
EVENINGS ON THE ROOF^ 1939-1954 

Peter Yates 

Interviewed by Adelaide G. Tusler 

Completed under the auspices 
of the 

Oral History Program 
University of California 

Los .Angeles 

Copyright © 1972 
The Regents of the University of California 



This manuscript is hereby made available for research 
purposes only. All literary rights in the manuscript, 
including the right to publication, are reserved to the 
University Library of the University of California at 
Los Angeles. No part of the manuscript may be quoted 
for publication without the written permission of the 
University Librarian of the University of California 
at Los Angeles. 



TABLE OP CONTENTS 

Introduction 
Interview History 
TAPE NUMBER: I, Side One (January 16, 1 9 6 7 ) 

. vi 

1 
Sunday Evenings on the Roof—First program, 
1939--House on Micheltorena—Architect R. M. 
Schindler--View from the studio—Acoustics 
of the studio—Frances Mullen Yates, pianist-
Richard Buhlig and Artur Schnabel—Buhlig in 
America—Contrast between European and Ameri-
can concerts—Yates ' music background—First 
program: Bela Bartok 

Charles Ives—Concord Sonata presented — 
Wesley Kuhnle's Art of Fugue--Ferruccio 
Busoni—Music reviewers—Critic Albert 
Goldberg—Performers and choice of programs-
Eastern European influence—Styles of mu-
sic—Gerald Strang—Henry Cowell—New Music 
Quarterly--Arnold Schoenberg 

TAPE NUMBER: II, Side One (January 16, 1967). . . . 69 

Stravinsky on Schoenberg—Second year—Ives 
series—Otto Klemperer attends 

Beethoven series—Move to Assistance League 
Playhouse—American critics: Paul Rosenfeld — 
Henry Krehbiel—James Huneker—Writing for 
Arts and Architecture--Articles on Ives, 
Schoenberg—Life of Ives--Use of orchestration 

TAPE NUMBER: II, Side Two (January 23, 1 9 6 7 ) . . . . 98 

Variation of programs--Programs at the First 
Congregational Church—America Art Quartet-
Stravinsky performed —Second Bach series—Buh-
lig performs Beethoven—KFWB Concert Hall—Lou 
Harrison and John Cage 

TAPE NUMBER: I, Side Two (January 16, 19^7) 31-

[Second Part] (January 2 3 , 1 9 6 7 ) 74 

iv 



TAPE NUMBER: III, Side One (January 30, 1967). . . 129 
Buhlig--Ahead of his time--Music Guild--
Schnabel--Wilshire-Ebell Theatre and Han-
cock AudItorium--Bartok--Evenings on the 
Roof recordings--Ernst Toch 

TAPE NUMBER: III, Side Two (January 30, 1967). • • 1^5 
Mozart piano works—Henry Cowell--Schoenberg 
program--Audience reactions--Applause--John 
Cage--Rudolf Kolisch--Introducing Stravinsky 
on programs 

TAPE NUMBER: IV, Side One (January 30, 1967). . . .161 
Elizabeth and A1 Spires—Roy Harris--Joseph 
Szigeti--Messaien--Mozart series--Ives pro-
grams--Art song prize competition—Robert 
Craft 

TAPE NUMBER: IV, Side Two (January 30, 19^7). • • -177 
1951-52 season—Lawrence Morton--Time maga-
zine article--West Hollywood Auditorium— 
Arizona programs--Santa Barbara--Craft con-
ducts Schoenberg, Stravinsky, Boulez-Schoen-
berg--Stravinsky1s discovery of Schoenberg— 
Stravinsky programs--Webern series--Patrons: 
Oscar and Sadye Moss--Last season of Evenings 
on the Roof 

Index 195 

[Photograph of Peter and Frances Yates Is by 
Murray Garrett—Graphic House and accompanied 
a story about Evenings on the Roof that appeared 
in Time, October 8, 1951, pp. 67-68.] 

v 



INTRODUCTION 

Peter Bertram Yates, son of Peter B. and Margerey 
(Cochran) Yates, was born in Toronto, Ontario, Canada, 
November 30, 1909- He was educated in the East, and 
earned his Bachelor of Arts degree from Princeton Uni-
versity in 1931' 

While he was at Princeton, his love of music first 
began to develop, and it was heightened by his marriage 
in 1933 to pianist Frances Mullen. Mr. Yates was em-
ployed by the California State Department of Employment 
from 1937 to 1962, but it was music that played the most 
important role in his life. 

In 1939* at their home on Micheltorena Street over-
looking Los Angeles from the Silver Lake district, the 
Yateses founded what has grown to be the foremost chamber 
concert series in Los Angeles. Evenings on the Roof, so 
named originally because the concerts took place in the 
rooftop studio of the Yates' home, exists today as the 
Monday Evening Concerts, held in the much larger Bing 
Auditorium of the Los Angeles County Museum of Art. From 
1939 to 1954, Peter Yates served as the coordinator for 
the Roof programs. 

The series brought together many of the most impor-
tant composers and musicians in America, many of whom were 
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residents of Los Angeles at the time. Evenings on the 
Roof provided one of the first showcases nationally for 
the compositions of Ives, Stravinsky, and Schoenberg, 
and offered music in a range of styles, always extraor-
dinary, whether sixteenth or twentieth century, from Byrd 
and Palestrina to Webern and Cage. 

In the words of the organization's fourth annual 
report, Evenings on the Roof was "created to help a num-
ber of Los Angeles musicians prepare and play good music 
under better conditions and at less expense than would be 
possible in separate recitals; to relieve them of any 
feeling that music should condescend to or try to enter-
tain a merely well-wishing majority of ticket-buyers; 
and to provide a collaborative means by which individual 
performers may be guarded against the fruitless spending 
of the impresario while standing together to meet the 
competition of imported big-name virtuosos." 

The eminent pianist Richard Buhlig emerged from a 
retirement of several years in the early forties to per-
form the cycle of Beethoven sonatas at Roof concerts. 
Ms. Mullen performing Ives, Robert Craft conducting Stra-
vinsky, Wesley Kuhnle, Ingolf Dahl, Kurt Reher--nearly 
every important musician in the Los Angeles area was 
either a member or a featured performer at the Evenings 



on the Roof concerts. 
Pianist Shibley Boyes, writing in the Los Angeles 

Times, summed up the contribution of the series and of 
Peter Yates to Los Angeles music. "The Monday night 
programs of the 'Evenings on the Roof' series," she wrote, 
"prove the existence of an unmistakable atmosphere. It 
Is impossible either to participate in one of these pro-
grams or attend as a listener without being aware of the 
vital spirit of cooperation and interest in music for 
music's sake and an enthusiasm quite unique." 

While the concerts were growing in stature, so was 
Mr. Yates. In 1940, editor John Entenza invited him to 
write articles on music for Arts and Architecture maga-
zine, branching out in later years with a number of ar-
ticles on the arts. He was a volunteer broadcaster for 
FM radio station KPFK of the Pacifica Foundation from 
1959 to 1967, and was co-founder and first coeditor of 
Poetry Los Angeles. 

He left his position at the Department of Employment 
in 1962 to devote himself full time to lecturing. Two 
years later, he was named to the Board of Directors of 
the Los Angeles Chamber Music Society. 

In 1968, Mr. Yates left Los Angeles to become a pro-
fessor of music and chairman of the Department of Music 
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at the State University of New York at Buffalo. 
Mr. Yates sums up his philosophy on the study of 

music in the introductions to his two most recent hooks. 
Of An Amateur at the Keyboard (1964), he wrote, "Here 
we have tried for our own experience the literature of 
music." Twentieth Century Music (1967) he termed as "a 
discussion of musical evolution during the last hundred 
years, in language not simplified for but directed to the 
common reader." He is also the author of A Smaller Poem 
Book (1946). 

In the following pages, which consist of tape-re-
corded interviews made with the UCLA Oral History Program, 
Peter Yates recalls in his own words his fifteen years as 
director of the Evenings on the Roof chamber concert series, 
the music scene in Los Angeles during those years, and 
the performers who were an essential part of the success-
ful growth of both. These recollections are a part of 
the Program's Pine Arts series. Records relating to this 
interview are located in the office of the UCLA Oral His-
tory Program. 

Los Angeles Joel R. Gardner 
August 1972 
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INTERVIEW HISTORY 

INTERVIEWER: Adelaide Tusler, Interviewer-Editor, UCLA 
Oral History Program. B.A., Music, UCLA; M.L.S., UCLA. 

TIME AND SETTING OP INTERVIEW: 
Place: Peter Yates's home, 1135 Micheltorena, Los 
Angeles, California, in the same room where Evenings 
on the Roof originated. 
Dates : January 16, 23, 30, 1967. 
Time of day, length of sessions, and total number of 
recording hours: The interviews were conducted in the 
morning, and each session lasted approximately four 
hours, with the exception of the final one, which 
was a double session. Total recording time: 6 1/2 hours. 
Persons present during interview: Yates and Tusler. 

CONDUCT OF THE INTERVIEW: 
The interviewer began by asking Mr. Yates to discuss 
the formation of the Evenings on the Roof concert 
series and to give the history of the "roof" itself. 
The narrative continues chronologically with a 
discussion of the organization's purpose and structure, 
of the programs presented and the personalities 
involved—both composers and performers—during the 
period of his directorship of the concerts. 

EDITING: 
Editing was done by Patricia Waring, Assistant Editor, 
UCLA Oral History Program. The verbatim transcript of 
the interview was checked against the original tape 
recordings and edited for punctuation, paragraphing, 
correct spelling and verification of proper and place 
names. The final manuscript retains the original 
sequence of taped material. Words or phrases supplied 
by the editor have been bracketed. 
The edited transcript was returned to Mr. Yates for 
his review and approval. He supplied spellings of 
names that the editor was unable to verify and made 
only minor corrections and deletions. 
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Joel Gardner, Assistant Editor, UCLA Oral History 
Program, compiled the index and wrote the introduction. 
The Program's staff prepared the other front matter. 

SUPPORTING DOCUMENTS: 
The original tape recordings and edited transcript 
of the interview are in the University Archives and 
are available under the regulations governing the 
use of permanent noncurrent records of the University. 
A copy of the Fourth Report (September 19^6) published 
by Evenings on the Roof has been deposited with Collec-
tion 965 in the UCLA Research Library, Department of 
Special Collections. 
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TAPE NUMBER: I, SIDE ONE 
JANUARY 16, 1967 

TUSLER: Well, Mr. Yates, do you want to start out by 
describing some of the overall purposes and programming 
ideas that went into forming this unique organization, 
Evenings on the Roof? 
YATES: I think any discussions of Evenings on the Roof 
should start with our fourth report which is dated Sep-
tember 1946, which tells the story in considerable de-
tail and condensation, and is hereby entered in the 
record. 
TUSLER: May I ask, just for the sake of the record, is 
this really the only printed material on the subject, 
except for the last chapter of your book, An Amateur at 
the Keyboard? 
YATES: No. There are three previous reports which were 
published as articles or columns in Arts and Architecture 
and are accessible in the microfilm files at UCLA. How-
ever, those articles are much more concerned with the 
immediate season in the sense that they are extended pro-
gram announcements. This is the first one in which we 
tried to summarize the entire story; to mention everybody 
who had any important part in the work of setting it up, 
running it, or performing; and to cover the repertoire 
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that we performed, including the major works scheduled 
for the 1946-1947 season. Now the programs began on 
April 23,, 1939, at our home at 1735 Micheltorena Street 
in Los Angeles, where we still live in this year of 1967. 
TUSLER: I think that it would be also interesting, for 
the sake of the record, to say that you and I are sit-
ting in the very room, the Roof Room, which was built on 
top of your home, where all these first concerts took 
place. 
YATES: Yes, that's true. The original title of the 
concerts was Fourth Sunday Evenings on the Roof. It 
means that we had a program on the fourth Sunday of each 
month, in the evening at 8:30. The Evenings on the Roof, 
therefore, began as part of the original name of the 
concerts. We should enter in the record, too, that 
directions were given: the address was two blocks west 
of Silver Lake [Boulevard] and five blocks east of the 
Santa Monica intersection above Sunset Boulevard. Since 
our home In on a rather steep hill overlooking the city, 
it was somewhat of an adventure for drivers who preferred 
the flat [area] to come up here. It was a little risky 
for them to park. But at that time there was still some 
parking space on the street. Parking would prevent any 
concerts now; we have no parking space to spare. 
TUSLER: Was it less built up in those days than it is 
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presently? 
YATES: Not greatly, no. There have been a few small 
houses added, but this block had been fairly well built 
up for thirty or forty years. The house that we are in 
is seventy years old, as far as we can determine, give 
or take about ten years by carbon dating. When we bought 
it, it was a typical Los Angeles-style bungalow. There 
was one story with two little white pillars from a con-
crete block, covered over to make a portico in the best 
Greek style, and two large date palms in the yard, more 
wide than tall. The place was very badly run down. The 
back end consisted of a sleeping porch built by one of 
the previous owners. The best view was occupied by a 
blind service porch that had been added in the same way. 
The rear foundation had cracked out, and the whole house 
had settled at the rear. It seemed like a very poor place 
to rent, let alone to buy. 
TUSLER: You must have seen some possibilities in it, 
or you wouldn't have been attracted to it. 
YATES: Well, we came here during the Depression, and 
we were depressed. We stayed here for two years, try-
ing to find some way to get music made, apart from the 
phonograph. So when it became possible through coopera-
tion of a great aunt, who was living with us, to buy and 
rebuild the house as a permanent home for her, we went 
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ahead in 1938 to invite the best architect of our ac-
quaintance, R. M. Schindler, to come and advise us as 
to what we should do. Schindler arrived and looked at 
the place without favor, as one would expect. We pro-
posed to him that we build a separate studio up on the 
steep slope behind the house, where the property runs 
through to the next street. He could see no advantage 
in that. We had planned to build that studio and use 
it as the basis of a future house, and then remove the 
house we were living in. Instead, he invited us to get 
a ladder, climb up on the roof of the house we were in, 
and take in the view. So we agreed to build the studio 
on top of the house. 
TUSLER: Had the idea occurred to you, at that point, 
of establishing such a musical organization as the Roof 
became? 
YATES: That was the purpose of building a studio. 
TUSLER: Yes, but when you bought the house, was that 
plan in your mind? 
YATES: No. As a matter of fact, the plan came to me 
one night in a restless moment, when I realized that it 
would be possible to run a series of programs like this 
on the basis of twenty-five-cents-a-head contribution 
from the audience, which now, of course, seems a rather 
preposterous sum. But the preposterousness of the whole 
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idea will be more evident when you realize that we were 
able to buy the house and the property and have the house 
rebuilt by one of the leading architects of that time for 
a total of $4,900. 
TUSLER: Where was Schindler? He was not in Los Angeles? 
YATES: Oh, yes, Schindler had been in Los Angeles. He 
came from Vienna, where he was most influenced by Adolf 
Loos. He worked for a short while at Taliesin [Wiscon-
sin] with Frank Lloyd Wright. He came to Los Angeles 
as Wright's assistant to supervise the construction of 
the Barnsdall property, while Wright went on to Japan 
to build the Imperial Hotel. When Wright returned from 
Japan, there was the inevitable conflict, and Schindler 
remained in Los Angeles as an independent. 
TUSLER: I see. You had met him, then, after you got 
out here to Los Angeles? He became an acquaintance of 
yours? 
YATES: Schindler was always interested in the arts in 
a peculiar way. He was not devoted to the arts. He was 
interested in the people who took part in them, parti-
cularly dancers. He had his own private life and kept 
it quite private, but it included going off with one per-
son or another to his hideaway in the Palm Springs' direc-
tion about every weekend. So he had, you might say, a 
personal attachment to the arts. Apart from that, he was 
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a man almost without ambition, almost without self-inter-
est. He devoted practically all his time to building 
small residences for people who couldn't afford to pay 
much money. He built very few large places. He built 
practically nothing in the way of "show" architecture. 
He would draw up just sufficient plans to get by the city 
authorities. Then he would go ahead and improvise on 
those plans — this house is a very good example—in order 
to accomplish things which perhaps he couldn't account 
for to the authorities under the building regulations. 
I think that he had almost as much fun in getting away 
with violations of the building regulations for the good 
of architecture as in anything else that he accomplished. 
He made very little money, but he was never quite desti-
tute. He was a strikingly handsome, animated man. It 
was a great pleasure to know him. He had the Edwardian 
type of flashing vigor that we think of in connection 
with the poet, Rupert Brooke, for instance. He had the 
Viennese suavity at Its best and also the Viennese indif-
ference, in a way, to the ordinary facts of life. So 
he could consider an architectural fact of great impor-
tance, but recording it of no significance at all. He 
found that this house had no rear foundation. The foun-
dation had cracked away; the house was preparing to go 
down the hill, backwards. So instead of putting a great 
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deal of money into rebuilding the foundation, he accepted 
our minimum standard, which was that the studio to be 
built as the second floor of the house, or built on the 
roof that then existed, should hold one hundred people. 
The result is that he invented a structure which has 
not been documented: he suspended a roof over two posts 
and a crossbeam in exactly the same way that you would 
suspend half of a suspension bridge, anchoring it from 
the front wall and suspending the longer reach of the 
ceiling out to where it is not supported by a ring of 
windows; the ceiling Is self-supporting from the front 
of the house. 
TUSLER: Is this a cantilever principle? 
YATES: No. This is a suspension principle. The result 
is that the front part of the ceiling over the pianos 
is a 45-degree angle. It's exactly the same degree as 
the raised piano lid. This should give too much resonance, 
but actually doesn't, partly because the room is broken 
up a bit. The acoustics are quite good except for people 
who believe in making too much noise in a dramatic man-
ner. We had to teach our pianists just to play the 
piano, not to try to play as in a concert hall. Then the 
floor of this room, in the same way, was cantilevered 
from the front wall of the house over the principal wall 
in the middle of the house. It's a double floor with 
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one-by-twelves a foot apart. The whole resulting struc-
ture has proved very stable through the years. We have 
never had quite 100 people in the room, partly because 
when we've had people here, we've had them in chairs. 
But we have had the house pretty thoroughly packed, 
since the acoustics in the front of the house downstairs 
are about as good as they are in the room itself. There-
fore, we have been able to have people sitting down-
stairs, on the stairs, and even on the outside stairs, 
which come to the room from one side. The room has 
been used not only for the early concerts of Evenings on 
the Roof but later for a number of the meetings of Poe-
try Los Angeles, which we formed in somewhat the same 
way for the benefit of local poets. 
TUSLER: So this part of the room that we are sitting 
In is not literally supported; this is the part that 
is cantilevered out here. 
YATES: Yes. We are sitting on a cantilevered floor un-
der a suspended celling and that enables us to have 
windows looking out over a great part of the city, win-
dows on two sides, and a non-load-bearing rear wall. 
It means that the foundation in the rear did not have 
to be rebuilt, since all the weight of the house is car-
ried in the front of the house. Later we added a bed-
room on one side and a bathroom. At that time we had to 
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put in some foundation since those rooms could not he "built 
in the same manner. 
TUSLER: This was the first time that Schindler had used 
such a principle of construction? 
YATES: I couldn't possibly say. After Schindler's death, 
there was a great effort to put together his papers and 
bring out a book about him. Esther McCoy did bring out 
a book, Five California Architects, with one section on 
Schindler. But unfortunately, we found that a great part 
of his drawings were complete in themselves, but only to 
the point where they would pass the building inspectors. 
From that point on, you would have to go and document 
each house individually. I have heard that there are 
probably at least 800 homes built by Schindler in this 
area. After his death, the funeral was expected to be 
a very small affair. It turned out that hundreds of peo-
ple wished to be present. At the meeting (at a small 
gallery some time later) called to display photographs 
of his work and a few drawings, and to hear a talk by the 
architect Gregory Ain, fifty or seventy-five chairs were 
put up. It turned into such a crowd that the street was 
blocked. They had to pack the gallery and ask the re-
maining people to come back for a second performance. 

Schindler, as I said, was a very handsome, very 
lovable and, in his own way, a very remote man. But he 
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had a devotion to the arts, which I don't think implica-
ted him deeply. He enjoyed them. So when he came to 
visit us to discuss the house, he was perfectly willing 
to go ahead and build the new studio for us and take on 
the problem of the house to the limit of the money we 
could spend. And I'm quite sure he knew at the time 
he couldn't make any money on it. But he took on the 
job; he completed it, going only seventy-five dollars 
over his estimate, which Is quite a remarkable achieve-
ment. And we have had very little trouble with the house 
in the twenty-eight years since it was rebuilt. 
TUSLER: So it was his idea, I think you said a little 
earlier, that the room should be built up here. 
YATES: That's right. While the room was being completed, 
we still lived in the house. There were no stairs; we 
would climb up the ladder and look in. The upstairs room, 
the new studio, was build around the existing roof of 
the house so that it became a room containing a roof. 
Therefore, it was quite natural that in choosing a tem-
porary name for the programs, we should call them Evenings 
on the Roof. The roof had figured in it all the way. 
TUSLER: Where did that name come from? Were you the 
originator of it? 

YATES: Yes. I originated the name, and later we tried 
to escape from it. At which program was that? Let me 
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see here. 
TUSLER: Oh, you mean, you actually had second thoughts 
about it? That another name would be. . .? 
YATES: Oh, yes, I had very distinctly second thoughts 
about it. The idea was that it might not work out pro-
perly, but I don't see here any program which contains 
the other title. 
TUSLER: For the sake of the record, I should say that 
what you are looking at now is the only known collection 
of the early programs. 
YATES: The complete collection, yes. Now the purpose 
of building the studio was to present programs of music 
in the studio. There was never any question about that. 
Schindler knew what it was for. 

When the studio was completed, we had to get the 
piano into it, a Steinway B. There was still no out-
side stairs; the inside stairs had a turn that we couldn't 
get a piano around, so we called in a team of seven piano 
movers, after hours. They hoisted the piano up on their 
arms and hands from the outside and put it through the 
outside door. This meant that the piano was actually 
being held over our heads while we slid the small end up 
to the door. I would never even think of doing such a 
thing again, but we got away with it. 
TUSLER: How was the room acoustically? 
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YATES: Well, I said already that the room acoustically 
is very good. It seems to disperse the sound; there is 
surprisingly little echo, which may have to do with the 
shape of the angle of the roof and somewhat with the 
broken area; but for a room in which the sound is pro-
jected against two walls of windows and one of plywood, 
it's surprising that there should be no more echo and 
no more unwanted reverberation. I don't try to explain 
it, but it has worked out very well. 
TUSLER: Was Schindler thinking—well, I suppose he was, 
during the planning stages — about the acoustics of the 
room as well as the structural aspects? 
YATES: It was very hard to know what Schindler was think-
ing about because he didn't discuss it; he merely accepted 
the job and that was that. We were not consulted as to 
what we wanted in shape or anything else; the shape was 
determined by the necessities of the structure. In fact, 
there isn't anything about the resulting room that is not 
determined by the structure, even the fact that it doesn't 
go all the way to the back wall. As I said earlier, the 
rear part downstairs is a sleeping porch that was put on 
by one former inhabitant. Therefore, even a non-load-
bearing weight could not be put on that. However, down-
stairs, [the sleeping porch] was made part of the house. 
The service porch, which hung on the view end, was converted 
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into the small dining room. The whole house, in effect, 
was turned at right angles so that the view, instead of 
heing only on the street, was primarily over the city 
now. With Schindler's usual skill—he was one of the 
two real developers of the California style of architec-
ture that goes hack to the ideas of Adolf Loos in Vienna-
the house has a great deal of outlook, of view over the 
city. But even though it is quite close to the houses 
on either side, there is very little lookout on those 
houses; everything is done so that you do not see the 
houses. 
TUSLER: There is really a spectacular drop-off on this 
side down to the street below you. 
YATES: Well, in relation to the street behind us, the 
studio is about eight stories above the street. The 
rest of it is hill which, during the intervening years, 
I have terraced and planted. 
TUSLER: And these trees here, I think, make it so won-
derful. Did you put those in, or were they [already 
here]? 
YATES: The principal trees were all here; we had to re-
move trees, not put them in. The chief view-tree in the 
southwest corner is a large long-needled pine, which has 
to be trimmed so that we can see through it and also 
to keep the branches from breaking off. It gives a 



rather Japanese effect, particularly on foggy days or 
foggy nights when the branches seem to lie in silhouette 
right on the window. Directly behind the house there are 
two large magnolias, which give us during part of the 
year a garden on the second floor of the house. 
TUSLER: Is there quite a view here at night? You get 
at least, though It's dark, the sense of the city. 
YATES: The view from the room is about a 200-degree 
sweep, roughly from the planetarium to City Hall. And 
on clear days, which are less often than they used to 
be, we can see to the ocean down around Palos Verdes„ 
So it is a very sweeping view. 
TUSLER: The wood that was chosen to panel the room was 
plywood? 
YATES: It's the ordinary plywood, and it's covered with 
a simple paint varnish of very faint green, which brings 
out a reddish tint in the wood. Everything was made of 
the cheapest possible materials, and plywood as a whole 
stands up very well. The only place that it has failed 
us was where it was used on the outside of doors. It 
should not have been used, but they were saving in every 
possible way. 
TUSLER: Is it particularly good acoustically? 
YATES: Oh, yes, plywood is very good acoustically. That 
may, in part, explain the success of the room, because 
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it is thin plywood; the sound does not, by any means, 
all come back from the surface of the plywood, but quite 
a large amount of the sound goes through. The plywood 
walls are hollow, which absorb some sound. I think that 
may explain why there is not more reverberation. If it 
had been a solid wall or a plaster surface, a hard sur-
face like that, it would probably have had too much re-
verberation. 
TUSLER: This would have bounced the sound out more. 
Well, now, you said that after you moved in here, you 
got the idea of the necessity of such an organization 
as the Roof. What were the circumstances of this? Where 
did the idea really come from? Did you and your wife. . .? 
YATES: Well, my wife, Frances, is a concert pianist, 
who had been brought up in the wrong way--as most concert 
pianists are--on the assumption that she would make a 
career of being a traveling artist, in complete disregard 
of the fact that In the 1920s there were practically no 
American concert pianists. There were pianists, but 
practically all of them had to be teachers. There was 
almost no career for an American concert pianist, male 
or female. There was not really any career for an American 
pianist with one or two exceptions until Van Cliburn won 
his celebrated victory in Moscow, and it suddenly broke 
on the consciousness of the American public that an American 
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pianist could be as good as a European pianist. From 
that time on, the field has developed very rapidly so 
that now there are a large number of American pianists 
who are able to make a successful career. 

