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INTRODUCTION

Lawrence Morton was born to Saul and Anna (Rosenfeld)
Morton on July 13, 1904, in Duluth, Minnesota. His child-
hood was filled with music, as his mother was a talented
planist, and he began piano lessons by the time he was
nine years old.

His training stood him in good stead when, after at-
tending the University of Minnesota, he was forced by
family finances to abandon a medical education, and he
became an organist accompanying silent movies.

In the late twentles, Mr. Morton moved to New York to
study organ under Pietro Yon. This batkground led to a
brief career as a church organist. He moved to California
in 1939.

Arrival in Los Angeles meant the beginning of several
new careers for Mr. Morton. First, he became involved in
the film industry as an orchestrator. In addition, he be-
came a music critic, closely involved with the inner cir-
cle of local musicians. First writing for Script, then for
a variety of local and national publications, including

Modern Music, Counterpoint, and Frontier, Mr. Morton's

"peat" included the rooftop concerts at the home of the

Peter Yateses on Micheltorena Street in Silver Lake. As
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critic-~-often a harsh one--and then as director, his
involvement with Evenings on the Roof continued to grow.
In 1952, when Peter Yates resigned the directorship of
the concert series, Mr. Morton became executive director.

Under his directorship, the series, newly named the
Monday Evening Concerts, grew in renown for astute pro-
gramming of old and new music, as well as the high
quality of performance. The works of Schoenberg, Berg,
Webern, and especially Igor Stravinsky, often interpreted
by his close friend Robert Craft, were featured along with
American premieres of works by such composers as Pilerre
Boulez, Luigi Nono, and Karlheinz Stockhausen. American
composers, especially residents of Southern California,
have consistently found the concerts hospitable to their
works. After years of moving from auditorium to auditorium,
Monday Evening Concerts finally arrived in 1965 at its
present home, the Leo S. Bing Theater of the Los Angeles
County Museum of Art.

In the meantime, Mr. Morton added to his duties the
artistic directorship of the 0jai Festivals, from 1954 to
1959 and 1967 to 1970, and the position of curator of
music at the Los Angeles County Museum of Art, which he
has held since 1965.

Mr. Morton has been honored for his involvement with



music by Guggenheim Fellowships for the years 1959-60 and
1960-61; the Laurel Leaf Award of the American Composers
Alliance, 1966; and, most recently, a citation from the
city of Los Angeles, presented in 1971.

Criticism by Mr. Morton has appeared in Musical

Quarterly, Film Music Noteg, and Music Library Association

Notes. In addition, he has written numerous liner notes
for Capitol and Columbia record albums, as well as program
notes for the Ojai Festivals, Los Angeles Philharmonic
concerts, and Coleman concerts. He is the author of the

article "Strawinsky" for the Fasquelle Encyclopédie de la

Musique, published in Paris in 1961.
Mr. Morton retired from the directorship of the
Monday Evening Concerts in 1971, but has not abandoned his
close tiles with the music community of Southern California.
In the following pages, which consist of a transciption
of tape-recorded interviews made with the UCLA Oral
History Program, Lawrence Morton describes in his own words
the evolution of the Monday Evening .Concerts during his
twenty years as director, as well as reflecting on
the music and musicians that have helped to shape the
music scene in Southern California, and modern music
everywhere. These recollections are part of the Oral

History Program's Fine Arts Series. Records relating to
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this interview are located in the office of the UCLA

Oral History Program.

Los Angeles Joel Gardner
April 1973
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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 OF INTERVIEW:

Place: Morton's apartment, 1113 N. Sweetzer Avenue,
Los Angeles, California.

Dates: February 2U4-August 10, 1966. [February 24;
March 10, 17, 23, 31; April 1L, 21, 28; May 5, 26;
June 2, 24; July 1, 13, 20, 27; August 3, 10.]

Time of day, length of sessions, and fotal number of
recording hours: The interviews were conducted 1n the
afternoon, and each session lasted approximately two
and one-half hours, with one hour of taping. Total
recording time: seventeen hours.

Persons present during interview: Morton and Tusler.

CONDUCT OF THE INTERVIEW:

The interviewer began by asking Mr. Morton to trace
his musical activitilies before becoming associated with
the Evenings on the Roof concerts. In speaking of
specific performances and performers, the respondent
often referred to reviews he had written for Script
magazine. The narrative proceeded chronologically
with a discussion of the seasons after he became
executive director of the newly named Monday Evening
Concerts. Mr. Morton used his program file in recol-
lecting each season's offerings. In preparing for

the interview, Mrs. Tusler also examined the minutes
and official papers of the Southern California Chamber
Music Society and other pertinent records of the
concert series.

EDITING:

Editing was done by the interviewer. The verbatim
transcript was edited for punctuation, paragraphing,
correct spelling, and verification of proper and place
names. Except for a blending of taped material of
sides one and two of Tape V, this manuscript remains
in the same order as recorded. Words or phrases added
by the editor have been bracketed.
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The edited transcript was returned to Mr. Morton for
his review and approval. He made some corrections and
also supplied spellings of names not previously
verified.

The index and introduction were prepared by Joel
Gardner, Editor, UCLA Oral History Program. The
remaining front matter was prepared by the Program
staff. Bernard Galm, Senior Editor, reviewed the
manuscript prior to final typing.

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 limited number of programs of Monday Evening Concerts
have been deposited as Collection 965 in the Depart-
ment of Special Collections, UCLA Research Library.

Mr. Morton has indicated that he will add materials to
the collection at a future date.
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TAPE NUMBER: I, SIDE ONE

FEBRUARY 24, 1966

TUSLER: Mr. Morton, shall we begin with your telling
something about where you were born, and how you got
into the musical business?
MORTON: I can't say I came from a musical family, but
my mother was a pianist of considerable abllity, and
through all my childhood days I heard Chopin played
endlessly on the piano. In the cilty where I was born,
Duluth, Minnesota, I believe that my mother had the
distinction of introducing to that cemmunity Rachma-
ninoff's C-sharp Minor Prelude at a meeting of the
Ladies! Matinee Musicale. That was the kind of music
that I heard through all my childhood.

I began taking piano lessons when I was eight or
nine years old. It was never intended that I would be
a professional musician. At some point during my child-
hood I probably said, "When I grow up I'm going to be
a doctor." That stlck with me, and when I went to the
University of Minnesota, I entered as a premedic and
did the two years of premedic and one year of medical
school. But around that time the family had some finan-

cial misfortunes and I began to look for ways of earning



a little bit of money with my music. I did some work
in college jazz bands and things of that sort, fthe
usual thing.

TUSLER: You were still in Duluth, or were you in
Minneapolis?

MORTON: No, we moved into Minneapolis when I was in
my second year of high school, so I would have been
maybe fourteen or fifteen.

I did somehow or other gravitate toward playing
organ in silent movies and I did that for a number of
years, gradually improving my musical tastes so that
eventually I found that I could not stay in that kind
of work very long. I decided to leave "commercial"
work, went off to New York, and studied organ.
TUSLER: Whom did you study with?

MORTON: I studied with Pietro Yon, who was a great
technician but whose musical taste I couldn't agree with
at all. But I took the attitude that I would take from
the teacher what I could get and leave my criticisms
private.

TUSLER: Did he have a church position there at that
time?

MORTON: Yes, he was at St. Pat's in New York, and I



used to go there every Sunday to hear him play--a couple
of times he let me play the postlude, which was great
fun because that was, as I remember, a very good organ.
I don't know what I'd think of it now; I haven't heard
it in many years, but our taste in organs has been chang-
ing in the last quarter of a century or so, and if that
organ doesn't sound something like a Baroque organ, I
don't think I'd like it very much. I knew it was not,
however, anything like the organs I had been playing on
in the theaters.
TUSLER: What were they, by the way? Were they the big
Wurlitzer sort of thing with seventy-five different
stops?
MORTON: That's right; they had the usual contraptions,
and T must say that they were fun working with, because
the possibilities of a variety of tone colors were al-
most inexhaustible. None of them has any great musical
significance in a serious sense, but they were great
for movie work where one had to imitate things that were
going on on the screen, and that sort of thing.

It was fun, and I don't regret any of those years
at all because certain things that I learned there have

been invaluable, such as sight-reading. I think that when



I was twenty I was an expert, I could sight-read almost
anything. Another thing that was very useful was that
I developed a great skill in transposing. Sometimes

a singer would come in to sing a pop song between the
two movies, or between the comedy and the feature pic-
ture, and on a Saturday there would be a morning rehear-
sal--the singer would appear and give me apiece of mu-
sic and say, "Well, you've got to play this in A-flat
instead of B-flat." I became really quite expert at
transposing at sight. I did most of this through the
old system of movable do, solfeggio using a movable

do. I would read the music as it was printed and simp-
ly think it through in terms of sol-fa syllables, and
then my hands would do it, the same sol-fa syllables
with a movable do, in another key. This became one of
my blg assets in the business.

TUSLER: Where did you think you were headilng at that
point? Were you hoping to have a concert career or
were you thinking in terms of being a church organist?
MORTON: Well, I did have some notions about going into
church music, and actually I did work in churches doing
choral work and playing the organ for some years in

Chicago, where I came after I left New York. This was



very disillusioning, however. When I had been still
living in Minneapolils, I had had some contact with the
old gentleman [F. Melius] Christiansen, who directed

the St. Olaf Choir. He was a very rigid and, I dare
say, & rather Bach-like man; and he had great contempt
for everything that was goingon in church music. He
frequently used the term "garbage music." The standards
of musical taste as practiced in most churches--and I
was also doing a synagog Jjob--were at a pretty low
level, and efforts to elevate 1t were not always suc-
cessful. It was the usual struggle, because church
congregations are not in church for musical reasons;
they want to be consoled by music rather than stimulated,
so any attempt to do anything new or exciting didn't
work very well. I was also putting my hand to compo-
sition at that time.

