keep the fingers going,
but still, so 1little time to work with it. In his really
good time, when he was still an actlve organist, I have
nhever had the chance to hear him, I think it wouldnt be fair
to Judge his playing in a time when he was 8o much out of
practice. I know his ideas and I know his approach, and I learned
8 great deal--I think in my approach to Bach I learned every-
thing from him, not in detail, but the general idea.

But I know also that he was not always pleased with my
playing. My templ were almost always too fast for him, but
I couldn't change it, I couldn't change. I can only play

what I am convinced of, and comnared with other people of today,
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ny templ are slow, I think I come to the conclusion that it is
a matter of generatlions., I think probably Schweitzer's playing
would be much closer to Bach than my playing. With all my
understanding and love of Bach's music, I don't have the illusion
that ﬁach would say, "Yes, yes, this is what I demand.”" Because
there is--I don't know what to call it, a natural phenomenon,
that the feellng for time changes in a generation.

Tusler: The tempo of life itself changes.

Ehlers; This 18 it, the tempo of life changes, and this is

not the only thing. I said the other day in my Bach class,
"Imagine that it took Bach twenty-four hours to travel from
Ieipzig to Potsdam to play with Frederick the Great, which now
takes by flight I think about thirty-five minutes." Then

it is only natural to feel that we are geared to a different
tempo,

~ Tusler: Another aspect of it might be that Schweitzer's
instrument was the organ, where yours, of course was the
harpsichord,

Ehiérs: I don't think this matters so much. If it sounds
right on the organ, it's right for the organ. If it .sounds
right on the harpsichord, it's right for the harpsichord.

It's the right sound even if it's one metronome or two
metronome beats faster because the sound quality's so different.
You can't play a theme blindly with one metronome set, this

1s it. Even the metronome beat between piano and harpsichord
1s different, because the tone quality, the function of the

single tone is different. The harpsichord tone goes away



890

very quickly; the plano tone has a wider--what do you call
this?

Tusler: Staylng power,

Ehlers: Ja. String instruments again are different. I think
to put on an edition a metronome [marking is wrongl], if it's not by
the composer himself--then you can't help 1it, but even then

it would be wrong. Also, I think even 1f it would bev

a hundred percent true on the same instrument, we couldn't

take it any more. We live faster. Our whole existence 1is
geared to another tempo. Subconsciously.

Tusler: I'm sure that's very true.

Ehlers: You know, for instance, all my students pléy too fast
because they don't hear the intricate pattern and design.

Thé moment they hear the design inBach they can't play so
fast, because they want to hear. But they don't know what to
listen to. They are used to hearing a main theme and a second
theme, but they are not used to hearing lines any more, lines
Which lead from one end to the other and still have their
moments of relaxation and new impulses, too.

This 1s probably the point where I feel I am of great
value to the keyboard student, because it [causes] troubles
only with the keyboard. The violinist has to change bowing,
and if he is a thinking and good violinist he will think.

The cellist the same. The singer has to breathe. It's only
the keyboard player who goes on and on and on. This is why
Bach sounded in my youth, whenever I heard it, like a fast

etudg vwhatever I heard. It was Schweitzer who opened my eyes
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to phrasing, much more than Landowska. He overdid the phrasing
probably, a little bit, and he had a different feeling for
tempo. I don't know if it's the difference in our age or the
difference in instruments, harpeichord and organ. I think

it might be both.

I think that every age has a different imagination of
tempo. I think if Bach heard me, he would be terribly upset,
and I might think I had played well., I make him understood
to our generation. They suddenly feel he is not a dead
composer. I talk not about that geniuS or those very musical
people who feel it, but about the general public [from whom]

I have this reaction: "Oh, 1t's not boring at all when you
play Bach!"™ I say, "Bach isn't boring." Yes, up to now I
played it always very boring, because I played like an etude
all those sixteenth-notes. If there is no breathing, if there
~1s no phrasing longer or shorter, it doesn't live.

And this is what I am thanking Dr. Schweitzer [for teaching
me]., He brought my attention to this phrasing. The tempo
I couldn't quite agree with, even for his organ playing. I
heard him once in Strasbourg, and I nearly cried. I was with
my dear Fritz Minch, and he looked at me and said, "Don't be
80 sad." I didn't say even a word. Afterwards he said, "Don't
forget, the man hasn't touched an organ for years." He had
a little instrument in Africa, but he hadn't touched the
[organ itself.]

Then again I heard him play for recordings in England,

and I was there during the recording. It was all for me too
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slow. But I see now that the feellng for tempo has also sonme-
thing to do with age. I think s5. Maybe certain wonderful
youthful people, like RubLnstein, for instance, don't show their
age in playing, and I don't mean in facility but in tempo.
So I don't know, Was it with Schweltzer only his conviction,
or was 1t also age? It was terrible, it was too slow for me.
Tusler: As you suggest, he simplywsn't in practice, he
didn't have the technique.
Ehlers: But 1t was his conviction, too.
Tusler: Both,
Ehlers: Both. I know that everything I played for him was
not right, and he liked my playing [as a whole]. When I
played a concert in Edinburgh, I had great success and I felt
it was good, Then I tore [myself] away and braced myself.
It was so sad., Schweitzer stood next to me and made a movement
with his head--he couldn't understand, he pitied me so much.

I said, "Doctor, how was 1t?"

"Much too fast.”

Two days later, I played in Gasgow. He was there and gave
a lecture, and he came to the concert. I played on purpose
8lowly, and I thought it was not good, and it wasn't good,
because it wasn't natural. And he said, “gggg too slow" to me.
I never could play really to his liking, and he liked my
playing, but in tempo we [disagreed]. I feel this as a matter
of generation, somehow.,

But anyhow, the value is that he put our attention on

phrasing. I see it in my teaching. The students play brilliantly.
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I don't remember that the average student in my generation had
the kind of technigue the students have today. Yesterday I
had & boy playing the wonderful Partita Number Four, one of
my favorite pleces with a heavy long [phrase], and nothing was
planned., To take 1t apart and not discourage them is very
diffkult. Only their trust in my honesty and my love makes
them see sometimes that I might be on the right track. 1In
this is fhe great influence that Dr. Schweitzer had on me.
Tusler: Do you agree with his i1deas on the musical symbolism
in Bach?

Ehlers: Not at all. But I don't know that I am right. It

is not in my way of thinking. The symbolism-~-I don't know
how Schweitzer really came to it. I avolded it because I
didn't like to contradict him, and we had already a few things
[we disagreed about], for instance, about tempil Especlally
_when he was in the house when I practiced in Gunsbach. He
came suddenly in in the midst of his work and said, "Much

too fast." Then I tried it slower, and then he came in and
said, "Much too slow."

But anyhow, he made me think, and the idea of the phrasing
of the line came from him, from nobody else. Now, what I do
with 1t, and what tempo I feel is right to do this, is my
doinz. But he opened my eyes much more than Mme. Landowska
ever did. What I admired in her was her masterly, wonderfully
lively playing. Nobody else since has had this command of the
instrument. But she handled the music sometimes, and this

I didn't 1ike 8o much, and like today even less.
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So you see, I was really blessed with two great influences:
here the great virtuoso and the great player of the instrument,
and here another man who came from another angle in every
respect--as & person, as a thinker, as a player. I think all
I can do is to try to make the best out of these influences
and give them on to my students. This 1s one reason I love
g0 much teaching. I don'!t know how much it will live in them.
This I never know, you never know; but I havé_already proved
with some of my students that the 1ldea goes on.

But I come more and more to the conclusion that tempo
[changes]. Yesterday this question came up in class. Somebay
asked me, "Do you think they played at this tempo in Bach's
time?"

And I said, "It's a guess, but I think not. Their life
tempo was slower, and so I think thelir playing tempo must
‘have been slower, too."

But as wehave no records, 1tis all a guess. If Bach would
live today (this is of course nonsense to say), if he would
play it through, he would play it probably [faster]. Well,
[but] he wouldn't play his music--he would compose something
big and up~-to-date, you know, This is a question which one
can't answer. One has to follow his conviction, and as I
was having results...and [by] these results I don't mean to
impress, I mean to convince people to Bach who have never been
convinced. My students say, "We thought we have to play Bach
because he was a great composer, but we never knew there was

80 much in 1it," is their expressisn. "So much in 1t." So
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Tusler: It has to feel right to you.

Ehlers: It has to feel right to me, Ja. And I have to do

[1t] Justice--with so many lines, how can I develop the feeling
for the line if I race about? I can't understand great talent,
g0 much greater talent than I am, for instance, Glenn Gould,
who sometimes hits 1t so beautifully and then plays Bach so
beautifully that you have no wish left, and then sometimes
killes the whole piece by tempo which is out of the [style].
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Harpsichords Owned by Mme. Ehlers

Tusler: Would you like to begin today by telling the story

of how you got your second, and your present, Pleyel instrument?
Ehlers: Thils 1s quite a nice story. I think I mentioned
before that I always depended on an o0ld friend of mine who was
a lover of harpsichord and built harpsichords, Mr. [Johann
George] Stewgridber in Berlin, [to let me use his instrument.]
Originally, his firm I think made planos, but he as a young

man became interested in the harpsichord and started building.
He had the means to do it, and a 1#tle workshop and one workman
helping him, and the instrument he had in his house was a
beautiful-sounding instrument. For years before I could
afford %o have my own harpsichord, I prascticed and worked for
hours in his house on his instrument. It was not a big-sounding
but a very melodious instrument. He wss against metal frames
because the original old instruments did not have metal frames,
they were all wood; and as you know, wood vibrates entirely
differently, and much more than metal frames. After all

my experiences traveling, I thank God that Pleyel built

mine with a metal frame. It holds the sounding board together,
and being exposed to the different climates, as my had to be,
and going as I did from Italy to Russia and from Russia to

God knows where, it was a blessing I had the metal frame.
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But Mr, Steingrdber, who was very orthodox if I may say
g0, kept to the measurements, design, and idea of the original
instrument, and refused to do anything with a metal frame.

His instrument sounded beautiful, especially in a room. As

I never listened when I played, I can't tell you how it sounded
in # hall, but it mixed with strings beautifully. As long oS
I couldn't afford one (by the way, I never could afford the
harpsichord), but before I gét ny harpsichord, I was almost
every day in his house and worked on his harpsichord. So now
I forgot what you really asked me?

Tusler: How you got your present instrument,

Ehlers: Oh. When I traveled, things were different. I had
nobody to lend me a harpsichord, and I played on a very old
Pleyel., Did I tell you the story abat this 0ld Pleyel that came
to me?