At that time, Frances went to Europe and studied. 
She had been a pupil of Olga Steeb, who was the princi-
pal teacher in Los Angeles, and briefly of Paolo Gallico, 
which was a matter of prestige but not much else. She 
went to Fontainebleau Conservatory outside Paris and 
studied with [Isidore] Philippe, who paid her the un-
expected honor of assigning to her a late Beethoven 
sonata. These things now don't mean very much, but in 
Europe, still in the twenties, it meant a great deal 
whether you were assigned to Chopin and virtuosity, 
to Schubert and accompaniment, or to Beethoven and gran-
deur. 

For example, our good friend, Richard Buhlig, who 
twice played the complete Beethoven piano sonata cycle 
for Evenings on the Roof, was a student of [Theodor] 
Leschetizky in Vienna in company with Artur Schnabel, 
who was a year younger. When they decided that they did 
not wish to be young Paderewskis (Buhlig very much re-
sembled the young Paderewski, including the same torrent 
of reddish hair and a similar profile), then Buhlig in 
one year and Schnabel in the next year, while they were 
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still adolescents, went to Berlin and associated them-
selves with Ferruccio Busoni, who was the great pianist 
of that time and, according to Artur Rubinstein, would 
still "heat us all." (Anyone who wishes to learn what 
can he done with the piano apart from just pleasing crowds, 
should listen to some of the recorded Welte-Mignon player 
piano performances by Busoni that are now available on 
records.) Now the interesting thing had been that in 
Vienna, Buhlig was considered the pianist of grandeur 
and assigned to Beethoven. Schnabel was the pianist 
assigned to Schubert and accompaniment. When they ar-
rived in Berlin, they followed this program as though 
fate had determined it. Buhlig in his early twenties 
became a great rising star of the heavy repertory. Schna-
bel married one of the great lieder singers of his time, 
became her accompanist and then became famous as the 
pianist of a well-known chamber music trio. 

And it was only in the late 1920s that the picture 
changed. Buhlig had for many reasons crossed halfway 
around the world and was in Los Angeles practically un-
known. His career had faded partly because he was, you 
might say, too grand for his period and did not culti-
vate the popular repertory at all. Schnabel was the one 
who became the Beethoven performer and produced the great 
series of Beethoven sonatas for British Victor Company. 
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They remained devoted friends throughout their lives. 
Every time Schnabel would come to Los Angeles, Buhlig 
would meet him at the train, and they would spend days 
together furiously arguing; they agreed on practically 
nothing. 
TUSLER: . . .except that they respected each other's 
playing. 
YATES: . . .except their devotion to the German reper-
tory. Buhlig understood and greatly admired Wanda Lan-
dowska, and Schnabel did not understand and detested her, 
which is a very interesting comment on their appreciation 
of Mozart. 
TUSLER: She was a great Mozart performer, wasn't she? 
YATES: She was a great and more correct Mozart perfor-
mer than Schnabel, but Schnabel made his reputation as 
a Mozart concerto performer before people in this country 
were aware of what Landowska could do in that line. They 
thought of her as a harpsichordist and didn't realize that, 
if anything, she was a greater pianist than a harpsichor-
dist within the limitations of her acquired, old-fashioned 
technique. Anyhow, this is all beside the point and one 
of the many digressions which will probably take us off 
what we want to talk about. 
TUSLER: It's interesting. Was Mr. Buhlig in Los Angeles 
when you were formulating the idea for the Roof? Did he 
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have anything to do with it? 
YATES: He had nothing to do with it. In fact, since 
we're at that time, we might take it up. Prances was 
living in Redlands. She had come home after studying 
with Philippe and with Walter Prey In Zurich. She ar-
rived at the beginning of the Depression. The only edu-
cational course she had had in Europe was an attempt to 
take a course in Zurich on Bach's Art of Fugue. This was 
in 1928, and historically this is of interest, because 
the first performance of the Art of Fugue was given in 
1927 in an arrangement for string orchestra by [Wolfgang] 
Graeser. This work, the last major work of Johann Se-
bastian Bach, had existed all these years, had exerted 
great influence on Mozart and Beethoven particularly, and 
had never been performed. But It was lectured on as a 
work not to be heard. 

We first encountered Buhlig in 1932, when he gave 
a series of four programs in his own studio in Los Angeles 
and afterwards repeated them at the New School [of Social 
Research] in New York. The first program consisted of 
the first G Major Prelude and Fugue from Book Two of the 
Well-Tempered Clavier, followed by the Goldberg Variations; 
and I think there was also the Chromatic Fantasy and 
Fugue. But, anyway, the great thing was that he was 
playing the Goldberg Variations piano solo at a time when 
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they were practically unknown in this country. This was 
before Landowska's famous first recorded performance had 
appeared. His second performance was the Beethoven so-
natas: opus 109, 106, and 111. The third performance 
was a collection of contemporary piano pieces beginning 
with the opus 74 Preludes of Scriabin, which are already 
atonal, a sonata by Elie Siegmeister, and Copland's Piano 
Variations, and coming down to the most colossal perfor-
mance of the Bartok sonata I have ever heard; and I have 
never heard him play it again. Then the fourth perfor-
mance was given jointly with Wesley Kuhnle, who will en-
ter very much into this story also. 

They had obtained Graeser's string version of the 
Art of Fugue by Bach, and they had the original which is 
in open score. They also had [Karl] Czerny's reduction 
of the open score for piano, two hands. With all these 
together, they made their own version of the complete 
Art of Fugue for two pianos, four hands. They began play-
ing this in 1932. These programs which would be of great 
significance even today were played in New York with scarce-
ly a ripple of interest, which shows what Buhlig was up 
against and what music in this country was up against at 
that time. The programs were ignored--vanished--except 
that Paul Rosenfeld {the one critic of that period who 
had any understanding of the future, the only true successor 
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of [James] Huneker, who had also had some idea of the 
future) wrote and published in one of his collections 
of criticisms a very thorough appreciation of this per-
formance of the Art of Fugue. In succeeding years, Buh-
lig and Kuhnle played this work several times at the 
First Congregational Church in Los Angeles, where every 
year John Smallman gave a Bach festival. In those years 
this was perhaps the most important musical event, musi-
cally speaking, in Los Angeles. They played there two 
or three times (I'm not sure which), then the [American] 
Victor Company proposed recording the Art of Fugue. I 
think this was in 193^, and they spent a winter record-
ing it. Buhlig was never satisfied with the result and 
refused to allow it to be issued, which was extremely 
unwise, because in terms of recording in those days, it 
was more than acceptable. 
TUSLER: So it doesn't exist now, I suppose. 
YATES: It does exist, yes. Shortly before Buhlig's 
death, his friends decided to preserve this, so they were 
able to obtain permission from the Victor Company to use 
the pressings that had been made. They all were there 
in more or less complete form, except three of the four 
canons. So Wesley worked with the recording engineer 
and made complete performances of the whole work, and 
himself replaying the three missing canons. So the work 

21 



does exist in recorded form. It is the only adequate 
recording of Buhlig's playing. During the second of 
the Beethoven cycles he recorded from the stage the 
Sonata no. 30 in B-flat opus 109 and the Hammerklavier, 
but the company that was paid to make the recording 
gave so little thought to it that the turntable noise 
and other noise and the "wow" that got into the record 
make it very difficult to hear. With some filtering, 
you can discover in the Hammerklavier recording cer-
tainly one of the great Beethoven performances that is 
preserved. 
TUSLER: You and your wife met Richard Buhlig here at 
this series of concerts at his studio? 
YATES: Yes, and afterwards she began to study with 
him on and off until shortly before his death. Our 
relations varied with the years. At the time when we 
started the Roof concerts, Buhlig and I scarcely spoke; 
but he did come to the concerts. 
TUSLER: But he didn't actually have anything to do 
with the founding of them. [tape recorder turned off] 
YATES: One of our early collaborators was Adolf Rebner, 
an elderly violinist refugee from Europe who had had a 
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great quartet in his day and had given first perfor-
mances of some of the Bartok quartets. His son, Ed-
ward Rebner, was afterwards one of our pianists. Adolf 
Rebner was accustomed to playing for his own pleasure, 
playing violin-piano sonatas with Eda Bodanzky, the 
sister of the famous Metropolitan Opera conductor. They 
played up here several times in the early years. One 
evening when they had played and Buhlig was here--I 
think this was in the first year of concerts--Eda Bo-
danzky said to Buhlig that this was the way music should 
be made, this was the way it had been made in Vienna. 
Buhlig, who was born in America and who had visited 
Vienna as a student, said emphatically, "This is not 
the way it was made in Vienna." This was just before 
our relations improved. It was interesting that the 
Viennese should see in what we were doing the Viennese 
style. 

Actually, it still is very hard for Americans to 
recognize that we value a concert series, in general, 
by the size of the audience. In Europe, apart from 
the opera house or the symphony concert, a great part 
of music was made privately or in very small halls and 
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was not valued at all by the size of the audience, but 
almost entirely by the quality of the people present. 
This came up again one evening when we had the great 
hall of the Wilshire-Ebell Theatre with relatively few 
people in it, listening to a valuable program. Another 
musician of Viennese background said the same thing: 
"This is the way music was made in Vienna." Music is 
made for the people who are there, not for the audience 
which is not there. Of course, you must remember that 
Viennese music and European music were entirely different 
in emphasis than ours. At the beginning of his last 
lecture, Schoenberg remarked (although it is not in the 
published talk), "When I was a boy in Vienna, there 
were two opera houses, and the orchestra played eight 
times in the season." In other words, the symphonic 
schedule there was like the chamber music schedule of 
one of our more musically enlightened cities. And of 
course, chamber music and public recital was occasional. 
It was quite occasional; recitalists did not travel, 
giving ninety to two hundred or three hundred perfor-
mances a year as they do now. They gave relatively few 
concerts well into the twentieth century. It was an 
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event when Anton Rubinstein or Busoni or somebody like 
that came to town. Usually, he would play a recital--
he might play chamber music privately; he might play 
with the orchestra--but he came more as a visitor to 
the town than a man hurrying on a round of performances. 
It was a very different attitude, and I think we have 
tried to keep that. (I keep getting away from my sub-
ject, but I think all of these byways are important.) 
TUSLER: Well, this is all related to the need for such 
a thing as the Roof. 
YATES: Yes. In 1933 Prances was invited to participate 
in a series of recitals preliminary to a series of re-
citals that did not occur, traveling up to Vancouver and 
back. The people who were to take part performed first 
in Los Angeles at the Biltmore Hotel. For her half of 
her recital, she chose to play the Bartok piano sonata 
and the Six Little Piano Pieces by Arnold Schoenberg. 
These came in the second half of the program. They were 
played after grave misgivings on the part of the impresa-
rio, At the end of the Bartok sonata, the audience was 
on its feet, almost in European style, protesting. One 
zealot, on the other hand, was delivering a brief oration 
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in defense of the right of the pianist to perform this 
music. It was as close to an uproar as our decorous 
audience has ever created, to my knowledge. 
TUSLER: Where was this? 
YATES: The Biltmore Hotel, in one of their ballrooms. 
It was quite a substantial audience for those days. 
I imagine there were several people who had come be-
cause they wanted to hear this music, and therefore 
there was some division in the audience. However, 
Frances played these pieces several times elsewhere, 
and there was always fury. There was reproach in the 
family, from friends, and so on. And there were a few 
people who would support her. 

She had changed from the standard repertory after 
returning from Europe because we decided that there was 
no sense trying to go on the customary route of women's 
clubs, playing the customary repertory and finally drop-
ping off after a few years into desuetude and despair. 
So she went into contemporary music and began to perform 
that. We were determined that our concert series had 
to be established, that it had to offer contemporary 
music, although by no means entirely so. During the 
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entire history of the Roof, our average has been two-
thirds classical music, one-third contemporary. And 
we devoted a very considerable share of our effort to 
the allied group of the New Friends of Old Music, which 
was working on the repertory, as they used to say then, 
"before Bach." Actually, it included Bach. 
TUSLER: So at what point did the idea actually take 
shape in your minds? 
YATES: The idea took shape as soon as we were able to 
make the financial arrangements to buy the property 
and the house, and rebuild the house. By the time that 
the room was completed in March 1939s we were prepared 
to go ahead with our first concert series, which began 
on April 23. The two principal people involved with 
us at that time, apart from the performers, were Volya 
Cossack, another pupil of Buhlig who was herself a well-
established pianist and teacher in Los Angeles, and Helen 
Lipetz, who became our first cashier. Helen was an ama-
teur but a very good pianist, and with her we inaugurated 
our custom of always having some amateurs performing in 
the series. This, like many other things, was dropped at 
the end of the Roof; nothing like it is done by the Monday 

27 



Evening Concerts. One of the many differences between 
the two phases of the common history of these concerts 
is that the Roof was run by a professed amateur, and 
amateurs were included among the performers. The Mon-
day Evening Concerts have been run by a professed pro-
fessional, and concerts have all been done by profes-
sional musicians. It makes quite a difference. I have 
always upheld my amateur status, and I think that it is 
defined most briefly by a friend who suggested the in-
troductory statement about me when I lectured at Yale: 
that I began as an amateur professional and am now a 
professional amateur. 
TUSLER: Very good. 
YATES: That's why my first book is called An Amateur 
at the Keyboard. 
TUSLER: Well, you, of course, have had some training 
in the field of music. That's obvious. 
YATES: No. 
TUSLER: Oh, no? 
YATES: Apart from some piano lessons which failed and 
some organ lessons which never got me anywhere except 
to discovering that an organ is a very interesting medium 
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of sound, I learned nothing about music at any time. 
Until my last year at Princeton, I decided that it was 
hopeless to try to get an education by academic means, 
and therefore in my last semester I reduced my atten-
dance at all lectures and formal educational meetings 
to the permitted minimum and went out to get an educa-
tion from a few fellow students. My musical education 
came, for the most part, from my friend, Peyton Houston, 
who had a very good collection of records. He came out 
here and lived with us during the two years, 1935-37 
the two principal years preceding the establishment of 
the Roof. At that time we gathered around us the nucleus 
of people who would be interested in concerts; we ga-
thered to hear his records; we would spend an evening, 
for instance, listening to the three principal late 
quartets of Beethoven in proper sequence, things like 
that. Anyhow, we were prepared to start when the room 
was finished. Within a month of the time when we were 
admitted into the room, we had our first concert. 
TUSLER: What sort of preparations had to go into getting 
the first concerts ready? What kinds of contact did you 
make with friends and musicians, plans, and so forth? 
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YATES: Well, it came together mostly in a friendly way. 
Orline Burrow, who took part as a violinist in our first 
program, was a very pretty girl, a very good violinist; 
she has lived now for many, many years in Texas. We 
had heard her play a recital, so we invited her to take 
part, and she was willing to attempt the Second Sonata 
by Bartok. 

I might say that Bartok's Sonata no. 2 for Violin 
and Piano at that time seemed remote from public accep-
tance—well, it's hard to think of any composition at 
the present time that would be less acceptable than 
that sonata was then. 

The public knowledge of music at the present time 
is so close to the available music, as the result pri-
marily of recordings and broadcasts, that there is no 
real gap. There are a great many people who have never 
leapt the barrier from the standard classics into twen-
tieth-century music at all. But there are many people 
who have never leapt the barrier from common popular 
music into the standard classics. And there are many 
people who don't have any idea what music is about, or 
don't want to hear it and have no taste for it. But 
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taking it by and large, the audience for the most ex-
treme contemporary music now nationwide is quite sur-
prisingly large; even though most of the programs are 
given in universities, the attendance demonstrates that 
there are a great many people capable of hearing any 
type of music that you wish to offer. 

This was not true when we gave our first Roof pro-
gram on April 2 3 , 1939; it was a program entirely of 
music by Bela Bartok. The Second Sonata for Violin 
and Piano seemed unacceptable. The Bartok piano sonata 
seemed acceptable only by the fact that we had known 
it for several years, and several people in the audience 
had heard it more than once. With that sonata we did 
some of the piano pieces For Children, Rumanian Dances 
for violin and piano, Second Violin Sonata, and an ar-
rangement for songs. Radiana Pazmor, a singer who 
joined us at that time, contributed one collection of 
folk songs by Bartok. There were nineteen people in 
the audience. 
TUSLER: And who were the audience? 
YATES: They were a few musicians that we knew, a few 
friends that were aware of the music, and a few strangers, 
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not many. Nowadays it's sufficient matter of pride 
that people who we don't know will come up and intro-
duce themselves as having come to our early programs, 
usually meaning one or two programs on the original 
Roof. We have a record by name of these people, but I 
don't think we should [show it]. In those days they 
would come in, put down their quarter, and sign the 
book. I don't think that it matters too much now. 

The second program consisted of Etudes by Chopin 
and Scriabin, played by Volya Cossack. The third pro-
gram—and this will give you some idea of how far we 
were projecting into the future—was entirely of music 
by Charles Ives (June 25, 1939). Now you have to remem-
ber that It was in April or May of 1939 that John Kirk-
patrick played the Concord Sonata [Sonata no. 2, Concord, 
Mass., 1840-60] by Ives in Town Hall in New York, and 
created the first nationwide ripple of interest, which 
has never really subsided since that time. We had been 
given the score and the accompanying "Essays before a 
Sonata," essays written by Ives to accompany his sonata, 
which is now an American literary classic, reprinted in 
two different editions. We had been given the privately 
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printed copies of these two books by a musician (whom 
I will not mention, although he later took part in 
the programs as a composer). He gave us this music 
as a joke because of our interest in contemporary music. 
He thought it was very funny that in the "Hawthorne" 
movement of the Concord Sonata Ives has the pianist use 
the fourteen-inch rule to depress a block of notes at 
one time. 
TUSLER: The music itself of Ives at that time must 
have been rather hard to come by. Was it easy to simp-
ly get the scores? Were they published? 
YATES: They were not published. But Ives had had pho-
tostats made of all his scores that were copied in 
readable versions. Ives' scores are very difficult to 
make out; people are still working devotedly on inter-
preting his manuscripts. Gregg Smith, who is here now, 
for instance, is recording all of the choral music by 
Ives for the Columbia Recording Company. He and John 
Kirkpatrick have devoted many years to the study of the 
work and editing the writings and the letters of Ives, 
which are now all in the Ives Room of the music building 
at Yale. 
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YATES: One of my fellow students In that last semester 
at Princeton, Glanville Downey, who was to become a most 
eminent scholar of classics, an authority on the early 
Christian church and the history of the city of Antioch 
and also on the ritual of the Creek Orthodox Church, 
among other things, "became for a short time the direc-
tor of the art museum at Yale. I pleaded with him to 
find a place there to collect all the music and manu-
scripts of Ives. I said that these should come to Yale 
since that was where Ives had been for four years and 
had graduated. But I could not prevail on him; so the 
material lay scattered around until it was collected 
after Ives' death, collected by Mrs. Ives, and presented 
to Yale. 
TUSLER: Were you well acquainted with the work of Ives 
at the time you decided to program this Ives program? 
YATES: We knew nothing about the work of Ives. In 1938 
we heard Radiana Pazmor sing for one of the Pro Musica 
programs. Pro Musica was an organization established 
by the French pianist, E. Robert Schmitz, which enabled 
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some contemporary" composers to travel around the country 
and give programs of their music. It was falling into 
decline at this time. But we did hear Radiana Pazmor 
sing "General William Booth Enters Heaven." This was 
our discovery of Ives. Radiana, as I said already, be-
came one of our first performers; and one of the great 
joys of the first couple of years before she left Los 
Angeles was to hear her sing "General Booth" and the 
other Ives songs. We did a great many. And I think that 
other people who heard her at that time would agree that 
nobody has sung Ives' music as she did. There is a 
record made in 1935, a very badly recorded record, put 
out by New Music of her performance of this one song 
which is still the model for any other singer. And just 
this last summer, Radiana, who is now seventy-four, dis-
covered that she could sing again; the winter before, she 
sang the complete Messiah, and she thought that perhaps 
she could get her voice up to recording "General Booth" 
again. But after working at it through the summer, she 
found that she couldn't make the necessary high notes, so 
the recording has not been done. I hope that she will 
record a few of the other songs, however, that she is 
able to reach. 
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TUSLER: Did she by any chance know Ives? Was there 
a connection there? 
YATES: She may have met him; she did not know him at 
all well. 

Now we were given the Concord Sonata, and Frances 
read it through with, naturally, some difficulty. But 
we were convinced from her first reading that this was 
one of the great works of contemporary music. She be-
gan to prepare it--this was before the Kirkpatrick per-
formance, before anybody else had played it as far as 
we knew--so that by June of 1939 she was ready to per-
form it; and it cannot be said of this performance that 
she rushed to play it simply because it had suddenly 
achieved national notoriety a few months before. So 
the third program was music by Charles Ives, which in-
cluded the third and fourth movements of the Concord 
Sonata, the Fourth Sonata for Violin and Piano, with 
Orline Burrow, and a group of the songs including "Gen-
eral Booth." 
TUSLER: How was it received? 
YATES: Well, I must say, it was received with curiosity 
and with some affection. Ives has never had for the 
whole audience the kind of resistance that was given to 
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Schoenberg or Bartok. In other words, from the time when 
his music began to be played--it was played very seldom--
there always were some people in the audience who were 
totally convinced by it. In our experience this has al-
ways been so. In spite of the great difficulty of the 
music, Ives makes an immediate appeal to quite a few 
people. He also is totally unacceptable by other peo-
ple. But the curious thing is that the unacceptability 
is not because of the difficulty of the music, but be-
cause the music contains so many familiar American tunes 
and hymns, that people who were brought up to dislike 
the common pastiche of the e'arly part of the century, 
the collection of folk tunes and things like that that 
were so common, would hear Ives in terms of this rather 
than in terms of the musical substance. 

The fourth program was in the terms of the time, 
"Music before Bach," a recital by Wesley Kuhnle on the 
piano. I say "on the piano" because later he worked out 
the arrangements of some Bach works for two pianos with 
overtones, and then went into advancing his studies in 
performance practice by building harpsichord, clavichord, 
and virginal, and performing on those. This went into 
his tuning studies and finally the history tapes with 
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which I spend much of my time now as a lecturer. So 
this was the start of our "old music" activities, which 
are equally important with our contemporary music ac-
tivities, and musicologically speaking, may he of more 
importance in the long run for the all-around under-
standing of music. Although Wesley was not a doctor 
of anything and had never any position in a university, 
he became in practice one of the most fruitful musicolo-
gists of this century, as I have been gradually able to 
bring to notice. But I'll discuss that more later on. 
TUSLER: Your friendship with him, then, goes way back 
to these early days. 
YATES: Well, I have known him, you see, since the per-
formance of the Art of Fugue in 1932. 
TUSLER: Oh, that's right, with Buhlig. 
YATES: He and Buhlig were very close then. They later 
became totally apart, although they lived next door to 
each other, because Wesley persisted in carrying for-
ward his studies in performance practice, which meant 
many deviations in performance style from the type of 
thing that Buhlig had been brought up to do. Buhlig 
thought himself a great Bach performer, as he was, in 
the Busoni style, and he could not accept the changes 
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to what we know by actual written record to be part of 
the proper performance of this music. 

The fifth program of the first series is as as-
tonishing as the Ives, because it was a program entire-
ly of Busoni. This happened somewhat by accident, 
[tape recorder turned off] The pianist was a German 
[by the name of Michael Zador]„ He founded the Busoni 
Society; there is now a Busoni Society again. He made 
some Busoni records which have, I think, vanished. I 
don't know whether my own copies of them are still 
available. I gave them away because for many years, 
until quite recently, in fact, I did not have a phono-
graph. We corresponded with him. He sent us a bale of 
the Breitkopf & Hartel scores of music by Busoni, and 
as a result of that, we did this program of Busoni. 
Busoni's reputation keeps creeping up and then falling 
down again. I mean, his reputation as a composer. There 
has never been any question about his reputation as a 
pianist. Some think that he was the greatest of all 
pianists. Some think that he was the greatest, except 
Liszt. But I would go along with Artur Rubinstein, 
whom I have already quoted, who said, "Today he would 
beat us all." But Busoni, like many of the other great 
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pianists of the time, thought of himself as a composer. 
(This is also true of Schnabel, you know.) Busoni com-
posed a great deal of music: much of it was for the 
piano; he composed his great Second Sonata for Violin 
and Piano; and then he wrote several operas--which have 
had no currency until quite recently--his Doktor Faust, 
his Turandot, his Arlecchino. Toscanini used to do the 
suite from Arlecchino. Just recently the BBC has done 
most of Doktor Faust. The other operas have been done 
in a few places. In Stravinsky's most recent book of 
conversations, he now testifies to his admiration of 
Busoni as one of the very great composers of this cen-
tury. I think that this is certainly true In the case 
of the operas and a few other compositions. It is not 
altogether true of his piano music. But his Second 
Violin Sonata should be played a great deal more than 
it is. 
TUSLER: Is it music of contemporary flavor? 
YATES: No. It is pure Bach-Busonio But Bach-Busoni 
was a great style. Musicological silliness, snobbishness, 
has put Bach-Busoni out of the way as "transcription." 
Busoni was the first to relate Bach to contemporary mu-
sic very closely, and his Bach studies should not be put 
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aside. Anyway, this program was sponsored purely as a 
courtesy by the Busoni Society of Philadelphia. It in-
cluded the Second Sonata for Violin and Piano; the First 
Sonatina for Piano, which Frances played on and off for 
a number of years, and then a number of other pieces 
which were not the same as those shown on the original 
program. I think these included the Fantasy on a Bach 
Chorale Prelude, which is the opening of the first ver-
sion of what became the Fantasia contrappuntistica of 
Busoni, which exists for two hands and also for four 
hands. It's very different from the final version, but 
I do not have beyond that any memory of just what we 
did to fill out that program. The fact that we did a 
Busoni program at all was of importance. 