When T had been relieved of all the family obli-
gations which had descended upon me after my parents
were gone (the rest of the family had become adult),

I decided I would come out to California, thinking in
terms of the movie business. I did know a good deal
about films, Jjust from looking at them. I didn't know

anything about the techniques, but I thought I would



like to take a hand at that, and I came to California

in 1940.

TUSLER: Were you thinking of composing for the films?
MORTON: Iwasn't particular. Imust say I was at loose
ends at that point, not knowing exactly what I wanted

to do. People were not playing organ in movies anymore--
oh, there was some going on, but I was tired of that.

I was completely disillusioned about the possibilities
of doing anything decent in church music. And I don't
blame this entirely on the churches; it might have been
my own shortcomings. I already had some predilection for
modern musilc, and modern music of a kind that perhaps
doesn't even belong in a church, I don't know. And then
T did get very tired of the general religious atmos-
phere, because I was an agnostic certainly by inclina-
tion.

So I didn't know exactly what I wanted to do out
here in California, but I knew that I wanted to get away
from everything I had been doing, and I wanted a change
in climate. Among other things, I had heard from friends
who had moved out here that there was no hay fever in
California, and that was something that I had suffered

with miserably since I was about ten years old; if there



was no giant ragweed in California I thought that was a
place that I would like to come to. That was very im-
portant because from about the middle of August until
way 1nto October, T had a pretty miserable time.

Well, anyway, I did come to California. Union
regulations being what they were, there was nothing
that I could do professionally for a considerable time.
As I remember now, [I think] it was a year of residence
that was required before you could do anything in the
film or radio industry. I'm not absolutely sure of
those regulations now, but I know that for a considerable
time I was unable to do anything professionally.
TUSLER: What year was that?

MORTON: I came to California in 1940. Of course, by
this time the war in Europe had already started, and
everyone's attitude was a little bit different [from
what] it had been beforehand. I was much agitated of
course by general political-diplomatic issues. But I
had resolved that I was going to have some sort of musi-
cal career.

One thing that I did get into fairly quickly after
that was writing criticism for a little magazine in

Beverly Hills called Script. This was a job that didn't



pay any money, but it was something to do and something
that kept me in contact with music, and of course it
meant free tickets to all the concerts that I wanted to
go to.

TUSLER: How did you happen to get involved with that?
Did you know Rob Wagner, had you met him?

MORTON: No, I met a girl who was working at Script;
she was a sort of secretary and she simply called me
one day and said, "We'd like to have some music criti-
cism. It doesn't pay anything." I knew she herself
was getting very little money, and I said, "Sure, I'd
like to try it," though I hadn't done anything of that
sort before.

I have a file of practically everything that I ever
wrote for Script magazine, and it's that file that I
referred to now when I was trying to find my first con-
nection with Monday Evening Concerts, then known as
Evenings on the Roof. That organization had been giving
concerts since the spring of 1939. By the time I became
aware of them, they had already moved from the original
Roof to the Assistance League Playhouse, so this must
have been thelr second or third season. I don't remem-

ber exactly the first concert that I went to, but I find



here in my file that on January 17, 1942, I had written
a short review of a concert, though I don't think that
this was the first concert I had gone to. I have no-
thing except this file of my articles that remind me

of my first contact with the organization.

In this particular review I speak of Evenings on
the Roof as "a cooperative enterprise that has been
responsible for making known innumerable compositions
not elsewhere heard in this community." I mention that
they had moved 1nto Hollywood for a new series of con-
certs, but just where in Hollywood I don't remember
now, Maybe they had already left the Assistance League
Playhouse and moved over to the KFWB [studlo]. In any
case, the concert that I am referring to was the opening
program of a series.

Let me read here some of these comments: "The
opening program was better in prospect than in actuality
and proved once again that composers as great as Haydn,
Purcell and Brahms can occasionally write on a level
somewhat below thelr best. The Haydn and Purcell son-
atas are not the kind of music that has brought honor and

fame to the composers of Dido [and Aeneas] and the London

Symphony, but since there is more Purcell to come in



later concerts there will be an opportunity to view
this piece in relation to others of the composer's
works." I must say I'm a little bit ashamed now of
finding fault with Purcell and Haydn, but in those
years I think I was perhaps more assured in my ig-
norance than I am nowadays 1n my greater knowledge.
[ laughter]

What I did find to praise on that program was
Kurt Reher's playing of the Koddly Sonata for solo
Cello. Kurt Reher, as you know, is now first cellist
in the Philharmonic--he was i1n the Philharmonic once,
went out into the commercial world, and then came back
to the Philharmonic. He is certainly a great artist.
TUSLER: Perhaps he was just starting his career?
MORTON: Well, there are several people who I know were
beginning their careers at that time-~for instance,
David Frisina, the concertmaster, was playing at the
Evenings on the Roof in those years, and subsequently
moved into the orchestra.

T did say in this article that the glory of the
performance was more the performer's than the compo-
ser's. "The sonata is an unwieldy and windy piece

which indicates more than anything else that Kodily

10



had mastered the technique of writing for the instrument.
Its demands upon the performer are for epic execution,
but its rewards are only an extremely sonorous sound

and fury, and these are slight rewards indeed in return
for the energy expended. But it was a genuine pleasure
to hear Mr. Reher render such a work as a soloist after
having watched him for so long in the second chair of
the Philharmonic."

I think that I would probably stand by that opinion
of the Kodily sonata; but, as I say, I don't know what
Haydn and Purcell T had been listening to. My own
activities subsequent to that in digging up older works
of Haydn make me believe that there's a great deal more
solild stuff there, and 1f the work that I'm speaking
of happened to be one of the trio sonatas, I have an
l1dea I might have been very wrong, and probably wrong
in respect to the Purcell, too. I would hesitate now,

I think, to belittle Haydn or Purcell.

That, I suppose, as far as my memory goes, might
have been my introduction to Evenings on the Roof.

I find another reference to 1t here in the following
month, in February 1942: "Evenings on the Roof continues

to hold forth on alternate Mondays at the Assistance
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League Playhouse. There has been nothing to equal the
brilliant performance of the Beethoven Septet at an
early concert, unless 1t was David Frisina's playing of
the G=minor Violin Concerto of Prokofiev. The last
program was a dreary wasteland of lesser Beethoven pieces,
but the next program is to be devoted to American com-
positions and promises at least to be exciting and in-
teresting." I remember very well Frisina's playing of
the G-minor Prokofiev. I think 1t was the only time
I've heard it with piano accompaniment instead of with
orchestra, and of course the effect was something quite
unusual., In my childhood I had gone through a great
repertoire of violin music with my older brother, who
was a very talented musician but a very lazy player.

He never practiced. As a matter of fact, that was one
of my faults, too. We had great times in our youth
goling through vast amounts of violin-and-piano repertoire,
never practicing any of it in order to achieve decent
performances; sometimes when the passage work became
very difficult we both used to improvise, you know,
just get through a certailn number of bars playing ar-
peggios or scales or whatever, Just sensing that after

a certain period we'd better get back to the music when

1z



it got a little bit easier. But we did go through a
tremendous repertoire. The Prokofiev Violin Concerto
was new to me, I think; but then in 1942 it would have
been because the plece was written only in 1935, and
that was beyond the time when my brother and I would
have been going through things. I might have heard

i1t somewhere in the East in concert, but I don't recall
it.

TUSLER: The article did state that they were in the
Assistance League Playhouse that year.

MORTON: Yes. That was in '42,

TUSLER: Is that the same building that is presently
there?

MORTON: Yes, i1n Hollywood on a little street close to
Western Avenue.

The history of that part of the Roof's activities
really belongs to Peter Yates, and I'm sure that he
will have much to say about it. I'm concerned with it
here only as the background for my own coming into the
organization several years later. When I was 1lnvited
to participate in the activities of the Roof, [1t was]
simply because during the years that I was writing for

Script, [the Roof] gradually became more and more the
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subject of my columns as the concerts became more and
more interesting to me. They were teachlng me a great
deal about repertoire that I didn't know, and I was grow-
ing in awareness, 1 think, of performance quality.
TUSLER: Was the Evenings on the Roof quite well known
at that time in the Los Angeles area? Were they well
attended, as you recall? Was there a large core of
loyal people who were supporting it?

MORTON: Well, my impression is that in that respect
it's about what it is now--that is, there is a hard
core [of supporters] but a very small one. When they
moved from the Assistance League into the old KFWB
studios on Sunset Boulevard, I remember one concert

had to be piped from the maln studio into an adjacent
one in order to accommodate a very large crowd. I can
remember a concert years later when we moved into the
Ebell (the little concert hall upstairs in the Ebell)
that was overcrowded, and I remember some resentment on
the part of subscribers who couldn't find seats. The
same sort of thing happened Jjust a few weeks ago--T
think it was January 1l0--at our own concert where we
oversold and had people standing up, and there was some

resentment. But these things happen. After one such
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concert you may find yourself reduced to an audience of
two hundred people the next time. I think in this re-
spect the situation hasn't changed.

One cannot know in advance what is goling to bring
in an audience, and when you've got the audience there
you cannot be quite sure why they have come. You don't
know if it's for a performer or for the repertoire, or
if it just happens to be a night when they had nothing
else to do. As long as I've been connected with these
concerts, I've never been able to have any notion about
what brings an audience. Of course, if I knew, I could
become the world's greatest impresario and run Mr. Hurok
out of business. [laughter] But I think these things
Jjust remain mysteries.

TUSLER: Perhaps a questionnaire i1s not too useful, but
have you ever attempted questioning an audience, asking
them to fill out something on "Why did you come tonight?"
MORTON: I don't like audience questionnaires for several
reasons. One thing I'm sure--if you ask them questions
like that, they'll write a little note at the end asking
why don't you play more Beethoven or more Schubert or
Stravinsky or Schoenberg? I don't think that concerts

should be given on the basis of what audiences want to
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hear. Our Jjob i1s to inform an audience, and this is
of course one of the things that carries on from the
earliest days when it was Evenings on the Roof, I
think this is a real continuation, that 1t is still
our job to discover what is new, or what is old but
has not been played, and bring it to the attention of
audilences. We can't always tell in advance if it's
going to be good, but I think without question it has
been interesting. In this respect, Evenings on the Roof
established a policy that keeps on going.