‘Tusler: Yes, the one that you found in the basement of the
Vienna Opera.

Ehlers: I didn't find it, actually, but my friend, who was

a member of the Vienna Phllharmonic and later on with the
famous Rosé Quartet, did. They told me when I once was s
desperate because I couldn't find a harpsichord which I could
afford, "Well, we have one standing in the cellar of the Opera
House and nobody looks after it. I'm sure you could buy it
very cheaply." And so I did.

Then I found out the story of this harpsichord. Gustav
Mahler learned that Mozart accompanied the recitatives in his

operas himself sitting at the harpsichord, and to be true to
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the work, Mahler ordered from Pleyel a harpsichord. When it
arrived he hated it, because he halinever heard one and he was
not used to the plucked, thin tone which never would carry
through the Opera House in Vienna. So he said, "I never want
t0 see this instrument again," and down it went to the cellar.
And there it was standing.

But for me it was a God-sent thing when one of the members
of the Rosé Quartet told me, "Alice, there is one, and I'm
sure you can have it cheap.” I don't know how much I paid
for it--I could afford it, so it must have been cheap, and I
bought it. But I can only say 1t sounded sour. It was a harp-
sichord, but nothling that you fell in love with.

Now, thils instrument which I have now, I fell in love
with, I love it, and I love 1t every year more, the nuances
of tone and everything. But anyhow, I was grateful I had the
one which I could afford, and I traveled with this [first]
one,
Tusler: How big was 1t?
Ehlers: It was almost as big as [my present one]. It was not
the size which made it [good or bad.] I don't know, I don't
understand anything about measurements and designs. It was
not a real good-sounding one, I s0ld it later to one of my
students, and she [s0ld it] when she could afford a new Pleyel.

You see, Pleyel made progress. When he started out the
instruments were crude, and hehad to get experience. He got
experience through Mme. Landowska who played his instrument
and told him probably this should be changed, and this‘should
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be done this way. So I got one of the very first ones, and,

as I told you, scld it then to my student. Where 1t is now I
don't know, but at the time when I got it nobody had a comparison
because the harpsichord was hardly heard.

Tusler: Of course, Pleyel had been manufacturing pianos for
centuries.

Ehlers: Pianos, mostly. It was Landowska and her husband who
gave the owner of Pleyel the 1dea to build harpsichords, because
she wanted to play the harpsichord. It was her l1dea to be a
planist, as her husband told me once; but he was very down-
to-earth, and having all the great planists around who of course
covered the Romantié-Classic period, he said, "It doesn't make
sense with your love for old music that you concentrate on the
plano, Play it on the side, but your mainninstrument should

be the harpsichord."” And it was a wise idea, which she
rgllowed. By the way, I haven't heard anybody ever play Mozart
more beautifully than landowska on the piano. Beautiful

Mozart.

Tusler: Did she ever play Mozart on te harpsichord?

Ehlers: She might have done one or another plece, the March

alla Turca from the A Major Sonata, but on the whole, I can't

remember ever hearing her play (with the exception of this March
allk Turca, which is really meant for the harpsichord with its
sonorities), anything else by Mozart [on the harpsichord].

I loved her Mozart playing and so did a few of my friends,

but the public in general were criticizing her Mozart playing,

because they were used to the thick, Jjuicy plano tone. She
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She tried to produce on the plano a more harpsichora-like
tone, the clarity, you know? I loved her Mozart, really, and
I didn't find among the planists any one whom I preferred.
I heard in Amsterdam in two evenings, so there reeslly was the
chance to compare, [Walter] Gieseking play a Mozart concerto,
and the néxt, Landowska. Landowska's had so much spirit and
pace on the piano,

‘But nothing else [of hers] was good on thespiano, you know?
If she had played Brahms...but she didn't. She was wise
enough [not to.] Even her Chopin, whom she adored, being
a Polish woman, and whom I adore, too, was not as [good because
of] the plano. Here the harpsichord touch inteérfered; but
not in a Mozart sonata, not in a Mozart concerto. The clarity
came out without being dry and so on. But the public didn’'t
react like I did. They were used to the julcler Mozart that
they always prized, and were bothered that the typical piano
tone didn't come out. This is my thesis: typical plano tone
1s not the most becomingone for Mozart, you see? Patern of
design and sparkle--this is it, and she brought it to it.

So first I traveled with this very poor instrument, which
I don't know how I could have done. As I say, it had a sour
tone. Still, people werenot used to harpsichords, and the whole
tone production was 80 new to them, the pluked tone, that I got
away with 1t. But I felt this was not for the future. I had

to get abigger instrument, and my student was ready to buy
it as soon as I got a new one. But I had no money.

In between, Pleyel got more and more expensive, and I
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couldn't see my way to ever getting a harpsichord of the gquality
I wanted, I had a very dear friend, a very wealthy lady, who
sang. She sang for her own pleasure, ard I accompanied her to
earn money; it was good for me musically, too. I found out
later in my teaching days that hardly any of my students can
accompany. They are not used to listening to and going with
somebody. So I am very glad I had thls experience. Qn top
of 1t, this old lady became a very dear friend of mine.
Tusler: What was her name?
Ehlers: Levisons. She grew older and older and her voice
crackier and crackier, but she sang with great enthusiasm
and she knew what was right. She liked me very much.
One day I came to her and said, "I have to have a new
harpsichord, Would you ever help me with it, and I will pay
it bvack?" .I accompanied her always three times a week, and
»I thought if she didn't pay me gradually I would pay 1t back.
When I was touring, I think it was in Turin where I stayed
for a few weeks and with my little broken Italian gave a class
in the Conservatory about the performance practices of eighteenth
century music, there was a representative of Pleyel,Chlapert.
The young Chiapert said to me, "Listen, you have an
Instrument which is no good, and you are a good artist--you
should have a better instrument.”
I said, "I know, but I can't think how."
He said, "I am going in a few weeks to Paris--I'll look
out for what I can find." They were the representatives in

Italy for pianos by Pleyel, so they had good contact with
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Pleyel.

I will never forget (it was in Florence on tour; we had
our headguarters in Florence and visited all the smaller
places around) that one day a telegram came, "Found wonderful
Pleyel. Just right for you."

And I, without thinking where the money would come from,
cabled back, "Buy it." After the telegram was gone, I saild,
"Oh, God, what did I do? What did I do? I said, 'Buy it,!
but I have no money." I was desperate.

My friends came home, the singers with whom I [was touring]
with and said, "Alice, what's the matter with you?"

I said, "Imagine what I did today. I cabled '‘buy,' and
now where does the money come?"

They suggested I should write Mrs. Levisons, which I did,
and she graclously said, "Good, and you will give me back as nuch
~money as you can." This is how it happened.

Then one day the harpsichord arrived. It was a great
day for me, as you can imagine. I was still in Italy. They
sent it from Paris to Florence. I was on a long tour, and Florence
was just headquarters, There were so many small towns which
wanted concerts. We had to have somewhere our headquarters.
Also, one of the singers was educated in Florence. She
knew people there, and had many friends, and had her volce
lessons there, and th2 most wonderful place on earth to say
is Florence, you know? We lived in an old palazzo; the count
[ne>xded] money and he had to rent half of the palazzo. So the

upper part of the palazzo in San Domenico was where we stayed.
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Beautiful, Jjust beautiful. It was one of the happlest times
of my life, I must say.

And so the harpsichord arrived. I was very excited, you
can imagine,when it was unpacked. I started playing and not
much tone came out, so I was desperate. I thought, "Now I've
bought soﬁethinglgone into debt, and it doesn't sound."

But one of the sisters was a good technlician. She looked
into if (I am absolutely puzzled when it comes to those things),
and she said, "Alice, I think there is nothing wroag--I Jjust
think the registers don't move in enough."

You know, the different registers have to be put in by
the pedals or by handstops, and they have to move in a certailn
[distance] so that the plectrum can pluck the string; if there
1s too much plectrum on one or the other side, they can't move
in enough. S5 I had to cut off a little bit so that it moved
in better,

So she did 1t. My heart was throbbing, but she did it
wlth great courage--I would never had dared to do it. And
suddenly it started to sound.

After this was settled I sat down and thought, "Now,
how am I going to pay, how on earth?” But I was able to pay
for a time, as I promised to pay every month. Then suddenly
wy faithful [old friend] came to me and said, "Forget about
1t. I will forget about the rest due." It was really marvelous.
So I [paid] more than half of the price, and she gave me the

rest,

And thls 1s how I got my beloved old irgrument. I must
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must say 1t has really traveled all the time. It has had its
ups and downs, sometlimes, and naturally you have to look after
1t, but not more than you have to do with any instrument.
Still it's one of the most lovely instruments I have ever
heard. It has a sonorous tone. Did you ever hear 1t?

Tusler: Yes, I heard you play it at USC when you played the
four harpsichord concerti [of Bach].

Ehles: Ja, ja. You heard me in the solo concerto, -too,
Tusler: Yes.

Ehlers: And it carried,

Tusler: I thought it was beautiful.

Ehlers: It has a round tone. Some instruments have a sour
tone. You know, it is 1like this with every instrument. Not
two instruments turn out the same, even with the same maker,
Its true with violins, with planos, with every instrument.
- It's natural, Wood itself has to do with it. And I love

the instrument, which I hope I have never to part with as long
as I play.

Tusler: Does it look now Just as it did when you bought it?
Ehlers: No, it was real mahogany [the natural wood]. There's
a critic near Carmel who can't get over that it's [now] green
With red inside. I don't know if shenhates it or likes it,
but in every write-up, it's, "There was Alice Ehlers with her
green instrument and the red inside." [laughter] She must
hate that; I don't know if I ever would dare to ask her,

I'11 tell you how 1t became this way. I don't know even

if 1t was a good idea. The green cutside was my husband's
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jdea. The red inside was my idea, and this came [aboui thie
way].

Curt Sachs gave a kind of party for different people when
he was professor at the Hochschule fUr Musik, to introduce
his collection of old instruments. Curt Sachs was of course
[in charge of] the old instrument collection.
Tusler: He was the curator? '
Ehlers: Ja. It was under his supervision. He had the chance
to bring Bach's own harpsichord from Ktthen for this occasion
to Berlin, I don't know if it was really bought for this collection
or Just for the occasion. Anyhow, he gave me the honor to
invite me to play it, and all the“diplomatic corps was invited.
I don't know if fey enjoyed it, I doubt it; but anyhow it was
& great affair and I felt very honored that I was allowed to
play.