Now I should here explain that if you had been 
planning under most circumstances to do a series of 
concerts like this at that time, you would have built 
your programs around the chamber music of Debussy, Ra-
vel, and for your most striking contemporary, you would 
have had Prokofiev. For the American contributor, you 
would have had principally Copland and some Roy Harris. 
Those would be your chief figures. We chose instead, 
quite deliberately, to build our programs around Bartok, 
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Ives, Schoenberg, and Busoni. We found out very rapidly 
that Busoni could not sustain chamber music because he 
did not compose enough chamber music, including the pi-
ano solos, to sustain several programs in the series, 
so we dropped that. For the first ten years of the con-
certs, our chief effort, apart from the classics and 
the preclassic music, was to find every opportunity to 
do music by Bartok, Ives, or Schoenberg. 
TUSLER: In other words, the radicals of the day. 
YATES: "Radical" isn't exactly the term. They were 
the major unaccepted composers in America, particularly 
in Western America. To a large extent, they are the de-
manding composers, even now. 
TUSLER: But they were the important ones, and you felt 
that these were the composers who were in the mainstream 
of things? 
YATES: Well, I felt that this was the future of music. 
I have a prophetic streak in listening to music, and 
I'm sure that my new book, Twentieth Century Music, will 
arouse other people as it did arouse the first reviewer, 
Robert Evett in the New Republic, to claim that I am a 
little too insistent in my views on the way music is 
going. But taking it over the period from 1938, when 
we began planning these programs, or perhaps 1932, when 
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we first really encountered music of this sort and 
Frances hegan preparing her recitals of the Bartok 
sonata and the Schoenberg piano pieces—from then until 
now, we have usually been right in our guesses. 
TUSLER: Have you finished talking about the first 
season? Is that the beginning of the second? 
YATES: The last program of the first season was called, 
"A Recapitulation." We did some over again, some of 
the things we had done before. I'm not just sure what 
was involved in that program. For the second six months 
of the series — I am going over these programs one by one 
because I think that these are basic to the whole achieve-
ment—it was by doing these things up here and establish-
ing a very small nucleus of audience that we were able 
to proceed,, 
TUSLER: Well, these are less documented, too. The re-
viewers were not, at that time, coming? 
YATES: There were no reviewers. There was no adver-
tising for these concerts. There never has been any 
advertising for the Evenings on the Roof or the Monday 
Evening Concerts. Along towards the middle of this 
second season, Isabel Morse Jones, who was the chief 
reviewer for the Los Angeles Times, and Alfred Price 
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Quinn, who was the reviewer for the B'Mai B'Rith Messen-
ger, and who were two of the three most influential cri-
tics at that time, asked to come to the concerts while 
they were still being given up here. From that time on, 
we had their steady support in terms of publicity, al-
though often in reading their reviews one would think 
that they opposed us. I never worried about that. This 
condition has existed all through the years In our rela-
tions with the Los Angeles Times. The Times has always 
given us full support in publicity, full vocal support 
behind the scenes with representatives of national publi-
cations and anybody else who might ask. But the reviews 
have always been tempered partly by personal preference, 
and partly by belief that you have to write down to the 
audience, pretend to the audience that what you went to 
hear is something they wouldn't like. The evidence for 
this is that for many years not one, but both reviewers 
for the Times would be present at every concert when they 
were both free [to attend]. No matter what might be 
written in the review, they insisted upon being present. 
In fact, Mr. [Albert] Goldberg, when he first reached 
Los Angeles, gave it as an edict that we should not 
program any new work in the later part of the program 
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because he wanted to he ahle to hear it and get away 
in time to write about it for the morning edition. So 
whatever he wrote about the work, he wanted to hear it. 
TUSLER: But their writing about it was pretty consis-
tently on the negative side, I take it. 
YATES: Well, I never worry too much. It did cause 
Prances some very great inconvenience at a later time 
when she did the Concord Sonata, I think, for the fourth 
time. Mr. Goldberg, one of several people I know who 
detests Ives, put his detestation into the review so 
vigorously that the music school where Frances was 
teaching doubted whether they could have her continue 
teaching, because she would certainly drive away people 
who read this kind of review. They wanted her to give 
up playing for these concerts even though she was the 
joint founder of the concerts. You run into this kind 
of thing, and on the whole we have suffered less perse-
cution than many other people, but it has been very incon-
venient . 
TUSLER: Do you feel that this kind of critical notice 
prevented the concerts from growing more than they might 
have? 
YATES: Not a bit, no. 
TUSLER: I wouldn't think so either. 
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YATES: Actually, while you might say that it kept down 
audiences at first, it later made loyal audiences; and 
it quickly made our reputation in a field which was not 
at that time occupied. In Los Angeles, chamber music 
was still so little performed that I often had as much 
trouble getting an unknown classic performed as getting 
somebody to play one of these contemporary works. Now 
as we went along, we began inviting in more musicians 
and setting up a plan of operation. 

I have omitted one of the most important items. I 
should take that up right here. At the bottom of the 
first printed program from the first series of our con-
certs was printed: 

This series of programs will be open to the 
public by the consent of the performers. All 
contributions of performance or money will be 
considered as made to a common cause. Featured 
artists will be paid. Programs are for the 
pleasure of the performers and will be played 
regardless of the audience. And all programs 
are subject to change without notice. 
The performers were paid on a very simple system: 

one performer was considered the chief performer of each 
program; he was guaranteed a minimum of ten dollars or 
whatever came in. This continued as long as we were up 
here. The other performers merely contributed their 
parts. This was not a barbarous system. It was the way 
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in which most recital music was played in America for 
many years, through most of the nineteenth century, and 
very generally abroad. Apart from formal concerts, you 
played for an impresario, usually variety concerts. You 
would periodically give a benefit concert. This meant 
that you kept the money. Whenever you gave a benefit 
concert, either as a performer or as a composer or more 
often as a composer-performer, your musician friends would 
rally around and take part in the program with you. But 
all the money except expenses would go to the person 
whose benefit concert it was. This was the original 
meaning of a benefit concert. It's not given for some-
body else. Of course, there were also the type of bene-
fit concerts of which the Leipzig series is perhaps the 
best known. Every year they did the performance of the 
St. Matthew Passion for the benefit of aged, indigent, 
and unwell musicians, to which everybody contributed. 

Now I should take another digression here to point 
out that because the programs were for the pleasure of the 
performers, it was understood that a performer could play 
what he wished. But this, of course, required diplomatic 
compromise because any performer, given the opportunity, 
will play the pieces he knows. These are usually stan-
dard repertory. Therefore, he could play what he wished, 
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"but what he wished was not what he ended up with, "be-
cause through a steady educational process I was able 
to convince the performers that this was their oppor-
tunity to prepare music that they would have no reason 
to prepare otherwise. In other words, this was where 
they could have their real athletic opportunities. Most 
of them, being among the best young performers in town, 
saw the point pretty quickly and were willing to tackle 
works that they didn't know. Through the years, there 
were some notable fights, notable resistance, and so on, 
but on the whole this was the plan we went on. The eas-
iest way to determine this was that when the performers 
came in, they came in because they had something to offer 
that we wanted. If they didn't have something to offer 
or weren't able to assist in preparing that kind of music, 
then they didn't come in as members of the group. 
TUSLER: Were they invited in? 
YATES: They were always invited in, yes, and they had 
no claim until they had appeared three times in two sea-
sons. This definition was not set up until, I think, 
the third season. 
TUSLER: Things were naturally a little more informal 
in the first evenings. 
YATES: Yes. It was just a group of friends and acquaintances. 
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I might say, however, that when I started the concerts 
and began discussing their future, I remember particu-
larly with Kurt Reher, the cellist—Kurt was a little 
surprised that I should see the concerts as lasting 
through several years, and even more surprised when I 
told him that I would not continue beyond ten years as 
director of the concerts under the official title that 
I had chosen. He was astonished that I believed the 
concerts might survive so long as ten years. The title 
I chose was "coordinator." "Director," I felt, was too 
specific. A coordinator is a person who coordinates the 
efforts of many people, and that's what I always did. 
TUSLER: You wanted to keep the control more in the hands 
of the members? 
YATES: I wanted the control not to be definitely placed 
in my own hands. That I had to win by diplomacy. 
TUSLER: Yes, the friendly persuasion. 
YATES: Yes. I don't believe that anybody is good enough 
to run a series of concerts for very many years without 
running dry or becoming much too isolated in his own 
tastes. Therefore, we constantly received suggestions, 
and a great deal of the best music that we did was of-
fered by the musicians. 
TUSLER: By the members of the group, you mean? Also from 
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your audiences? 
YATES: Yes, [suggestions were received] primarily from 
musicians and members of the group. They were Involved 
because the second rule, which grew up as a corollary of 
the first one and which was strictly enforced, was that 
no member of the group could be denied programming for 
any reason. This was done to discipline myself, so 
that I could not coerce the musicians, and no one 
through me could punish them for playing music which was 
disliked or for playing badly. 

I tried at the end of ten years to turn the con-
certs over to the musicians by setting up a board of 
musicians to direct them. After five years, we failed 
to persuade the musicians that they could run the con-
certs themselves. Finally, I withdrew and turned the 
concerts over to Lawrence Morton. So I went five years 
beyond what I had planned to do. But a great deal of 
the planning during the last five years was done first 
by Mary Jeanette Brown (now Mrs. William Selwyn) and 
afterwards by Lawrence Morton, who were the successive 
executive secretaries. 
TUSLER: That was, by that time, a paid job, wasn't it? 
YATES: That was a paid job, yes. My own position was 
never paid. Frances drew her share like any other 

50 



performer, and I drew my share on the same "basis. 
Let me proceed where I was going when I digressed. 

As a corollary of the statement that the programs were 
for the pleasure of the performers and open to the public 
by the consent of the performers, we had the idea that 
the performer should choose what he would play, subject 
to a great deal of diplomatic persuasion. But in order 
to prevent my becoming a director and saying, "You will 
play that or else," we set up the rule that no member 
of the group could be denied programming for any reason. 
If he insisted on playing banalities, that was his busi-
ness, and he could continue to do so from year to year. 
The amazing thing is that the group caught the idea so 
well that through the years the few true banalities that 
we had, were banalities not because everybody had heard 
them before, but because they were simply bad composi-
tions which we had not heard before. 
TUSLER: In other words, the mpmbers caught the tone and 
the idea of the organization, and you attracted to you 
the people who were Interested in doing the very thing 
that you wanted to do, the modern and esoteric or unknown 
things. 
YATES: No. Now we have to be careful. We did not say 
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that we wanted to do the modern or the esoteric. The 
second program was etudes by Chopin and Scriabin. We 
were doing, at first, music fairly well outside the 
standard repertory, but as we began to move along, we 
brought in the whole classical repertory, which became 
the main body of our performance. In that way, the 
Evenings on the Roof differ very decisively from the 
Monday Evening Concerts, which put the greater emphasis 
on immediately contemporary music. 

Now the Idea that a performer could not be refused 
programming meant that anybody who wished to play a solo 
in the season was entitled to do so, and I had to plan 
programs which would provide as much as possible for 
all the members who wished to be heard. Through the years 
this built up to the point where we had something more 
than 150 members, not all of whom insisted on being 
heard--many of whom preferred doing only group playing--
and the programming became very complicated. 
TUSLER: Was anybody assisting you with this? Were there 
ever actual meetings of the members where things were 
put together? 
YATES: Oh, yes. There were more formal meetings in 
later years. In the first years we met for the most 
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part only to have our annual or periodic mailings of 
programs, and everybody was invited in. Performers came, 
and we all stuffed envelopes and addressed them and 
licked them and so on. It contributed to the feeling 
that we were a group. There were a few musicians who 
stood on their dignity and couldn't really get Into it. 
This is always true in any group, and we didn't try to 
make a battle of it; we had to recognize from the start 
that we were dealing with a great variety of differences. 
This is what breaks up most concert organizations. 

We had what I would call ethnic and cultural dif-
ferences to consider very seriously. This Is something 
that you can't talk about, but it is of great importance. 
You have musicians with a Russian musical background or 
a Polish musical background or a Viennese background or 
a Berlin background or those like Virgil Thomson, for 
instance, who are defiantly anti-German and strong for 
the French literature. Virgil Thomson used to criticize 
our audience as being all "mittel-European." He insisted 
that our music was all primarily Germanic. This was not 
true, as I eventually convinced him after several vigorous 
battles. But it was true that the bias of musicianship 
and audience in Los Angeles was Germanic or eastern 
European. Eastern European, of course, still means 
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primarily Germanic or the Russian repertory. 
TUSLER: They were people who were brought here as a 
result of the war? 
YATES: This was before the war. We were partly refu-
gees from Germany and Austria, but don't forget that the 
cycle, the flow of scholarship and musicianship to 
America, began with the beginning of the thirties. 
But the flow of musicians had begun much earlier. It 
began about one hundred years earlier when the American 
concert organizations began hiring professional musi-
cians from Europe, just as around the time of Purcell, 
the British began hiring professional musicians and 
bringing them to England. So professional musicianship 
soon replaced the great amateur musicianship of England 
at the beginning of the eighteenth century. And in the 
second quarter of the nineteenth century, European pro-
fessional musicianship almost entirely replaced American 
amateur musicianship in this country to such a degree 
that American music survived only in the backwoods, in 
the folk music and in the revivalist hymns. We sometimes 
forget how nearly we lost all our own historic music, 
so much so that Gilbert Chase writes in America's Music 
that the first histories of American music said that 
there was no American folk music. 
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TUSLER: It simply wasn't known. 
YATES: It wasn't known, but it was the only thing which 
survived for a century from our early amateur music-
making. So we had here musicians: Italian musicians 
and Russian musicians, especially the Russian-Jewish 
musicians for whom music-making was the one way of es-
cape from the ghetto. 

There were the differences in styles. The Russian 
style was based on [Leopold] Auer or the piano style 
going back to the tradition of John Field, the English 
pianist who settled in Moscow in the early nineteenth 
century., There was this very rich sounding virtuoso 
style; the rather dry, melody-based, contrapuntal Vien-
nese style; the more pedantic, severe Berlin style, 
which is the basic style of our musicological thinking 
to the present time; then the very distinct French style, 
which many people feel is the best for Germanic music, 
because it has some more dryness and at the same time 
it is a little more determinedly accurate to the notes 
than the old Viennese style. All of these things had 
to be considered. 

We also had to consider that we were educating musi-
cians to discover American music, which was as foreign 
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to them as any music could be. Most of these musicians 
could not think in terms of American music. There were 
a few exceptions. 
TUSLER: Do you feel that the membership of the Roof 
ever was ethnically weighted at any point? 
YATES: Well, in Los Angeles you would have to admit 
that the ethnic bias of any group normally tends to 
an eastern European origin, primarily Jewish. I was 
aware of this; and without any bias against Jewish per-
formers, I was aware that it was necessary to keep the 
other styles well represented. Fortunately, from the 
beginning we were able to do so. As I said earlier, 
we had Adolf Rebner, for instance, who was the quin-
tessence of the Viennese style, he and Eda Bodanzky. 
And this was always carried on through his son, Edward 
Rebner and some others. There was always representation 
of the Viennese style. Through Ingolf Dahl, who is now 
one of the eminent American composers that's taught at 
USC for many years, we received an enlightened version 
of the Germanic style. Through Buhlig and his pupils, 
we received another version of the Berlin style--really, 
the Busoni style, which was always a distinct thing 
from the pedantic Berlin style, although Busoni was one 
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of the great professors in Berlin in his later years. 
He was succeeded, as you may remember, by Schoenberg. 
TUSLER: And the French style? 
YATES: Curiously enough, our first performance of the 
French style came in the third six months in a perfor-
mance of Socrate by Erik Satie for voice and piano, 
which was done by Frederieka Green, an American singer 
with a very little voice but exquisite diction, from 
the University of Redlands, and the Viennese composer-
pianist, Paul [A.] Pisk; they were both on the faculty 
of the University of Redlands. It was a revelation, 
really, to many of our audience. They had never heard 
Satie and had no idea of the power of this kind of mu-
sic. But we have never really had many who were real 
representatives of the French style, although curiously 
so many of our composers have studied in France. Frances 
studied in France, but she never became a French-style 
pianist. 

Now to finish off this section, let me cover the 
programs of the second six months. On October 22, we 
were so much confined to the year that I see we didn't 
even put the year inside the programs. 
TUSLER: This is the second season? 
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YATES: This is the second six months. We planned by 
six months at that time, so this was still in 1939* We 
had a program of compositions by Paul Pisk and Rowland 
Leach, both of the University of Redlands, each playing 
his own compositions. Paul Pisk is now known both as 
a composer and as a musicologist, and he has been at 
the University of Texas, more recently at Washington 
University in St. Louis. 
TUSLER: This was the first time, then, that you had a 
performance of a local composer's works. 
YATES: Yes. That's right. This was the first perfor-
mance of music by local composers. 

The next program showed something of our ambition 
to do things nationally. It was a program of music for 
the New Music Quarterly, which had been founded by Henry 
Cowell. It was subsidized for years, well, I think 
until the end of his life, by Charles Ives; and during 
this period, it was being edited by Gerald Strang, who 
is now chairman of the Music Department at Long Beach 
State College, himself a composer and one of our more 
daring explorers in the advanced fields of music and 
acoustics. He is now, I think, the chief musical proprie-
tor of the new IBM 7090 installation in the geophysical 
laboratory at UCLA. He helped to install the sound end 

58 



of this and has already used it for composing computer 
music. 

We probably want to talk about Gerald Strang more. 
He was the editor of the New Music Quarterly, which was 
published out here during the period when Henry Cowell 
was in San Quentin. Now friends of Henry Cowell think 
that it is not a good thing to mention the fact that 
he was for eight years in San Quentin on a charge of 
homosexuality with minors. And I won't go into that 
end of it. He has never denied the charges. I have 
always felt that it was very unwise that this was not 
documented. I hope that Henry himself has documented 
it. I know that there is correspondence with some of 
his friends which should eventually be published be-
cause although he may have entered in shame, Henry made 
a glorious career in San Quentin* His friends sent him 
musical instruments, particularly band instruments. 
He set up a band, music classes, composition classes, 
chamber music classes and made himself so vitally neces-
sary to his fellows at San Quentin that when the time 
came that he was pardoned, it was very difficult to get 
him out. He should have been out years before, but 
William Randolph Hearst made it an issue that any governor 
who should release Henry Cowell would be attacked in the 
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Hearst press. Therefore, none dared to do so until our 
first Democratic governor, whose name at the moment 
slips my mind, reached the end of his term and knew that 
he was not re-elected and pardoned Henry Cowell to become 
secretary to Percy Grainger. This was just a nominal 
job, but he had to have a job to go to. Soon afterwards, 
Henry came out as the pianist and composer for the All-
American Youth Orchestra under Leopold Stokowski and 
gave a recital here in this room for the employees of 
the Golden West Press, who had been putting out New Music 
Quarterly all these years. That was the first time that 
I met Henry Cowell. We became very close friends until 
the last time that I saw him which was about a year ago, 
shortly before his death. He married, and he and his 
wife, Sidney, wrote the first biographical study of Ives. 
TUSLER: That's a remarkable story. 
YATES: Henry was so valuable as a teacher, as a builder 
of morale, as a human being that I think he contributed 
more than any other one person to uniting the more radi-
cal composers of America into the belief that there was 
a future for them. He himself was one of the more radi-
cal composers. From the age of fifteen through seventeen 
he began composing his pieces on, in, and around the 
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piano, which are perhaps the most vital works he ever 
did. He became a pupil of Charles Seeger at the age 
of eleven. Charles Seeger, as you know, is the great 
musicologist now at UCLA and formerly a man who might 
have been one of our great composers, but he chose the 
other road. Henry went to Germany and was one of the 
first to pioneer American music abroad, to insist on 
lecturing about it and performing music of that sort. 
He was one of the first to perform radically unusual 
compositions in public. And then he founded the New 
Music Quarterly, which has existed for many years and 
which began by publishing Men and Mountains by Carl 
Ruggles. (These things lead me off in all directions 
so I will not be led off to Carl Ruggles, who finally 
began to be known in the celebration of his ninetieth 
birthday; he is still living.) Carl and Charles Ives 
were very close friends in those years. 
TUSLER: Ives must have been an influence on Henry 
Cowell. No? 
YATES: No. It is the other way around. Ives had 
practically finished his composing by 1920-21. He ac-
tually ceased to be an original composer for the most 
part in 1917 3 when he suffered his first collapse. During 
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the succeeding years, he edited his songs and began to 
get many of his scores in order by photostating them. 
I mentioned earlier that early performances of Ives were 
all from photostats, except the book of 114 songs and 
the Concord Sonata and the accompanying essays before 
the sonata that he published. 

The first issue of the New Music Quarterly was Men 
and Mountains by Carl Ruggles, which brought so many 
cancellations of subscriptions that Ives increased his 
subscriptions and then saw that that was not sufficient; 
so he took on practically the entire underwriting of the 
magazine from that time on. He would give whatever was 
necessary to keep it in existence. So our program for 
November 1939 consisted of compositions which had been 
published in the New Music Quarterly. The New Music 
Quarterly published only music, only new compositions. 
Lou Harrison has called it the Fitzwilliam Virginal Book 
of the Twentieth Century, certainly of American music. 
It published some foreign music, more Caribbean music 
but principally American music. For this program we had 
the room here decorated with copies of the New Music 
Quarterly. All the extant copies were available for 
people to look through. We did it as a part of a sub-
scription drive for them. We do not have a record of 
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what works were actually played. 
TUSLER: Oh, the program doesn't show the works? 
YATES: No. The next program for December was a program 
entirely of Mozart, mostly keyboard music—piano two 
hands, four hands —and music for violin and piano. 

In January 1940, we did a program of music by Ar-
nold Schoenberg —the 3 Piano Pieces, opus 11; 6 Little 
Piano Pieces., opus 19; Piano Pieces, opus 33a; Dance 
Suite, opus 25 for piano; and a number of songs--played 
by Prances Mullen, my wife; Emil Danenberg, who has been 
for many years on the faculty of Oberlin; Leonard Stein 
and Dika Newlin; and Radiana Pazmor singing the songs. 
Schoenberg and Mrs. Schoenberg came to the program, and 
I am happy to say that for that program the room was 
full. 

A few days before the program occurred, I had suf-
fered the first of a series of attacks of shingles that 
I had through the years; I suppose [that it was] nervous 
exasperation. This had swollen my head, closed one eye 
entirely and the other one almost entirely, so that I 
was in pajamas and a dressing gown. But for each pro-
gram, I prepared notes in advance which I would read. 
This continued for several years in order to bring our 
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audience in touch with the music. So I felt that since 
Schoenberg had come to the program—it was the only one 
of our programs he ever came to—I could not ask anybody 
else to read in his presence what I had written. And9 
therefore, I tottered upstairs in my bathrobe and read 
it myself. 
TUSLER: Why, may I ask, was that the only program that 
Schoenberg ever came to? 
YATES: Schoenberg was not a man to go out very much. 
He was very embittered in Los Angeles. He really felt 
unwelcomed. I don't think that he was unwelcomed the 
night he came up here, because everybody who was present 
was eager to hear his music. But this [feeling of being 
unwelcomed] and 111 health and other things made him 
feel Insecure about going to programs of his music« 
Well, he was ill on the occasion of the seventieth 
birthday program of his music that we did. And he was 
very frail by the seventy-fifth birthday program. Apart 
from that, he never explained why he didn't come, and I 
never asked him. 

Our relations were friendly through the years, very 
friendly, as they continue to be with Mrs. Schoenberg. 
And we never had any serious quarrel. The only time 
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that there might have heen was before the seventieth 
birthday program. Ingolf Dahl had prepared a perfor-
mance of Pierrot Lunaire with relatively few rehearsals 
which, of course, were all that were possible. Schoen-
berg had insisted that sixty to one hundred rehearsals 
were necessary for any performance anywhere: he insis-
ted on this in Germany; he Insisted on it in the early 
twenties with Edgard Varese; he insisted on it when I 
took a group of musicians out to his home, hoping that 
he would direct a performance at Stanford University 
(they had asked us to prepare a performance for them). 
This was several years, three years, before his seven-
tieth birthday. He spent the evening telling about 
earlier performances and describing the amount of re-
hearsal necessary, so that at that time the musicians 
gave up. Later in the evening, I was feeling a little 
disconsolate and was sitting by myself,, Mrs. Schoenberg 
came over and sat down beside me and said, "You know, 
I married a genius, and I knew just how difficult it 
would be." And from that time until the present, we 
have had a very strong understanding no matter how much 
we may have quarreled over occasional items. 
TUSLER: Surely, the Roof was the only place around Los 
Angeles that was performing his music then. 

65 



YATES: For many years, this was true. There was one 
program given by the Los Angeles Philharmonic in 1934. 
It was given at the University of Southern California 
and conducted by Schoenberg.; it was entirely of his 
music. Some of the musicians deliberately sabotaged It 
by playing wrong notes and horsing around. That was 
the only time that the Philharmonic recognized his pre-
sence except, I think, on his seventieth birthday; they 
may have played Verklarte Nacht then. 