TUSLER: That was the original purpose, wasn't it?
MORTON: Well, its original purpose was to give per-
formers a chance to play, because in those years there
was so little other chamber music goilng on in town
that the musicians wanted a place where they could
play serious music. That situation doesn't pertain
any more at all. Many of them find that they have so
many more opportunities to play that they are no longer
so eager to play at our concerts. The younger people
are, of course; and I would say that, in general, the
age level of the performers stays about at what it
always was--that is, the older people are less eager

to play. For one thing, I think they find it less easy
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to keep up with the newer trends in music, and the
young people are more sympathetic and they're more
eager to learn.

TUSLER: Theilr reputations aren't as established and
it's an opportunity to perform?

MORTON: That's right.

TUSLER: Could you sketch in a little bit of what you
know about the circumstances under which the Roof was
originally organized?

MORTON: Yes. (Of course, I know this only by hearsay
because the concerts had been going on for a few years
before I became interested in them.) The philosophy
behind the organization was that the performers should
play pieces that they wanted to play, and the phrase used
was "regardless of box office." The performers wanted
to play and if they had an audience, fine, and if they
didn't have an audience, that was all right, too. But
I've always questioned this (and I've questioned it

to Peter Yates, so I'm not talking behind his back):
the moment you start to make up a program that makes

a good program, you have an audience in mind. If you
don't want to give a whole evening of Purcell violin

sonatas, 1t isn't because someone might not want to play
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them, but because it doesn't make a good program; and
the moment you talk about making a program in terms of
variety, or whatever the criterion 1s for a particular
program, the moment you start to think of 1t in terms
of a program, you're thinking of its effect. It would

be pretty hard to listen to the Well-Tempered Clavier

for a whole evening, even though that's as great music
as anybody ever composed for the keyboard. Still, to
hear it for a whole evening is a little bit too much
to ask.

I think 1t was probably true, although I don't
remember any exact statements to this effect, that
one of the program ideas was to mix the new and the
old on most programs. Somehow or other, that had be-
come, whether intentionally or not, a general rule, and
certainly it has been consciously cultivated in all the
years that I've been connected with the organization.

' taking, when I was

We used to say "half old and half new,'
first interested in the concerts, the year 1900 as a
sort of artificial dividing line between the old and
the new. But we've had to move that up because nowadays

one can hardly consider Debussy and Ravel, for example,

as new music, although it's very curilous that pileces

18



1ike Schoenberg's opus 11 piano pieces or Stravinsky's
Pribautki (which are 1914) still belong, I think, in
the category of the new; but of course they were com-
paratively young men then. After a while I began to
take World War I as a dividing line between the old
and the new, and now it seems to me that a reasonable
line between old and new is about the end of World War
IT. Webern, who died at just that time, now is almost
standard repertoire. Some Webern that we played just
a few months ago was what I would call a huge success,
where in a performance ten years previously, half a pro-
gram of Webern had been a problematlcal program,

Of course, I'm referring now to a comparatively
small audience. If we should have six hundred people
at a concert now, it is a very large audience. We've
had 1t when Boulez was here; we had it last January 10,
and I don't know why. It was not a program that seemed
to me to be anything astounding, unless all of our
programs are astounding; this was not more astounding,
let's say. This is still a tiny portion of the musical
public of Los Angeles County, when you think that the
Philharmonic is playing to six thousand people a week,

Just for its home programs, then the most that we can
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command is perhaps ten percent of that. Chamber music
will not, of course, draw as widely as a symphony pro-
gram, and our kind of chamber music, where we do play
very hew things, necessarily has a much smaller audience.

But I'm comforted with the thought that elsewhere
in the world, audiences areno larger. For instance,

I remember reading in the New Yorker a year or so ago

a Paris report from Genét on a Domaine Musical concert,
and she exclaimed with considerable glee how wonderful
i1t is that they now have about two hundred and fifty
subscribers. Well, they give only four concerts a

year at the Domaine Musical, and of course their hall
is larger. This particular concert I believe was given
at the Salle Pleyel, which is a huge auditorium, and
they must have taken that because they did a big Stock-
hausen piece for three orchestras. I attended Domaine
Musical concerts in Paris in 1960, and I would judge
that the seating capacity of the regular hall was maybe
a thousand, and it was full. But I found out that one
way of getting a full hall in Paris 1s to give away a
lot of tickets. I got free tickets, and I didn't even
ask for them; I was simply informed that since I was a

visitor in town and a musician there would be tickets
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for me at the box office. So I went to the box office
and picked up my tickets, and the line waiting for those
tickets was huge. The line waiting to buy tickets was
very small.

TUSLER: It's not a direct comparison between that and
what you have here, because the audience you have here
is really paying its way.

MORTON: Yes. The only free tickets we give are to

the press and to the performers of the evening. Ours
is a paying audience. But I would say one would expect
Paris to come up with a larger audience than Los Angeles
for new music. In New York, it was reported to me that
when Gunther Schuller began his series at Carnegie Hall
two or three years ago, how wonderful it was [to have]
a full house. Well, a full house in little Carnegie
means two hundred and fifty people. I asked a young
man--I can't remember his name now, Japanese, who'd
come through from Tokyo (he knew about our concerts and
I knew something about his)--what they got by way of
audience, and he said, "We have a wonderful audience.
We get two to three hundred people." So I feel that
the audiences that our concerts have had through the

years, while they have varied extremely, are as good
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an audience as one would expect to get anywhere in the
world. There just 1s not a huge audience for this kind
of music.

TUSLER: We started talking about Mr. Yates. Was he
himself a musician? Was that part of the reason he

got started in this, because he wanted to perform him-
self?

MORTON: ©No, he's not a performer, but his wife, Frances
Mullen, was a fine planist. At the beginning she played
a great deal of music herself. Peter was, I suppose,
what you would call an extremely gifted amateur; he was
completely devoted to music in a nonprofessional way,
and he had the spirit and idea and everything else that
was necessary to carry this out. I would say that the
community is very deeply obligated to him. Although

he eventually retired from it and moved on to other
things, he's still a member of the Board of Directors
of the Monday Evening Concerts, and when he's in town
he comes to meetings. He's still active in the musical
world, though in a very different way.

TUSLER: Was i1t actually in thelr house where 1t was
held?

MORTON: Yes; it was called Evenings on the Roof because
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it was a roof. It was a house on Micheltorena Street,
and they bullt a big room on the roof, and they had two
pianos up there and enough room to seat, I suppose, fif-
ty or sixty people, and that's the way it began. After
the first season or two they had more people than they
could accommodate, and that's when they moved into the
Agssistance League. So there was that hard core of de-
voted people. There are people still subscribing to
the concerts who had been going in those years. OF
course, everything about the organization has changed
since those early years, but certain ideas about reper-
toire have been consistent all the way through. The
first concert, which of course I didn't hear, was an
all-Bartdk program--who played Bartdk in 1939?--and a
whole Bartdk program was something quite unusual.
TUSLER: TI suppose it was strictly on an unprofessional
basis at that point, as far as charging for tickets in
those early years.

MORTON: I think there was a ticket charge, but the per-
formers didn't get any fee. It seems to me the idea

of payment came in a little bit later. And, of course,
the musicians are still inadequately paid. One would
think that after twenty-eight years--we're in our twen-

ty-eighth season--we would have a bank roll, but we don't.
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We'lre still struggling with financial problems, but
we're no different in that respect I suppose than the
Philharmonic. At least they've dropped the phrase

"Save Our Symphony," but this is what they're still
doing. Everyone has to raise money, and 1t's a little
bit harder for us than it is for some other organizations
because we do not have a great popular appeal.

Our appeal right now, in the past couple of years,
is interesting. I would say that almost half of our
audience 1s an audience of students. I was reminded
again this year of something that I hadn't noticed suf-
ficiently, that if we give a program during final exams,
the audience drops consilderably; and I must be careful
in the future to see that around the end of January, when
exam period starts, to give programs (1f we can think
of them) that are going to appeal very strongly to the
older rather than the younger generation, because the
youngsters are simply golng to stay home and study.
TUSLER: At this time, when you were writing for Script
and they were at the Assistance League Playhouse, 1t
was still called the Evenlings on the Roof? It still
carried the term over for quite a few years?

MORTON: Oh, yes. That term went until Peter dropped
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out of the concerts, which would be the 1954-55 season.
Monday Evening Concerts should be very well established
as a name now, but you'd be surprised how many people
stlll speak of it as the Roof. TI've found myself doing
it, because the Roof is an easy quick word to use, but

to say Monday Evening Concerts 1s a little bilt more
difficult. We took the name "Monday Evening Concerts"
because certain other organizations were beginning to
give concerts on Monday evenings, which had regularly
been our time; there was competition for Monday evenings--
some of the larger organizations didn't pay any attention
to our concerts--and it seemed to me to call them Monday
Evening Concerts was to clalm that evening as ours. Now,
of course, the musical life of Los Angeles 1s so much
greater than it was twenty years ago that we have a good
deal of competition on Monday nights. Monday night re-
mains a good time for us, however, because if we happen
to be using Philharmonic musicians, they're almost al-
ways free. Monday is the off-day for the Philharmonic,
and also Monday seems not to be so busy a night in the
recording studios as other nights are. So 1t's a good
night for musicians.

TUSLER: When did you first meet Mr. Yates? Did you know
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him at the time when you were writing the articles for
Script?

MORTON: I don't remember now when I first met Peter, or
how I began to write more and more about those concerts
and less and less about some of the other concerts in
town., But I do remember that in those old days it was
really a cooperative enterprise; I remember one evening
at Peter's house when the musicians and I were there
getting out a mailing. It was really cooperative, not
only in the sense of bearing the financial burden but
"cooperative" in the sense of doing the work. There
were musicians putting stickers on the folders and stamp-
ing and addressing them, and so on; and that must have
been fairly early, because even during the time that
Peter was the head of the organization, he had to dele-
gate some of the work to other people. It began to be-
come, let's say, a real organization, rather than a "let's-
all-get-together-and-do-something." Do you think I've
fairly well explained the kind of organization it was?
TUSLER: Yes.