I made Sachs very, very impatient. He was the most patient
and sweetest person you can imagine, but I was able to make
him impatient. I got, suddenly, when I should put my fingers
on Bach's ins trument... such, I can't tell you what. I couldn®t
pPut my fingers, my hands [on 1t]. Sudenly the idea that great
Bach had played this instrument, andnow me, Alice Ehlers, should
Put my hands on it--can you understand?
Tusler: It was too much, you were overwhelmed.
Ehlerg: It was too much, ja. He sald, "Start, start.”
He thought I had forgotten. So I played.

When I came home I said to my husband,"I want a red inside

like Bach's instrument."



97

Then he said, "If it's red inside, you can't keep the
mahogany outside because mahogany is a reddish-brown, and one
would kill the other." He was a sculptor and painter and had
much more taste than I had.

So he painted 1t green, and I have nothing against it.
Oniy this one critic near Carmel. Before she starts talking
about me, she gays, "Alice Ehlers with her green harpsichord."
[laughter] So it became green outside, but it was really,
like all the instruments, mahogany.

Tusler: Is that one of the best woods to use?

Ehlers: Seemingly. I don't understand anything about 1it.

But I know Landowska's wasmahogany--all the Pleyels are mahogany,
and it is probably; it is mahcghany below,

Tusler: It's a marvelous color combination, very rich and
baroque.

Ehlers: I like it. My husband was a palnter, of course.

He loved this color scheme. I don't know how it looks on

the stage.

Tusler: Beautiful.

Ehlers: I love the red. But the red inside came, as I told
you, because Bach's was red inside. And so he said, naturally,
red and mahogany don't go together. So he put the green outside
and I don't mind at all.

Tusler: It's not a hard bright red or a hard bright green.
They're soft and antique.

Ehlers: No, they're wonderful together. But anyhow, I am

used to it, and it's only this one critic in Carmel who
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can't get used to it and always mentions this especially.

But I paid for a time [on my harpsichord] and then my
o0ld dear lady said, "Now it's enough. I saw you were trying."
So half of the instrument I'm sure she gave to me.
Tusler: What kind of an instrument was the instrument of
Bach's that was brought from K3then?
Ehlers: His own. I don't know the names of this time. Every-
body bullt. You see, now we are conclous of this; dbut at that
time it was the instrument of the time, and as today everybody
bullds pilanos, every firm at that time who hilt instruments
built clavichords andvharpsichords.
Tusler: How old is jﬁur Pleyel? Do you know the story of it?
- Ehlers: Well, I really don't know. My memory 1s very bad.
When I came back from Italy, it must lave been around '28,
Tusler: That's when it was bullt, you mean.
Ehlers: Ja. It was Just new.
Tusler: It was a modern instrument, then.
Ehlers: .It was a modern instrument. The man who was a repre-
sentative of Pleyel in Italy sent me the telegram, "I'm
in Paris, found a wonderful instrument, should I buy?" This
was, in Forence, I think it was in '27 or '28. There it
arrived, 1in Florence.
Tusler: Had it been built, do you know, Jjust to be s801d?
Ehlers: Oh, only to be so0ld. Pleyel is like...what do we
have in Amerlica? Stelnway. Pleyel sells piano and sells
harpsichords, but pilanocs naturally much more. That he has
harpsichords he owes to Mme. Landowska, because she, and
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‘especially her husband, helped reproduce after old instruments
and old designs the modern instrument. Some people, who
naturally are very scholarly, say this didn't exist in the old
harpsichord and that didn't exist; but I don't care if they
alter them today, because we [ don't play] in small rooms

any nmore, as Bach did, so the whole sonority has to increase.
Probably this demands a different kind of construction.

‘ I Just heard from my former student who 1is coming this
week [to USC] for his doctoraté, John Hamilton, that they have
bought a new harpsichord [at the University of Oregon], and

he wrote in his enthusiastic way, "You have to come up as soon
as you can. It has the most wonderful tone, the closest to
the quality of the antique instrument as possible, but even
richer,"

Tusler: What brand is that?

Ehlers: Dowd, I think. I think Dowd 18 English. In England
they ars very eonservative. All these excellent players like
Thurston Dart, they wouldn't touch a Pleyel.

Tusler: Why not?

Ehlers: They want to be authentic. They have arranged it

to be as close as posslble to the o0ld instrument, and probably
most of the music they play is English virginal music--it's
better for them to, I don't know. But I am not so--what should
I say, "historical." I know what was, but I am not so history
corstious; maybe I should be, but I think what I want is to
attract people, not [just] to have a full house, but to attract

them 3o that they start to listen and start to appreciate
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"~ the music, not only the instrument, but the music. I have the
satisfaction [of hearing] people who always said, "Oh, Bach-~
I am 80 bored with Bach," say when they hear Bach played on
this instrument, "I didn't know it could be so exciting."
0f course, something has to do with the playing, too, but part
1s also the instrument.

Why the dead-sounding, original-sounding instrument?
They always forget that the situation had to change--we don't
play in small rooms now any more; we have to play in big halls,
The smallest hall, like Hancock [at USC], is just right, but
often we have ewen to play in bigger halls.

Last week, for instance, when I played with a former student
of mine who has an orchestra here in one of the colleges I
had to play in the gymnasium. They didn't have a concert hall
and they didn't have a large enough room because there were very
many people. We used very little amplification, hardly any;-\‘
and everybody told me ( I had my students sitting around in
different places because I was interested), "It carried wonder-
fully." Of course, you reduce the orchestra, naturally, which
you have to do anyhow, and he has a great sense of style. He
studied for years with me, Dr. Hans lampl, and 1s now teaching
himself; I was sure he would do the right thing. Everybody
in the audience told me 1t was very well heard. ThiS1ls what
counts.

Now, also, our ears listen differently. We are not
used to listening to fine sounds any more, sad as it is, but

it 1s the truth.
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Tusler: Yes, we're used to the big sonorities.

Ehlers: Ja, and i1f I gilve a concert, I want to reach the
people. I want the satisfaction that they should go out and
say, "Well, I never knew Bach could be so excliting or so
interesting."

Tusler: And why not dncorporate all the new things? 1t
seems logilcal.

ERers: The ideal would be to give concerts in a small room,
really, 1f you want to reproduce the exact tone.

Tusler: But we don't do that with the plano. The early
pianos on which Mozart played--they play Mozart now on a
modern instrument.

Ehlers: Quite right, quite right. We do it sometimes as a
[curiousity], let the people hear the historic [sound]. But
I don't want to look at Bach historically, For me he is as
alive today as he probably was in his time, even more so.

So I don't care [if I am] not historical with my instrument,
as long a8 I bring Bach to life and have the satisfaction that
people go out and say, "I never knew Bachws so exciting."
Tusler: Did you naturally turn to a Pleyel because that was
MMe. Landowska's instrument, or had you ever considered
another type of instrument?

Ehlers: What happens now didn't happen in my time. There was
hardly any [other harpsichord] firm. There was one firm in
Germany, Neupert, which produced instruments, but at this time
they were in my Judgment not sounding enough. I didn't like

the sound very much., There was my 91d friend Steingr¥ber from
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an old plano factory family; generations of his famlly had
produced planos, smd he loved the harpsichord. But he wanted
 keep to the old version to be close to [the original]l, and
his instrument sounded beautiful in a small room. It was all
wood, no metal frame. But traveling [as I have] with an instru-
ment with a metal frame from one climate to the other [was bad
enaugh]}you can imagine what would happen with a wooden frame,
expanding and contracting. Maybe the sounding board would
have gotten a crack, and all kinds of things. I played very
much on Steingridber's instrument before I had my own, and it
sounded beautiful in a small room, and it sounded beautiful
with string instruments. He was a sweet 0ld gentleman who
didnt understand anything about music, but all about tone.
Of course the sound of a Steingrdber was beautiful, I think
one is in the Munich museum, Munich has a museum of old
instruments, and he gave one as a present.

To travel with this instrument would have been impossible.
I played before I had my Pleyel always on Steingriber's,
and this good old man traveled along with me because he didn't
allow anybody to touch his instrument. For instance, when
we did the Art of the Fugue in Dlisseldorf, I remember. He

always traveled with me, and I was happy because I had no
regonsibility; he tuned, he put it in order, and I Just sat
down and played.

Tusler: After that you had to arrange for your own tuning and
maintenance work?

Ehlers: Oh, every time I had to teach the tuner. Sometimes
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very unpleasant, very touching things happened. One place
sent me their best tuner, andhe was blind. You know, blind
people are sometimes the best tuners, because every faculty
of theirs 1s concentrated in the ear; but with the harpsichord
you must see--1f he touched a wrong thing, a string [might)
break. My heart really broke when I had to tell him when

"I explained the instrument was so delicate and so difficult
and had so many screws, I was hurt for him. Eut you have to
know what you are doing.

Tusler: You never attempted to keep it in tune yourself or
do the maintenance work.,

Ehlers: I am absolutely unable to. I have no talent whatsoever
for mechanical things. I wonder that my good instrument is

as good as it is. I know his sicknesses are mostly the same
kind of sicknesses, and it has to be attended to. I have a
good man now who 1s a harpsichord buflder himself, Bjarne B.
Dahl, He has another profession but harpsichord is really
his love; I think he does his other profession in order to
all ow himself to retire and build harpsichords.

There's a man now in England, whom I met on my first
Palestine tour, it must have been in '32, I think; he at this
time was & flutist in the Israel orchestra. I arrived when
Hubermann left and Steinberg left. When I arrived there, this
flutist became very interested in my harpsichord and took
measurements of my instrument and all kink of details. When
I was a few years ago in London, I found out that he gave up
his flute playing and is bullding harpsichords. I played one
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of hié harpsichords last spring in Stanford--quite a good
instrument. It's almost a copy of Pleyel, not quite; a few
things are rearranged. Partly 1t was hls conviction it should
be different, partly he is not allowed to copy absolutely.

But he took a few good things, and 1t's quite a good instrument.
Tusler: What is his name?

Ehlers: ([William] de Blaise.

Tusler: And he came into this through his contact with you,
when he saw your instrument.

Ehlers: Ja, Ja. When I was in Israel and I played, he was
very interested and fascinated by the tone. So he took this
up, I don't know how successfully, but they are good instruments
and I would recommend them everywhere really. Very good
instruments.

Tusler: Of course, nowadays, as you were saying, there are

80 many different harpsichord builders.