The community in general did not recognize his pre-
sence until shortly before his death. There was one 
program at a gallery in Beverly Hills in which we prom-
ised to repeat the string trio. It had had its first 
performance out here at the end of our tenth season. 
This was to be repeated in this little place in Beverly 
Hills, and there would be a performance by tape of the 
First Quartet, and Schoenberg had promised to come and 
talk. Well, as so often happened, he was too sick to 
come. And the place turned into the worst crush, I 
think, I have ever been in. It was really dangerous. 
But he did make a tape at that time which, I think, was 
of great importance, and I have never been able to trace 
it. Fortunately, I remember some of it. 
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Then his final lecture at UCLA, which drew a very-
large crowd in Royce Hall, plainly a very admiring, de-
voted crowd, was the first time that he could he 
said to have had here a large and devoted audience. He 
did conduct his Pelleas und Mellsande, an early, large 
orchestra composition, with the WPA Symphony. 

Anyway, to go back to the seventieth birthday pro-
gram briefly: the night before the program, another com-
poser closely associated with Schoenberg, Adolph Weiss, 
one of our group, phoned to say that Mr. Schoenberg had 
forbidden us to perform Pierrot Lunaire, because it was 
inadequately rehearsed and that the program would not 
be good. I told him to tell Mr. Schoenberg that we 
would perform the work and that Mr. Schoenberg and his 
family would be expected to be present. It was, I 
think, the one way to break through Schoenberg's resis-
tance. He took to bed with a fever, but the remainder 
of the family turned up. Shortly afterwards, that per-
formance of Pierrot Lunaire was broadcast and received 
his full endorsement, including the English text by Ingolf 
Dahl and Carl Beier, which was heard for the first time. 
TUSLER: But this was in a later series, a good many years 
later? 
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YATES: Yes. This was at the time of his seventieth 
birthday. 

Now to go back, he did come to the January 1940 
program of his music and was, on the whole, pleased, 
although I am sure that it didn't begin to satisfy him. 
Another reason that he did not give so much expression 
of his pleasure in what we did for him is a very natural 
human reaction. What we did he knew he could have, and 
what he wanted was what he could not have. He wanted 
to be played by the Los Angeles Philharmonic. He wanted 
to be hung in the salon, and that embittered him. He 
wanted to be performed by the New York Philharmonic. 
He wanted to be treated like any other composer, parti-
cularly a composer of his rank. And people who felt 
themselves profound musicians treated him as though he 
and his work existed to destroy music. This happens 
all the time, but it was particularly cruel with Schoen-
berg because he knew that he was, as Stravinsky now says 
him to be, the central figure of music during the first 
half of the twentieth century. 
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TAPE NUMBER: II, SIDE ONE 
JANUARY 16, 1967 

YATES: Stravinsky has written in his recent review of 
Schoenberg's letters, a very great tribute, that Schoen-
berg was the central figure and the conscience of music 
during the first half of the twentieth century. It is 
unfortunate that during the thirteen years that Stravin-
sky and Schoenberg lived together in Los Angeles, they 
never met. As Stravinsky said after Schoenberg's death, 
they were kept apart by their partisans. Some effort 
had been made to bring them together, but had failed. 
The blame has been fixed on one side or the other, and 
that's none of my business. Anyway, shortly after Schoen-
berg' s death, Stravinsky became a devout Schoenbergian. 
That [admiration] has increased during the years. Mrs. 
Schoenberg showed me Stravinsky's review, clipped from 
The Observer. She could not bring herself to believe 
that the review was complimentary. She was unable to 
believe that Stravinsky had known, until his friendship 
with Robert Craft, very little of Schoenberg's later 
music--but I am convinced that this was true. At my 
suggestion the Stravinsky review was reprinted in High 
Fidelity. Later it appeared in one of the Stravinsky-
Craft books. 
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After the Schoenberg program, we had a program of 
music by Paul Hindemith. This brought in, for the first 
time, the Reher brothers, Sven and Kurt Reher, with 
Orline Burrow. It was the first chamber music group 
that we had. Shortly afterwards, Orline Burrow was re-
placed by David Frisina. And this group went ahead 
until at the end of their second year together the three 
men were invited by Alfred Wallenstein to become the 
three first-chair men of the Los Angeles Philharmonic. 
We had the Sonata for Violin and Piano, opus 11, no. 2; 
the Sonata for Viola Alone; and the Sonata for Cello 
Alone; and Trio for Strings, opus 34. 

The last program of the second six. months was a 
program of music by Germans: Handel, Christian Bach, 
the Kindertotenlieder of Mahler, with piano, and the 
Reger cello sonata. 

For the third six months we began with the perfor-
mance of Erik Satie's Socrate for voice and piano on 
the text of three Socratic dialogues, performed by 
Frederieka Green and Paul Pisk. 

Now we are back to April 1940, at the beginning of 
our second year. You see, at this time there was no 
real season; there was a program each month. After 
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that, we continued our non-Germanic side with a program 
of music by John Field and Debussy. Then we had a pro-
gram of music by Americans. We were already, you see, 
setting a pattern of regular programs of American mu-
sic. This included the Charles Griffes Piano Sonata, 
the Roy Harris Piano Sonata, and the Copland Piano 
Variations. Then we had another program played by Wes-
ley Kuhnle, which was entirely of Bach. Actually, the 
program shows only Wesley Kuhnle, but he was joined by 
Adolf Rebner and Eda Bodanzky playing two of the violin 
sonatas. This was the first time that Wesley Kuhnle 
really burst into our view as a performer of Bach, par-
ticularly in the Prelude, Fugue and Allegro in E Minor 
and the Chromatic Fantasy and Fugue. It says here that 
he played the Inventions (two parts) and the Three-Part 
Sinfonias, but I don't think that this happened. I don't 
think that he was able to prepare all of this music. The 
missing time was filled by the violin works. 

Then we had our second program of music by Ives. 
As a matter of fact, this was a three-program festival 
of music by Ives in August and September 19^0. We did 
his songs and the Fourth Sonata for Violin and Piano. 
We were planning chamber music and choral works, which 
did not occur. 
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At the third program we had the complete Concord 
Sonata and the Fourth Violin Sonata. Unfortunately, 
nothing is documented here to show just what did get 
performed, hut the great event of this festival, as it 
occurred, was that we played the Concord Sonata more 
than once and that [Otto Klemperer attended]. Before 
that program, I wrote to Otto Klemperer, who was then 
the conductor of the Los Angeles Philharmonic, and said 
to him that any conductor of a major American orchestra 
should be acquainted with the work of Charles Ives0 We 
were doing this sonata, and he should come and hear it. 
Well, he apparently had heard some of the rumors during 
the publicity of the preceding year following John 
Kirkpatrick1s performance. So shortly after Frances 
had begun playing the big first movement, "Emerson," 
the limousine rolled up to the door, and we had Klem-
perer. Having Klemperer was quite an event in itself, 
not merely because he was Klemperer but because, as you 
may know, he was six feet, seven and explosive and em-
phatic o This was before his brain tumor operation. 
He was already deeply embattled with the Philharmonic 
Orchestra management, but he came; he listened. Frances 
started playing the sonata over again. He heard the 
entire program with great interest. During the intermission, 
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he asked to study some of the orchestra scores that I 
had, and he went off with my extra copy of Three Places 
in New England. I regret that he never performed it 
because it was not beyond possibility that he might 
have done so. This compares with the much earlier time 
in 1910, when Mahler took a score of Ives1 Third Sym-
phony with him when he returned to Europe. And in the 
early thirties, Anton Webern performed one work by Ives 
(I'm not sure what one it was) so that it is possible 
that Klemperer might, as a result of this, have done 
Ives. I regret that he didn't„ But his presence at 
our concert was proof of the fact that for a musician 
deeply rooted in the European classics, it was possible 
to sit through a program of Ives and not march off in 
disdain. And nobody would have been quicker to march 
off with more vocal disdain than Klemperer, If he had 
felt that way. 
TUSLER: That was his personality. 
YATES: A little later he collapsed. He had his brain 
tumor operation, and then for three years he attended 
our concerts regularly in a very docile and lovable 
mood. Then he was well enough and went to Europe and 
resumed his career, which has not yet ended. 
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TAPE NUMBER: II, SIDE ONE [continued] 
JANUARY 23, 1967 

YATES: After the third six months of Evenings on the 
Roof, programming became more complicated. We didn't 
believe In doing fewer programs to draw an audience. 
We believed in doing more programs to keep our perfor-
mers active. So we did an overlapping series for six 
months, from November 1940 to May 1941, of mixed programs 
featuring the clarinet with Kalman Bloch (who has been 
first clarinet with the Philharmonic for many, many 
years), and by that time we got in Alban Berg; a pro-
gram of Debussy and Bartok; a lieder program; a French 
program, which was to feature music by Darius Milhaud, 
to be arranged after consultation with the composer. 
Well, I'm sure that the consultation didn't occur. I 
don't think that the program had much Milhaud and the 
solo program for viola. This program was probably the 
lowest point for the history of the Roof. 

Sven Reher was the soloist, and you remember, I 
said that the soloist was guaranteed ten dollars. Well, 
there was practically nobody at that program except the 
Reher family, and we didn't make ten dollars. Sven was 
quite young and rather indifferent at that point so I 
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bawled him out afterwards, and I think that It changed 
his life. He has been musically very active and has 
given many lecture-recitals and become a very good tea-
cher. We get on just fine every time we meet. But it 
was the low point. It convinced us that we couldn't 
go on in domestic surroundings, trying to carry this 
number of programs. There would be too many times when 
such a thing would happen. 
TUSLER: What do you mean? 
YATES: When you have no publicity, and you are going 
by word of mouth, you can draw perhaps a few times in 
the year, if your inducement is great enough; but if 
you want to carry a variety of programs, you are going 
to draw your main audience to the few feature programs, 
that is, programs which feature unusual opportunities 
of one sort or another, and the remaining programs will 
not draw enough to justify the effort. But we were not 
putting on these programs in order to do only new music 
or only the works of certain great composers or any of 
these other things or the best music by the best musi-
cians, as some of our really vulgar snobs like to say 
when they set up concert series. We wanted to do music 
by a variety of performers, primarily for their sake. 
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Anyway, the last of this series was another all-Schoen-
berg program in which we played the first public per-
formance of a part of the slow movement of Schoenberg's 
new violin concerto. Helen Swaby was the violinist. 
She played it remarkably well. While it was in pre-
paration, Schoenberg asked that a portion of it should 
be broadcast in connection with the UCLA fifteen-minute 
University Explorer program, so that Helen Swaby was 
the first violinist to play, in public performance, 
any part of this violin concerto. When we first knew 
Schoenberg, he had just completed this concerto, sent 
it to Heifetz, and Heifetz sent it back saying that he 
couldn't play it, which was at least more polite than 
saying that it was unplayable. Schoenberg was both dis-
consolate and proud. He said, "[If] Heifetz can't play 
it, nobody can play it." 
TUSLER: What was done about the orchestral part? 
YATES: Frances, my wife, played the piano reduction, 
and as happens in most cases, the piano reduction is 
more difficult than the solo because it is not very 
congenial for the instrument. However, Schoenberg was 
very pleased and wrote a testimonial on Helen Swaby's 
score. And as far as I remember, that's the last time 
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Helen Swaby played for these concerts. I haven't heard 
from her in years. 

Now along with this series we also did our first 
Beethoven series, fourteen concerts from October 194-0 
to November 1941. The principle of these Beethoven pro-
grams was that we would do all of the piano, violin, 
and cello works with opus numbers, and a few others. 
This was something that had not happened in Los Angeles 
before, and actually, it has not happened again. Al-
though Richard Buhlig played the cycle of the Beethoven 
piano sonatas for us twice, he did not include the piano 
variations. Here, for instance, In the first program 
we had the variations, Venni Amore, which are very 
seldom heard. In fact, I have only heard them in pro-
grams which I have arranged. That is the set of varia-
tions with which Beethoven ingratiated himself during 
his first years in Vienna. In my opinion the relation 
of these to the very late Dlabelli Variations is very 
clear. 

Emil Danenberg, who played them, had gone to the 
hospital with the first of a series of disastrous ill-
nesses, and he was not supposed to leave the hospital, 
but he was so anxious to play this first Beethoven program 
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that he walked out of the hospital and came over and 
played the program. He has heen at Oberlin College 
for many years. His back is bent very seriously out 
of position with spinal arthritis so that when you see 
him, it doesn't seem as though he could possibly play 
the piano, but he does. He plays and is a very valued 
teacher and actually goes on tour, plays recitals and 
accompaniments and so on. He was one of our first group. 

We went on through the Beethoven series and, as 
might be expected, the audience began to pick up. The 
low was our viola program and, of course, the Beethoven 
series was past its seventh program by that time, so 
that we could see that the Beethoven series was drawing 
a different and larger audience. It became evident to 
us that we had neither the space nor the parking nor 
the other inducements to carry on this way at home. 
TUSLER: How large was your average audience at that 
point? 
YATES: Well, you couldn't really gain anything by 
talking about an average audience, because on some 
occasions they would fill the space, and then we got 
down to four, five, or six that we had for the viola 
program. But the Beethoven programs drew a fairly good 
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audience. I would say around thirty or forty people. 
The last three programs with the late sonatas and the 
Diabelli Variations were repeated and drew quite good 
audiences on the second performance, so we can say that 
it was the Beethoven series that really popularized 
Evenings on the Roof. I would say that a greater part 
of the people who say that they came to the early con-
certs up at the house--we meet such people from time 
to time who are very proud of themselves, and I suppose 
they ought to be--are most likely to have come during 
the Beethoven series. 
TUSLER: Now how was the word getting around at that 
point? Through the word of mouth of the musicians? 
YATES: Well, we had our programs printed and mailed. 
For instance, the program that I have just been talking 
about included the six mixed programs and fourteen 
Beethoven programs. That is a very handsome job, printed 
by one of Los Angeles' finest printers. Really, it is 
a collector's item as a printing gem. 
TUSLER: Who was the printer? 
YATES: It was Ward Ritchie. 
TUSLER: I suppose, then, that your mailing list was 
made up of names of people known to the musicians as 
being potentially interested in coming to the concerts. 
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YATES: That's right. It was made up of acquaintances 
and their friends, and it brought in a variety of peo-
ple. We have the signatures of the audience for the 
first year and a half, I believe. After that, there 
were some nights that the audiences were too large 
for a complete record. 

During the later part of the Beethoven series 
Frances was pregnant; she played and repeated her first 
performance of the Beethoven Hammerklavier Sonata and 
then in the next program, the Diabelli Variations, when 
she was six or seven months along. 
TUSLER: That's quite an accomplishment In itself, I 
would think. 
YATES: But on top of these twenty programs, we also 
had another program which happened from time to time 
throughout the history of the Roof, and it happened 
again last year for the Monday Evening Concerts. Paul 
Wittgenstein, the one-armed pianist (he had lost his 
right arm in the First World War, and many works have 
been composed for him to play with the left hand alone)^ 
wrote us that he wished to play for us, showing that 
our reputation was getting abroad. We had no provision 
for this, but we told him that if he wanted to play, 
we would be happy to make a special announcement. We 
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couldn't pay him for It. He'd have to take the proceeds 
and make it a benefit, so he did it that way. He had 
funds of his own. This was another time when I was over-
come by exhaustion and was in bed. The concert was going 
on in the studio upstairs, and I was in bed in the bed-
room downstairs. 
TUSLER: What did he perform on that occasion? 
YATES: Well, his featured work was the Brahms arrange-
ment of the Bach Chaconne for left hand. There was no-
thing else that particularly impressed me. The surviving 
works that he commissioned, the ones that are most popular, 
are the piano concertos. There is one by Prokofiev and 
a much better known one by Ravel. 
TUSLER: Was that a big drawing card, that particular 
concert, with his reputation and all? 
YATES: No. Los Angeles was still nearly as much cut 
off from the musical world in 19̂ -0 and 19^1 as it had 
been forty years before, when Busoni toured and seemed to 
think that playing in Los Angeles was the continental 
low spot of his experience. He didn't think much of the 
other places either, but he thought still less of Los 
Angeles. 

Because we saw that we couldn't carry on at this pace 
at home and draw dependable audiences, we moved to the 
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Assistance League Playhouse, seating something like 350 
people, with a small, rather dead stage, the acoustics 
in the house not bad. And we obtained the use of a 
Baldwin piano, which continued for many years. We had, 
actually, in the first years some very fine Baldwin 
pianos, one of them one of the best pianos I have ever 
heard. Later, the pianos were not so good, and we al-
ways had the strain of another type of snob who believed 
that you can make good music on a Steinway but not on a 
Baldwin. There are some differences, but the differen-
ces are not that great. As a matter of fact, both 
companies have been making inferior pianos for quite a 
while. 
TUSLER: I think there is an interesting point to bring 
out here: contrary to what I always thought when you 
moved from the Roof here to the Assistance League Play-
house, that it was because of great overflow crowds, 
it was the opposite. 
YATES: Just the opposite. I anticipated the fact that 
you could not expand in a space that would not allow 
for expansion, and if you can't go in one direction, 
you are sure to go in the other. In other words, we 
couldn't make up by larger crowds what we lost on the 
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bad nights, so we had to have a larger hall and take 
the chance that we would grow to match the hall. Ac-
tually, this has happened. Although years later when 
we moved into the Wilshire-Ebell Theater, we never had 
an audience adequate to the size of that hall. Still 
the overall audience was probably more dependably large. 
In the same way now in the Los Angeles County Art Mu-
seum, Bing Auditorium, which seats 605, we have had 
two or three overflow crowds. And again, the average 
is larger. 
TUSLER: Did this necessitate some big changes in the 
organization? 
YATES: No. There were no changes at all. 
TUSLER: It wasn't costing you anything to rent? 
YATES: We paid for the Assistance League Playhouse. 
The rental was not high at that time. You must remem-
ber that this was at the start of the war, and people 
didn't have the time, and you would think that they 
would not have the interest. 

I had always been a great admirer of the American 
critic, Paul Rosenfeld, who was the first to go all out 
In championing contemporary music and American music, 
the first man, really, to break out of traditional music 
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and find his way into new modes. However, in saying 
that, I should he careful to say that I also appreciate 
the work of [Henry E.] Krehbiel, who was Wesley Kuhnle's 
uncle. Krehbiel, although he was a rather stuffy Wag-
nerian in classical matters, was the man who discovered 
New Orleans jazz with Lafcadio Hearn and wrote the 
first substantial book about Negro music in the South. 
And James Huneker, who is often thought of nowadays 
as a rather stuffy critic, is the man who, when he first 
heard Pierrot Lunaire in 1912, devoted three successive 
articles to it; one paragraph rather made fun [of the 
music], and that paragraph has been quoted over and 
over again by people who wanted to run down Schoenberg. 
But the remainder of the articles [showed] a very serious 
appreciation of what was involved in this music, why 
and what would probably happen as a result of it. So 
we have had three important critics--plus Philip Hale 
in Boston, who was sometimes farseeing; more recently 
my good friend Alfred Frankenstein, up in San Francis-
co; and, of course, Virgil Thomson, although Virgil 
Thomson deliberately limited himself by his carefully 
cultivated prejudices. Well, Paul Rosenfeld had passed 
his peak by 1940, and he died a year or so later. But 



shortly after the war began, I wrote him just once to 
tell him what we were doing and that, in spite of the 
war, we would make sure that somehow the concerts would 
continue. 
TUSLER: Did he write directly about the Roof concerts? 
YATES: Oh, no. He was never out here. He never heard 
them, but I felt that since there were so few of us in 
the critical field who were supporting contemporary and 
American music, I should communicate with him. I knew 
at that time that he was losing his own connections, 
and he was not being published as he had been, so I 
had a very nice reply, cheering us on. It was at this 
time in April 19^0 that I began writing for Arts and 
Architecture, as I still do every month. 

I should put this in because it ties in from time 
to time. We were spending an evening with friends, and 
we met there a photographer who made pictures of houses 
and furniture: he was the chief photographer for Arts 
and Architecture. He had a portrait he had made of 
Andre Malraux, and we got talking that evening about 
Malraux. A day or so later he phoned me to say that 
he wished to print that picture in Arts and Architecture, 
and he wanted six hundred words about Malraux. to accompany 
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it. Since I had been talking about Malraux, I could 
probably contribute the text. So I did, with the un-
derstanding that the magazine would print an article 
of my own about Charles Ives in the following issue. 
So that started me writing. John D. Entenza, who was 
the editor of Arts and Architecture then and for many 
years afterwards--he was also the owner of the maga-
zine—agreed to publish the article. As a matter of 
fact, I was then in this first attack of shingles, with 
my head in bandages, so I took our little dog Junior 
and went to see Entenza. It was quite an experience. 

At that time I had a beard. I had a beard from 
the time of the exposition at Treasure Island. I grew 
it during a vacation when I was up there. The day after 
the Pearl Harbor attack, I was stopped by a policeman 
in the old subway terminal who wanted to know what coun-
try I had come from. I explained to him that one of 
my collateral ancestors had come over on the Little Fox 
quite a while before the Mayflower. This rather confused 
him because he didn't know anything about the Little Fox, 
naturally, so he decided to let me go. And I think it 
was the next day that the chief of police brought out 
a handbill instructing the force that men with beards 
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were not necessarily foreign. Now, of course, things 
have changed to where a heard is an indication that 
you are a true conformist to a certain level of in-
tellectual independence, the same independence that 
everyone else with a heard will have, so it doesn't 
mean very much. 

Anyway, the first sentence of my first article 
ahout music mentioned Charles Ives and Arnold Schoen-
berg, both names in one sentence, and that continued 
for years. To write about Ives, then, and in order to 
give some evaluation, you had to tie him to Schoenberg, 
which I did for quite a long while. I don't know that 
Ives fully appreciated that, but then, as far as I know, 
he had heard no music by Schoenberg, never did hear any. 
I have written about this in my book, Twentieth Century 
Music, because it is kind of a mystery. According to 
Schoenberg, when he arrived in New York in 1933> "the 
League of Composers gave him a reception. Ives came 
to that reception, and Schoenberg greatly appreciated 
it. Now In 1933 Schoenberg would not have appreciated 
the arrival of Ives because he wouldn't have known much 
of anything about him--at least, one would presume so--
although we know that Webern did perform one work of 
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Ives in Vienna. So Schoenberg might have known something 
of Ives. We know also that Mahler took back the score 
of the Third Symphony by Ives when he returned to Vienna 
in 1910, but it is doubtful that Schoenberg would have 
seen it. Sidney Cowell, who was very close to the Ives, 
said that it was not possible that Ives could have come 
to that reception in 1933* so I have to take Schoenberg's 
memory of the occasion against her denial. Carl Ruggles 
said that he sat with Schoenberg at a performance which 
included Ives' Unanswered Question at that time. This, 
I think, is unhistorical. I think that Carl's ancient 
memory was slipping. 

I should say that my opening sentence of this first 
article said that Ives was born a year after Schoenberg. 
Ives, who was particular about some matters, was quite 
indignant in replying to this when I sent him the copy 
which began our correspondence. He pointed out that 
they were born only one month apart, so we have the 
peculiar coincidence of the two great radicals of twen-
tieth-century music being born within a month of each 
other. We celebrated this fact for their seventieth 
and seventy-fifth birthdays by having a feature program 
for each, a month apart. 
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TUSLER: You began writing for Arts and Architecture at 
this period? 
YATES: I began writing for them then and have missed 
very few months since that time. 
TUSLER: Was this, in any way, connected with the Roof? 
Did you report on the activities of the Roof? 
YATES: Yes. I was going to take that up in a few 
minutes. Occasionally, I wrote reports telling about 
what the Roof was doing. But I tie this in here because 
this connection with Schoenberg and Ives and later with 
Stravinsky is historically very important for American 
music. It was after the seventieth birthday programs 
that Schoenberg, for reasons that I don't know--I don't 
know that anybody else does—wrote his now celebrated 
tribute to Ives. He put it among his papers where Mrs0 
Schoenberg discovered it after his death. So again we 
don't know what it was, except the character of Ives 
as reported to Schoenberg, which set off this great 
tribute, the greatest tribute he paid to any composer, 
except his much earlier article about Mahler. The tribute 
is important, too, because it attributes to Ives all 
the freedom, independence, and rugged determination to 
go his own way which characterized Schoenberg. A great 

89 



difference, of course, was that Schoenberg had to work 
for his living throughout his life, whereas Ives, by 
very concentrated work in his early years, established 
the firm of Ives & Myrick, which became the largest in-
surance agency in the country. It is now incorporated 
into Mutual of New York. So Ives was a very wealthy 
man. But the combination of work in the daytime and 
composing at night helped to break down his health, so 
that by the time we knew him, he had been a very serious 
invalid for many years. Yet he lived longer than Schoen-
berg, three years longer. Ives had ceased composing 
by 1921; he himself felt that he had ceased composing 
by 1917- After that time, the greater part of what 
he did was to arrange his songs with piano accompani-
ment . 

I should add here as a footnote that a group of 
the songs in their original scoring for instruments has 
just been recorded this last week for Columbia by Gregg 
Smith. Gregg Smith, with two soloists and the varying 
instruments required, recorded these songs which had 
never been performed in public. Gregg and John Kirk-
patrick have been editing the original scores from manu-
script copies in the Yale Ives collection. I rather 
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think that when this record of the Ives solo songs 
appears, it may do for the next decade what the alhum 
of the complete Webern, particularly the Webern songs 
for solo voice and instrumental group, did for the 
last decade. We have contributed, through our group 
of local musicians, the complete Webern directed by 
Robert Craft, which altered the course of musical his-
tory worldwide. We are now seeing the fruition of our 
long efforts for Ives in the Columbia recording of the 
complete works of Ives and the recording of the choral 
works and these solo songs out here by members of the 
Gregg Smith chorus, who in the last few years have 
performed several times for the Monday Evening Concerts. 
TUSLER: Did you actually know Ives? Did you mean to 
indicate that you were personally acquainted with him? 
YATES: I corresponded with Ives from 1940 until short-
ly before his death. I never had a personal letter in 
his hand because although he did write a few such let-
ters, they were almost incomprehensible; his blood 
pressure had made his hands so shaky that you could 
scarcely read his signature on a check. 