MORTON: That can be expanded by Peter. I'm sure he

has a much better memory of it than I have.

In any case, my first official connection must have
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been before I went into the Signal Corps during the war.
I was invited to become a member of the board. They did
have a Board of Directors by that time, and I can remem-
ber that Ed [Wolfgang] Rebner and Ingolf Dahl were the
people who asked me to come in. What I did then was
simply to come to meetings when they were called and
discuss possibilities of repertoire and tThings of that
sort.

TUSLER: When did you go into the Signal Corps?

MORTON: I don't remember exactly. It might have been
144, I had been drafted and rejected because of poor
eyesight, but I went into a civilian branch of Signal
Corps. I started out here at Santa Monica City College
and then went up to Sacramento, to Kentfield in the

Bay Area, and to San Mateo, where I went through a course
of training that was supposed to end up in radar. But
somewhere along the line it was decided that no civilians
would be allowed into the radar project; so after I'd
gone through all this training for what must have been

a year, I was released wilth the advice that since the
government had invested all this tralning and public funds
in me, I ought to do something to further the war effort.

When I came back to Los Angeles I went to work at Douglas
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Aircraft. I worked a graveyard shift so that I could have
my days for some sort of musical activity.

The only thing I remember about working at Douglas
Aircraft, where I was soldering electrical connections,
was that at the workbench Jjust ahead of me Ruth St. Denis
was working, also on the graveyard shift. I had known of
Ruth St. Denis, of course, for years and years and had
actually seen her dance. The thing that I so much admilred
was the grace of every movement that she made when she
was soldering. If something would drop on the floor and
she would pick it up, 1t was a beautiful act--Just the
way she moved. Of course, she was an elderly lady by
that time.

TUSLER: Why was she doing this? Was it her way of con-
tributing to the war?

MORTON: I'm sure, I'm sure. When rest period came, she
used to walk over to some tables up against the wall and
lie down to do some sort of relaxing exercises--I don't
know what they were--and no one ever disturbed her. T
have an idea that these might have had something to do
with Indian customs of breathing, or something of that
sort. She would spend that fifteen minutes relaxing or

exercising, whatever 1t was, and then she'd return to work,
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I didn't talk with her very much because there wasn't
much time for talking, but we did have a nodding acquain-
tance and passed silly words now and then or just greet-
ings. I much admired her, and I admired the way she
dressed, too. I don't think she wore slacks; 1t seems
to me she wore skirts, and I thought that was quite un-
usual because all the women working at the factory were
wearing slacks..

TUSLER: Was she still dancing at that time?

MORTON: Oh, yes. Well, not just during those years,
but a lot in that period. I remember she danced some-
thing at one of the churches where Arthur Leslie Jacobs
was music director; she had put on some sort of reli-
gious dance. She must have been 1n marvelous physilcal
condition.,

Another thing I remember about working at Douglas
was that with something like thirty-eight or thirty-nine
dollars a week take-home pay, I was always incensed over
what I read 1in the newspapers about the tremendous amounts
of money that were being earned in the defense industry,
and how defense workers were supporting all the jewelry
stores on Hollywood Boulevard, and so on. Nobody that

I knew in defense work was making anywhere near that
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kind of money. But 1t didn't matter: one was there
for reasons of patriotism. And my patriotism was su-
perior, I think, to that of the alrcraft company, be-
cause after I'd been working there for some time, a
change was made in government contracts--instead of
the cost-plus arrangement, the aircraft companies had
to pay for labor instead of Jjust adding 1t to what they
charged the government, or something of that sort. All
of a sudden it turned out that I was not necessary at
all to thewar effort. If the government paid me, I was
necessary to the war effort; if the aircraft company
had to pay me, then I was not necessary to the war ef-
fort. So I was discharged and I felt--well, I've done
everything I could and I'll Jjust return to musical life.
TUSLER: During this time you were stlll serving as a
member of the board for the Roof?
MORTON: It seems to me that I was, but I may be wrong.
It may not be until after the war that I came into it,
because I'm sure I was still writing for Script magazine
all through that period. I did work for the magazine
right untll the time that it became defunct.

All these years that I was writing for Script were,

of course, very educating for me because I did go to
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a lot more concerts than I would have under any other
circumstances. I simply would not have spent as much
money going to concerts as I did during those years. T
went to the Philharmonic regularly and sat through con-
cert after concert, even some of them that I thought
were quite dull.

TUSLER: Were those the Klemperer years?

MORTON: ©No, these were the Wallenstein days. I remem-
ber Wallenstein's first concert, which was almost a
disaster.

TUSLER: What happened?

MORTON: Well, it was a Brahms symphony that just fell
apart. He must have been nervous, and the orchestra

was unaccustomed to him. It was the kind of thing you'd
almost expect from a debut. It was close to a disaster.
Nevertheless, as he became used to the orchestra and the
orchestra became used to him, it became a very, very
good orchestra, and naturally he improved, too. I can
remember some performances that were the equal of any
that I hope to hear, although I think that he was a little
bit uneven. At the time that a campaign agalinst him was
going on, I defended him, not wholeheartedly, but simply

on the grounds that Los Angeles cannot attract a first-class
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conductor--a Toscanini or anyone of that sort. The

city was such that we were fated always to have a good
second-clasgs conductor, which simply meant that if you
were going to change conductors you were going to exchange
one kind of shortcoming for another. One of the things
that I liked about Wallenstein's performances was that
they were correct, generally speaking. Inspiration

is something that I don't value particularly in conduc-
tors. If the music is inspired, that's qulte enough

for me, and the conductor's inspiration is certainly

of secondary interest.

TUSLER: You Jjust used the expression "a campaign against
him." What did you mean by that?

MORTON: Well, we're talking now in the field of gossip,
mind you. I was never on the inside of things, and I
don't know what was transpiring, but I was aware that
there was a very active campaign against him in the

Daily News. Gradually the tone of criticism began to

change even in the Los Angeles Times, and so I had the

feeling (although I can't bear this out in any way) that
at some point it was decided that Wallenstein had out-
lived his usefulness to the community, for whatever

reasons. I suppose it was organized somewhere in the

32



Philharmonic offices. This 1s not surprising, either, be-
cause almost everywhere conductors, when they are new,
are hailed as great, as remakers of the musical life

in the communitys; then, after a while, one gets accus-
tomed to them and finally one begins to get tired of
them. This happened with Mitropoulos in New York--he
was certainly not anywhere near as popular at the end

of his career there as he was at the beginning; and one
can see it also with Leonard Bernsteln in New York right
now., He was halled at the beginning but people are be-
coming more and more critical of him now. This doesn't
mean that he is getting any worse, it just means that
people are always on the lookout for a change. Of course,
on the other hand, there are people like Koussevitzky
who held out for a long time in Boston. Actually there
was no reason why Stokowski should not have continued

in Philadelphia, and Ormandy has stuck it out for a
long, long time in Philadelphia after Stokowski left.
But elsewhere in the country there are frequent changes
of conductors, and I think that they're all due to the
same thing: that people do grow tired of a conductor
and just want something fresh. I don't think that they

know whether one conductor is better than another, because

33



outside of the great conductors, of which we have had
very few, the fact that people will accept one second-
rate conductor as well as another second-rate conductor
simply means that they don't know the difference between
them.

TUSLER: Of course, the symphony audience is not the
type of audience which you are attended by.

MORTON: Oh, no.

TUSLER: They Jjust don't have the musical knowledge

to bring to the subject.

MORTON: Well, I'm not sure that I would say "knowledge,"
that they certainly don't have; but I don't think that
is the factor. I don't think they have the curiosity
nor do they have the necessarily cultivated taste; and,
let's say, they are in general conservative audiences.
But new music has always had to struggle for its exis-
tence, and chamber music has never been quite as popular
as orchestra music, anyway. This country is a symphonic

country; we're not an opera country, and we're not a

chamber music country.
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TAPE NUMBER: I, SIDE TWO

MARCH 10, 1966

TUSLER: In our last session, you said that you be-
lieved that you Jjoined the board of the Fvenings on

the Roof in 1942, or in the early forties, but you

were just saying that you think that actually happened
a little bit later on.

MORTON: Yes, I'm sure now that it was later. I'm
reading again from some of my old reviews, and I can
tell by the tone of the reviews and by the subject
matter that the concerts I'm speaking about right now
were going on much earlier than the time when I became
active on the board. I'm going back now to March 1942,
and the concerts were still fairly new. This would
have been the third or fourth season. The seasons were
not accurately counted in those days because they would
run a few concerts in the spring and call 1t a season;
then they would start again in the fall and call it
another season, so sometimes there were two seasons per
year. That went on for a short time and then it became
corrected, but I always speak of us now as being in

our twenty-eighth year rather than the twenty-eighth

season because the count 1s not accurate.
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Actually, we don't even have a count of the number
of concerts we have given. It would be very interest-
ing to be able to say on the program this is our nine
hundred and seventy-second concert, but we have no ac-
curate count of them; we don't have an accurate list
of all the repertoire, which just shows that the or-
ganization was very loogse at the beginning and only
began to be tightened up when the business of running
the concerts became increasingly complicated.

TUSLER: Does anybody have a file of the programs at
this date?

MORTON: No, I'm afraid not. Since I took over the
concerts, I have been keeping a file listing every
composition that has been played and giving its date;
and I have a complete file of the programs from about
1952, I believe, and scattered ones before then.

Peter Yates's collection of programs 1s not by
any means a complete collection and it may be at the
very beginning that they didn't even have printed pro-
grams because 1t was a very small group and 1f there
were maybe thirty or forty people at Peter Yates's house,
there was probably no need for a printed program. Ex-

pense was a large factor then, as 1t is now, although
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we of course are, from the standpoint of budget, light
years away from what we were then.