Ehlers: But you know the taste in instruments is different,
too. I like a brilliant tone, and still a singing tone,

and some are more orthodox in their likeing. Also, I think

in a way I am very reallstic.The concert is a relatively new
invention. I play in big halls and I want to be heard. Now,
I'm sure this Dowd is beautiful in a small room, full of
sonorities. I have another student I promised to visit and
give a lesson on her instrument. She brought one from Germany,
and told me her eight-foot sounds almost like a sixteen-foot,
§o rich,

Tusler: Malcolm Hamilton's harpsichord is what kind?
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Ehlers: Wittmeyer. It doesn't carry in a big hall,

Tuslér: It doesn't have as brilliant a sound as yours.

Ehlers: No, no. But it's wonderful for records, ideal for
records, Clear and not brittle.

Tusler: But he has this problem, then, about where he can play
it, in how large an auditorium,

Ehlerg: It wouldn't carry in a large hall,

Israel Tours

Tusler: Just a moment ago you mentioned being in Palestine
for the first time. You were there twice. How did it happen
that you went the first time? Did they invite you to come?
Ehlers: Ja, Jja. 7You couldn't go otherwisé. I mean, they

had to invite me, and what a risk it would have been to go
there, the expense, imagine, without knowing what will happen
to you. I had so-and-so many concerts guaranteed, and of course
I played a great deal without being p d. They have these
little kibbutzim. You must for a moment #ink back. The

young people who came to Israel tried to make this country
lucrative. They had to make their living and they made their
living,and they mede their living on the land. People who had
never thought to work with the 89il had 1ittle kibbutzim and an
establishment they had to work, you know? The big town was
Jerusalem, and the other town Tel Aviv. These were the two
cultural centers. But all the young people lived on these
kibbutzim where they had to work with animals and with the soil
to make their living 1f they didn't have a special profession.
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I really don't know how it came that I was invited, but
the first time I came these concerts were arranged between
my agency in Berlin and someone inlsrael, This was an expensive
Journey, for me and the instrument [to go] there. But it was
a great succéss, and then they asked me back, I think one
or two years later. Hubermann, the gmat violinist, was the
first, and Steinberg. Steinberg conducted the orchestra;
Hub-ermann was the first violin soloist. Steinberg built,
really, the Palestine orchestra, which I have heard is now
excellent; they draw every visiting conductor. But at this
time it was nothing, only with all the emigrated [musicians]
from Europe who came there, first-class musicians and players,
When I came, many were already emigrated there and many visiting
people came to help. Hubermann was the one who helped to build
the Palestine orchestra. He played for it, he made money for
it, he gave money for it. It was the only place [many] could
g9, because England was very strict; you could come probably
into the land, but you were not allowed to play and not allowed
to teach., For every concert I gave I had to have a permit.
For every lesson I gave, I had to ask for a permlit, It's a
small country, and they had to protect thelr own musicians.
They were very-generous to me. I played more at the BBC than
I did after I left England anywhere.

In 1935 [I played for the] two-hundred-fiftieth [anniversary
of Bach, Handel and Scarlatti] I don't know how many Scarlatti
sonatas, and almost all Bach and all Handel, I am glad I

played Handel because I never took to Handel, I don't know
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why. I try again, now, Probably Bach filled up my mind so
nuch and my heart go much that not much was left for poor
Handel. But at this time I just had to practice Handel, and

I experienced something which I almost shouldn't mention

on the tape, but I still mention 1it., I got a 1little bit bored
afterward, playing one suite after another by Handel, [but I}
never get bored when I play Bach. Elther it's me or the
music, I don't know.

Tusler: How long did you stay in Palestine the first time

you vere there?

Ehlers: Not long; Just my tour and a few weeks longer.
Probably two or three months. I took it easy the first time
becguse I loved to> be there, and the second time I think I

was there [for a shorter time].

Tusler: That was about a year later?

Ehlers: Two years later, I think. I regret now very much
that I never kept a diary, really, because I'm sure nurerous
things have slipped my mind. I am a person who lives very
intense for the moment, you know? I think, "I will never
forget this,™ but of course I forget.

Tusler: Did you meet Steinberg then in Israel for the first
time?

Ehlers: Oh, no, I knew Stehberg from Europe, and in Palestine
we met more often. No, he left when I came to [Palestine].

I knew his wife in Frankfurt am Maln, and we became close
friends through a very funny happening. They wanted to spend
a summer in California. My daughter had a very wonderful house
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in Palos Verdes and she wanted to spend the summer with her
husband in Europe. I was all alone in this big house, and so
the Steinbergs moved in and we had a very good time together,
I kept out of his way because he was studying and conductingf

concerts in the [Hollywood] Bowl, but I was a great deal

together with Lotti Steinberg whom I knew from Frankfurt am |
Maln in Europe, %
Tusler: Was she a musician also?
Ehlers: No, no., She loved music and knew a little bit about
it, but she was a wonderful wife for him, wonderful housewife,
what a conductor needs.

In Israel, I hardly met him., I never played under him
there because he just left when I came.
Tusler: I see., Who was the conductor then when you were in
Israel?
Ehlers: I have no idea. I don't even know if they had a steady
conductor. There were only two places to play: Jerusalem a&nd
Tel Aviv. I know they had many guest conductors, but who
became thelr steady conductor I don't know, I know they built
a conservatory with very good teachers. All the good people,
or many of the good people from Europe, went there. I'm
sure it has bullt up enormously since then; I was there at the
beginning, when just the first rush of the Europeans came over,
Tusler: But you didn't take your harpsichord around to these
kibbutzim?
Ehlers: No. I only played in Tel Aviv and I played in Jerusalem

quite a few times. I played, as I mentioned, privately for the
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High Commissioner, and I played public concerts a great deal,
Ja, I was in one or two kibbutzim, I remember that I was
rejected in one, not for my playing, but because I couldn’t
talk in Hebrew, I was so astonished that I wasn't nicely
recelved because I was used to a warm reception. Then a man,
the manager of thils kibbutz went on the stage and said something
in Hebrew which I didn't understand. He said to me, "Explain
to them that you are [going to have some trouble], and they
can't expect a person coming from Europe, speaking German and
English and probably French, to suddenly talk in Hebrew to
them." So I explained to him the harpsichord, andhe explained
in Hebrew. What he sald, I don't know, But this was the only
time when there was a little...

Tusler: Coolness? |

Ehlers: The young people [seemed] dejected, that I couldn't
speak the language, you know? Otherwise, I was very, very
warmly received there, especially through the High Commissioner
who was very fond of the harpsichord as an 1ﬁstrument. A
highly cultured person. At his home I gave quite a few
concerts with other artists together. I think with Huhermann
I played, and alone, As I sald, I regret that I never kept

a diary, always thinking, "I will remember this."

Tusler: This was the same Hubermann whom you had heard as a
young child in Vienna.

Ehlers: As a child, quite right, and whom my father adored.
For him, he was the greatest violinist; he loved his tone

quality. When I lateymet Hubermann I told him the story,
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my father and all. He went only for concerts [to Palestine].
I think Hubermann then had his headquarters in London, too,
because I met him there; he was stilltuwveling to France but
never to Germany again or never to Austria. No, he bought
a house in Switzerland and retired there; from Switzerland
he traveled., Ja, I remember this.
Tusler: The second time that you were in Palestine, it was
right sbout the time when the Nazls were assuming power in
Germany, and you told me before that Sir Arthur warned you
against going back to Germany.
Ehlers: Ja, I owe it really to him that I didn't go [back],
to him and to the German consul. The German consul couldn't
expose himself too much, as you can imagine; but his tale
about the wolf and the fox gave me [insight]. (The story was
that the wolf invited the fox, but there wsas only one entrance
and the fox hesitated and became doubtful and did not go in,
because there was no exit.) For once I understood what he
meant, and so I never went back.

This 1s the reason that I lost 8o many things. My poor
husband, who was not in any danger because he was not Jewish,
but who felt so disgusted with the whole idea, didn't know
what was of value to me, and all my music [was lost]. He
was very fond of our library, we had probably a whole wall full
of books. Thls was first on his mind, and his sculpture.
This is why I lost so many things, all my music. I had to
buy everything new, and I had some very beautiful old

manuscripts. Everything. I can't even remember what there
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was, because I wasn't there,

Tusler: Then it was a rathercsiudden decision on your part

to not go back to Germany from Palestine?

Ehlers: Very sudden. I thought people were exaggerating as
they always do, and that there were a few crazy people, but
there are always a few crazy people. Just through Sir Arthur
and through this nice story the consul t9ld me I was aware

1t would be foollsh.

Vienna, England and Scotland

I went to Vienna, where my brother still was. He left
& few weeks later because Vienna became [impossible].

Hindemith always said that. I remember Hindemith telling
me, when he came to America and showed me his new book on
harmony, "You can't come back."

I said, "Well, I'm not going back to Germany, but I can
go back to Vienna."

~ And he said, "Austria will be even worse." And he vas

absolutely right. Hindemith hated this whole thing, which I
did, too. He moved out, and he had no reason to move out --
maybe a very, very far reason because his wife, I think the
father of hls wife, was Jewish, though I'm not even sure about
it; but it was in his nature to hate this whole idea, you
know.
Tusler: So you went to Vienna, but you didnt't actually stay
there; you Jjust visited.

Ehlers: I Just decided what I should do. I had concertized
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in England before and I knew people; they were graclous and
kind, but I didn't know anybody intimately.

Then I heard about a great comité in England helping the
Jewish refugees, I write to them. The secretary I think I |
knew before., I said, "What do you think--should I come?"

And she said, "There's a wonderful family [the Solomons]
here who have offered their home, and I think you would be
the peson to fit in."

This 1s how I came over there. I was 1lnvited for two
weeks, and when the two weeks were over my friend, because she
became my dear friend, said, "Just tell me which room you want
to have, and stay with us--you are one of the family." I spent
all the timethere, five years, t111 I c¢ame to America.

Tusler: That was right in London, I suppose.

Ehlers: In London, h. But they had the means, you know, a
-very large house. My harpsichord was an asset to their
music room, and fhe children were all growing and having
music lessons--none was very musical, but they had a certain
respect for art and music. It was a very wonderful time for
me to be there, under the circumstances, really.

Tusler: You had a friendship, a connection with Sir Hugh
Allen, you said.