Ives would never spend money to promote his own 
music. He could easily have afforded to buy all the 
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performances he wished. Instead, he gave money to help 
other composers and musicians who were in trouble. He 
carried the main load, as I said last time, of subsi-
dizing the New Music Quarterly. And after we had done 
a program of his compositions in 1939i he was quite 
aware of our limited surroundings, so he sent us a check 
of $150, saying we could use It either for ourselves or 
our concerts. With it [was the] usual instruction that 
it should not be acknowledged publicly, to which I re-
plied that we would certainly acknowledge it publicly, 
because we felt ourselves far too much honored to keep 
it a secret. He later sent us another check. I wish 
I had those checks because I would like to have those 
two autograph signatures. As a matter of fact, by now 
I think they will soon be worth more than the check. 

Our correspondence was all carried on through Mrs. 
Ives. She was the daughter, you know, of the Reverend 
Twichell, who was Mark Twain's friend and confidante. 
Her name was Harmony Twichell Ives. It seems appropriate 
that Ives, who ended the era of harmony more decisively 
than anyone else, should have been supported throughout 
his life by his devoted wife Harmony. 
TUSLER: It's a magnificently New England sort of name. 
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YATES: Oh, yes, very much so. But the other thing 
that is going to be important about Ives is that now 
that music has thoroughly discarded harmony, I think 
that we are going to rediscover the importance of har-
mony through the music of Ives. 

Actually, Schoenberg, although he emancipated the 
dissonance (meaning that the note was independent of 
any key), he insisted that all of his students should 
study harmony, and that they should not reproduce his 
experiments. He retained a very strong body of harmony 
throughout even his most radical music, as Nicolas 
Slonimsky has demonstrated for the Little Piano Piece, 
opus If you take off the acciaccatura, the un-
expected dissonant notes, you find that underneath 
there is a pretty sound basis of either Wagnerian or 
Brahmsian harmony. 
TUSLER: Do you think that Ives' music would have de-
veloped differently had he been more in the mainstream 
of the musical world? 
YATES: This is a very complex, question. Last Thursday 
morning Gregg Smith, whose chorus I have been talking 
about, and Bill Malloch, who is the music director of 
KPFK and has spent quite a little time studying the work 
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of Ives, and I had a three-way recorded conversation for 
about an hour and a half, which will be broadcast and 
in which we went into a number of these questions. 

Ives was an organist during the greater part of 
his composing career. He became a church organist at 
the age of twelve, and he remained an organist for 
twenty-five years. By the time he ceased to be an or-
ganist, he had completed or begun the writing of prac-
tically all of his major compositions. His career did 
not really comprise more than about twenty-five years. 
So we have to realize that Ives was a practical per-
forming organist, first of all in Danbury, Connecticut, 
and then in New York. He was a thoroughly educated 
musician, as well educated as any musician of his time. 

After four years at Yale with Horatio W. Parker, 
who was the great pedagogue of his time and many people 
would have thought that Parker was the most substantial 
classical composer of his time in America, Ives had to 
make the choice of deliberately restricting himself to 
what would be acceptable or else writing as he heard it. 
In his First Symphony, which was written while he was 
working with Parker, and his First Quartet, you can see 
him using his natural material and trying to restrict it 
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a bit to what might be thought permissible, and perhaps 
in a couple of movements of the symphony, restricting 
a little more to satisfy Parker. But he apparently 
realized that he could not do this. He would have to 
follow his own direction, and from that time on, he 
chose to make his living In business and to compose in 
his own way. 

The amazing thing about Ives--I don't know any 
other comparable case, in any way comparable--is that 
there have been neglected composers, but there have not 
been unperformed composers who rose to the stature of 
Ives. I have now heard a very large part of Ives' ma-
jor compositions, and I think that most people who are 
not totally blind or deaf to music will agree with what 
some of our old-time motion picture composers used to 
say when they would hear some of these very unusual scores: 
they didn't know how he did it, but it "sounds." It 
is now perfectly evident that Ives was a complete master 
of orchestral sound. He knew exactly what he wanted. 
He knew exactly how to get it, and he did get it with 
a complexity of orchestration which is far greater than 
that of Schoenberg. 
TUSLER: And without ever having heard it, actually. 
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YATES: And without ever having heard it. Actually, 
[he did it] with relatively little experience with in-
strumental sound, because soon after he went to New York, 
Ives ceased going to concerts. He seemed to have had a 
completely built-in knowledge of instruments, which he 
acquired very early, first through band and then through 
organ and through some experience of orchestra in his 
first years in New York. He knew exactly what could 
be obtained not only by the ordinary means but by the 
extraordinary means. And his scoring is practically 
infallible. 

Some people who have worked on his manuscripts for 
editing and for publication would disagree with this. 
Elliott Carter told me, after studying Ives' scores, 
he decided that Ives did not know how to orchestrate, 
and I replied to him that Ingolf Dahl, out here, when 
he was preparing the Third Symphony of Ives for perfor-
mance by the University of Southern California Symphony, 
discovered that the orchestration did not meet the or-
dinary rules. There were many covered instruments, -in-
struments which seemed as though they would not be 
heard because there was another instrument playing over 
them. But Ingolf decided that if Ives wanted it that 
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way, that must be the way it should be performed, and 
he discovered that it worked. There is a footnote to 
that. 

Elliott Carter as a boy knew Ives well. When he 
began to compose in his younger mature years, Carter 
took some of his compositions to Ives. He was treated 
rather abruptly because he had learned all the rules 
which Ives considered "nice," and that was the one word 
by which Ives conveyed the greatest contempt. So al-
though Carter was among the composers who later helped 
to edit the work of Ives, he was not intimate in the 
sense that some other composers like Henry Cowell and 
Lou Harrison became, who understood thoroughly what 
Ives was doing and who were able to use that knowledge 
in their own music. 
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TAPE NUMBER: II, SIDE TWO 
JANUARY 23, 1967 

YATES: We never did meet Ives. Several years after 
his death, we went East for the first time in a long 
while, and in New York we met Mrs. Ives. And in 1964 
we visited her briefly at the rest home where she has 
been for quite a long time. She is still living there, 
and I don't know just what her condition is. After 
Ives' death, she presented all his manuscripts to the 
Yale Library. 
TUSLER: Do you want to comment, before you go on with 
the program there, to tie this back to your writing 
for Arts and Architecture? You were going to tell me 
In what way that was connected with the Roof. 
YATES: Well, I wrote three reports which were whole 
articles about the concerts, and announcing the pro-
grams gave us a little publicity. And then, of course, 
I wrote about the concerts in review form occasionally. 
The articles enabled me to practice writing about music, 
which is something you have to do if you are going to 
criticize, so that my spare-time work in presenting the 
programs tied in with my spare-time work in writing 
articles for Arts and Architecture. 
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TUSLER: Was this the only place where any writing about 
the Roof was appearing at that time? 
YATES: No. I think I told you in our last session 
that Isabel Morse Jones and Alfred Price Quinn invited 
themselves [to the concerts] as critics and began writ-
ing reviews while we were still up at the house. That 
sponsorship of the concerts by the Los Angeles Times 
has gone on to the present day, although it was threat-
ened recently. Lawrence Morton told me that when Mr. 
[Martin] Bernheimer came to our latest program at 
which we did Monteverdi's Vespro [della Beata Vergine] 
(by "we," I think of the continuity, I think of the 
Monday Evening Concerts), the hall was packed. Mr. 
Bernheimer could not spot a seat, so he trotted back-
stage very indignantly and wanted to know why there was 
not a seat reserved for him as a critic. We told him 
that never in the history of these concerts had we re« 
served a seat for a critic who was supposed to arrive 
in time to put himself in one, and we couldn't displace 
anyone in the audience for him, so he would just have 
to do the best he could. He went back to the paper 
very indignantly and phoned indignantly the next day 
and was told that we were sorry, but this was the way 
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it would have to be. So I don't know whether this will 
be a rupture of our long friendly relations. 

So we went to the Assistance League Playhouse, 5604 
De Longpre Avenue in Hollywood, and we set up twelve 
concerts there in 194-2, which began with the very fam-
ous performance when Kurt Reher played the Sonata for 
Cello Unaccompanied by Kodaly. He didn't believe in 
this difficult work, but the audience was so carried 
away that they insisted on having him repeat it, so he 
did it in a subsequent program, and most of the cellists 
in town turned up. Around this time we were joined by 
Ingolf Dahl, who has been one of our longstanding per-
formers and composers and a great figure of music in 
Los Angeles. We were also joined by Sol Babitz, who 
contributed so much to the New Friends of Old Music. 
Leonard Stein came in with us at that time; he has come 
back in recent years to become very active in the Mon-
day Evening Concerts and is now editing the writings 
of Schoenberg for publication. 
TUSLER: This was their first appearance? 
YATES: Leonard, Sol, and Ingolf all joined while we 
were still at the house. I see that they are heavily 
programmed in this 194-2 season. 
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We began at this time arranging much more varied 
programs: Purcell, Kodaly, Brahms, Stravinsky, Villa-
Lobos. The Beethoven string trios began in this season. 
They were repeated in the next season, and it was after 
that that the three players, David Frisina and the two 
Rehers were invited by Wallenstein to become the first-
chair men in the Los Angeles Philharmonic. 
TUSLER: Had Wallenstein heard them at the Roof? 
YATES: Yes. Wallenstein came to a few concerts. The 
three were in the orchestra then. But when he reor-
ganized the orchestra, this is what he did [he gave 
the first chairs to them]. He came a few times, and 
I might comment that we were all encouraged because he 
was an American conductor, and we thought this was a 
very important thing. He had done quite unusual pro-
gramming in his broadcasts over the radio station WOR 
in Newark. We hoped that this reorganization of the 
orchestra would mean closer ties. So the season after 
he had made this change, we opened with a program fea-
turing the first-chair men of the Philharmonic. We had 
most of them in the program in one work or another. We 
invited Wallenstein and gave the concert in his honor. 
He told us that he was very sorry, but he would have to 
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be in Palm Springs for the weekend. 
At that time we could see already developing the 

estrangement of Wallenstein from the community, which 
ended In the long effort to get rid of him as conductor. 
It's really tragic because Wallenstein had the poten-
tial to become the first American conductor of a major 
orchestra in a major city to take up the cause of Ameri-
can music for a large orchestra. Instead, he yielded 
to the social persuasions of the people who still con-
trol the Philharmonic and began doing Brahms series, for 
which he was not well qualified. He was competing with 
European conductors who had much more experience in 
that field, with the result that he made himself a 
perfect second-rater in the minds of all who heard 
him and lost the individuality he might have built up. 

So I don't know that there is a great deal to add 
to this series. It was at this time that things really 
began to move. 
TUSLER: Are you on a seasonal basis by now? 
YATES: Yes. This is a season of twelve chamber con-
certs. The title is "Thirteen Artists Present Twelve 
Chamber Concerts" sponsored by Evenings on the Roof. 
You see, we tried to slip out from under our peculiar 
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name by having the name only applied to the sponsorship, 
but we were soon forced to resume our name, and it con-
tinued during the fifteen years that I was coordinator 
of the programs. It then reverted to me, and I used it 
for my broadcasts. 

Now I made a mistake before. In the fourteen 
Beethoven programs, Frances, in her pregnancy, did not 
play the Diabelli Variations. She played the Hammer-
klavier. We had to skip the Diabelli Variations from that 
series„ It was in this next series, in June 19̂ -2, that 
she played the Diabelli Variations for the first time, 
and to the best of our knowledge, that was the first 
Los Angeles performance of the Diabelli Variations„ 
Of course, then, the work was very little known. Schna-
bel had recorded it and that was all. Most pianists 
had avoided it as being in one way too difficult and 
in another way beyond the capacity of an audience to 
accept„ 
TUSLER: Why were you forced to go back to the name, 
"the Roof?" By popular demand? 
YATES: By popular demand, yes. They couldn't see any 
excuse for our giving up a name as distinctive as that. 
The name has had all sorts of consequences away from 
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home. Well, even at home, people have wondered If we 
could give a concert on a rainy evening, because if 
we were on the roof we would be rained out. People else-
where have invented various explanations for our being 
on the roof, and as often happens, they publish these 
explanations without bothering to find out. The title 
became very widely known. Friends who traveled in 
Europe during the fifties told me that the concerts 
were well known in chamber music circles abroad, cer-
tainly known by the younger composers. 

My writing about music did not begin to win an 
audience until around 1950, which means that it had 
gradually been winning an audience for several years. 
But around 1950, it began to reach a body of younger 
composers and graduate students and so on. I didn't 
know about this until nearly ten years later when I 
began to get calls to come and lecture at various places, 
because the graduate students had become professors 
and department chairmen and influential in the depart-
ment. They would engineer invitations. This still goes 
on. And the composers had begun to win their places. 
I discovered to some surprise that my articles had had 
an effect—an influence. 
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Earle Brown wrote me two or three years ago that 
around 1950 he was undecided whether to he a painter or 
a composer, but he was sure that he was the only person 
in the world who appreciated the writing of Gertrude 
Stein; then he read one of my articles about the writ-
ing of Gertrude Stein, and he said, "Now there are two 
of us." So he became a composer. This, you might say, 
is a series of extraordinary jumps. I don't know how 
each leads to the next. That's the way he put It. 
TUSLER: You were in the Assistance League Playhouse 
for quite a few years, and you're going on with the 
next season. You are still there? 
YATES: We are still in the Assistance League Playhouse. 

Now we began doing something else which complicated 
matters again. We began setting up a special series. 
In October and November of 19^2 we did five programs 
at the First Congregational Church. 

I mentioned the First Congregational Church before, 
which was the home of the great Bach festival each year, 
conducted by John Smallman. John Smallman died of a 
heart attack leading a performance of the Messiah in 
that church. He was succeeded by Arthur Leslie Jacobs. 
The cathedral choir of the church had been an independent 
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organization with its own funds. About two years before 
John Smallman's death, Dr. [James ¥.] Fifield [Jr.] ar-
rived as the new minister of the church. He could not 
rest until, after Smallman's death, he had brought in 
his own director from the East and put on enough pres-
sure, as Mr. Jacobs later explained to me, so that the 
choir was destroyed as an independent organization, and 
its funds were taken over by the church. So this was 
going on while we were presenting our two seasons, two 
special seasons of Bach programs. 
TUSLER: Was that in connection with the church? 
YATES: Wo. These were independent programs given in 
the church, sponsored by Mr. Jacobs and the first one 
sponsored by the cathedral choir, which was an indepen-
dent organization. This was quite an achievement; this 
was like our Beethoven series. Wesley Kuhnle played 
the complete Clavierubung, distributed in sequence 
through the five programs. We did the six partitas and 
the inventions and sinfonias and all the toccatas, the 
keyboard toccatas, and several of the works for cello 
alone and some other works. These were done by Wesley 
Kuhnle; Arnold Jurasky, a violinist; Kurt Reher and 
Paul Bergstrom, cellists; Ingolf Dahl, Emil Danenberg, 
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Helen Lipetz, and Frances Mullen, the pianists. This 
series went rather well. I am very proud of it. 

For the next regular season we were joined by 
Eudice Shapiro and Virginia Majewski, and we are at 
the beginning of what became the America Art Quartet. 
Eudice Shapiro and Virginia Majewski played the Mozart 
Duos for Violin and Viola. Our group was steadily grow-
ing. I can't be sure which of the works that are shown, 
were actually performed because this was before the 
contract period for the motion pictures. And it was 
in the middle of the Second World War. Musicians were 
in demand and very often we would be called shortly be-
fore a program that such and such a performer or maybe 
two or three could not play. They would try to send 
substitutes. Sometimes we would have to recruit the 
substitutes. I think that it was during this particu-
lar series that Frances was to have played the Mozart 
Piano Quartet In E-flat, and the first violinist was 
called for a day-and-night engagement. In those days 
you would sometimes play twenty hours at a stretch. 
Overtime was not controlled as it is now. Frances had 
to play the quartet with a new violinist without any 
rehearsal. From local composers we had music by Gerald 
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Strang, whom I spoke of In our previous session, and 
Ingolf Dahl. 

Eula Beal, a contralto, joined us. She had a very 
beautiful voice, but she became a victim of too much 
touring for the Columbia Community Concerts. She de-
cided that she would rather not be a professional musi-
cian than go on with that kind of thing. But for a 
couple of seasons she did some outstanding song groups 
for us, including the Ives and Mahler groups she sang 
again when she made her first New York appearance at 
Town Hall. She did there principally things that she 
had done for the Roof, and she was acclaimed by the 
critics for her unusual program and for her remarkable 
performance of it. 
TUSLER: Were these people actually members of the Roof 
in the sense that they were original? 
YATES: Yes. They became members. 
TUSLER: You were still operating under that membership 
system? 
YATES: That's right. Eula Beal did the Kindertotenlieder 
of Mahler for us with piano accompaniment and shortly 
afterwards did it with the Philharmonic under Bruno 
Walter. 
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We began to add other instruments to our string 
trio like, for instance, piano quartets. We brought 
in a new piano trio with Louis Pressman (violin), Jo-
seph di Tullio (cello), and Maxine Furman (piano). 
They stayed with us for several years, covering a good 
share of the repertoire. 

The other thing that may have been outstanding 
about this, although I think this is something quite 
unusual again, was that Frances played the complete 
Sixth Order by Couperin with the prelude. Most people 
at that time had never heard more than one or two pieces 
from an order by Couperin and had never heard a complete 
suite of orders. It was very unusual, particularly 
since she played it in something approximating the cor-
rect style, which we had been learning during our as-
sociation with Wesley Kuhnle. 

Eudice Shapiro played the Fourth Violin Sonata by 
Ives, which she had played In 1939 in her New York de-
but. It was, I think, in the next year that Sol Babitz 
and Ingolf Dahl played all four of the Ives violin son-
atas, the first time that had been done, and edited the 
Third Sonata for publication by New Music Quarterly. 

We began to have more Stravinsky at this time 
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because both Sol Babitz and Ingolf Dahl are close friends 
of Stravinsky, and that's something that has built up 
through the years until the end of the last season of 
Evenings on the Roof. Stravinsky dedicated to us his 
three Shakespeare songs, and then in our most recent 
program of Monday Evening Concerts he gave us for the 
twelfth time the world premier of a new work, his song 
The Owl and the Pussycat. 
TUSLER: .Stravinsky was already out here at the time. 
YATES: Oh, yes, Stravinsky had been here for several 
years, but he was not included in our original plans. 
Until you have a group able to do a variety of chamber 
works, he really does not offer so much, although It 
must be admitted that in our first years, our decision 
to perform the music of Schoenberg and Ives meant that 
we were committed to the Schoenberg party; and it was 
only gradually as Ingolf and Sol came In that we took 
the middle road between the two parties, which we have 
followed strictly ever since. In my writing I did not 
begin to write articles about Stravinsky until the 
fifties, as I remember, because it seemed to me that 
he was doing all right, whereas as much as possible had 
to be done to make propaganda for the music of Ives and 
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Schoenberg. 
TUSLER: Did Stravinsky become a regular Roof attender 
in those early years? 
YATES: He was brought occasionally by Sol Babitz. 
Then he became a regular in 1952, when we did our out-
standing Schoenberg series, Pour Retrospective Programs, 
which I have spoken of, when Bob Craft conducted some 
of the later chamber works. Stravinsky had a very in-
timate part in the rehearsals. He suddenly discovered 
the later Schoenberg, which had great influence on his 
own subsequent music. I think that in the preceding 
session, I said that the retrospective programs were in 
the autumn after Schoenberg's death. Schoenberg died 
July 13, 1951. We did not do the retrospective programs 
until the autumn of 1952. It would not have been pos-
sible to put them together earlier than that. 

I would say that, on the whole, this 19^3 season 
shows us reaching out in all directions, but without 
the quite so decisive orientation that we had shown in 
the earlier programs. We were feeling our way towards 
the use of a larger number of performers doing a much 
wider repertory. As often happens when you have done 
already some of the things which you were most anxious 
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to do, as we were most anxious to do Ives, Schoenberg 
and the Beethoven series and had already disposed of 
our first major Bach series, we didn't know what large 
field to occupy next. 

In the fall of 194-3 we did our second Bach series 
at the First Congregational Church. This time the at-
mosphere had changed over there. We were already feel-
ing less welcomed, and we did the programs in the Shatto 
Chapel instead of in the church. 
TUSLER: You were feeling less welcomed. Why? 
YATES: Well, without wanting to go into it too much, 
Dr. Fifield had taken over the choir. Our old friends, 
the soloists of the choir, had all resigned, and the at-
mosphere of the church was steadily moving towards what 
it has since become; one of the reactionary centers of 
Los Angeles. There was, besides, a steady increase of 
the kind of spirit which had enabled Dr. Fifield to 
dispossess the choir, not merely of authority but also 
of the funds that it had earned by its own efforts. 

I should say something here about Shibley Boyes, 
who is still the pianist of the Philharmonic Orchestra, 
as she has been for many years. She seldom played solos 
for us. Once in a while she would do it, but principally 

112 



she took part as an accompanist and was of great value. 
I think that she was one of the greatest accompanists 
that I have ever heard. And she was a coach to singers. 
She had a great deal to do with the success of Eula Beal 
during her short career. 

For the second Bach series, we did the French 
Suites and more sonatas for violin and piano, some of 
the Well-Tempered Clavier and the Little Organ Book. 
This took us a new step forward in our development of 
old music. For the first Bach series Wesley Kuhnle 
played the Clavierubung on the organ. For this series 
he played with Antonio Albanese his (Kuhnle1s) arrange-
ments for two pianos of the Little Organ Book, arranged 
so that in higher overtones such as tenths and twelfths, 
the keys were depressed but not sounded so as to give 
the overtones--that is, they opened the strings for 
the overtones. It produced a very unusual effect. It 
gave the quality of a small old organ, a very windy 
organ, which, of course, is the thing that had been 
lost until recently they began building new organs with 
deliberately windy pipes. For nearly a century the 
idea had been that a good organ pipe would produce its 
sound so gradually that you would not hear any attack 
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of wind. Now the tendency is to go in the other direc-
tion, in the sharp attack of wind, which would certain-
ly have happened in the older organs. It's curious. 
It's a comment that orchestra playing followed the or-
gan, or the organ followed the orchestra, so that the 
most refined orchestras like the Boston Symphony reduced 
their attack to this same kind of sudden emergence of 
the pure sound. When I was at Stravinsky's home one 
evening when I first knew him (in fact, this was the 
first time I was ever at his home), he "began talking 
about the weakness particularly of the Boston Symphony, 
which he had conducted so many times. He said, "That's 
the trouble with the Boston Symphony, it has no attack." 
So we had the Little Organ Book in this version. I 
really must get a hold of the manuscripts and see if 
it is possible to get that published because I have 
found that it is much better adapted to the music than 
most organ performances. In the organ performance, you 
get usually total confusion, whereas this method enables 
you to hear the overtones very clearly. 
TUSLER: Isn't it hard for the performer to do, to 
depress the key without producing any sound? 
YATES: Well, It can be done. It can be done quite 

114 



well. He did the same thing for the Goldberg Varia-
tions. He and Frances gave a performance in a subse-
quent season, which some people who heard it feel is 
one of the most totally satisfactory performances they 
ever heard. In the trios, for instance, having four 
hands to play the three parts, you could get the rhythmic 
freedom much better than you can playing it with two 
hands, even with two keyboards. And the rhythmic free-
dom was one of the things that Wesley Kuhnle and Sol 
Babitz were working for already. 

Eudice Shapiro played, it says here, the Partita 
in G for Violin Alone. I guess at the time we made 
up the program she hadn't made up her mind. It says 
that she and Howard Murray and Victor Gottlieb and 
Shibley Boyes played together, but I know that on one 
occasion Ingolf Dahl played the three trio sonatas by 
Bach, which I haven't heard for a long time. I wish 
somebody would resume them. 

It seems odd that we should never have put the year 
on these beautifully printed programs. It says up here 
in pencil "1944," so starting in January 1944 and going 
through May, we had twelve chamber concerts and the 
thirty-two piano sonatas in eight recitals played by 
Richard Buhlig. 
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Richard Buhlig had been here for quite a while, and 
except for playing the Emperor Concerto and both the 
Brahms concertos with Otto Klemperer and his performance 
of the Art of Fugue with Wesley Kuhnle at the First 
Congregational Church, he had not been heard as a per-
former since the series in 1932, when we first met him. 
TUSLER: So this is really his first appearance with the 
Roof. 
YATES: Yes. He reappeared almost from oblivion. He 
did a series of twenty Beethoven sonatas in the previous 
season in his own studio by invitation. And he and I 
healed a feud which had been going on--I mentioned it 
before. I invited him to do the complete Beethoven 
sonatas for the Roof, and we became very close. We 
worked out the programs together in quite a different 
way as the programs would show. As a matter of fact, 
the second time that he did them, we worked out another 
sequence. It's a fascinating experience working out 
the sequence of the Beethoven sonatas. There are so 
many things to take into consideration. 
TUSLER: You mean he didn't just simply play them 
chronologically? 
YATES: Oh, no, no, no. As a matter of fact, chronological 
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playing is very good for much music. It is wonderful 
in the complete Webern album, and when Frances played 
the complete works of Mozart for piano solo, she played 
them chronologically. It worked out very well. But 
with Beethoven, it doesn't work out so well because 
you have too much of a continuity of style, which is 
of less value than the contrasts which can be made by 
bringing the late and early works together. This first 
series began with the First Sonata, opus 2, no. 1 and 
ended with opus 111. Buhlig generally tended to put the 
major sonatas at the end. He ended the first program 
with the Waldstein, then the Appassionata, the 8la 
(Les Adieux), opus 101, the Hammerklavier, opus 109, 
110, and 111. Each program ended with one of the major 
sonatas. He considered that the opus 2, no. 1 was a ma-
jor sonata and in the second series he gave it a billing 
of that sort, at the end of a program. At this time we 
had moved to the KFWB concert hall as we called it. 
It was actually Studio Four of the KFWB broadcasting 
studios, 5833 Fernwood Avenue in Hollywood. 
TUSLER: This was the first year, then, that you were 
there. What was the occasion for the move? 
YATES: Well, I think that there may have been a raise 
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in price. We were not satisfied with the Assistance 
League acoustics. I don't remember all the arguments, 
but we were anxious to find another hall and this came 
to us. Although it was a very dead stage, it was a 
good hall. And the music sounds better in the hall 
than it does on the stage, as is often the case. It, 
gave us room to expand because we had the right to a 
second studio if need be. We did this only once. We 
began the program in one studio and began at the end 
of the program in the other studio and crossed over 
during the evening. 
TUSLER: You mean the sound was piped back and forth? 
YATES: No, no. The first group played the first work 
of the program in one studio, and the last group played 
the last work of the program in the second studio, 60 
the program was given backwards in one studio and for-
wards in the other. 
TUSLER: Oh, I see, simultaneously. 
YATES: Yes. Well, now we had progressed from string 
trio to piano quartet to string quartet, and we still 
had the piano trio. We were able to have the Roy Harris 
quintet and the Brahms clarinet quintet, and the Adolph 
Weiss quintet for woodwinds played by his group. And 
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we were attempting Schoenberg quartets. Things were 
getting much larger and fancier. 
TUSLER: Had the original spirit of the organization, 
would you say at this point, appreciably changed from 
that of the original Roof? 
YATES: The series had increased and grown, although 
there were difficulties. You can say that as a whole 
the spirit—well, it had its ups and downs—but the 
spirit continued. This season was considered by many 
people looking back at it from several years to be one 
of our golden years, partly, of course, because of the 
Buhlig Beethoven series, which had great impact and, 
I think, because of the much larger number of performers. 
Also, it was the first time that a major effort had been 
made with Mozart's music.. We built our classical end 
around Mozart in this season, as earlier we had built 
a season around Beethoven. 