Here in 1942 T had gone to a concert that I seem
now to have enjoyed very muchs; there were compositions
played by Roy Harris, Paul Creston, Busoni, and Samuel
Barber. I complained that "this concert gave me the
dubious pleasure of listening to a program that was
uniformly interesting from beginning to end, and yet
included not one composition of real merit." It was
all interesting because all the music was new to me,
but the works on the program were at best third- or
fourth-rate pieces. The artists on this occasion were
Frances Mullen (who is of course Mrs. Yates) and Kurt
Reher. The Roy Harris piece was the Sonata for Piano,
which was the piece, you may remember, that made Arthur
Parwell stand up and say, '"Hats off, gentlemen, here

" quoting Schumann on Brahms. Paul Creston's

is a genius,'
piece was a viola sonata. For some reason or other

I don't say who had played it, but I have an idea 1t
might have been Kurt Reher's brother Sven, with whom
he often appeared jointly on programs. Then there was

a sonatina of Busoni, and to end with, Sam Barber's

Cello Sonata, about which I said, "Mr. Reher's magnificent
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playing almost obscured the banality of the material
and the academicism of the workmanship." I think I'd
probably stand by that now; Barber 1s a very accomplished
composer and has a big public and a great success, but
he is not what we call one of the significant composers
of our time.

TUSLER: Were these premieres, or were they Just being
heard in Los Angeles for the first time?

MORTON: I think they were all belng heard here for

the first time. In those days, almost everything that
we played was being heard here for the first time. In
that time the premiere fever was not what it has become
and which, I acknowledge, I am a victim of right now.
It seems to have some publicity value or some interest
for the public to know that they're hearing a premiere,
or a Los Angeles premiere, and on our current programs
we label everything as to whether 1t's a Los Angeles
premiere or a world premiere; and when we're trying to
sell ourselves to important pecple who might be in a
position to give us some money, we always cite the num-
ber of premieres that we've had. It is a source of
some pride, of course, to be able to say that in our

history we've had eleven world premieres of Stravinsky
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works. I think there are very few organizations that
can count that many. Of course, we're not speaking of
Stravinsky's very great works but of his smaller pieces,
and some of these premieres were reinstrumentations of
older works; but, nevertheless, they are premieres.

A short time later, the Reher brothers and Frisina
played another concert, and there was one of the string
trios of Beethoven about which I made a remark that was
subsequently quoted (I must say it's a rather fatuous
remark now, but it has something to do with the state
of the world in 1942--T1 don't think I would stand by
this any more, but I think it was rather amusing):

"If you still doubt the morale-building potentiality

of music, you should have heard David Frisina and the
Brothers Reher play the first of the trios of Beetho-
ven, opus 9, Whatever it 1s that happens to an audience
when good music is beautifully played, happened here.

I do not say that this audience would have been able to
stand up to a Panzer division without fear after the
performance, but I'm sure that it was capable of some
unselfish if not heroic action." I certainly don't
believe that for a minute! [laughter] But that was

the state of mind in those war years.
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On the same concert came one of the real events,
a performance that I still remember of a plece that
I think is a very, very important one--namely, Charles
Ives's Third Sonata for Violin and Piano, which was
played by Ingolf Dahl and Sol Babitz. I'm very glad
that I noticed at that time the marvelous ending of

' I wrote, "are perhaps

that pilece. "Its final pages,'
the most haunting and melancholy written by an American."
The thematilc material is an old American hymn called
"By the River" or "At the River," and Ives works on
this material very nostalgically, as though he can't
gquite make up hils mind to come to an end. It's one of
those marvelous places that you see a classical example
of in the end of Mahler's Song of the Earth, and also
it's a mood that Aaron Copland has taken over from Ives--
I don't know if he got it there, but it's the same sort
of thing. This quiet reluctant ending is something that
few composers can carry off, but Ives does it magnifi-
cently in this piece.

I remember that Ingolf Dahl at that time was work-
ing from a photograph of an Ives manuscript. Like all

of Ives's manuscripts, this one had to be edited and

put into practical shape; there was a great deal of work
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there. Sol Babitz worked on the fiddle part. Subse-
quently their work was made permanent by publication

in the New Music series, and T believe that's still re-
garded as the more or less official edition of the piece.
I don't know if this was a first performance or not,

but 1t was the first time that I had heard the piece,

and I must say it was an unforgettable experience.
TUSLER: Had you heard any other Charles Ives at that
time, or was thils quite a new thing?

MORTON: It seems to me that I must have heard by this
time the Concord Sonata, which Frances Mullen had made

a sort of signature plece for herself. I imagine she
must have played i1t in those early years seven or eight
times, and that is of course one of the great Ives pieces.
Frances was playing it almost every season for a while,
way ahead of New York and other cities in the dilscovery
of this Ives material. If my memory is correct, the
materials were procured from Ives by Peter Yates, and

if we had anything like an Ives renaissance in this

city in those years, I think the credit for it must

go to Peter Yates. I believe that some of the manuscripts
that he got are now in the possession of the Los Angeles

Public Library. Of course, nowadays, much of the Ives

41



stuff i1s being published.

TUSLER: Back then, in '42, he must not have been at all
known.

MORTON: No, even the Eastern people were very slow to
recognize him. Just the other night I heard a perfor-
mance by the Young Musicians Foundation here of the

Three Places in New England, and it was extraordinary

to think that in 1965 the rented material was still
brand-new, the piece had been played so little. Why
that piece has not become a part of the standard reper-
toire I don't understand, because 1t's not only beauti-
ful, 1t's astonishing. The performance given by the
youngsters here was really magnificent.

I see in the next few weeks I'm still talking about
the war and the affection most of us began to feel for
the Russian composers, Shostakovich and Prokofiev--sti-
mulated of course in part by the war-time activitiles.
TUSLER: Did the war have any perceptible effect on the
attendance of the Evenings on the Roof?

MORTON: I don't know. Attendance records are even
less accurate than any records of our repertoire.

Here's something that I'd qulte forgotten about

and something that I suppose should be discussed sometime:
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in the summer of 1942 a Festival of Contemporary Music
was given under the direction of Arthur Leslie Jacobs
at the IFirst Congregational Church. Those were big
events, a weekend of new music., Some pileces there I
believe had been taken over from the Evenings on the
Roof repertoire.

Speaking of Ives here, just a short time later,
I said, "So far we know only a few songs and the Third
Violin Sonata, and the Fourth Sonata 1s now availlable
on records." Then I comment on the fact that Ives's
elbow thumping on the pilano and the fact that he had
been a very successful insurance man were commanding
more attention than his music actually was. I say:

It was time, in short, for Frances Mullen to
play the whole of the Concord Piano Sonata,
which she did at last week's Roof concert.
Miss Mullen is a local prophetess for this
important work, but I had never heard her
play it again, for it is not a work to be
fairly digested in one hearing. Some of it
seems to me to be very dull and boring; some
of it 1s exciting, parts of it very deeply
movings; all of it 1s confusing. For one
thing, it shifts its historical point of
view so frequently that one has no sooner
become accustomed to a modernlistic dryness
of style than the music spreads out in the
florid pianism of the last century, and

the musical ideas change with the style.

The apparent formlessness of the music is
disturbing, too, especilally to those of us
who have been brought up to expect an orderly
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juxtaposition of related thoughts. The use

of ragtime seems to me to be quite inept, but

the use of hymn tunes 1s often inspired.

I don't know that I would change my opinion very
much about that now, except to say that I think the
piece is remarkable for the imagination that it shows.
I'm less aware of its shortcomings than of its virtues
now, and I don't think there's much point 1n saying
how marvelous it was that Ives did these things before
Schoenberg had settled on his atonallty and before Stra-
vinsky and the French had come on with polytonality,
and so on. These things I don't think are quite so
astoundings; it's the quality of the music 1tself and
the extraordinary freedom that he felt in his music
and the great amount of invention that's there.

TUSLER: Was his music then considered the most avant-
garde of the things that were being performed at the
Roof, more so than Shostakovich, Prokofiev and some of
the other names that you've mentioned?

MORTON: Oh, yes. I think that the current interest in
Ives, which is greater now than it has been, simply in-
dicates that that music is still very advanced. It's

what Stravinsky would call "music which interests us
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and consequently is modern." He says, "Modern music is
what interests us." From that point of view, Ives is
still a very, very remarkable composer, and I think he'll
always be remarkable., His difficulty, I think, was

well pointed out by Aaron Copland many years ago in

an article in which he said that Ives's music was never
submitted to the public during his own lifetime, that

he never had had to pass the test of public performance.
The chances are, I think, that he would have ignored
public response to his music, that he knew what he wanted
to do and he just went ahead and did it; and the condil-
tion of his manuscripts indicated that he was not ac-
tually thinking very much of public performance. The
romantics would say that he was interested in self-ex-
pression, and maybe that's what he was interested in, I
don't know; but certainly no composer ever left his
manuscripts 1n such bad shape as Ives did.

Another big event in the series was that just a
few weeks after Frances Mullen had played the Concord
Sonata, she played the Diabelli Varilations of Beethoven.
That's a very good indication of the kind of thing that
was going on at the Roof in those days. I don't think

that I had ever heard a public performance of the Diabelli
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Variations until I heard them here; I can't remember in
all my concert golng as a young man that I ever heard
the Variations, and they were far too difficult for me
to play myself. This return to old repertoire, in con-
Jjunction with the showing off of new repertolre, is what
still constitutes the musical policy--if there 1s one--
of these concerts.,

TUSLER: Is the reason they're so seldom performed, the
Diabelli Variations, their sheer difficulty?

MORTON: Yes; it's not only difficult for the performers
but extremely difficult for the audience because the
pilece goes on for about forty-five minutes; the Hammer-
klavier Sonata is about the same length and that's not
too often played. That's a long span of attention for
an audience and there are very few artists who want to
tackle it. I think I heard Schnabel play them in con-
cert here, but I don't know of any other planist who

has done them. I suppose Serkin does, but I'm not sure.
He's that kind of pianist, and I think he would under-
take a piece like that.