Ehlers: Well, a friendship is too much, but he was a most
important person there. He had the "yes" or "no" for all of
us musicians. You know, they were very rigid in one way:
you were not allowed to teach to earn money in England and you

were not allowed to play without a certain permit, so whatever
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I 4id I had to ask for a permit. The person to glve it was
Hugh Allen, the head of the Royal College. (I could find the
house if 1t's not bombed--I think it's still there.)
I was lucky--he liked me andhe liked my playing. He said,
"the least you should do 1s give a concert for the Royal College."
So I gave a concert and I played well, He came on the stage
(he was a huge man), took me in his arms and kissed me before
the public, and said, "Thank you. You gave me a great lesson.”
So I had a really easy time with him. Whenever I came
and said, "Sir Hugh, I have an engagement to play in Birmingham,"
he'd just say, "Go," or if I said, "This student wants to have
& lesson, may I?" They had a wonderful system, they were
informed about everything. I wouldn't have dared to give a
lesson or a concert without a permit. But I had no difficulty,
and I think they were very generous, considering the smallness
of the country and [the number of] their own musicians in
the country.
Tusler: You really went all over the British Isles, didn't
you?
Ehlas: Ja.
Tusler: You were in Scotland.
Ehlers; I was in Scotland, too, Ja, in spite of the freezing
in certaln places. Scotland was so cold, you know? I dressed
before the fireplace. To have the courage to put a concert
dress on, I had to be almost in the fire. Either they don't
feel the cold any more or they endure 1it.

Tusler: Where were you staying there?
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Ehlers: In Edinburgh I stayed with friends of the singers

I mentioned [he Amstads]. He was the head of some regiment.

I had a good time, only with the regiment starting at five
o'clock in the morning marching in the court where we lived,
we were [awakened] every morning like the soldiers themselves,
by their trumpet call. [laughter] This was the only drawback.
Otherwife we had a wonderful time there.

Tusler: You did a lot of concertizing there.

Ehlers: Ja, in Edinburgh itself, and around Edinburgh. This
was when (I told you, I think) I met Schweitzer twice in a
row, He lectured firstin London and then in Edinburgh, and then
this strange thing happened when he criticized my "Italian
Concerto." Once I played it too fast, and then in Edinburgh,
knowing he was there, I tried to play it slower, and as it

was not natural to my conviction, it was too slow,

Tusler: During the time you were in England, as you mentioned
before, you had the key to his house at Gunsbach.

Ehlers: At Gunsbach, Jja, Which gave me a wonderful feeling

of security. Sometimes [I felt] now they have had enough of
me here [in London], but really this was not the case because
we were so separate, you know, in that large house, and the
children l;ked me very much. But sometimes I felt I wanted to
get away, as I said before, that year when I had to play the
enormous program on the BBC and be constantly concentrating.
Of course in England itself, the people were very nice. I

was constantly invited, and my friends had great social things

always going on.
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I felt I wanted to be alone wlth myself and face these
thteesmen, Bach, Handel and Scarlatti, and try to do Jjustice
to them. I Just really heave [ a sigh] when I think what I
did in thils short time. Bach, fine. Bach 18 my home town,
almost. Handel not so much. And Scarlatti, fifty sonatas!
And make a varlety, too; because 1f you go through all this
volume-~he was a genius, absolutely, I'm more and more convinced,
but there's a certain similarity in 'all these things, and
to play them in three or four evenings (they are so short),
and try to bring varlety was not so easy. I found the other
day the old book which I worked from, and I saw which I played--
I made some corrections on it. But it was a wonderful experlence
and great publicity for me in England.

At this time they didn't have one good harpsichordist
in England. But thehharpsichord became a serious instrument
{in England] and played by marvelous players, much better than
France's and I think much better than Germeny has, too.
Tusler: Did you have a reputation in England at all when you
first went there?
Ehlers: No. First I came with the two sisters. We had
concerts and write-ups in the press; I don't know if they were
good or not, I really don't know., Probably quite good. It
was a new thing, and I played quite decently. The duet literature
was unknown, beautiful literature for two spranos. Nobody
sinzs it, you know; you hear solo arias, but you don't hear
duets, and there are wonderful duets. There's a wh>le album

put out by the German scholar, Dr. Landshoff, a whole album
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of chamber duets, And also, you know, voices are not trained
for this kind of [singingl--I didn't need big opera voices

for this, it would be dangerous, you see? These very, very
‘trained Italian voices were just the right thing to bring these
duets to life. My first visit to England was really with these
two slsters who had many friends in England. This opened

the door for later,
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Assoclation with Schweltzer

Tusler: Last time we were talking about Dr, Schweltzer, and
you remembered a couple of storles that you haven't put on the
tape yet, particularly the one about fetching the medicine for
him one night.
Ehlers: Well, this is a very funny story for me. Dr. Schweitzer
felt miserable one day, and stayed in bed.
I asked his friend and secretary, Mrs. Martin, "Is there

nothing which could be done so that the doctor doesn't
suffer so much?" You know how men are when they are in pain,
and he was no exception. [laughter)

~ She said, "Yes, yes, there is a medicine which always helps."

And I said, "Well, why doesn't he take this medicine?"

"We are out."

I sald, "Where did he get 1t?"

"oh, we got it in the next village."

I said, "Then let's go and get 1t."

"No, the doctor has forbidden it. It's after seven
o'clock and the pharmacy is closed and he has forbidden [us
to go]-~otherwise, one of us wauld have gone,"

I said, "This seems to be absolutely senseless to me and
I am going. Theonly thing why I hesitate 1s I have to go
through the forest, and you know I am not a hero. I don't
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want to walk alone through the forest--get me one of Dr. Schweit-
zer's friends, Dr. Minder, who is also my friend."

She said, "But the doctor has forbidden it."

I saild, "I know, and still I consider it nonsense that he
should suffer all night, and I'm going to go."

80 I went, and I knocked at the pharmacy. Of course,
it was closed. I went next door where I knew the owner lived
and told him what I wanted., He naturally opened immediately
his shop and gave me the medicine, and back I went with Dr.
Minder at my side. We arrived back home in possibly one and
& half hours--it took us altogether not even two hours. Mrs,
Martin went into the doctor's room and gave him the medicine.
He didn't ask where suddenly the medicine came from, but he
felt better and had a good nightt!s sleep.

The next morning he asked, "Where did this medicine
suddenly come from?" He couldn't figure it out.

And she, very much afraid to tell, said, "Well, Cembalinchen
went and got it."

He sald, "Didn't you tell her that I forbade it?"

"Yes, I told her, but she went still."

So for twenty-four hours the doctor ignored me completely.

[laughter] He didn't give me a speech, he didn't say anything;
but he ignored me, After this we were very good friends again.
But he was so0 stubborn in certain ways that the only way,
really, to make sense of it was to go and do what my instinct
told me was good, because he had a wonderful night and was in
good spirits the next day. Otherwise he would have fretted
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along for days.

But he was absdlutely against doing the slightest thing
against his will and order. I think this must have been always
partly in his nature, but has developed very much with his beiqg
in Africa, working with those uncivilized, uncultured, uneducated
people.

Tusler: They needed that strong authority.

Ehlers: Ja, ja. There was only one way: to say "You can't,"
or "You mustn'ts" or "I forbid it." Of course this became his
second nature, and he applied it to all his nurses even when

he was on vacation in Gunsbach. But this didn't fit quite

well with my nature, I was amusing how he ignored me for twenty-
four hours. [laughter] He didn't scold me, he didn't reproach
me, but aftér tventy-four hours he talked to me,

Tusler: That was his way of punishing you.

Ehlers: Ja, Ja.

Tusler: What was the name that you referred to yourself as--
was this some nickname that he called you?

Ehlers: Cembalinchen? Yes., Well, you know the 1lnstrument
that I play, the Italin name 1is ce:bals; 1t was never called

in German (maybe after Hitler, but not in my time), Kielflligel

which is the German word. Cembalo is Itallian. Clavecin 1is
the French. But he preferred the Italian name, and 8o he
called me Cembalinchen. All his letters to me are inside
"Dear Cembalinchen." He really played with this.

Tusler: What's added to the end of it is a sort of diminutive

or a form of endearment?
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Ehlers: Diminutive, Jja, Ja.

Tusler: Did énybody else ever use that name for you, or was
that his special name?

Ehlers: Well, I don't think so., Here, sometimes Dr, Lert
called me Cembalinchen. He llked this. He knew about this
story. But no one else, I wouldn't have accepted it from
anybody else. Dr. Lert sometimes called me Cembalinchen because
he liked the name s5 very much.

Tusler: What was the matter with Dr., Schweitzer? What kind
of 1llness was 1t?

Ehlers: It was not an illness--it was Just an ordinary tooth-
ache or something. He was really, as ar as I remember, never
i1l when I was in Gunsbach. He was overworked, for which I
can't blame him; what was going on during his presence in
Gunsbach was unbelievable. People came from all over the
world., Sometimes I was sitting in on some of the conferences,
boiling inside because he had 80 little time for me. Sometimes
when I wanted to ask him [something] I waited a week or longer,
because I loved him and I didn't want to interfere with his
time.

There were constantly the young men coming from America--
maybe one conducted a cantata club, asking the doctor with
which cantata he should start. You know? Such really ridiculous
questions--every thinking person can make up [answers] himself.
Then lots of ladies came there who wanted to help the doctory
I forgive them because they were mostly very wealthy and

helped him financially tokeep Lambarené going, buying medicine
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and so on. But also they took his time, and he was patient
like an angel. Then sometimes the patience ran out, agalnst
us. He could be very, very--what is 1t?--heftig [violent],
you know. Verxymuch so.

Especially the first years when I came there, '33, '34,
135--no, before thiseven, the house was constantly full., They
took notes of what he said, and of course they didn't understand
half of what he really said. It was Jjust probably the attraction
of a great personality and also some sensation for them, visiting
Dr. Schweltzer. His patience was endless.

He was not patient with me, for which I was very glad
because this let me feel that I was closer to him. He sometimes
gave me very direct and not very patient remarks. I remember

once I was working on the Chromatic Fantasy in his house. Next

to his room was the music room--I couldn't help 1it; he insisted
that it didn't disturb him and I had to practise.

Tusler: On what instrument was that, your instrument?

Ehlers: No, on his plano, Jjust learning the notes, the music,
and s5 on, which I mostly up to now do. I never study a plece
directly on the harpsichord. I don't want to be influenced

by sound colors, by changing registers. First I want to create
the picture of the music in my mind and let my fingers know
what they have to do. I want to establish a tempo which 1s

not even one hundred percent the same onthe barpsichord, but
comes closest to my idea of the pilece. So this was no hardship
to me to practice nn the piano: at least I learned the music

and I memorized it. > He sometimes gave me his idms and advice.
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I was working on the Chromatic Fantasy and Fugue, and

suddenly the door opened and the doctor came in and =id,

"If you end this fantasy plano, you are absolutely wrong."