We continued with great diversity. We had Harold 
Shapero, for instance, who was then a young conservative 
but very good composer; Roy Harris; Adolph Weiss, who 
was one of our performers and bassoonist; Ingolf Dahl's 
woodwind quintet. We did Bela Bartok's Contrasts for 
violin, clarinet, and piano; and this has a rather 
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interesting story because we had to delay it. It's 
always hard to know when some of these things actually 
did get performed. We had to delay it, but finally we 
got it before the audience. Actually, I think that we 
were a year late on this. It was done at the Assis-
tance League Playhouse. It was still a new work, and 
Kalman Bloch and Manuel Compinsky and Frances played 
it. Kalman was not convinced, so after he had played 
it he walked off the stage, got into his car, and went 
home while the audience was still applauding. I was 
promising them a repeat performance, which we couldn't 
give because Kalman had gone. Afterwards, he played 
it many times. 

In addition to the Mozart, we did several of the 
large Brahms works, the clarinet quintet and both of 
the quintets for strings. At the last program we had 
Alice Ehlers and, I think, Eudice Shapiro and Virginia 
Majewski do half a program of music for strings and 
harpsichord. And the second half of the program Frances 
did, for the first time, the Suite for Piano, written 
for her by Lou Harrison. It was not published until 
a couple of years ago, dedicated to her. 

Lou Harrison was one of the group around Henry 
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Cowell, with John Cage, who formed a percussion group 
using what I call a backyard gamelan, that is, they 
had the idea of Indonesian gamelan music, which is bea-
ten on a variety of metal pots. Not having a gamelan, 
they made their own out of Ford Model-A brake drums and 
pieces of pipe and other equipment that they were able 
to get and match, so that it was an orchestra of five 
or six players with many more varieties of instrument. 
It was playing entirely in extra-tonal relationships. 
That is, there were no instruments of fixed pitch. They 
were all of indeterminate pitch and indeterminate tim-
bre. But, of course there would be relative pitches so 
that you could take a battery of Ford Model-A brake drums, 
which have a very beautiful resonance, and set them to 
provide, a microtonal scale. This was one of the ways 
in which percussion music really came into its own. 
The idea of microtonal music took on a new character 
in this country. Of course, microtonal music is basic 
to the American folk music of hymns, anthems, blues, 
and spirituals. But the idea of microtonal music, not 
made by instruments of pitch with altered pitch but 
made by instruments without any pitch, had been done 
only by guttersnipes and back-alley kids for their own 
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amusement and, of course, in kindergartens. But now 
it was given a serious literature. John Cage composed 
for it and also worked out rhythmic systems for this 
type of music based on the Indian tala (rhythmic sys-
tem) . His work was already moving in the direction of 
sound and types of organization quite unlike European 
form. Lou Harrison, on the other hand, moved in the 
opposite direction. There is no use going into this 
in detail because I have written about it. But he moved 
in the other direction towards a polyphony, a micro-
tonal polyphony and very melodic music. Their associa-
tion continued. There was a period, I should say, when 
they both studied with Schoenberg. Cage studied with 
Schoenberg earlier, Harrison at the time of these pro-
grams for six months. Cage went to New York earlier. 
Harrison followed him after he had finished with Schoen-
berg. And Harrison for two years had a very hard time 
in New York working as an elevator operator until Cage 
was able to rescue him and get him a job with Virgil 
Thomson as a writer for the [New York] Herald Tribune. 
Later, he wrote for Modern Music, and as Virgil Thomson 
has told in his autobiography, the three of them sort 
of holed up in New York during the later war years and 
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educated one another. 
TUSLER: This backyard gamelan was devised particularly 
for this Roof performance? 
YATES: No. We did not have it. We have never until 
recent years had a percussion group. Bill Kraft, who 
is the tympanist with the Philharmonic, formed a per-
cussion group. Oh, I guess it must have been in the 
middle and later fifties that we began to have it. We 
became acquainted with the music only much later. There 
was one acetate record that Lou Harrison had of one of 
his symphonies for percussion group. But it was not 
until Paul Price of New York began recording percussion 
literature that we began to know Harrison's music better. 
When he was down here, however, studying with Schoen-
berg, he was doing what he has done many times during 
his lifetime. He was supporting himself by improvising 
piano accompaniments for dance. 

He was at Lester Horton's studio. Lester Horton 
was the leader of modern dance in Los Angeles at that 
time, and our friend Melissa Blake, who was an indepen-
dent teacher, took over Lester Horton's studio during 
the summer of that year. By saying "that year" I am 
at a little bit of a loss as to whether it was 194-2 

123 



or 19^3. It must have been 1943 because this was put 
down as 1944. Well, it must have been the summer of 
1943 that she took over Horton's studio and his classes 
when Horton went East. She discovered that she had a 
young pianist who improvised the accompaniments for 
the dance exercises while he read a book propped on 
the piano. And then between classes he would continue 
reading the book while he would improvise fugues at the 
piano. This fascinated her, so she quickly got acquain-
ted and brought him over to meet us. It turned out that 
he had most of the works of Ives In photostats, as I 
have mentioned before, and had corresponded with Ives, 
and he was very interested [in the Roof]. He had helped 
to edit the First Piano Sonata of Ives for publication. 
He had not heard the Concord Sonata at that time when 
Frances played it for him. But he was particularly 
anxious to hear the Suite for piano, opus 25, by Schoen-
berg. And Frances played that for him. She has per-
formed it several times for our concerts. He was so 
gratified that he then went away and in about three and 
a half weeks came back with his own piano suite, which 
is quite as substantial as the Schoenberg and, I would 
say, as good a work. 
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Schoenberg did not welcome students who wrote him 
tone rows; so Lou, as he has testified in his story on 
the cover of the published edition, was rather scared 
when he took the first two movements to Schoenberg. 
Schoenberg recognized the melodic quality of the music 
right away and encouraged him. The third movement is 
very difficult. It's in the style of a medieval con-
ductus, and the row is beheaded after a variation in 
each of the four positions of the row. The first note 
of the row is put at the end, then there are four more 
variations on the row and so on until the total forty-
eight variations has accumulated. Harrison had some 
trouble in making this work out to his satisfaction. 
Schoenberg helped him with it. 

Anyway, he brought this to Frances and as soon as 
she could master the music, which was made more diffi-
cult by the very dim print of the score, she performed 
it. It was a great success. It was the first time 
that our audience had heard what you could call post-
tone-row music. And it was so foreign to their hearing 
that it seemed all brilliant and extraordinary and was 
received very much the way the keyboard music of Boulez 
or Stockhausen is received now—that is, they didn't 
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know what they were hearing, but they were fascinated 
by the show. 

Somewhere in here we had another special recital 
without a printed program for the benefit of the Hun-
garian pianist Andor Foldes, who was in and out of the 
town. He was for a while an accompanist for Szigeti, 
who lived here. Foldes was learning a repertory of 
contemporary music which he wanted to play exclusively, 
and he wanted to give a program entirely of first per-
formances. I don't know why this periodically strikes 
somebody as a good idea, but he wanted to do it. We 
at last settled on a program of rather unusual music 
ending with the Bartok sonata. He was a pupil of Bartok 
and has since recorded a great many of Bartok's works. 
He also took part in one of our regular programs, play-
ing Bartok's Improvisations for piano. Our group now, 
judging by the names of the performers here, had become 
much larger. We had a harpsichord, viola da gamba, 
wind quintet, and so on. 

Things become more routine. They become more dif-
ficult in many ways to carry on. But they begin to fade 
into the glamour of a golden age, you know, when you 
remember across a period some of the outstanding things 
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that happened, and these survive for the audience who 
enjoyed them as being somehow truncated and all hap-
pening together. They forget the bad programs. I 
suppose, this is the best thing that you can do, really, 
to convince people that the good things are so good that 
they forget the things that didn't succeed. So with 
ups and downs, this is the period that most people re-
member as the glamorous period of the Roof. 
TUSLER: That was when it was really flowering and col-
lected more audiences. Had it financially changed very 
substantially at this point? 
YATES: No. We were still dividing the proceeds. 
TUSLER: But you were, of course, charging more. 
YATES: Yes. We were, but I don't see any indication 
of ticket price on the program. 
TUSLER: There was still no difficulty with the union? 
YATES: No. I think it was a little later that the 
union had to make its deal. We also, I see, began to 
leave our own place. There's a program here that was 
given at the Los Angeles Public Library, works by 
Mozart, Roy Harris, and Brahms. 

And then we come to the programs I have already 
mentioned, the programs honoring the seventieth anniversary 
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of Ives and Schoenberg. This is the season from October 
19^4 to May 1945- We began putting dates on the programs 
again, which is rather nice. I see here that we listed 
Bartok, Bloch, Busoni, Gesualdo, Dahl, Debussy, Falla, 
D'Indy, Harris, Harrison, Hindemith, Ives, Juon, Kubik, 
Milhaud, Pond, Prokofiev, Rachmaninoff, Ravel, Schoen-
berg, Schuman, Shostakovich, Summerby, Stravinsky, Thomp-
son, and Weiss. So we got around quite a few people. 
I think that there are a couple of names of local com-
posers and one Frenchman there, whom I can't identify. 
TUSLER: All these were performed in that one season? 
YATES: Yes. Then we did the fifteen sonatas of Beetho-
ven for piano with violin or cello obbligato. And we 
did the Bach Goldberg Variations. We actually did it 
twice. We did it in the two-piano version of Wesley 
Kuhnle, and Alice Ehlers insisted that if we were going 
to do it in this unauthorized version, she must also do 
it for harpsichord, so we rearranged things to let her 
do so. Then we had Bach's Canonic Variations. 

128 



TAPE NUMBER: III, SIDE ONE 
JANUARY 30, 1967 

TUSLER: You were in the midst of the 19̂ -5 season when 
we stopped at the end of our last session. I believe 
there are some more supplementary concerts that Mr. 
Buhlig presented at this time. Is that right? 
YATES: Yes. Well, to sum up, in February, March, and 
April of 194-5, Buhlig played Schubert's sonatas and 
the Art of Fugue, and he was to have done a contempor-
ary music recital. But for some reason this did not 
happen, which is unfortunate because he had proposed to 
play the Bartok sonata again and, as I said earlier, 
I never heard anyone else play it so well. I had that 
privilege only once. Those of us who were close to 
Buhlig were fortunate in being able to hear him play 
his recital in his studio in each case before he played 
it in public. And I must say for the record that by 
the time he was rolling at the end of the first third 
of a Beethoven recital, he was the equal of any Beetho-
ven performer I have heard and in some works surpassed 
any I have heard in his total control of sound, playing 
about one whole level of sound more largely than Schnabel. 
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Schnabel's forte would be about the same as Buhlig's 
piano. But this was one of his great advantages in that 
he had such a range of tone that from the fortissimo 
down through the very soft sounds, he never used the 
soft pedal, except when there was a necessity of giving 
an altered registration, a muted effect. 
TUSLER: Why was it that with his extraordinary tech-
nique and interpretive ability, he didn't have a larger 
reputation? 
YATES: Well, I think that I discussed that sooner. The 
story is rather sad. Paderewski was brought to this 
country by the Steinway Company and had a sensational 
tour playing, of course, Chopin and other things that 
Paderewski delighted to give the public. Buhlig as 
a young man looked very much like Paderewski; he also 
had a mane of golden hair. In fact, one drawing of 
Buhlig probably made for this series was almost too much 
like Paderewski. So Steinway signed up Buhlig, then in 
his early twenties and the hero of the hour in Ber-
lin, and brought him to this country for another Stein-
way tour. But unlike Paderewski, Buhlig was already 
in the Busoni orbit and played late Beethoven sonatas, 
and the audience wasn't ready for him by nearly thirty 
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years. You will remember that when Schnabel came to 
this country in the twenties, playing the same weight 
of program, he also was unsuccessful. And [Pablo] 
Casals was unsuccessful when he came in the twenties, 
playing unaccompanied Bach. So Buhlig was about twen-
ty years ahead of that. The tour was a great failure, 
and I think this started him downhill. Although he had 
a very decided European career into the twenties, he 
was not taken up again in the large manner. And there 
was no likelihood that he would be. 

Then what brought him to fly from Britain where 
he was living into the later 1920s? Well, he stopped 
in New York and for a year or two was very active with 
the "new music" people there, along with Henry Cowell 
and others. There he had one great chance of his life 
and missed it because of Buhlig1s technical ability and 
his control of a great range of sound. Henry Cowell, I 
think it was, arranged for Buhlig to go out and visit 
Charles Ives in West Redding because they were trying 
to find some pianist who would be capable of playing 
the Concord Sonata, Ives' second piano sonata. Buhlig 
went up there and spent an afternoon with Ives, and 
the chief accomplishment was that Buhlig had a solid 
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admiration for Ives' cussing. But the sonata was beyond 
his comprehending at that time (probably 1 9 2 8 ). If he 
had played the Concord, it probably would have been be-
yond the public, but I can't be sure. 

Ives, whenever performed, has been more immediate-
ly received than most of the "new music" composers. It 
hasn't been the public that has resisted Ives. It has 
been the performers. Anyway, it is curious that Prances 
should have been Working on the Concord Sonata. She 
never worked on it with Buhlig, however. Our concerts 
started with entire programs of Ives, and including her 
performances of the Concord Sonata. She is preparing 
to play the sonata again, for the second time at Harpur 
College, SUNY at Binghamton, New York. Buhlig, who would 
have been superbly equipped to play it, heard her play 
it, but he never attempted it himself. One program in 
this second series of Buhlig's--when he played the four 
Impromptus, opus 90, of Schubert and the A-Major Sonata 
followed by the B-flat Major sonatas--is one of the 
very great piano recitals that I have heard. 
TUSLER: These programs were all in addition to the regu-
lar series? 
YATES: This was a special series. We began having 
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more and more special series along the lines of our 
Bach special series. Well, in his third season with 
us, 1945-46, Buhlig repeated the thirty-two Beethoven 
piano sonatas in a slightly different order than the 
first time and he had a great triumph. At that time 
Schnabel was in town, too. 

I should speak of a slightly earlier crisis; when 
it seemed as though the Music Guild, a newly formed or-
ganization for chamber music, which also had a chamber 
symphony with Harold Byrnes--a very good orchestra for 
several years—came into existence, there was great fear 
that they might take over much of the audience of Even-
ings on the Roof, so a conference was held with media-
tors. Evenings on the Roof became a part of the Music 
Guild in the sense of the Music Guild sponsoring the 
Roof concerts, preventing competition of the sort that 
we had feared. And it worked out quite well. Alfred 
Leonard, the director of the Music Guild for several 
years and its founder, had one of the better record 
shops in town. He is now an executive of some record 
company in the East, I think. At least that is what I 
have heard. 
TUSLER: Was this mostly a financial arrangement you 
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mean? They subsidized the Evenings on the Roof? 
YATES: The Music Guild underwrote it, and also it 
meant that our programs and mailing lists could be in-
terlocked. Curiously enough, this was during the per-
iod when there was a German refugee colony here with 
Schoenberg and Thomas Mann and Bertolt Brecht and quite 
a few others. Schnabel when he came here was one of 
the group. Klemperer was another one. When the cri-
sis came up of potential competition between these two 
organizations (the Music Guild had established itself 
by inviting Schnabel to play for them, and he had planned 
to play for them again the next season), Schnabel was 
the one who intervened and made his playing conditional 
on the collaboration between the Music Guild and the 
Evenings on the Roof. 
TUSLER: So he was the one, really, who was primarily 
responsible? 
YATES: Yes. At that time Schnabel could fill the Phil-
harmonic Auditorium here any time he played. Well 
then, this next season Schnabel was here when Buhlig 
began his Beethoven series in October of 1945. This 
was the first time in thirty years, I guess, that 
Schnabel had heard Buhlig play. Afterwards, his verdict 
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was rendered, as Schnabel was always willing to render 
verdicts to mutual friends who, of course, hastened to 
pass it on. Schnabel said of Buhlig, "He has every-
thing but sensuality." Buhlig, who was the most sensual 
of men and who delighted in this kind of a story, told 
us about this. And he said, "Schnabel said I lacked 
sensuality. Sensuality!" 
TUSLER: But Schnabel himself was not primarily famous 
for being a performer of sensuality, was he? 
YATES: Well, if anything, Schnabel was far less sen-
sual. He was far more lyrical than Buhlig. So I have 
told how Buhlig would meet Schnabel at the train, and 
they would argue for hours all the time Schnabel was 
here. Schnabel detested recital playing. "At my age, 
playing recitals like a child!" He wanted to be a com-
poser. He was one of the last piano virtuosos. He 
really thought of himself as a composer, and he composed 
quite a bit. Schoenberg said of him, "He lacks nothing." 
He didn't put it quite that way. I forget the exact 
wording, but it comes down to "he lacks nothing but 
the ability to stop." 
TUSLER: To stop? 
YATES: Yes. He was like Alkan. He went on and on and 
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on. He had no idea of the use of silence. But this was 
not true of his playing. When Schnabel was in town he 
came to Buhlig's first recital, and this was quite an 
event. I shall never forget the sight of this little 
man, almost square, only about five feet high in his 
German-style frock coat and his old-style, German hard 
hat. There's a name for it. It's the kind that goes 
straight up on the sides and rounds a little bit at the 
top so that the hat looks as though it were a substantial 
part of this square bulk walking away down the street 
after the recital. 

This brings up something else that I might comment 
on. We had many famous visitors at various times. I 
made a policy never to treat a famous visitor as a fam-
ous visitor. If he was introduced to me, I was very 
glad to see him. If he wasn't introduced to me, I never 
went up and said, "I am So-and-so, director of these 
concerts," which is the customary mode of approach in 
this country. So I never introduced myself to Schnabel. 
I never introduced myself to Artur Rubinstein, who stalked 
accompanied through our hall one evening at a recital 
as if looking for the impresario to receive him. Nor 
did I introduce myself to Heifetz when he arrived. 
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He and his wife walked through a large audience like 
royalty—or zombies, it is hard to say which, because 
they went through with stiff faces while people opened 
before them and closed behind them and scarcely anybody 
said anything to them. 
TUSLER: Was everyone in such awe? 
YATES: I don't know. This was the final great period 
of Heifetz ' s —in my opinion—undeserved fame. And peo-
ple apparently were in awe. 

I know that Isaac Stern was at the concerts one 
night, but I didn't even see him. He came in and sat 
in the back, in fact, several times, I understand it. 
[Gregor] Piatagorsky came quite often; I never saw him, 
but I would get the reports, because very often I would 
be backstage all through the concert, and I wouldn't 
know who was out front. And, of course, many composers 
came „ 

I keep getting away from my story about Buhlig and 
Schnabel. It was several weeks later in the series that 
Schnabel came back and played the Diabelli Variations 
in the Philharmonic Auditorium. But the Wednesday morn-
ing after he played, the review of Buhlig's Monday night 
recital appeared in the Daily News, a day late as they 
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often did, because the music reviewer wanted to devote 
her considerable talents to it. So Mildred Norton wound 
up a eulogy of Buhlig's recital, a much deserved eulogy, 
by saying it was the greatest piano playing she had ever 
heard. Schnabel read this the morning of his playing 
the Diabelli, which didn't go quite so well as he would 
have wished. He probably was rankling. The next morn-
ing Buhlig took him to the train. Nothing was said 
about these two events until just as they were parting. 
Schnabel said that he was very glad to have heard Buhlig 
again after so many years. He said, "And you played 
very well." Then as he was getting into the coach, he 
turned around: "But that was only one person's opinion." 
[laughter] 
TUSLER: Wonderful! But in spite of this they remained 
friends? 
YATES: They remained friends, yes, but this had been 
going on all their lives. This was the first time since 
their very young years that Buhlig had taken Schnabel 
down. They didn't compete in Berlin because Schnabel 
did all chamber music. I explained about that. 

Now things began to get almost too complicated. 
We had concerts going at Hancock Auditorium at the 
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University of Southern California. We had programs in 
the main auditorium at the Wilshire-Ebell, and it was 
a little hard to keep track of everything. 
TUSLER: Are we Into 1946 now? 
YATES: Well, I am sort of summarizing. We seem to 
have more announcements here because I think that we 
got our programs more often. I am not going to try to 
summarize much of the material from here on. 
TUSLER: Now the move, apparently, was right at this 
time from the KFWB studio into the Wilshire-Ebell Thea-
tre as your primary base of operations. 
YATES: Hancock Auditorium and the Wilshire-Ebell. Yes. 
We were in both places. In 1946, we had Eudice Shapiro 
and Shihley Boyes playing the Beethoven cycle of vio-
lin sonatas as well as the Buhlig series of piano sona-
tas. By now the membership had become pretty large, 
and we had more than a little trouble trying to provide 
for everybody. 
TUSLER: Has the number of programs, then, also increased 
substantially at this point? 
YATES: Well, I don't have the exact number. I could 
figure it out. It doesn't matter too much because we 
had extra things going on. It would run eighteen to 
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twenty programs a season. In May and June 1946, after 
the death of Bartok, we did two programs of his music 
at the Wilshire-Ebell Theater. The audiences for Bar-
tok were still very small at that time, about as small 
as when he played here himself about three years be-
fore, about 120 people. 
TUSLER: He was considered too modern, too dissonant, 
too unattractive. 
YATES: Yes. But it was only about three years after 
his death that his music came to be in such demand that 
publishers couldn't get his music out fast enough. The 
recording of his music became furious. I see here that 
in April 1946, we did again the Satie Socrate. And for 
one program we did the Variations on a Recitative for 
Organ, opus 40, by Schoenberg, which was arranged for 
two pianos by our friend Serge Prank, who was here study-
ing with Schoenberg and later went back to Luxembourg 
to become one of the leading private bankers of Luxem-
bourg, succeeding his father as president of his bank-
ing house. That was followed by the Goldberg Variations 
in Wesley Kuhnle's registration for two pianos, which 
I have described earlier. Some who heard it considered 
it to be the best performance of that work that they 
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ever heard. Two programs by Bartok included the Song 
Suite for Piano, the Sonata no. 2 for Violin and Piano 
(which Manuel Compinsky and Frances had been playing 
and have played several times) and Contrasts, some of 
the Duos for Two Violins, selections from Mikrokosmos, 
the Rhapsody no. 2 with Eudice Shapiro and Ingolf Dahl. 
Frances played the piano sonata. Finally, we had the 
Second String Quartet which, I think, was fairly well 
played. And we brought out our fourth report on the 
history of the Roof, which we are entering in the record 
as supplement to this verbal drivelling. 
TUSLER: It's the only report that was published separ-
ately In that form, I think you said. 
YATES: Yes, except for the three previous reports which 
appeared in Arts and Architecture in the form of arti-
cles. I think we can go on without making too much of 
the 1946-47 season. 
TUSLER: May I ask you, before you go on, what was the 
occasion for making the change away from the KFWB studio? 
Did it become inadequate in size, or was it unsatisfac-
tory in some other way? 
YATES: Well, we were Invited by Hancock, for one thing. 
We had, as I said last time, overflowed KFWB quite a 
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bit on one occasion, and we were willing to take the 
gamble for part of the season at the Wilshire-Ebell. 
And they made it not too difficult for us to come in. 
Later on, they did raise their prices but that was sev-
eral years later. 

So I see here the American Art Quartet formed around 
Eudice Shapiro (violin), and her husband Victor Gottlieb 
(cellist), Virginia Majewski (viola), and Marvin Limonick 
(second violin). They gave the first complete quartet 
program we had had. We also issued recordings this 
year: one record of Ives with "Barn Dance" and the Re-
vival from the Sonata no. 2 for Violin and Piano played 
by Sol Babitz and Ingolf Dahl; a record of the Sonata 
for Unaccompanied Cello by Paul Hindemith played by 
Kurt Reher, which was listed by Downbeat as the best 
small record of that year; and a work by Ray Green called 
Holiday for Four played by Abraham Weiss, Alfred Peter-
son, Adolph Weiss, and Maxine Furman. We had planned 
to make others, but this project kind of ran down, I 
think. 
TUSLER: Was this issued under your own label? 
YATES: Yes, Evenings on the Roof. 
TUSLER: Was it, in any sense, a moneymaking project for 
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the organization? 
YATES: Well, it could have been, but it was never really 
pushed as it should have been. 