TUSLER: Was Frances Mullen a very remarkable performer?
MORTON: Remarkable in the sense that she did tackle

a lot of repertoire. She was technically always pretty
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good, not a great artist, but a very, very competent
artist, and she was a terribly hard worker. As the
programs would show if you go through those early sea-
sons, she was doing a tremendous amount of playing.
Her repertoire was extensive. I can remember some per-
formances where I was very deeply impressed by her
playing, and other times when I was less impressed;
but in this respect she 1s no different than any other
pilanist.
TUSLER: She hadn't really had a concert career, except
largely, I suppose, in connection with the Evenings on
the Roof or local performances?
MORTON: That's my impression. Of course, she had duties
at home. She had three sons, and had to help Peter
with the concerts (the practical things of it), keep a
house going, practice and teach--she was a pretty
busy woman.

Well, let's see where I next have something about
the Roof.
TUSLER: This was all still over at the Assistance
League Playhouse at this time?
MORTON: I have an idea that this must have been around

the time the concerts moved over to the old KFWB. I'm
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not sure because for some reason or other I don't men-
tion the place. I was not actually functioning as a
reporter when I was writing for Script; and since these
reviews were coming out maybe a week or two after the
performances, it wasn't necessary, I suppose, to men-
tion the place and time.

TUSLER: You spoke before about the KFWB locale. What
was this? The radio station had a concert hall in con-
nection with 1t?

MORTON: Well, XKFWB had a big property belonging to
Warner Brothers, a little bit west of Gower on Sunset,
a large white colonial building with columns in front.
There was a rear entrance on the next street down, I
don't remember the name of that street, Jjust south of
Sunset, and that was the entry into the studios. One
of the studios there was made available for the concerts.
I remember that it had a sloping floor, so 1t was a
good place for concerts, and the acoustics were gquite
good. It was in those years that I remember seeing
Klemperer at the concerts a good deal. He was the
Philharmonic's conductor at that time; Buhlig also used
to come. Buhlig did at least one of his Beethoven series

over there at KFWB; I remember once that he shook his
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finger at me for having written something unfavorable
about his performance. The thing that I had complained
of was that in playing the F-minor First Sonata he put
as much, shall T say, demoniac splendor into 1t as he
did in the later sonatas, and I thought this was an er-
ror. He shook his finger at me and said that I was
wrong, that that demonliac quality was in the early Beetho-
ven. Well, there's no question of being right or wrong
there; I don't think that it was there. I will stick
to my point, but I'm sure Buhlig would still stick to
his. One of the things that I remember that disturbed
me was at the very beginning of that piece he played a
wrong note, and it just seemed to me that if he had
been playing a little bit less demoniacally, he wouldn't
have attacked that note from so high up in the air, and
then he would have hit the right one instead of the
wrong one.

TUSLER: But that was part of his style: to approach
everything that way.

MORTON: Oh, yes, oh, yes. His concerts were always
terribly important; it's not a question of whether you
agree or not; one doesn't have to agree or disagree.

They were all revelations of certain qualities that
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Buhlig felt very strongly about. Richard Buhlig lived
in Los Angeles for some time, I don't know how many
years--he was European trained and a very fine planist,
although his concert career was limited by certain psy-
chological problems he had in appearing before the public,
and his concert career was perhaps not as glorious as

1t ought to have been, considering the quality of his
playing. But he was very, very important as a teacher.
Frances Mullen had studied with him, I believe, and
there must have been at least four or five other people
on the concerts who were students of his. The youngest
one that I know of is Peter Hewitt, who 1s doing a great
deal of playing around Los Angeles now and 1s on the
faculty at Valley State. He has done not only the Con-

cord Sonata for us but also the First Sonata, and he's

played a great deal of other music, too. I believe he
must have been one of the youngest of the Buhlig students.
TUSLER: And is Buhllg dead now?

MORTON: Yes. He passed away, and something of his mu-
sical tastes and interests can be discovered down at the
Los Angeles Public Library, which got his music library
after his death. All of his material is there as part

of thelr collection, and 1t's always very interesting
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for me to look around in the plano music and find some-
thing there from the library of Richard Buhlig.

TUSLER: It would be interesting, too, if it were marked
with his personal markings.

MORTON: Some of it is, as I remember. He was a very
important influence on music in those years, not only
because he did play publicly occasionally but because

he gave these Beethoven series; I don't know if he gave
two or three for Evenings on the Roof. He went through
the complete sonatas of Beethoven. He was a friend of
Klemperer, and I remember that at his recitals Klemperer
used to sit in the seventh or eighth row, always with
scores, and I'm sure he was finding out things about
Beethoven, which 1s an endless subject.

TUSLER: It's interesting that Klemperer was one of your
fairly regular patrons in those days.

MORTON: Yes. A short time after that, Stravinsky be-
came a very frequent visiltor, and Wallenstein used to
come Whenever any of the Philharmonic people were appear-
ing on our program. But I think Klemperer was the man
who came purely for musical reasons; he was still in-
terested in Beethoven and a thorough musician and full

of curiosity. No one else in the city has demonstrated

51



that kind of interest.

Stravinsky's comment at one time was that he en-
Jjoyed coming to these concerts because they reminded
him of a series that had been golng on in St. Peters-
burg when he was a young man, which were different from
our concerts principally in the sense that they were
very well financed by very wealthy men. Our concerts,
of course, have never been adequately financed. But from
the standpoint of repertoire, the same kind of thing
was going on--there was a mixture of old and new there,
but more new than old--and it was at those concerts, I
believe, that Stravinsky first heard the music of De-
bussy and Ravel. It would have been a little too early
for Hindemith, but he mentiloned a number of other com-
posers: Scriabin I think was being played there; Pro-
kofiev was being played and he also performed, but of
course he was a few years later than Stravinsky.

Evidently our concerts reminded Stravinsky of the
kind of thing that had been going on at St. Petersburg.
Those concerts were terribly important to him in the
discovery of new music, and particularly Western music,
because during the period of domination by Rimsky-Korsa-

kov, Mussorgsky, Borodin and so on, there was a great
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concentration on their own Russian music since this was
a nationalist movement of considerable significance.

The international point of view was something that had
to be especially cultivated. Of course, at that time

we were almost at the end of the nationalist period

in Russia, although Rimsky-Korsakov was still the grand
old man, head of the conservatory and all that sort of
thing.

TUSLER: This was when? Roughly between 1900 and 19107%
MORTON: Yes, Just in those years. Those were the years
when Diaghilev was on the rise, also; and while I've
never heard it said, I have an idea that Diaghilev must
have known about those concerts, though I don't believe
he has mentioned them. Of course, Diaghilev at that
time was more interested 1n art than he was in music,

and the magazine that he had put out, the World of Art,
was very active around that time. There's not a great
deal of information available about those early years

in St. Petersburg; they are mentioned in the Prokofiev
biography and of course Stravinsky mentions them. Stra-
vinsky has had more to say about them in private conver-
sation and in the conversation books with Bob Craft,

but in his own autobiography he didn't spend much time on
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them.

One of his memories that influenced his dedication
of a work to Monday Evening Concerts happened as follows:
around '52 or '53, I think, we gave a performance of

the Monteverdi Il Combattimento (as a matter of fact,

we gave two performances of that work in that season),
and Stravinsky was at the concert. On the way out af-
ter the concert--he was very excited by the Monteverdil
which he enjoyed thoroughly and which he said he had
first heard at the St. Petersburg concerts--he said,
"The organization that can give me such pleasure by
performing that piece is going to recelve the dedica-
tion of my next work." That turned out to be the
Shakespeare songs which he dedicated to Evenings on the
Roof and which had their first performance the follow-
ing season. I don't know 1f he'd been thinking about
this before, but when he told me that after the con-
cert I was of course very, very excited--you know, one
doesn't know what to say to a man like Stravinsky on

an occasion like that. You mumble some sort of "thank-
you, that'll-be-wonderful," because you try not to show
your excitement, and after all the piece hadn't arrived

yet and one couldn't tell but what something would
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happen and he'd find it necessary to dedicate the piece
to somebody else for some other reason. But it did

happen as he said, and it's interesting, I think, that
the idea of the dedication to Evenings on the Roof came

from this very exciting performance of Il Combattimento.

TUSLER: Is that an oratorio?
MORTON: ©No, it is in the speclal category of a drama-
tic madrigal. It comes from a collection that Monte-

verdi called Madrigals of Love and War. It should be

staged as 1t was at its first performances in Venice,
but we've never been able to do anythlng at all by way
of stage presentations, and we just gave a concert
performance of it. It's not too difficult to perform;
it requires Jjust a small string group. We used a quar-
tet, plus a bass and harpsichord, and singers for the
narrator's part, for the role of Tancred, and at the
very end of the piece for the few words spoken by Clo-
rinda as she dies. It's a marvelous piece and, of course,
a very important piece hilistorically, as Monteverdl was
the originator of so many things in string technique.
TUSLER: It required no chorus.

MORTON: No, no. I can imagine a pilece like that belng

staged with a grand setting by one of the Bibienas, for
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instance, or just in a bilg room of one of the palaces.
I don't know exactly where 1t was performed, but I was
in a room at Mantua where the first performance of Mon-
teverdi's Orfeo had been given. I had been touring

in Italy in 1956 and arrived at Mantua and went to the
palace of the Gonzagas with a guide. I was in a guided
tour on that particular day, and because I had been
seeing so much that was fresh and new to me, I didn't
immediately connect the court at Mantua with Monteverdi.
I usually think of Monteverdi in connection with Venice
simply because we had done more of his sacred music and
not so much of the dramatic music. The gulde said some-
thing about, "This was a room in which a composer named
Monteverdi had first performed an opera of his," and
then of course I jumped. I found that I was standing
Just in front of a plaque that had been put 1n the wall
by a Gonzaga duke to commemorate the service of Monte-
verdi at that court. I was utterly shaken to have been
in the room, and also asked myself the question--why
hadn't I been prepared for this? Well, it was Jjust
that the whole summer's trip had been so full of new
things for me that I hadn't kept track of 1t. That

was a very exclilting moment. In the kind of room there,
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I suppose one could seat maybe two hundred or two hun-
dred and fifty people; it was a rather long, narrow room,
with a perfectly flat floor and a very tiny stage place
at one end. It's hard to imagine exactly what a produc-
tion might have been like.