I was furious. I said, "I never intended to end piano!"
I hate this romanticizing which I heard all these planists
do. You know, this wonderful big ending--"da-da-da-DA-tum"--
going down step by step, not letiing down the intensity,
Bach keeps the lntensity to the very last moment. 'And that
he even suggested I could have [ended piano]--oh, it made me
furious. I think it was the only time I screamed at him.
"I didn't intend to end piano!" I intended to end forte because
there is no reason to end plano. But I was always amazed how
in the midst of his bookwriting and philosophical thinking,
he listened with one ear to what I did in the other room,
practicing.
Tusler: He was too much of a musician to just turn 1t off--
naturally, he had to hear what was goling on.
Ehlers: Ja, probably subconsciously he did it. I went very
often with him to the village church because he used to practice
every day two or three houvys on the organ. He had a kind of
organ equipment in Lambarén&, but it was not really [an organ],
Just to keep the feet used to the pedal work, you know. The
last time I was there, which was summer '59, he didn't take me
to the organ. This was the very first time that I didn't ask
him to take me, because I felt that he feels he 1s not in
power any more, But every time I came I put my luggage down,

washed myself, tidied myself up a little bit, and he took my
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hand and said, "Let's go to the church," and played for me.

Of course I had to leave all my remarks and criticism,
which I had, closed in myself, becauee I felt I had no right.
He hadn't asked me for my Jjudgment, and even 1f he would have
asked me I wouldn't have told him what I felt, because I felt
saetimes it isn't worthwhile to be a hundred percent truthful if
it hurts somebody, and I'm sure I would have hurt him. My
ideas of templ were entirely different from his. I think I
mentioned before that I played always too fast for him. Well,
if I compare my playing with other harpsichordists, I know that
I have the slowest [templ] of all of them. His playing partly
was influenced by the instrument he played, and also I think
by the losing of the technique. This had something to do with
it.

‘An organ player sees and feels the tempi slower than a
harpsichordist. I think mixed together with [the difference
in] the quality of tone; the organ tone takes a longer time to
sound and a longer time to disappear., The harpsichord tone,
being plucked, disappears immedlately, and so you can, or ysu
have, even, to keep the tempo a little livelier or faster, but
never so fast that you can't phrase. Dr. 3chweltzer's fundamental
idea was wonderful, but then applied to harpsichord playing,
or harpsichord tempo, it was always for me too slow. Even
when I play his organ records, his o0ld records, which were
primitively done, you know, (it was the beginning of organ
recording), the tempi are always too slow for me.

In my classes on Bach, I avoid Schweitzer's recordings
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because I don't want to have long discussions--or maybe I
shouldn't avold it, I should face the discussions with my students.

This is another point, too, you know: to make them sware that

the instrument he played a8 ywell as his approach to Bach made
him use this slow tempo; and then play a modern organist,
and let them hear what a first-class organist of today does.
But whatever the differences in the feeling for tempo
are, the maln thing which Schweitzer did for organists and
harpsichordists and everyone who loves Bach was to bring in
the idea of articulation and phrasing, which was in my youth
absolutely neglected.
Tusler: And you got a great deal more, along that lne, from
Dr. Schweitzer than you did from Mme. landowska.
Ehlers: Well...yes, in a way. She was a master player. I
am glad you mentioned her, because I don't know if I talked
enough about her in the beginning of our conversation. I
8till think at the moment there is nobody who can compete with
her., Maybe one day there will be somebody, but at the moment
there is nobody to compare, even if I can't go along with
everything that she does. PFrom time to time I agaln hear her
recordings, and I am enthused about the command of the lnstrument,
about the command of her technlque, about the command of the
music., Only, and this is the principal thought, she handled
the muslc, and I have the feeling Bach should handle me. She

does with the music what she thinks is effectlve, and for me
sometimes it disturbs the musical line. But it is a matter

probably of viewpolnts of personality. Also, she was the
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harpsichord. Maybe this has something to do with 1t, too.
Tusler: She was feel@ng her way.

Ehlers: She was feeling her way; and you know, one has to be
convincing when one 15 on the stage. If you play for people
you have to be convinecing, right or wrong. In her way, she
was convincing from the playing point of view, but for me not
from the point of view of Bach's music., I say this only in
respect to Bach. Her interpretations of French muslc and of
Scarlatti were wonderful--even of Handel; even [her] Handel
was grandlose and wonderful, But in Bach, her handling of
Bach's music was not quite the way I saw 1t, and now I see it
even more so. I'm more and more convinced.

Tusler: Is that so, do you think, because Bach 1s so much more
contrapuntal than the other composérs whom you just mentioned
that she played better, or does this have something to do with
1t? All the different lines?

Ehlers: Well, I don't quite know how to answer this. Bach 1is
unique, as you and I know. His writing has everything there
that is necessary. I have the feeling he needn't be handled,
you know? He has just naturally to flow along, and you have
to have the feelling where to breathe and where a new initiative
starts, I mean where a new phrase has 1ts beginning and rolls
alcng and 1s replaced by another phrase. Just leave 1t alone,
I have the feeling. Of course, saying "leaving alone" 1g not
enough, as you know. But she handled Bach.

Now, as to the excuse, the explanation [for her approach],
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I must say one thing. Up to when Landowska started to play
Bach on the harpsichord, Bach was only heard on the plano and
on the organ, on the organ mostly very indistinctly, very
muddily. I never could listen to an organ plece and really
find the musical line., Or it was done with 211 the virtuosity
and spirit of the Romantic era, which was not becoming to Bach,
either. S0 maybe--and not only maybe--I'm sure what she did
was great for her time. But I see the reaction of my very talented
students, who really are individualists, and see things not
[Just] with my eyes but from their point of view. They all
agree with me. They go even farther. They say, "I can't
listen to Landowska play." I don't go so far, because there
is always this masterly playing which enthuses.

I don't think I would take from anybody [else] this kind
of interpretation of Bach because I don't feel it's right,
but her marvelous, what should I say, command of the instrument,
the playing itself, always made you think twice before you
said "no." But I very often had to say "no" to her Bach.
In listening to her recordings 1it's even more obvious, because
recordings somehow always underline certain things I feel.
Whén I heard her in a live performance, I was very much younger,
Just finding my own way and not being [yet] so convinced of what
I want in Bach and what I see in Bachad what I wish to hear
in Bach. But i1f she was a great teacher I really don't know.
Tusler: In Dr. Schweltzer's performances, you disagreed with
the tempil. However, the other aspects of his performance,

the articulation, the breathing, are there, are right?
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Ehlers: Well, it was clear; but the tempo was for me always
too slow ang, of course, this influenced the whole piece, yuu
know? For me tempo is the pulse; it kills or makes‘a plece.

I think I said it before. Play a wrong note or miss a phrase,
but 1f the tempo is right you forgive it--the whole plcture

is there.

Tusler: That's even more important than the phrasing, important
though the phrasing is. But the tempo is absolutely essential?
Ehlers: The tempo allows you phrasing or doesn't allow you
phrasing. All this came to my mind much later, after I left
Germany and was standing on my own feet. But as a player

I haven't heard anyone as brilliant, and probably never will,
as Landowska. As a teacher, I don't quite..I teachdfferently.
I try to open the minds of my students and their understanding,
and then I let them handle 1t. Everybody handles 1t in his
way. Whereas I remember I imitated Landowska, because I
didn't quite understand why and what and when, but I heard

and saw and listened, and I imitated her. So I had to go the
whole way of finding my way after she left, after she left
Berlin. This i: when I asked myself 1f I called this good
teaching; but she was young and it was the first time she had
taught, taught in a school. I was five years with her,.

Tusler: That's quite a long time.

Ehlers: Qulte a lonz time. I from the bednning try to point
sut to the students what to ailm for, in thelr [own] way of
thinking, listening, doing. Sometimes the thinking can't

always be realized in dolng, as through the limitation of the
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technique of the player or even of the instrument. But then
you have to think: how can I bring this and this out in spite
of the limitations? I try very much to make the student indepen-
dent in his thinking and approach, though keeping control of
the student constantly. Whereas she [L.andowska] played for us,
and this 1s where I learned, from her wonderful playing.
Of course at this time I didn't have my own opinion. My opinion
about Bach developed much later--opinion is not the right word,
but my [feeling of] what to do with Bach. Then I said suddenly,
"No. This is not in the music," even if it sounded good when
I heard it from her,
Tusler: Was it many years later, as you think back over it
now, that you made this personal discovery?
Ehlers: Well, you know how it is--you don't know that you are
growing. As I told you before, when she left I thought I'd
have to give up playing because I had played all my pleces I
has studied with her. And suddenly, after years, you feel,
"Now I [can] go alone my way, right or wrong."

But 1t might be that she has changed in later years--
I have no idea. It would be natural, Intelligent as she was,
aware of all the things, it would be only too natural tht
she would have changed. But I don't know how much she wanted
to glve.
Tusler: Some people are just more temperamentally suited to
being teachers than others, perhaps.
Ehlers: I think she could have been. She probably didn't

realize how much we needed to be guided in every respect,
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technically; and'then, what is almost as important or more
important, how to look at the music and know what to do with

it. I remember, and I still have the music, that when I

started a new piece, here was her pencil and she wrote the
register in, instead of stimulating me to think, you know?
Tusler: She Jjust told you.

Ehlers: Ja. She told us what to do. I don't know if she

did this in later years, because as I sald before, teaching

is also a kind of art. It needs experience plus talent. When
she came to Berlin, she had vy little teaching experience.

Bat after her years in Paris, I'm sure she got all the experience
she needed. She still, from my taste, has no rival on the
harpsichord from the playing point of view. From the musical
point of view, I mentioned in one of our first conversations,

I think, that I prefer, for instance, Malcolm's [Malcolm Hamilton]

playing of the Forty-eight Preludes and Fugues very much

to Landowska's. Modestly he stands behind, and the music comes
first.

But anyhow, we owe her very much. It needed a personality
of her caliber to bring the harpsichord to 1ife, and I feel I
haven't mentioned this enough in our earlier conversation.
So with all our differences of temp¢rament and [ways of] looking
at music, I know what the world owes to this, I would say,
great woman. Having the courage to go along in a new fleld,
this is quite something.
Tusler: Of course, Dr, Schweltzer, being a native-born German

and hearing Bach, I'm sure, all of his life as he grew up,
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perhaps more than Wanda Landowska did, was temperamentally

more suited to Bach?

Ehlers: Well, may I say before I forget, there is another,
what should I say, way of thinking behind it. PFirst of all,

I believe very much in the national temperament. I donit

know if I said this before.

Tusler: You mentioned it once before.