This time Ernst Toch came into the program with 
his Chinese Flute. That also was recorded, but under 
the Alco label separately. That was used as the music 
for Rashomon, the famous Japanese picture that came 
over here. We went to see Rashomon, and entered late. 
Frances, who played the celesta, went into the theater 
and was surprised to hear herself playing the celesta. 
The film accompaniment was that Alco record. Of course, 
there was no such thing as residuals in those days. 

Things get, really, very complicated in this per-
iod. There was so much going on. There were so many 
people involved. 

Doriot Anthony (Dwyer) came to us this year. She 
was a young flutist who came to the Bartok programs 
and decided that she didn't know everything about music 
after all. So she began playing .for us, ornamented two 
or three seasons before she went East, auditioned for 
the Boston Symphony, and became the first flute of 
the Boston Symphony where she has been ever since. It 
was a pretty daring undertaking. 
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I see that we have the Sessions sonata, and we have 
Chavez's Preludes. I am looking to see if I can spot 
the program in which we introduced Ernst Krenek. Here 
was another supplementary program, one of three. This 
was a performance of the Six Sonatas on the Passion of 
Our Lord by Biber, with the figured bass realized by 
Hindemith. It was played by Adolf Koldofsky, violinist; 
Alice Ehlers, harpsichord; and Gilbert Reese playing 
the cello continuo. This was one of the several pro-
grams that Joseph Szigeti came to. 
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TAPE NUMBER: III, SIDE TWO 
JANUARY 30, 1967 

YATES: There were three supplementary programs to that 
season. The second one had the first performance of 
the Duo for Cello and Piano hy Ingolf Dahl, one of his 
several compositions of which we had the first perfor-
mance, played by Kurt Reher. We managed to persuade 
Arthur Leslie Jacobs to lead a chorus through Schoen-
berg' s Eriede auf Erden (Peace on Earth). These things 
all seem rather simple now, but they were not so then 
at all. 

The third program was entirely of the music of 
Ernest Bloch, given in his honor but we could not per-
suade him to come down to it. [The program included] 
the piano sonata, the Suite for Viola and Piano, Twen-
ty-Second Psalm, and the Quintet for Piano and Strings. 

In these years we were willing to try almost any-
thing. I don't know how we managed to survive finan-
cially. Each year was a new crisis. We had good friends 
who helped and cheered us on. We used to have about 
once a year a dinner gathering for the musicians, usu-
ally at our own home, but on one occasion at Max Laemmle's. 
Max was one of those in the audience who kept us going. 
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Without the help of such supporters in our audience we 
might well have given up. We had all kinds of plans 
for publicity and money raising and all the rest of the 
stuff. It gets very tiring to think about them. 
TUSLER: But they didn't mature, you mean. 
YATES: Oh, yes. They matured one way or another. We 
never would have got by. 

Now I have here a program. It is 19^7. Frances 
Mullen played the complete works for piano solo by 
Mozart in six recitals. These were given at our home, 
and they were given chronologically, which is a rather 
interesting way to do it for the most part, not entire-
ly. And Ernst Krenek came to all the recitals; he was 
very interested. 
TUSLER: Was that his first connection with the Roof? 
YATES: No. I had been a correspondent of Ernst Krenek 
when he was still at St. Paul. When Dimitri Mitropoulos 
went to the New York Philharmonic, the first violinist 
of the Minneapolis Symphony, [Louis] Krasner, also left 
the symphony, and Krenek, who was the third member of 
their little group of friends, came out here. We had 
been corresponding, and I warned him not to come out 
here. This was not the place where he would ever be 
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well received. Well, he came and we presented him play-
ing with Adolf Koldofsky, whom I have just mentioned. 
Koldofsky was a little apprehensive, hut it was a very 
successful recital. So Krenek has lived here ever since, 
and his work has heen performed. He has played here 
himself a number of times on the Roof and in the Monday 
Evening Concerts. 
TUSLER: Yes. He has heen one of the names that has 
been continually associated with the Roof, hasn't he? 
YATES: Well, he has never had anything to do with Roof 
policy, unlike Ingolf Dahl, who was a performing member. 
Krenek never became a member. 

Then we had Henry Cowell play some of his music one 
evening while he was visiting here. That season we 
had composers who were not members but who took part 
in the concerts. We had Ernst Toch playing his piano 
quintet, and Krenek, and Cowell. 

And we had the new string trio by Arnold Schoenberg. 
This had been composed for a critics' symposium at Har-
vard University, where it was performed with an enormous 
accumulation of errors. So we ended our 1947 season, 
which, by our count, was the tenth season. (At that 
time we counted our seasons not by year but by season, 
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and some of the seasons were part years. You see, the 
first two seasons were six. months each.) So confusing 
as that might be, we celebrated our tenth season by 
playing a Schoenberg program, including his new string 
trio performed by a trio led by Adolf Koldofsky, who 
had corrected the score of some two hundred errors. With 
them we had Schoenberg's woodwind quintet. The program 
ended with the Verklarte Nacht in the string sextet ver-
sion. I knew that we would draw a solidly German audi-
ence to hear this event, and that a great many of the 
audience would be as solidly unwilling to give a friend-
ly ear to Schoenberg, especially in a program starting 
with the huge wind quintet, so I devised a stratagem. 
I asked Frances and three singers to perform the frag-
mentary Mass of the Poor by Erik Satie as a celebration 
of our having lasted so long and also as a decoy. Well, 
they came out and did the Mass of the Poor, which those 
of us who know it love. It sort of fritters itself away 
at the end with a couple of piano solos after the singers 
have stopped singing. Also somewhat purposely, I mis-
matched the singers not by voice but by size, a group 
of heights. Well, the effect of this on the strongly 
Germanic audience was most irritating and frustrating. 
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They hadn't heen told that it would he performed. They 
had never encountered it. They had no idea what it was 
all about, and it was French. Satie's reputation was 
still the privilege of a few, as It really is today. 
They vented all their fury immediately on the little 
Satie Mass so that when we came on next with the wood-
wind quintet, they relaxed and realized that this, how-
ever difficult, was solid German music, and the evening 
was a great success, great success. 
TUSLER: That is psychological programming. 
YATES: That's right. 
TUSLER: You must have, in those years, become quite an 
expert at how to put together a program. 
YATES: Oh, programming is an art in itself, a very 
entertaining one. There was another occasion: it was 
the first time that we presented some of our local 
Japanese musicians in a half program of Japanese clas-
sical music for koto, samisen, shakuhachi. It was also 
the American debut of Mr. Eto, a blind koto player who 
had just come to this country to make his fortune. He's 
also a composer in the school of the Michio Miyagi, one 
of the contemporary composers writing for the old, tra-
ditional Japanese instruments. And he appeared with 

149 



our very fine local performers. But I knew that the 
first shock of Japanese music would again be a strain 
for our audience. So to start the program, I invited 
a flutist to do a flute sonata by Carl Philipp Emanuel 
Bach, which was done in the customary manner, quite dry, 
not brilliantly ornamented, and with a solid continuo. 
It would have infuriated me on most other occasions. 
As I remember, it was not that it was badly played, but 
that it was simply the modern way of not playing cor-
rectly this kind of music with the effect that it seems 
very dry and very formal. And when the first sounds 
of the Japanese ensemble burst on the scene, it was 
like practically the discovery of music as an art of 
sound. The audience again, after a moment of total 
shock which you could hear all through, were all with 
us. It was a great success. 

I might say, too, that listening to an audience 
is one of my pleasures. When you have put on many, 
many programs, you learn to listen to an audience. You 
can tell pretty well whether the audience is with you 
or not. Applause doesn't mean anything. During the 
later forties our audiences had a period of applauding 
which was as irrational as the habit in recent years 
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for people to stand up and then all the audience to stand 
up as a tribute to anything that happens without regard 
for quality. I remember one occasion when an audience 
at Redlands Bowl stood twice for pianist Ivan Davis. 
And that is ridiculous. But they used to applaud furi-
ously. We would have bravos and shrieks and whistles 
and stamping and everything else. Then after the start 
of the fifties, this went out and applause became quite 
discreet„ 
TUSLER: It has something to do with the war years? 
YATES: No. It wasn't that. These are habits. People 
get In the habit of applauding, and they do it. Then 
it begins to get around that applauding is a kind of 
vulgar display, that a little applause is all that is 
required. Besides, you know all that music anyway, so 
then you applaud less and less. 
TUSLER: What are the sounds that you listen for in an 
audience? Not the applause, but what? 
YATES: Well, it's the complex of shuffling feet, scrap-
ing clothes, coughs, and a great variety of rustles and 
murmurs. If an audience is totally transfixed by the 
performance, you will have almost total silence, to such 
a degree that when you hear a performance like that on 
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tape, you notice how the audience soon after the end of 
a movement will hurst into a chorus of coughs, all kinds 
of noises. Everybody shifts his position, and every-
body coughs so that there is a temporary uproar in 
movement. 

Well, more recently when the Monday Evening Concerts 
presented John Cage, a program which I initiated with 
some effort, there was a claque of solid, well-educa-
ted musicians in the audience who were determined to 
make enough noise to indicate to the audience that this 
music was not to be received lightly. So they were im-
polite all through the first half of the program, which 
was all music by Christian Wolff. Then having exhaus-
ted themselves and having had no other pleasure because 
they weren't listening, they went out in the lobby, told 
each other how bad it was, and most of them went home so 
that when Cage played his Atlas Ecliptlcalis for the 
second half of the program, even the people who didn't 
like it were listening. But all during the claque opera-
tion of the first half, I could hear that the greater 
part of the audience was paying full attention, because 
under the deliberately made noise there was almost no 
other noise. 
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TUSLER: And this has more to do with the quality of 
the performance than the piece itself? 
YATES: Oh, no, no. In the case of the Cage program, 
it wasn't the quality of the performance. It was the 
total novelty of what was happening. People were more 
Interested than the claque were willing to admit. 

Por two or three years at this time, Joseph Toldi, 
an Austrian musician, and his wife were in town. They 
had a capacity for organizing things, too. Among other 
things, they organized regular broadcasts of contempor-
ary music in which some of our performers participated. 
It was on these Toldi broadcasts that Schoenberg heard 
the performance of Pierrot Lunaire in honor of his 
seventieth birthday. It was a repeat performance for 
broadcast. He also heard his string trio broadcast. 
Several other things were done this way. It was very 
advantageous for everybody. 
TUSLER: And from where were they broadcast? 
YATES: I think that was KECA. 
TUSLER: They weren't actual performances, were they? 
YATES: . Oh, yes. They were actual live performances 
TUSLER: Oh, I see, as part of the series, and that it-
self was broadcast. That must have given rise to some 
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particular problems for you. 
YATES: Well, it was another one of those difficulties 
that you have to overcome. It was partly competitive, 
and we would he better off If we had more competing mu-
sic. I must have been off by a year here. I see that 
the Arnold Schoenberg program for the end of the tenth 
season was on May 5, 1948. (I had put it in 194-7 a few 
minutes ago. I am having difficulties here because 
there is so much going on.) 

It was in 1947 that we gave a special program in 
our home here at which the very fine Japanese shaku-
hachi player, Mr. Tamada, a great friend of Henry Cowell 
and of Gerald Strang, was persuaded to break his silence. 
He had not played his instrument since Pearl Harbor day. 
He was persuaded to take up his instrument again. He 
was given a week off by his employer, and he devoted him-
self to Zen meditations and to practice. He arrived at 
our house accompanied by the local Buddhist abbot with 
a suitcase, who then dressed in his robes and drove the 
demons out of the house before the performance took place. 
Tamada had been invited at the request of John Cage be-
cause this evening we had the first Western performance 
of John Cage's Sonata and Interludes for Prepared Piano, 
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which are written for a prepared Steinway B, like ours. 
John prepared our piano the day before the performance 
so that I could have the pleasure of playing on it over-
night . 
TUSLER: What exactly happened to it as part of the pre-
paration? 
YATES: Well, this is well known. Rubber fruit-jar 
rings and bolts and washers and other things were very 
carefully placed between the strings to give microtonal 
changes of pitch and very decided changes of timbre. 
It creates something which is like a one-man percussion 
orchestra, something like a gamelan. But it has the 
great advantage in that you can use conventional nota-
tion to play the keyboard, and the sounds come out as 
Cage wishes. We had the two ancient Japanese pieces 
on the shakuhachi, a wonderful solo instrument; too 
few people have heard it really well played. Then Cage 
played the Sonatas and Interludes. He came back two 
years later and played them for us again. This first 
time was not a scheduled program. It was an invitational 
program. 
TUSLER: Here at your house? 
YATES: Yes. Another invitational program (I don't have 
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the date of it) was when Rudolf Kolisch, the brother 
of Mrs. Schoenberg and the leader of the famous Kolisch 
Quartet, which was so closely identified with Schoen-
berg' smusic, [played for us]. It was a very great quar-
tet in its own right, famous because it played every-
thing from memory; it also gave the first performance 
of the Webern quartet in Vienna. Rudolf Kolisch came 
here and played for us Bartok's Sonata for Violin Alone. 
In fact, he played it through twice. His playing was 
very different from the performances that one hears on 
records, which are in the Russian style and rather hea-
vily sounded. Kolisch played in the Viennese style, 
much more dryly and with much more rhythmic fluctuation. 
In later years he recorded it for me, but he recorded 
it on tape in such a way that it could never be edited 
into a single performance. 

That brings up another story since I seem to be 
reminiscing today. The first time that I met Kolisch, 
I met Adolf Koldofsky the same afternoon at a party 
given by Adolph Weiss, the bassoonist and composer. 
I went an hour early because Rudy wanted to talk to 
me. He was then the leader of the Pro-Arte Quartet, 
which was the quartet in residence at the University 
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of Wisconsin. He is still there at the present time. 
He said that for years he had had the experience of 
making records in the old style, one side at a time 
and having to stop between sides. He would never make 
another record like that. He would not make a record 
until he could play straight through one performance as 
it should be. Well, it was only a year or so until 
long-playing records appeared. He did make one or two 
long-playing records, a very fine performance of the 
Schoenberg Quartet no. 3j the second time that he had 
recorded it, the first time it was recorded after the 
Schoenberg-Beethoven series at UCLA in 19373 which In-
cluded the premiere of Schoenberg's Quartet no. 4. Any-
how, in more recent years he took up tape, and with the 
quartet at the University of Wisconsin, he recorded a 
number of the contemporary or twentieth-century Viennese 
quartet works. Also, for me he recorded the Bartok solo 
sonata. 

But they were not recorded straight through as he 
had wanted to do. They were recorded about half a page 
at a time and then rerecorded so there would be three 
or four or five takes of each section in succession on 
the tape. The result was that after you had chosen which 
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one of the takes you wanted, you would have then to 
tie it to your choice of the next set of takes and so 
on. And the result would be that you would never have 
a unified performance. 
TUSLER: That's an incredible way to have done it. 
YATES: Absolutely incredible. 
TUSLER: Is Kolisch still alive and performing? 
YATES: Yes, but he is not playing very much. During 
the First World War he lost the tip of his middle finger 
on his left hand, so he had to learn to play the vio-
lin backwards. 
TUSLER: You mean, using his other hand? 
YATES: Yes, bowing with the left hand. In August and 
September 1948, there was the first program of the New 
Friends of Old Music that I talked about, In which Sol 
Babitz used bows of the seventeenth and eighteenth cen-
turies and Wesley Kuhnle played on a borrowed Challis 
clavichord. (This was before he began to build his 
own instruments.) The performance included some con-
tinuo for guitar arranged by Sol Babitz. Also, we had 
The Battell by William Byrd for the first time, played 
by Elizabeth Spires on piano, which is one of the lar-
gest of the early keyboard compositions. [tape off] 
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I see the name of Alice Mock, the soprano. And 
I noticed that in Virgil Thomson's autobiography, which 
recently came out, she sang his songs during his early 
years in Paris. She sang for us a number of times, but 
the most important performance she gave for us was do-
ing the sprechstimme part for a later performance of 
Pierrot Lunaire in the Wilshire-Ebell Theatre; I think 
that it was the best performance I've ever heard. It 
was done in English and conducted by Ingolf Dahl. 

This time Stravinsky began to appear [on our pro-
grams] . His son Souleima Stravinsky came to this coun-
try. At Stravinsky's request, we gave Souleima, as a 
special event, his first piano recital, and we gave a 
program in October 1948 of music by Stravinsky. It was 
the Duo concertant, the Tango for piano, Piano Rag-Mu-
sic, the Concerto for Two Solo Pianos, three pieces of 
the Concertino for String Quartet, and the Soldier's 
Tale. Sol Babitz, the violinist, the Compinsky Quartet, 
and Ingolf Dahl performed. Dahl did the piano solos 
and played the concerto with Souleima Stravinsky. 
TUSLER: Until now, the name Stravinsky hasn't really 
shown up on your programs. 
YATES: No. As I said earlier, we hadn't done much of 
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anything with Stravinsky. But this began our long as-
sociation with Stravinsky, which culminated in his dedi-
cating his three Shakespeare songs to Evenings on the 
Roof at the end of our fifteenth season. And this year 
( 1 9 6 7 ) he gave us the twelfth world premiere of a new 
work by him, which put us ahead of the Diaghilev Ballet 
by one. I'm sure that Lawrence Morton told you all 
about that. He also began coming regularly to the con-
certs, more and more regularly until he was to be seen 
there in the front row every time he was in town, usu-
ally accompanied by Aldous Huxley. 
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TAPE NUMBER: IV, SIDE ONE 
JANUARY 30, 1967 

YATES: I just mentioned Elizabeth Spires, Betty Spires. 
For about four years, maybe five, she and her husband 
A1 Spires were the chief business assistants and ac-
complished a great deal to keep the concerts going. 
She has become a very active musician in Tujunga: she's 
an organist and choir director. He is active in the 
local community theater there. Then after they with-
drew, Mary Jeanette Brown, now Mary Jeanette Selwyn, be-
came the executive secretary of the Roof for another 
four years or thereabouts, and began to put things into 
much more definite order. 
TUSLER: Now this was a paid job, but it wasn't a full-
time enterprise for her. 
YATES: This became a paid job at this time, yes. The 
Spires were not paid. 
TUSLER: Had you come into some new financial circum-
stances at this time? 
YATES: No. There was just too much going on, and I 
couldn't carry on the pace that was needed now, because 
at this time we were beginning to send more and more 
programs out of town. The programming was very complicated. 
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There were so many people Involved, you see, that it 
took a great deal more telephoning than it used to do 
to get people organized. On the other hand, it took a 
lot less teaching over the telephone to persuade them 
that what they were being asked to do was worthwhile. 

During the 1948 season, we started every program 
with three preludes and fugues from the Well-Tempered 
Clavier, played by different pianists, some better and 
some worse. Mr. Goldberg, Albert Goldberg, a critic 
of the Los Angeles Times, was very unhappy; he made a 
point of coming late because he did not care for hear-
ing Bach. 

We also outright programmed, for the first time 
that I have noticed, music by Southern California com-
posers for a whole program. This was something we con-
tinued to do for a number of years. It was often a 
grueling evening, but at least it gave a number of lo-
cal people a chance to be heard. 

In September of 1948, we presented a special reci-
tal for Souleima Stravinsky, his first recital in America. 

And on December 20, 1948, at the request of Roy 
Harris, we presented a program of his music in honor 
of his fiftieth birthday, with Johana Harris. He could 
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not round up any recent compositions, except his five 
American Ballads for piano, so we had to go back and 
do his Concerto for Piano, Clarinet, and String Quartet. 
I see that we did have the Toccata for Violin and Piano 
which he wrote in that year. Harris acted as master of 
ceremonies. I had warned him that there would be a very 
small audience on December 20, and he said he would risk 
that; and there was a very small audience. 
TUSLER: He hasn't been primarily known as a composer of 
small works, though, has he? 
YATES: Oh, yes. He has done quite a number of chamber 
works. But this was the beginning of his barren period, 
which has remained pretty barren except for an occasional 
symphony. 

There are so many contemporary composers in these 
programs that really there is not much use in trying to 
cover them all. [The program includes] the Octet for 
Wind Instruments of Stravinsky. We began to have a lot 
more internal criticism by this time. There were many 
performers, and they became very critical of one another. 
I had to become quite stern in applying the Roof member-
ship formula: that anybody who was a Roof member was en-
titled to be programmed no matter what others might think 
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of him. 
TUSLER: That original premise was still in operation? 
YATES: That was still in operation as long as I was 
in charge of the Roof, as long as the Roof existed as 
a concert series. But at the end of that period, I 
told the musicians that it could not go on any longer, 
that it had become too unwieldy to manage. 
TUSLER: How many, roughly, performing members were 
there then? 
YATES: I have no way of telling. I have estimated 
that it was around 150, but only a smaller part of that 
insisted on their solo privileges. It was simply up 
to me to control the situation as well as I could. 

Let's see, we had new compositions by Ingolf Dahl. 
We had Aaron Copland's Sextet for Clarinet, Piano and 
String Quartet. Later, I remember that we had his 
piano quartet. 
TUSLER: Did Copland ever come to any of the performan-
ces? 
YATES: Copland played for us once. We gave a program, 
which I haven't found yet, in honor of the twenty-fifth 
anniversary of the League of Composers in New York. We 
did suitable music by American composers, including 
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Copland. He rushed to a music store and bought a copy 
of his Piano Variations so that he could play it for 
us. 

I have here a program for October 17, 194-9* for the 
seventy-fifth birthday of Charles Ives. (I didn't find 
the program for his seventieth birthday.) On this oc-
casion Marni Nixon sang for us for the first time. She 
sang a group of songs accompanied by Prances. Sol 
Babitz and Andre Previn, who was playing for us for 
the first time, did the Third Sonata for Violin and 
Piano by Ives, which Babitz and Dahl had edited for 
publication after their first performance several years 
before. I mentioned that. And Prances again played 
the Concord Sonata. She played it several times for 
the Roof and ten or twelve times in our out-of-town 
concerts and on other occasions. 

In the 194-9-50 season, we had the great privilege 
of a gift of a program by Joseph Szigeti. He wanted 
to play the three Sonatas for Violin Alone by Bach. 
He had offered them to the New Friends of Music in New 
York, and they were so scared of such an unconventional 
program that they would let him play only two of them. 
They brought in Mozart's Eine Kleine Nachtmusik in 
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between for reasons beyond my imagination. Anyway, that 
was Mr. Szlgeti's only Los Angeles appearance that sea-
son, January 1950. It was a great occasion. He 
played magnificently, and our audience was something 
over 800, which was double our ordinary audience. 

On September 13, 19^9* we did a program in honor 
of Schoenberg's seventy-fifth birthday, with the Second 
String Quartet, the Cello Concerto, after Concerto for 
Cembelo by Monn, and Pierrot Lunaire. This was the 
performance by Alice Mock that I was speaking of, with 
Lillian Steuber at the piano. 
TUSLER: It was unattended by the Schoenberg family, I 
assume. 
YATES: No. I think they were all there except Mr. 
Schoenberg. I think he was ill again. 

George Neikrug, the cellist, began playing for us. 
He has since had a very successful career in Europe. 
That season we tried to get the Second Quartet of Ives 
played, using a photostat of the manuscript. The quar-
tet could not make their way through it. It was ano-
ther year, I think, before we were able to get It done. 

In June 1939* we gave a special series of four con-
certs in which Prances again played the Diabelli Variations. 
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We had a two piano program by Shibley Boyes and Ingolf 
Dahl that was memorable. The Compinsky Quartet played 
for us. 
TUSLER: It was quite customary by this time to have 
these supplementary series added to the mainstream of 
the year, I take it. 
YATES: During this season, around December 12, 19̂ -9, we 
learned that Virgil Thomson was coming to town. So we 
did a group of songs, "Susie Asado," "The Wedding Hymn," 
and the "Statue's Monolog" from The Mother of Us All 
and "Preciosilla." Olive Mae Beach, soprano, sang. Mr. 
Thomson, who was then, I think, a little more snobbish 
than he is now, had made up his mind in advance that 
our audience was all mittel-Europa, and that we did no 
French music. So he arrived with friends during the 
cello piece that was being played just before his song 
group. After the song group, he went behind the scenes. 
This wasn't in the Wilshire-Ebell Theater. This was in 
what we call the Chamber Music Hall. It is really the 
ballroom of the Wilshire-Ebell and he spoke to Olive 
Mae Beach. She said that she didn't have a sufficiently 
dramatic soprano for his songs. He said that that didn't 
matter, that he had heard many singers on the Metropolitan 
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stage sustain a tone all the way across the stage with-
out making any sound, and holding up two fingers of 
each hand, he danced across the room, showing how they 
drew attention to themselves instead of the music. Poor 
Olive Beach was transfixed. It was like the milkmaid 
who encounters the devil. I don't know whether this 
contributed to it, but six months later she gave up 
singing. She sang the songs very well. Of course, I 
think the "Statue" aria from the Mother of Us All, which 
you may remember from the complete performance at UCLA, 
is one of the very great works in American music. I 
see that on January 16, 1950, we had a quartet by Lukas 
Foss. 
TUSLER: He was, at that time, living out here? 
YATES: No. He was not out here yet, as far as I can 
remember. In that season we had the West Coast premiere 
of Berg's Chamber Concerto for violin, piano, and thir-
teen winds. Izler Solomon, who was temporarily between 
engagements, agreed to conduct it for us. 