TUSLER: To digress a little further for a minute, has
the Roof ever attempted to stage such a work as that,

or Stravinsky's L'Histoire du Soldat, something that

requires dancing or staging?

MORTON: 1It's been on our agenda for years and years
and years. Stage productions of course are very ex-
pensive and very difficult, and we've never been able

to do it, but I'm always hopeful. We have presently

at the [Los Angeles County] museum & stage that would
be adequate for it, and I look forward to the time when
we will be able to do some stage productions. Mostly,
I'd 1like to do an amount of the small baroque things
such as these Monteverdl works, but one has to find the
proper stage director, a choreographer, and so on, I

approached one rather famous dancer on the subject of

Il Combattimento at one time, and after listening to
a recording and looking at the score, she said, "The

trouble with this music is that there's no rhythm. I
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couldn't possibly do motions to it." Well, it's just
full of rhythm, but of course she was speaking of a
special kind of rhythm that she didn't find danceable.

I see here 1in my clippings a reference to another
Roof concert, the series of five vesper concerts that
the Roof did in connection with the First Congregational
Church, which I've mentioned before as having been the
home of the Festival of Modern Music. Ingolf Dahl had
appeared playing two Bach toccatas, and he was in those
years a superb plano player--he still 1s, but he doesn't
practice much any more and does less playing since he's
busier composing and teaching. I remember those Bach
concerts over at the church; they were given in the
chapel, not 1n the maln auditorium, and they were also
revelatory in the sense that a great amount of compara-
tively unknown Bach pieces were beilng played, such as
these fantasies. All of us of course were brought up

on the Well-Tempered Clavier, and we know the sultes

which the orchestras play, and so on; but there is a
large amount of lesser-known Bach material that was
being displayed in these concerts. These were impor-
tant concerts for us to hear. Public performances of

1t were quite rare.
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The ninth of January, 1943, my column is headed
with the remark: "With this edition, Lawrence Morton
takes a temporary leave of absence from Script and is
sent to Sacramento to continue his studies for civilian
service with the Army Signal Corps." I had undertaken,
before I left, to have some of my musical friends write
occasional columns while I was gone, and I see here
that T had lined up as guest columnists George Tremblay,
the composer; Ingolf Dahl; Adolph Weiss; Hugo Fried-
hofer. I have a long period of absence here.

At the end of that column, however, I have some
more comments about Evenings on the Roof in which T
pointed out that the concerts were not drawing as many
people as they ought to, for this really distinguished
series, and advertised that the fifth year would begin
on Janhuary 18, 1943, at the Assistance League Playhouse
and that there would be twenty weekly concerts on Mon-
day evenings. Nowadays we're only giving twelve, but
there was so much less activity in the field of chamber
music in those days than there is now that twenty con-
certs were not too hard to put together.

I mentioned the list of composers which I called

"almost encyclopedic." Mozart and Bartok head the list,
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the former with eleven chamber works and the latter with
six; and there will be music by Debussy, Ives, Schoen-
berg, Stravinsky, Busoni, Mahler, Schubert, Harris, Toch,
Villa-Lobos, Hindemith, Copland, Reger, Brahms, Handel,
and the local composers--Tremblay, Dahl and Strang. This
i1s only a partial list but remarkable enough to demand
the attentlon of everyone who loves the classics and
has a healthy curiosity about the moderns. The concerts
emphasize repertoire, but the quality of performance is
not neglected. Last season some of the best playlng
ever heard in the city came from the stage of the As-
sistance League Playhouse. This season some of the same
players will be back, notably Kurt Reher, Eudice Sha-
piro, Alex[ander] Murray, Virginila Majewski, and Louis
Pressman, Joseph @i Tullio, Maxine Furman, Eula Beal,
Shibley Boyes." Some of these people, you see, are
still active. Shibley now is the pianist of the Phil-
harmonic; Joe di Tullio is still around town doing a
great deal of playing; Alex Murray played with us two
seasons ago; FEudice Shapiro plays with us quite regu-
larly.

At this point I took off for the wars, so to speak,

although I did contlnue to send articles in. I came
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down to Los Angeles for a weekend on leave, and I heard
Ingolf Dahl play the Copland sonata [for piano] pri-
vately. I remember that very, very well. The Copland
sonata was written in '41; so it certainly was a new
piece and quite an extraordinary piece. I read: "They
will find in it Copland's most profound thoughts and
most spacious utterances. They will find in it more
than any pieces of recent years, music that transcends
the nationalist tendencies of American composers and
reaches for universality." I was already riding that
horse, I see. I was not content that music be just
American. It's a point which Ingolf Dahl and I still
have friendly differences on after this many years.

By the end of 1943 I was sending in columns, some
of them having to do with things I'd heard in San Fran-
cisco, but I think by the end of the year I must have
been discharged from the service because I'm writing
here about Mr. Wallenstein's taking over at the Phil-
harmonic, which evidently must have been in the fall
of 1943, My memory of how long I stayed in the service
is not accurate. I'm surprised that I'm back here in
the end of 1943 because it seems to me that I was forever

up around the Sacramento-San Francisco neighborhood--when
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I was not in San Francisco, trying to dash into the city
on weekends to hear some music. I remember some of those
performances quite well. I remember a Mahler performance;
I remember the string section of the San Francisco or-

chestra playing the Grosse Fuge for full orchestra,

which I'd never heard.

TUSLER: Who was conducting then?

MORTON: I think it must have been Monteux. I remember
the music; I remember the conductor much less. I guess
maybe that's my personal prejudice about conductors.
TUSLER: You have a prejudice against conductors?

MORTON: No, I won't say it's a prejudice--I'd say it
might start as that, but now 1t's a conviction. I think
that at some point in my musical life I began to be high-
ly suspiclous of conductors, and the suspicion remains.
The number of great ones in our time, really great ones,
is very, very limited; and I know now that even when I
play records of some of Toscanini's performances I find
myself being much more critical than I was in those days.
The perfect conductor, of course, would only be myself,
if T knew how to conduct. I know how music should go.
[laughter] I have resented always, I think, the intru-

sion of interpretation into music, the conductor's own
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personality coming forward; I have always been sorry
that not very many conductors have a real sense of
rhythm and tempo. This has always bothered me.

I remember listening to Bruno Walter at a rehear-
sal at which he kept telling people to sing, sing! That
was his admonition to his strings all the time, and what
he should have been doing, of course, was tell them to
dance. He had many expressive qualities in his playing
of Mozart that were quite wonderful, but never any real
rhythmic qualities. This was a shortcoming on his part,
I think, but 1t was not the show of egotism which most
interpretation is on the part of conductors. The pre-
sence of the conductor's ego is a thing that disturbs
me very much.

TUSLER: It really interferes with one's hearing of the
music?

MORTON: Well, yes; but I suppose I must acknowledge that
what it does interfere with mostly is my own feelings
about the music. I listen subjectively, naturally, as

I think everyone does; and if one 1s a serious musician
and not a public performer, one tries to refine his

taste and Jjudgment at every point, because one doesn't

have to be a success at it. A conductor has to be a success;
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and this explains many of the things conductors do, but

I don't think quite excuses themn.

TUSLER: Yet the orchestra couldn't survive without him.
MORTON: No, of course not, of course not. My feeling

is that almost all conductors are second-rate conductors.
There aren't any first-rate conductors in our own cen-
tury, with the possible exception of, say, Toscanini

and Furtwangler. But I can find plenty of faults with
their performances, too--for instance, in the use of ri-
tards, putting ritards in the wrong places, overblowing
cadences, but most of all, losing the kind of rhythmic
life that I think is necessary. The classical place to
miss the rhythm is, of course, Beethoven's Seventh Sym-
phony. I've never heard that first movement played with
rhythmic exactness. Stravinsky cites this problem in
one of the conversation books: that the 6/8 rhythm in
the Beethoven Seventh first movement is Jjust simply not
achieved. It degenerates almost always into a 2/4. I
don't know how one 1s supposed to correct this; I should
think that conductors would know, but they probably don't
hear it, and I'm walting for some conductor to act upon
the suggestion that Stravinsky made in his book of conver-

satlons,
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TAPE NUMBER: II, SIDE ONE

MARCH 17, 1966

TUSLER: I believe you have some material there that
supplements what you said last time about Buhlig.
MORTON: Yes. I found a review from January 1944, in
which I had made the specific criticism of Buhlig's per-
formance. On this concert he had played four sonatas,
which were the repertoire of his first program in the
Beethoven cycle. I quote myself:

Mr. Buhlig is a scholar, and I hope he will not
consider it a Journalistic impertinence for me
to point out that since there 1s a time lapse

of approximately a decade separating the early
F-minor Sonata from the D-minor of 1802, the
Beethoven who composed the former is by no means
identical to the Beethoven who composed the
latter. I found in Mr. Buhlig's readings no
corresponding differentiation between these two
of the many Beethovens. Specifically, I heard
the F-minor played in a manner that was appro-
priate for the later works, full of that demo-
niacal drive and pressure that marked the mature
composer's sonata movements, with an expenditure
of physical energy commensurate with the emotional
expenditure required for a grand work like the
Waldstein. What I missed, then, was a histori-
cal perspective which would correspond with the
chronological arrangement of the program. This
lack might be quite disastrous with such a large-
scale project as a cycle of thirty-two sonatas,
and even in a project so relatively small as a
single one of the eight concerts. A series of
such concerts must be viewed as a museum pro-
ject, an educational exhibit intended to demon-
strate the birth, development and maturation of
one of the world's greatest geniuses.
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It was after reading this review that Mr. Buhlig
at a subsequent concert shook his finger at me and pointed
out to me that I was entirely wrong, that the demoniacal
aspect of Beethoven was present in the early works. Well,
maybe it 1s and maybe 1t isn't; I don't know that I
would argue that nowadays. But the point is worth mak-
ing, I think, that everything that was going on at Even-
ings on the Roof in those days was extremely stimulating,
and I daresay that now that I'm an old man I would be
much more sympathetic with Mr. Buhlig than I was then.