Ehlers: You see, the French see Bach entirely differently,
according to their temperament. And still, Schweltzer spoke
with the greatest reverence and admiration of his great organ
teacher, Widor, in Paris. But afterwards, vhen the Bach edition
came out, Widor asked Schweitzer for his help. Widor felt

that Schweitzer had a better understanding or insigt of the
music, and probably Widor was the hetter organ player. I
believe this--it has something to do with a speech-music
connection. Have you ever thought of this?

Tusler: No.

Ehlers: I believe strongly in this.

Tusler: The language 1tself?

Ehlers: The language itself is an influence. The German
language, with its long winding sentences which are theé despair
of every foreigner who has to study German, don't you see the
similarity to Bach's long winding on-and-on-going phrases?
Tusler: Yes, And French is so classic and crisp.

Ehlers: Crisp, short. Look at Couperin, look at Rameau.

Of ccurse, everything has its exceptions, but I speak 1n general.

Tusler: Then you could carry it further and say that the
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Itallans, who were such masters at bel canto and the melodious
sound, have a language like that too, very fluid.

Ehlers: Ja. Absolutely. But I don't want to imply that no
foreigner can play Bach well., By saying this, I think it shouldn't
imply this. But thinking it over, I haven't heawvda foreigner
play Bach well.

Tusler: The great Bach performers are Germans?

Ehlers: I think so.

Tusler: Or Northerners, perhaps you could say?

Ehlers: I don't know. You say Bach performance; I just don't
know anybody at the time. The only one coming to my mind whom
I have heard is Walcha, the great organist. [side two begins herel.
Tusler: When was the last tiﬁe that you saw Dr. Schweitzer?
Ehlers: The last time was the summer of '59. I spent part

of the summer, after finishing summer school here, in Gstaad,
Switzerland with my daughter and her children; and on the way
back I stopped naturally to see the doctor in Gunsbach. He
looked wonderful, and was in good spirits and good health.

He was very happy to see me, and as I could only stay for one
or two days, I don't recall, of course I stayed in the little
house 1n the room I always had. This was already made ready
for me.

He spent much time with me., I remember very well that we
talked about ornamentation. We had a great difference in
opinion. You know, the trill sign with Bach is a "TR", but
very, very loosely written down, and 1f you did this in a
hurry, it could look like "M" or 1ike "N."
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I said, "Doctor, I don't believe there is a difference
if Bach writes 'TR' or 'N' or 'M'. 1It's all the same move
of the hand--I don't think that a man who wrote so much music
as Bach did took the care to write 'TR' carefully, or 'N'
and 'M'."

And the doctor, it made him furious. He mid, "Don't
talk nonsense. There is a difference."

I have 8till a photo where he and I sit close together
with music in the haﬁd, and he looked furiously at me that I
could dare to mention that there 1s no difference between
"N," "™™", and "TR."

And still I belleve it. I belleve that the man who wrote
80 much music didn't think it made this [much difference]
and left it to the player to make 1t long or short according
to tempo, according to the note. Now, of course, we see in
all the Bach editions which are very good and call themselves
Urtexts, the signs "N" and "TR" and "M," and I have always to
explain to my students the same thing which I believe: there 1is
no difference. The difference 18 given by the tempo for me,
and by the length of the note, You can play more trill movement
or less according to the mood of the piece, or to the tempo
you are in.

But it made the doctor really fuvious! [laughter] And he
could be very angry, very easlly angry. It was very strange
with him.

To come to & very nice little sbry, I knitted a sweater

for him which toosk forever and ever because he was a very tall



133

and very broad man, If you see his last plctures, he looked
so tiny and so skinny; but at this time he was really a very
strong man, He liked the sweater ad he used it very mudn.

When he saw me, he went into detall about the sweater,
what was good. "But you see, " he sald, "Cembalinchen, the
ends of the sleeves are probably one inch too short. Do you
think you could repair this?" [laughter] And I was so amused
that a man who lived in Lambaréné, you know, with all the
discomforts there, was so sensitive to this one inch and thought
my sweater sleeve should have been longer. Well, it was very
strange.

In many ways he was a contradictiosn, He could be very,
very--what do you say, heftig, violent. He told me that this
was a great danger when he was young, that he had to work on
this. I saw him once or twice violent, but very seldom, very
seldom. I think thls came up one day when I reacted violently
against what he told me, and then I apologized. He said, "Well,
I understand thls very well, because I was violent myself till
I taught myself control, if I want ever to go anywhere in life
and achieve what I want."

On the whole, he never talked much about himself, and what
you learned from him was only by living next to him.

Tusler: Observing him.

Ehlers: Observing him. The endless patience he had for people;
and by nature he was very impatient, as he told me. And he was.
I took thils as an example, because I'm very impatient by

nature and I learned to be patient in my teaching. It's one
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,of“the most important things not to frighten the student;

then he can't do anything. So I saw what Dr. Schweltzer was

up against in his own‘temperament. I learned many thlngs.
Tusler: Why did he come to Gunsbach? Was it in the nature of
a vacation for him to come up from Lambarené?

Ehlers: Always. First of all, it was physically necessary to
leave that terrible climate every two years. He sent his
nurses home every two years. It was a rotating kind of thing,
two years in Lambarené, then at least one year in Gunsbach.

He had either his house at thelr disposal, or they built theilr
own houses. I know two hurses who bought a house together.
This was necessary for their health.

Tusler: It was so damp and hot, I suppose.

Ehlers: Ja. Of course it was necessary.

Tusler: So when he came up, he actually stayed there for quite
long periods of time.

Ehlers: Almost a year, not quite. It [required a year] to get
used to this climate of Gunsbach again till it really profited
anybody's health. All the nurses came back and had their mst
there., How it will be now, I have no idea, I haven't heard
from his daughter so far and I don't know, I have no picture;

I have the feeliy Lambaréné was the doctor, and after he has
gone I can't see [how 1t can go on]. Maybe it will., It was
his dream and it was his wish, and maybe his daughter, who has
experience about what to do, and his assistant doctors might
help.

Tusler: The village of Gunsbach was a very small one, or course,

in those days.
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Ehlers: Small--now it has changed so much. The last time I
was there, I could have cried, really. All the intimacy and
niceness had gone. It's built up, and really I hardly could
find my way from the train to the house, there were so many
houses built and so many blg streets. The street to Colmar

was always a good street, but now 1t has become a big landstrasse,

really. Like everything else, it has changed.
Tusler: Was it a typical 1little German village?
Ehlers: Ja, a village. Not so plcturesque as Rothen burg
ob der Tauber, you know, that very famous old city, not so
plcturesque; but it was 9ld ed natural. Now they have built
(I think partly for all the visiting people who came to visit
Dr. Schweitzer in the summer) a big hotel which didn't exist
before. They had a little gasthaus, you know, and 1t has
changed, as everything has changed. This is the way we go.
For me, 1t is of course of invaluable importance that I
had this close contact with the doctor, not only in my approach
to Bach, because this of course was partly through his influence.
Landowska never talked. She played, and what I learned
I learned from her playing. As a teacher, I feel that sometlmes
télking is very important. I spend sometimes a lesson with
a student hardly playing, talking with him, explaining things.
Sk never explained--she played, and I learned from listening
and looking. But I find as a teacher you have sometimes to talk
and not feel that the hour 1s wated, because it is not wasted.
I love my teaching very much, and I dread the moment when

I will have to stop teaching. I love the contact with the
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young people. I love being of use to them. Here 1s a spark
which I can develop, and here is something else which I can
develop, and seeing them now, going theilr own way, is a great
gsatisfaction.

1 always was wondering how I would take it when it comes
to the point that my students in a way [become] my rivals.
But thank God, I enjoy it. I am proud of them, and they feel
they can still come with thelr questions to me and play for
me, and that what I have to criticize 1is of value to them.
Tusler: Malcolm, for example, didn't want to record the

Forty-Eight without yocur listening to it and criticizing

everything.

Ehlers: Ja. This is true. He wanted your husband [Robert

L. Tusler] and me in the pilcture, and I was very happy that I
was not the one alone to decide yes or no. Sometimes, 1f you
have a certaln plicture of a pilece and you hear something else,
you are not objective because you have this vision of a plece,
and who says that the other is wrong? It's only that you
didn't see it this way. Having a neutral person, in a way,
like your husband, was a great help to me, and astonishingly
we always agreed. Never having met before, we agreed in every
detail, So I felt that my reaction was not influenced by
anything else, [the fact] that I had played the piece bedre
differently. Your husband, who had neither a relation with
me nor with Malcolm, had the same reaction, so this made me
feel good, I must say. You never know how it will be, if

you have always played [a piece in one way] and were convinced
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of this, and suddenly comes a different tempo. Your first

T

reaction might be "no," and then you ask yourself, "Well,

why 'no'? Because ¥ou played it differently?" But mostly

' your husband said "no" too, so this was a

when I said "no,'
very good thing.

What worries me now a8 little bit, let me say, 1s that
everybody calls himself a harpsichordist who has acquired a
harpsichord and plays on it. So everybody who has a harpsichord
and can play calls himself a harpsichordist., Well, it won't
do any harm, I guess but being educated on the high level
of Landowska's playing, I get very sensitive.

I have now, for instance, six harpskhordists, and I don't
know if any one of them should be. They are intellligent and
they play quite well, but I don't know 1f any one of them really
should be a harpsichordist, This will have to be proven in
years to come. But when I look in the newspaper and [read
of] a harpsichordist I never heard, [I wonder] where their
training comes from, because it's not a training only for
harpsichord playing, it's a training in the style of the
baroque. This is what they don't get 1f they don't have a
good'teacher. There are good teachers, good players in the
east; maybe they bring out some good students; but up to now
I haven't found anyone whom I really, with the exception of
Malcolm Hamilton, I enjoy listening to and helieve in his
rlaying. But what we forget really with Landowska, and this
is something we should never forget, was her unique personality

and her unique way of playing. I still haven't heard anybody



138

play Scarlattl or Couperin or Rameau the way she did, and I
only hope her records will never disappear from the market.
Tusler: I want to ask you one more question about you and

Dr. Schweitzer. Did you ever perform together?

Ehlers; Never. Because in what way could we?

Tusler: I thought maybe there was some literature for organ
and harpsichord.