The 1950-51 series presented two series of concerts, 
the regular series of mixed chamber music and a Mozart 
series of six. concerts, which we began and ended with 
a Mozart quartet and in the middle of each program a 
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contemporary work. We also had two special recitals by 
Joseph Schuster playing the Beethoven cello sonatas. 
For the quartet series, the contemporary ones were by 
Hindemith, Ives, and Schoenberg. I remember that we 
drove Nouria Schoenberg home after that program which 
had the First Quartet by Schoenberg. She told us she 
felt she was growing up now and should begin learning 
to appreciate her father's music, so she had come to 
hear the quartet, and she said, "It really wasn't so 
difficult." We had the Quartet for the End of Time 
by Messiaen in homage to the Angel of the Apocalypse, 
who raises her hand towards heaven saying, "There shall 
be no more time." This curious work was written by 
Messiaen In a German prisoner-of-war camp and played 
there for the first time by musicians among the prison-
ers. When we did it here in 1950, this very long and--as 
I have heard it recently--very drearily undeveloped 
piece, from my point of view, had such a transfixing 
effect on the audience that people went out as though 
they had actually seen the Angel of the Apocalypse. I 
have never been able to understand this. 

We were now shifting between the Wilshire-Ebell 
Chamber Music Hall and the Wilshire-Ebell Theater. 
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We had another program of music by Southern Cali-
fornia composers. And then in the theater, we teamed 
up with the Roger Wagner Chorale for the first of two 
or three programs they did with us. We did The Wedding 
(Les Noces) by Stravinsky in a performance conducted 
by Ingolf Dahl, a very successful performance. There 
was also the Missa Papae Marcelli of Palestrina. This 
was when the Wagner Chorale was first making its way. 
New Friends of Old Music were still active. 
TUSLER: They gave regular concerts for you? 
YATES: Well, once or twice a season they would appear 
under their title. They also gave separate programs 
outside. Continuing the Mozart series : we had several 
of the quintets as well. I see that another modern 
quartet was the first performance of the quartet written 
in 1949 by Leon Kirchner. We did the Chamber Concerto 
for Cello and Eleven Solo Instruments by Toch. We had 
the quartet by Bartok, and here is a program in which 
we had two unusual works by Ives, certainly for those 
days: Aeschylus and Sophocles for voice, string quartet 
and piano; and his Hallowe'en for string quartet and 
piano. 
TUSLER: By this time, was Ives much more accepted as a 
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composer? 
YATES: Well, there was always a fairly good audience 
for the Ives programs, and I presume that among them 
it was accepted to some extent. The Second String Quar-
tet was not accepted. It was in 19^9* I think, that 
it was recorded by the Walden Quartet, and Ives sent 
us a record. It was the first time that I had heard 
it, and I kept working until we got it performed. But 
as I say, it was performed from the photostat of the 
manuscript which, I am sure, was not correct. The 
quartet had great trouble with it, and I don't think 
that it was a distinguished performance. It was simply 
marvelous that it got performed at all. 

For the last of the Mozart quartet series, we have 
a quartet by Miklos Rozsa and the String Quartet, opus 
28, by Webern. That's the first time that we had any 
Webern. It was at our last season of Evenings on the 
Roof that we had the famous Webern program which con-
verted Stravinsky to permanent love for that composer. 

I see here a Bach cantata [no. 106] Gottes Zeit, 
by the Roger Wagner Chorale for February 1951. 
TUSLER: Now when you brought in an organization like 
the Roger Wagner Chorale, surely there had to be some 
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money guarantee, didn't there? 
YATES: No. They really came in for the chance to be 
heard. There wasn't that much money going around. I 
don't know what the details were. 

I see here the performance of the Book of the 
Hanging Gardens by Schoenberg, sung by Belva Kibler, 
accompanied by Gerhard Albersheim, which was afterwards 
recorded. This time we also started our competition 
of the performance of art song for prizes and perfor-
mance. 
TUSLER: I've never heard of that before. Was that just 
something that was sponsored by the Roof? 
YATES: Yes. We sponsored it. And we had quite a col-
lection of judges: Gerhard Albersheim, well-known ac-
companist; John Barnett, who was assistant conductor 
of the Philharmonic; Harold Byrnes, conductor of the 
Los Angeles Chamber Symphony; Adolf Heller, I think, a 
singing teacher; Gwendolyn Williams Koldofsky, who 
married the violinist I have mentioned earlier and has 
been a great vocal coach at USC for many years; Wolfgang 
Martin, a choral director; Richard Lert; Hugo Strelitzer, 
who produced so many great opera singers over at the 
Los Angeles City College; Howard Swan, choral director of 
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Occidental College; Roger Wagner; and a couple of other 
who were better known then. The competitors had to 
learn four songs by Schubert, four more songs by a ro-
mantic composer, four by Debussy, four by Schoenberg, 
Bartok, Hindemith, or Ives, or any combination of the 
above. [They also had to learn] four songs from the 
following categories: seventeenth-century English 
composers, Dowland, Campion, or Purcell; or Haydn, 
Mozart or Beethoven; Mussorgsky or Ravel; Faure, Mil-
haud, Poulenc, or other twentieth-century composers of 
their choice. It brought quite a decided competition. 
And we were well satisfied with the result. 
TUSLER: This was open to anyone, not just members of 
the Roof, you mean? 
YATES: Oh, yes. This was open to anyone. 
TUSLER: And the ones who were competing performed thes 
works as part of your programs, or was it a separate 
thing from the programs? 
YATES: The winners performed for the programs. In 
the 1951-52 season, Eudice Shapiro and Shibley Boyes 
did a memorable series of performances of Mozart violin 
sonatas. The Roger Wagner Chorale did the Monteverdi 
Magnificat, a Bach cantata, and the Requiem of Victoria 
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which they afterwards recorded. We also did, on Febru-
ary 11, 1952, a Tovey sonata. Donald Tovey, the great 
English critic and conductor and pianist, also fancied 
himself as a composer. And it had seemed to me that 
we should give him his chance, although I believe that 
he was dead by then, so we did his Sonata for Cello 
and Piano [opus 4]. Tovey had explained in great de-
tail how in Beethoven's D-minor Piano Sonata the slow 
movement consists of nothing more but unwinding a few 
themes, which take up so much time that the rewinding 
makes an entire movement. So in his Sonata for Cello 
and piano, Tovey tried the same thing. He got the 
ideas unwound all right, but he couldn't wind them again. 

I see that we have the Occidental College Choir 
directed by Howard Swan. On March 10, this was the 
first time we had invited a visiting performer on tour 
giving a whole program for us. We had Suzanne Bloch, 
Ernest Bloch's daughter, play on the lute and sing and 
play the virginals and recorders, which she has been 
doing for many years. We wanted a first-class lutanist, 
and she was the only one available. We became very good 
friends and have remained so. 
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When she submitted her program, I was thoroughly 
unhappy about It. The submitted program was made up 
of the small pieces that she had always had to play on 
her travels. So I asked Mary Jeanette to write her a 
firm letter saying that we expected a larger piece or 
several of them. She was delighted to be reprimanded, 
and from then on, she has included larger works than 
previously. 

We had a program on April 7 of early keyboard mu-
sic played by Wesley Kuhnle in the tuning temperaments 
of its time, and works for unaccompanied violin played 
by Sol Babitz on a reconstructed eighteenth-century in-
strument. This was a real display of what could be 
done. At this time Wesley Kuhnle had three harpsi-
chords on the stage — one of them a very old one—tuned 
to the old high pitch and each was in a different tuning. 
By this time they were able to do quite a bit with the 
altered rhythms and the embellishment and other things 
of which they had made such a study. Also in this sea-
son, Bob Craft (who had come out here to work with Stra-
vinsky, helping him to set the text of the Rake's Progress 
written for him by Craft's friend, W. H. Auden) came to 
us after a couple of seasons of concerts in New York, 
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and we put him to work. He conducted first the pro-
gram which included chamber works by local composers, 
including the Chamber Concerto for Cello and Woodwinds 
by Gerald Strang, which has recently been recorded. 
And then Craft conducted the Schoenberg Serenade, opus 
24. Lawrence Morton, who was becoming active in the 
group, arranged for local composers to arrange Bach's 
Art of Fugue, each setting one fugue for a small group 
of instruments. The resulting concert was not a defi-
nitive interpretation but gave some idea of the number 
of composers involved in our activities. 
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TAPE NUMBER: IV, SIDE TWO 
JANUARY 30, 1967 

YATES: At the end of our tenth season, as I said ear-
lier, I had planned to leave the concerts to somebody 
else to manage. Mary Jeanette didn't want to take them 
on alone. Between us, we set up a board elected by the 
musicians which for several years--I think it was for 
five years--met to help plan and run the concerts. Law-
rence Morton, who was then a well-established local cri-
tic, was invited to become a member of the board to re-
present the public. 
TUSLER: Now we are in what year? 1950? 
YATES: This was the 1951-52 season. Lawrence inspired 
a number of local composers to participate in setting, 
for various instrumental groups, the different sections 
of Bach's Art of Eugue. [It was a] rather interesting 
but a quite uneven performance. 
TUSLER: Yes, I remember; I believe we talked about that 
on his tape. I see that you have a copy of Time maga-
zine. Did you get some publicity at that point? 
YATES: This was a plant. During the summer of 1951* 
Mary Jeanette and I decided that we would find out whether 
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the music articles in Time magazine were planted there 
to a large extent by public relations people, so she 
approached the local Time office. They sent their West 
Coast correspondent, and a whole flurry of interviews 
began, running into thousands of words. Eventually, 
a story was hammered out and sent East, and it was then 
corrected by several phone calls and telegrams until 
we thought that this would be the definitive thing. So 
we have this story in the October 8, 1951 issue in Los 
Angeles; it's called "A Roof in Los Angeles." 

We were now in the West Hollywood Auditorium, which 
was given us to use by the [Los Angeles] County [Board 
of] Supervisors as an alternative to giving us finan-
cial support. 

In the Los Angeles West Hollywood Auditorium 
one night last week, there was enough long 
hair to string a gross of fiddles. About 600 
of the local intelligentia, artists, music 
students, and professionals turned up to hear 
a dozen or so musicians play a program of choice 
chamber music. It would have been quite all 
right with the musicians if no listeners had 
turned up at all, for the concerts called 
"Evenings on the Roof" now in their fourteenth 
season are for the pleasure of the performers 
and will be played regardless of audience. 

We had planted a movie actress, Jane Wyatt, to read 
the Sitwell poems for William Walton's Facade. That 
was the Los Angeles premiere [for that work], so that 
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gave them a little gravy for the story. Anyhow, it gave 
a general picture of the programs and a very nice photo-
graph of Frances and myself around the piano and had 
the usual few errors--"The musicians try to schedule 
at least one Los Angeles first for every concert." 
(This was not true and was something I wouldn't approve 
of.) "This sometimes leads them into fairly deep musi-
cal waters, e.g., unfamiliar works by Arnold Schoenberg, 
Paul Hindemith, Anton von Webern. They do not give a 
hoot for the critics." 
TUSLER: This was a fiction on the part of the writer 
of that article, I dare say. 
YATES: You must remember, as I told you, that we had 
never solicited critics, and we had never paid for ad-
vertising. But we gave considerable hoot for the cri-
tics at all times. After all, they came to our concerts, 
publicized and reviewed them voluntarily, not because 
we advertised. 

For 1951-52, there seem to be no programs of the 
Arizona series, the University of Arizona and Arizona 
State University, where we presented about seven programs 
a season for several years. For several seasons we 
presented [a series of programs] to the Music Society 
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of Santa Barbara (that's 1951 and 1952). We somewhat 
foundered them, but they kept on with us for a while; 
it was an all-Stravinsky program that eventually laid 
them low. They decided to present their own music from 
that time on. But that was two or three seasons later. 
I seem to be shuttling back and forth here between 1950 
and 1951. I see that we had the Twelve Poems by Emily 
Dickinson by Aaron Copland in October 1951- That was 
quite a season, judging from all the things we show here. 
TUSLER: Was this, now, your last season as director? 
YATES: No. There is more coming. We haven't gotten 
to the Schoenberg series yet. Well, I am running over 
the detailed programs for the same period. In November 
1951 we did the two Quartertone Pieces for Two Pianos 
by Charles Ives. They were done a year or so ago in 
New York with all the enthusiasm attending something 
nobody had ever done before. 
TUSLER: Was that a first performance, as far as you 
know, for the Roof? 
YATES: Oh, it would be hard to tell; I never have docu-
mented such things. But this was really a distinguished 
program by California composers. Excepting Ives, we 
had Paul Pisk, Andrew Imbrie, William 0. Smith, and 

180 



George Hyde. Oh, yes, and Mildred Cooper. This is 
what happened: we had her Two Pieces in Quartertones 
for Two Pianos and because they were doing that we de-
cided to add the Ives. That's how the Ives got per-
formed, and it is not on the program. 
TUSLER: Unfortunately, as you said before--I don't 
know whether we have said it on the tape or not--there 
doesn't exist an absolutely accurate run of programs. 
Isn't that right? 
YATES: No. There is no really complete run. In the 
early years we were much too busy to try to correct 
our programs. And I have never had any way of going 
back. However, the music listed in the fourth report, 
as having been performed, is correct. That was checked 
out. I see that we did the seven Visions of the Amen 
for two pianos by Messiaen. We were still trying to 
do Messiaen, but that performance pretty well laid me 
low. Well, we have discussed all of that season now. 
TUSLER: Now this is the 1952-53 season you're approach-
ing. 
YATES: Let's not commit ourselves to it until we see 
where we are. We have much more business. I see here 
in January 1952, a letter to Stravinsky from Lawrence 
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Morton who had become the coordinator of the Evenings 
on the Roof, and I had apparently moved up to "direc-
tor." Mary Jeanette had left us. 
TUSLER: "Coordinator" was what Mary Jeanette was called? 
YATES: That was my original title. 
TUSLER: Oh, I see. And when you got a coordinator, 
then you became the director. 
YATES: I don't know what I was called, to tell you 
the truth. It didn't make any great difference. 

There's another 1952-53 series from Santa Barbara. 
It had been a pretty good series. I have not found 
the program. 

In October 1952 I see that for the International 
Music Olympiad of Pasadena, Bob Craft conducted Schoen-
berg' s Suite for Seven Instruments, opus 2 9 . And we 
had the Sonata for Violin Alone by Hindemith and the 
Quartet no. 4 by Bartok, which I don't think was played. 
I think they played instead something by Milhaud. Now 
I must find the Schoenberg series. 
TUSLER: The Retrospective? 
YATES: This is 1952-53:, the fifteenth season, and the 
program says eleven concerts from September through 
February. September 15, 22; October 15, 22; and then 
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November 17, 24--those were the four Schoenberg programs 
which put Bob Craft before national attention, because 
he went ahead from there to record for Columbia the 
Schoenberg Suite for Seven Instruments and the Serenade, 
with Stravinsky in close attendance at all times. The 
result of this was that Stravinsky became the latest 
disciple of Schoenberg. This series was organized by 
Mary Jeanette Brown with myself hovering above it. It 
was my idea, but it was her title, and she deserves a 
great part of the credit for it. We had all the piano 
music: the Book of the Hanging Gardens;; Serenade con-
ducted by Bob Craft; Second String Quartet; Herzgewachse 
with Marni Nixon (this was one of the things that brought 
her to attention, which was greatly increased the next 
year with the Webern program), and the Suite for Seven 
Instruments. 

Then in the midst of all this excitement, we also 
did the first performance in America of the Polyphonle 
X for eighteen solo instruments by Pierre Boulez composed 
in 1951-52. I am very sorry that It never got recorded. 
This was one of Bob Craft's great achievements. It took 
three sets of players before the third group finally 
made it to the stage, looking as though they wouldn't get 
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off again. And when they came off triumphant, it was 
like the winning football team. It was a very interest-
ing thing to watch. 
TUSLER: You mean, the first two groups of performers 
just weren't capable of learning the music? 
YATES: They couldn't do it, and the third group didn't 
know whether they were going to get away with it or 
not. And Bob also went off in another direction by 
conducting a Bach cantata and two Haydn groups for cham-
ber work, so that he was on his way to the career that 
he has since made. 
TUSLER: The importance of the Schoenberg Retrospective 
was that Los Angeles had never had such a large amount 
of Schoenberg's music presented in such an orderly way 
before? 
YATES: No. It was important because there were the 
two major works that had not been heard: the Serenade, 
opus 24 and the Septet, opus 2 9 . So much had never been 
heard, and there was enough of the later music so that 
people were discovering it. And then there were the 
small things. 

We did the Ode to Napoleon in the original version 
for narrator, quartet, and piano; a little cantata, "The 
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Lovers' Wish," and "The New Classicism." On the first 
Schoenberg record that Bob Craft made is a tiny, mar-
velous little canon, which combines tone row with sim-
ple harmony and lasts less than a minute. I have used 
that in my lectures on contemporary music ever since. 
Marni Nixon was the soprano and her voice leading off 
is very striking. The program says that we had the 
String Quartet no. 4, but we didn't. I think that one 
of the other quartets, possibly the first, was substi-
tuted. We had again the wind quintet and Pierrot 
Lunaire. 

And you were asking about the song competition. 
The male winner, who appeared on December 1, 1952, was 
Marvin Hayes, a Negro bass, a very fine singer who sang 
a couple of more seasons with us and has since been in 
New York. Marjorie Low was the women's winner. 
TUSLER: Did this competition extend through quite a 
few years? I mean, was it a recurring thing? 
YATES: No. There were only two years of it. 
TUSLER: I want to ask again about the Retrospective. 
Stravinsky had heard a good deal of Schoenberg before 
he heard this particular series of programs, isn't that 
right? 
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YATES: No. 
TUSLER: He had not? 
YATES: No. This is the thing that is very difficult 
to explain. I tried to explain it once to Mrs. Schoen-
berg. It was a couple of years ago after Stravinsky's 
very beautiful tribute to Schoenberg appeared in the 
London Observer. It was a review of Schoenberg's let-
ters. Now it's in the latest of the Stravinsky-Craft 
books. Mrs. Schoenberg could not understand why Stra-
vinsky should not have known Schoenberg's music. Well, 
the idioms were so distinct that Stravinsky, who had 
always had trouble with German music--it took him years 
to reconcile himself to the belief that Beethoven was 
really as great as he discovered him to be. He had 
heard Pierrot Lunaire, I think, in 1912, and admired 
the orchestration, but he thought that the idea was 
very much Beardsley in style. Then the gap widened be-
tween them. In the twenties Schoenberg made mock of 
Stravinsky both in music and in writing his satires, 
without mentioning his name. And as I say, they had 
been in Los Angeles together for thirteen years without 
meeting. But with Schoenberg dead, Stravinsky was drawn 
to the concerts by the fact that Bob Craft, who was working 
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intimately with them, was directing some of the music. 
Bob was able to, I shouldn't say "explain," but to bring 
the music to life in its own idiom for Stravinsky. But 
the decisive thing, I think, is that Stravinsky, for all 
the effort he might have made, would npt really have been 
able to hear the score of the Suite for Seven Instru-
ments. He wouldn't be able to hear it; he could simply 
see it. And it would not have made sense in his language. 
Idiomatically, it would be all wrong. You could go 
further and say that for Schoenberg or Stravinsky, much 
of Ives would have seemed impossible. Stravinsky has 
just discovered Ives in the last couple of years through 
one or two records that he has heard. Unfortunately, 
he never had heard any of our Ives programs — that might 
have made a difference—but I don't know whether he 
wouldn't have been completely put out by the unusual 
qualities of the music. 
TUSLER: But he had actually heard some of the Roof's 
Schoenberg presentations? 
YATES: Not that I know of. 
TUSLER: Hadn't he? 
YATES: No. I don't think so, not until this series. 
TUSLER: This was really the first exposure, then. 
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YATES: This was the first time; and he heard enough of 
it so that the whole thing became clear. Then very 
bravely, he defied his large worldwide following, who 
were outraged at this defection. They began coming out 
with articles explaining that Stravinsky's tone rows 
were not really tone rows, that he was still tonal, 
that it was all very different somehow. Stravinsky him-
self went to great trouble to put them straight. From 
this time on, Bob did a number of fascinating things 
for us. 
TUSLER: And he was donating his time in the same sense 
"fchci"fc • • • • 
YATES: He got paid. Like everybody else, he got paid 
for one performance, which didn't amount to very much 
money. 

We had a second visiting performance by Suzanne 
Bloch, I see, in 1952. All through the early years of 
the concerts, and occasionally in the later years, I 
prefaced the programs by discussing the music, especially 
the things that the audience could not be expected to 
know. And I see here the text of one of my last appear-
ances, which was for the Boulez Polyphonie X. I remember 
that [Aldous] Huxley was in the audience, and afterwards 
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he was very complimentary about the way it was done. 
TUSLER: You mean, you spoke these. They weren't 
printed program notes? 
YATES: No. They were notes that I wrote. Sometimes I 
spoke them myself. Sometimes, for quite a while, ano-
ther man, Leo Fielding, came and read them for me because 
I made such a point of remaining inconspicuous. I didn't 
appear on the stage if I could avoid it, except to move 
the piano or chairs or things of that sort. I always 
felt that the musicians should be featured, and the 
impresario should not. 

On March 2, 1953* we had the Sonata for Cello and 
Piano by Elliott Carter, whom I have met and learned to 
like. But I cannot like the sonata. (I heard it again 
the other night.) [I've also had] the Concerto for 
Bassoon and String Quartet by Adolph Weiss. I haven't 
said much about Adolph Weiss, who was a bassoonist in 
our group and who also had a very good wind quintet. 
They were the ones who played the Schoenberg wind quin-
tet. He is recognized as one of the American composers 
of his period who never quite made it. I see that we 
have the Renard of Stravinsky, the burlesque opera, but 
I have not yet found the all-Stravinsky program that we 
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gave. I shouldn't say "all." We gave a program that 
was half Stravinsky, and it was made up entirely of 
his jazz pieces. It was a lot of fun. 
TUSLER: And when you did that, when you performed 
Stravinsky, was he a part of it? Did he ever conduct 
for you? Did he work with the performers? 
YATES: No. Stravinsky has never conducted for us be-
cause he has a fee for conducting. He feels that since 
he has been paid by the Philharmonic and Hollywood Bowl 
at his own rate to conduct, that he has no right to con-
duct for any other group in Los Angeles unless he is 
paid in the same way. 
TUSLER: But, surely, he worked with the performers. 
YATES: He did to some extent behind the scenes, and he 
would come to rehearsals. 

Here's another music by a Los Angeles composer. I 
don't know what has happened to all the people, but here 
is Matt Doran, who is down at Mount St. Mary's. There's 
Lawrence Moss, a son of Oscar and Sadye Moss, who became 
the underwriters of the concerts, and Mrs. Moss still 
Is. Lawrence was quite young then. This was his Trio 
for Flute, Violin, and Cello; It must have been one 
of his first performed pieces. He has since gone ahead 
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to establish himself as a composer and, I believe, teaches 
at Yale at present. 

We had a competition, works for horn, requested by-
Joseph Eger, our horn player, who was very good and has 
since gone on to make a number of records in various 
places. I don't know where he Is at present. It re-
sulted in a great deal of confusion because the winning 
piece was not the piece that Mr. Eger preferred to play. 
Presumably, it was the 1953-54 season. 
TUSLER: Was that your last? 
YATES: [The season from] 1952-53 seems to have been my 
last season,, I had remembered it as going into 1954, 
but I guess it did not. The Webern series must have 
been, therefore, in Lawrence's first year of independent 
command. I thought it was mine, but then I am not quite 
sure what happened. I don't know that there is any use 
debating it. But I do know that I was in control the 
summer before the Webern series and that Bob Craft, hav-
ing had great success with the four Schoenberg programs, 
wrote me that he would like to do a series of four pro-
grams covering the complete works by Webern. I told 
him that this was not possible, that we would have to 
settle for nine works (that was a little over half a 
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program). And it was here that Stravinsky discovered 
Webern. So I was in command that summer, but apparent-
ly it was that fall when I withdrew. There was a whole 
series of events. We tried to turn concerts over to 
the musicians, you remember. We turned them over to 
Lawrence, and I had really reached just about the end 
of my rope by 1953* 
TUSLER: Why was that? 
YATES: Well, I was doing a full-time job, which was 
tiring enough in itself, at the Department of Employ-
ment; and I might say that things were not going well 
there at all. It was a very scandalous situation from 
which I was eventually rescued. But It was an exhaust-
ing year at the office. We had the concerts, and as a 
writer I was more and more active, so that I was really 
carrying on too many careers. For several years, I had 
ended each season by taking a vacation early In summer 
and usually spending all or part of that vacation in 
very bad shape. I had repeated attacks of some kind 
of rather very severe skin irritation, such as I have 
described from the early years. And nobody seemed to 
know what it was. It was like a very bad attack of 
poison oak, but it was obviously not that. It would 
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come on each time I would end a season. I really was 
at the point where I couldn't carry on any longer. 

So we had just one unfortunate occurrence. I had 
explained that during the preceding negotiations (for 
several years) that of all the properties of Evenings 
on the Roof, the only thing I retained for myself was 
the name, "Evenings on the Roof." So when we were un-
able to negotiate a means by which I could keep my control 
of it and withdraw it if at any time I felt the concerts 
had gone in the wrong direction, I did withdraw the name, 
and "Monday Evening Concerts" was substituted. I have 
never been forgiven for this. But I think it was all 
for the best. I think it was much better that Lawrence 
should operate under a separate title. 

Note: I did carry on officially through 1954, 
but Lawrence was taking very active command of 
the programming. For a benchmark, if anyone 
wishes to check the program record, the final 
program of the last season under my direction 
ended with the Brahms clarinet quintet—probab-
ly spring 1954. 
I have not included two related incidents: the 
evening when I asked contributors willing to un-
derwrite the concerts to meet me at the front 
of the hall after the concert. Only Aldous Hux-
ley came forward, and we stood together won-
dering what should be done—not so much talking 
as wondering together. Soon afterwards Oscar 
and Sadye Moss phoned asking to talk with us. 
They volunteered to take full responsibility 
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for underwriting the concerts from that time 
forward. I agreed, provided that as under-
writers they would have no influence on the 
making of the programs. They agreed, and Os-
car until his death and Sadye to the present 
day have made possible the continuation of the 
programs and have been faithful to that agree-
ment. Saying this means more than any other 
compliment I could pay themc The patron who 
supports a concert series without imposing his 
own tastes and wishes on what is performed is 
the rarest of men. 
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