Ehlers: I don't.think there is any literature I know of. And
I am glad we didn't even try, because as I told you, his ideas
of tempo were entirely different from mine. What I don't
know is 1f his ideas of tempo, if he had kept practicing, would
have been the same here as they were when he was reduced to

a little pedal piano in Lambaréné, practicing for years on

it. I don't know. He felt we all played too fast.

gg'Teachlng

But now there comes to my mind a very interesting question
which we probably won't solve.» Has not every piece its
tempo? We had a great discussion in my last interpretation
class where I have a few brilliant students, future composers
and'éo on, and they said to me that they adjust the tempo--
We talked about the courante which is fast--to the room they
Play in. Well, I said I couldn't. For me, a plece has its
tempo, Maybe one should arrange it according to the place
wWhere you play, but I can't. For me, the piece is always the
Same piece, and I play it the same way in a big hall or a small

hall, wWe had a great discussion.

One of the things I love most in my cJaszses i1s this
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intercourse of ideas. And I being what I am, the age I an,
hearing the young people of today and having this kind of
exhange of %deas--I think 1t's a very healthy idea. I'm
also sure that feeling for tempo changes with the generation,
not only with the young and ol1d people, with with the generatlion.
A generation like ours which lives so much faster has a different
feeling for tempo. Maybe this was the reason that the tempi
of Schweitzer seemed to slow for me.
Tusler: That could very well have something to do w;th it.
. Yet, as you say, if each plece does have 1ts internal right
tempo, then maybe he was just plain wrong about it.
Ehlers: I don't know. I don't know what makes a tempo right
or wrong--our reaction to i1t? Every person can have a different
reaction to a plece,
Tusler: Maybe the reaction of the performer, if the performer
himself feels so completely that the tempo he's playing in 1is
right, maybe this feeling transmits 1tself to the audience
somehow?
Ehlers: Well, I don't know. I am sure every performer thinks
at the moment when he performs his tempo is right. . This 1is
my [belief.] If he starts by mistake a little too fast or
too slow, he will in the second or third rmmsure hae adjusted
to his tempo.

All this comes up in the class, and I love these classes
for this reason. I have the feeling they wake up these young
people, you know? Either they have an edition with the

metronome [marking] on it, which I forbid (in Bach, of course)--
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I want them to establish what they feel is right, and then
we have discussions about it, or they (what I hate, and they
do it all the time), they go to the record library and come
back and then say, "Glenn Gould plays it this way." I forbid
it to them but they still do it. They are so afraid to face
music themselves, eand I haven't got them yet so far that they
st1ll face-[1t] better. I have to face pleces which I have
"not played for years, which I have played probably or looked
at twenty years ago, and I have to face it. It's every time
a new challenge. I am grateful for it because it shows that
I am not starting to be--what do you say...
Tusler: Too set in your ways.
Ehlers: Set in my ways, or stagnated.

But the students are afraid of {t. I don't know why.
You know, in a class you face many different talents, many
different temperaments, and you have not time to go into
detail with each of them. I try to have them face the tempo
and not go to music recordings, but they do it all the time,
I think, listen to recordings after you have made up your mind,
but don't start with that, with listening to recordings.
It Influences them. I don't know why these young people are
SO frightened.
Tusler: Do you think this is more true today, as you obwerve
your pupils, than it was when you yourself were a young student?
Ehlers: Then there were no records, and probably I imitated
what I heard from my teacher, which is natural. In a way,

you imitate what you [hei#, and then] you feel, "Now I am free."



143

Now I do what I want. You have to see with the eyes of your.
teacher; otherwise you don't believe in him and then there
1s no good working together.

I'm sure that all my students develop gradually differently.
This week, my first doctoral student is coming down from
Eugene, [Oregon]}, John Hamilton. I had him the longest: I
think I had him for five years., He has developed beautifully,
after very many crossroads we passed together, He is one of
those students who go in the deep, deep end, creating compli-
cations where I can't see any. But he came out of this, and
his playing for his last doctoral recital was really beautiful,
moving, and made me very happy. It also encouraged me to go
my way in teaching, encouraged me that if they have a talent,
my great impact on them [is good.] You know, I am quite
aggresslve and not at all on the "sweet side;" I go with the
whole impact of my temperament on the student. When I heard
him [John Hamilton], and Malcolm [Hamilton] too, I said,
"Well, if there is anything there, my impact doesn't matter.
On the contrary." It would be fatal if I changed, you know.
And I think I won't be able to change.

But this 1s a great, great comfort to me, to see this
young generation of [students]. I have some of course, who
never will carry on any tradition or any of my ideas, but as a
teacher, this happens. If yosu hae two or three, y-u are very,
very grateful. I have two [now] and maybe in a few years even
three, because I have quite a few promising students right

now,
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I think I love teaching so much because I learn so much
myself, still, and hope as long as I teach I will always learn,
The moment I don't learn from their mlstakes and from their
possibilities, I'd better give up teaching.

Tusler: Then there's no more interaction going on and it's
not an alive relationship.

Ehlers: Ja, quite right. Then also, it wodd show that I get
tired of seeing the plece again new, you know? And if I don't
see the piece agaln new, it will show in my playing. So this
1s a good thing for me, this contact with the young people,
with their ideas. Of course, I mostly insist on my 1deas,

but sometimes 1t makes sense, what they do, and I am glad that
I get sometimes from the other side some ideas, too.

Tusler: Don't you think that for all students in musle, or

in anything, for that matter, when they're in those early
formative learning years, they have to do a great deal of
imitating? That's part of the learning process.

Ehlers: Ja. Absolutely. I tried to copy Landowska as much

as I could. Subconsciously you do it, till you find your own
way. But both have to be in a way wise: the student, who has
to want to copy because he believes in what hls teacher does;
and the teacher, who must find the polnt where the student
shouldn't copy any more;, and let him go his way. Which either
fate, or I, was able to do with my best students.

The students I have now are good, intelligent, talented;
but I can't let them yet go alone. They have played. One

has studied three years in Germany, and one, who is a very
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intelligent boy, will take a double doctorate in performance
and in, I think history. They are bright. The least interesting
of my students, and I don't know why, are mostly the organists;
you would think they would be ecloser to the instrument

[the harpsichord] because they work with registration. But

I have one explanation: I think it 1s the muslic they mostly
play.

Tusler: You mean g0 much posrer music?

- Ehlers: First of all--ja., I don't mean the great talents,
you know, but the average organlist. He doesn't bring any 1ife
to the harpsichord and probably not to his organ playing,
either.

With the planiets there 1s another problem, but an
interesting problem: to make them aware the crescends and
diminuends doesn't exist, and still make the music alive by
other means, by phrasing and articulation. This 1s what the
modern planist does not encugh consider, He works with dynamics,
80 you have to get away from dynamics and into phrasing and
articulation on the harpsichord.

In my 1nter§retation clasa I have all kinds of students,
you know--too many kinds: horn players and bassoon players
and, as I told you, marimba players. Last year I didn't even
¥now what a marimba was. But belleve 1t or not, they played
a few weeks ago in the c¢lass the Double Concerto by Bach
on two marimbas, and it was absolutely enjoyadble. I would
rgvar have thought it in my life! I would never have thought
this possible. It went excellently. It doean't hurt them
to know this music, 89 I have changed my viewpoint., First I
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was absolutely upset. Why should I have a marimba player,
why should I have a horn player? V¥hat have they o do with
Bach? Now I take it from the other side. They learn something
which enriches them, so why not?
Tusler: They become better musicians,
EFhlers: Maybe. The marimba player loves his Bach, so why
shouldn't he play 1it? But 1t was a greét surprise for me,
and they all insist they learn something.: I don't know if
this is just politeness, or if they really learn something.

Tempo 1s such a vague thing, in a way. It i1s for each
instrument a 1ittle bit different. An allemande, for instance,
has its tempo, but I would have a different tempo [for it]
on the piano than I would on the harpsichord where the tone
disappears so quickly. PFundamentally, you know, it's not a
fast dance, but how much slower you will take it on the pilano
than on the harpsichord is left to the intelligence and taste
of the performer.
Tusler: Bach never made any notations on his music, did he?
Ehlers: In the Italian Concerto he gave indications, but
this is one of the very few pleces, and I think in one of the
Ffench overtures he did., But even this wouldn't mean anything,
because their feeling of tempo would be entirely different.

So all you can do a8 an educator is make them think,
and this is wht I try to do. This 1s always to their astonishment,
because they think when they come into my interpretation class
that they will be taught how to interpret. I don't teach thils.

I teach them, or try to teach them, to see, to see what 1is
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in the nmusic. First of all I say, please sit. This is very

true with Bach. Bach's pilcture of the music gives me the

entire idea of how to play it. Not in detail, you know, not

wlith fingerings and that sort of thing; but the picture of

the music is so alive.

Tusler: You mean, just as you look at the score.

Ehlers: The graphic picture. Ja. I d>n't know if this is true

with all the composers--I never went into it, but with Bach

it is very clear to me.

Tusler: Does this have anything to do with the number of

black notes that appear?

Ehlers: Ja, it has, and with the flow of it. It impresses

me very much when I look at the picture., For instance, the

sarabande, we know at the time of Bach, was a dignified dance

with a slower tempo. Still there 1s a difference:lpetween

them]. 7You can't say a sarabande has such-and-such a metronome

[marking]). If there is much more motion, or rich ornamentation,

one plays slower, like in the E Minor Partita. You see the

pilcture of the music. You will have a different kind of tempo.
This is one thing which I want to get over to my students,

but it is difficult, believe me, because they come from

other music having just had a piano lesson on a Beethoven

or Brahms sonata, where the metronome [marking] 1s even

indicated--in Beethoven not so much, ut dn Brahms and Schumann;

and now they see here music without any indication of anything,

Just a picture of the music itself, and they have to establish

a tempo. I don't even say "establish," but get a faint idea
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of it.

For instance, the other day I had an experlence with a
very talented girl. She played one of the most embroidered
safabandes of Bach's partitas for keyboard instrument, and
she played 1t much too fast. She said, "Well, the other day,
somebody played a sarabande and you said it was much too slow."

I said, "It was because nothing was golmon. You can't
go metronome-wise on the sarabande. You see your sarabande
is richly embellished. The listener has to have time to get
all thils in his ear, and you have to have time to play it
without being rushed.”

This 1s very difficult, to make them feel that there is
no set rule. We know a sarabande is a slow dance, but how
slow will depend on the music, So it comes really to [the
fact] that you have tosaske them think 1ndependuﬁj and this 1is
what I am trylng to do. As planists (mostly I have planists
in the interpretation dass) they are all good. They have
better fingers than I have and have had wonderful teaching.

2 But Bach they haven't heard--it's played less and less,

Look at the programs. Planists are afrald nowadays,
thank God, to play transcriptions. The last I hesl was Dame
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