It was at these concerts, the series of Beethoven, that
we saw Klemperer at practically every concert unless he
was out of town.

A little bit later I was in a mood that was also
rather critical of the activitilies at the Roof, and this
was the occasion of a performance of special character.
One of the interesting things here 1s, as I pointed out,
that "Evenings on the Roof answers the need for good
concerts within the price range of those who can not con-
tribute to the maintenance of the star system at $2.20
a ticket." So in 1944, $2.20 for a ticket to one of the
big concerts downtown was considered an exoprbitant

price. Nowadays, the Monday Evening Concerts 1tself
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charges $2.50 a ticket. But what I objected to in the
concert was the performance of a tone drama for cello
and plano on the subject of the archimperialists Maxi-
milian and Carlota, where the music itself was evocative
of the past as much as the historical background. I
didn't mention the composer, which was I suppose the
severest criticism I could have made; I didn't mention
that this piece was by Charles Wakefleld Cadman.

On the same program, Frances Mullen played six
sonatas for piano by Lou Harrison, [who lived in] Southern
California in those years. He 1s now living up near
San Francisco, still composing, and we've done some of
his works, He has always been a rather close friend of
Peter and Frances Yates, and they've more or less cham-
pioned his music. We did a couple of concertos of his
I think three seasons ago, but even, you see, twenty
years ago Frances Mullen was playing Harrison's pileces.
I remember them quite well and I had a falrly good im-
pression of them.

In general, in this whole seriles of articles, I'm
of course delighted with Evenings on the Roof, although
I found many things to critilclze adversely. There was

an established trio called the Philharmonic Trio, that
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had Maxine Furman as pilanist, Louls Pressman as violinist
and Joe [Joseph] di Tullio as cellist. They played quite
frequently at those concerts, and I was much impressed
with their performance of the Beethoven Trio, opus 87.
Especially I liked Miss Furman's piano playing, and now

I don't mind saying that another thing that I admired
about Miss PFurman in those days was that she had a neck
that was as beautiful as Eva Le Gallienne's and she al-
ways looked stunning at the piano. [laughter] She doesn't
play any more, and I don't know what has happened to her
in the last ten years or so.

TUSLER: Is Joe @gi Tullio with the Philharmonic now?
MORTON: ©No, there are many di Tullios in this city.

It's a very large family, and they've married into the
Reher family, so that is a very, very large aggregation
of people. I suppose you'd find six or seven di Tullios
listed in the musicians directory. Joe is not playing
in the Philharmonic (he's doing mostly studio work), but
his daughter, Louise, 1s one of the flutists in the Phil-
harmonic, She's been playing for us for the past three
or four years now. She's a very fine artist.

TUSLER: Did you mean this trio was established for the

Evenings on the Roof, primarily?
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MORTON: Yes. Oh, they played elsewhere, too, but I
think that Peter Yates was always trying to get little
groups to organize as permanent groups so that they would
develop a spirit of ensemble playing. This group was
established and played for several years; they always
played good repertoire and they always played quite well.

Here I have a criticism of Eudice Shapiro, one of
our very best violinists and really a first-class artist,
but I comment here that I found her better as a soloist
or half of a violin-piano team than as a leader of a
guartet. As first fiddle in a quartet I complain here
that I found her a bit aggressive, but as a sololst or
in a duo, I found her much better. On this occasion
she'd been playing a little sonatina by Werner Josten.

I have another reference here to Frances Mullen in
which I point out that I find her performance of con-
temporary much better than her performance of classical
music, and the works that occasloned thilis comment were

the Evocations for piano by Carl Ruggles. Ruggles has

also been a favorite of Peter and Frances Yates; unfor-
tunately, he doesn't have very much repertoire. It's
too bad, because he is celebrating his ninetieth birth-

day this year, and I wanted very much to get something
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of his on our programs, but I haven't succeeded in find-
ing any pianist who's prepared to do anything about those
pieces. He livegs 1in New England somewhere--Peter Yates
visited him a year or so ago--and he's doing a great deal
of painting now, I understand, and less composing. He
doesn't have a large catalog of compositions. Neverthe-
less, he's a significant pioneer figure in American nmu-
516
TUSLER: What year are these reviews from that you've
been quoting?
MORTON: I'm now up to 1944; as I said, it's the best
source I have for reminders about Evenings on the Roof.
Here in May of '44 T was referring to a performance
of a new gonata for violin and piano by Roy Harris. It
was played by Rowland Leach and the composer Paul Pisk,
who was at that time affiliated with Redlands University;
they came into town to play this work for Evenings on
the Roof. I found that Harris was still doing business
with the same material that he had used for the Third
Symphony, which I thought was rather unfortunate, but on
the whole, at that time, I regarded Harrls as a very im-
portant and distinguished American composer. But I dild

point out here that Aaron Copland--who at that time was
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about on the same level as Harris, being our two leading
American composers--was much less repetitive from one
piece to another than Harris was. I think T would still
stand by that opinion. But there again, we were hearing
Harris fairly early in his career, and we already knew
a great many of his works, not only from our own concerts
but, as you know, the Third Symphony had been very popu-
lar, was played all over and was recorded by the Boston
orchestra in those years. He profited from Koussevitzky's
championship of American music, as Copland had, too.
Here's a rather amusing comment. This was in Novem-
ber of '44, Peter Yates had found an occasion to make
a speech at the concerts; actually he was defending the
policy of playing twentieth-century music. Obviously,
even at that time there were a number of people who wWere
opposed to contemporary music and just wanted to hear
Haydn, Mozart, Beethoven and Brahms, and Mr. Yates felt
that he had to defend the policy. He did this, as I
wrote, "most eloquently and convincingly, drawing upon
incontrovertible historical arguments." This is rather
amusing here: "I listened to Mr. Yates most attentively,
not because I needed convincing but because he had lis-

tened to me make a speech Just a few days earlier, and
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from observing him during my speechmaking, I knew how
disturbing it is to find a member of one's audience
sleeping or perhaps only listening with eyes closed while
one marshals one's best arguments and quotes the most
distinguished authorities." [laughter] So I guess I
palid attention to Peter, although he hadn't paid much
attention to me.

Then I went on, after defending him and the general
policy of the Roof, to point out that if he really meant
what he was saying, why in the world had he programed a
trio by Vincent d'Indy--"disinterred from the limbo where
it has been so justly consigned?" [laughter] Also, I
was not much in sympathy with the clarinet pilece of Bu-~
soni. Busonil, however, is having a little bit of a re-
vival right now; this is the year of Busoni's hundredth
birthday and so we are having some Busoni on our own
concert on April 4.

TUSLER: Do you know what form these criticisms took, which
Mr. Yates felt compelled to refute in his speech?

MORTON: I don't know, but I suppose it must have been
either direct remarks by people talking to him or perhaps
from letters. But this is inevitable. Everyone has to

defend contemporary music at some point or other.
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TUSLER: Were the concerts getting much attention in the
local press at this time, other than what you were do-
ing in Script? Were they reviewed regularly in those
days?

MORTON: Yes. Isabel Morse Jones was still the critic,

I believe, of the Los Angeles Times; she was a very falth-

ful attendant at the concerts and always wrote them up.
Sometimes Shibley Boyes wrote for her when Mrs. Jones

was busy at something else. I think this is Jjust about
now at the end of Mrs. Jones's tenure at the Times; she
retired and went to Europe. It seems to me that Albert
Goldberg came into the Times just about when Wallenstein
took over the Philharmonic--I think that Wallenstein was
already there by 1944, but I'm not absolutely sure. The
other papers, too, paid attention to the Evenings on the
Roof, but I think the Times has always been the most con-
sistent. In the last dozen years, the Times has never
failed, except once, I believe, to review our concerts.
As I say, the reviews were in general not sympathetic,
but I think the newspaper always recognized that they
were Iimportant events in the city's musical life.

TUSLER: So it wasn't really from them that the criticism

was coming but from members of the potential audience.
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MORTON: I would gather so, yes. I don't remember now if

Mildred Norton was writing in the old Daily News at that

time. In general, my feeling is that she was sympathe-
tic, but one can be sympathetic and still write unfavor-
ably, as I'm demonstrating to myself as I go through
these reviews. I'm a little bit surprised at how much

I found to object to, and that being the case, why did
they ever invite me to become a member of theilr board?
[laughter] I found so many faults.

Here is a reference to a Hindemith quartet, played
by Eudice Shapiro, Alfred Lustgarten, Virginia Majewski,
and Victor Gottlieb. This was the quartet that became
known as the American Art Quartet, and they had a very
good career for some time. Of the people there, Eudice
1s the only one who is stlll playlng serious music in
concert halls, both for us and in many other places.

Here I refer to what I believe I mentioned last time,
a performance by Ingolf Dahl and Sol Babitz of "new" works
by Charles Ives. Again I refer to something I believe
I mentioned last time: "Ives as a source for the music
of Aaron Copland." Whatever the pieces were that Ingolf
and Sol played at this time, I did find Copland's musical

parentage there in several places.
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TUSLER: You feel that he really was, quite literally, in-
fluenced by Ives?
MORTON: Yes, I think so. I don't know how Aaron Copland
himself feels about it, but it's not a bad parentage and
I would certalnly, if I were a composer, not hesitate to
acknowledge it.

I take something back now that I said a moment ago.
Here's a reference in January 1945 to Bruno David Ussher;

so I believe he must still have been at the Daily News,

as critic. I think Mildred Norton had not yet arrived
there.

In March 1945, T have some other references to Even-
ings on the Roof. The concerts were then at KFWB Studio
Four and held every Monday night. I refer to a perfor-
mance I remember very, very well: Alice Mock, soprano,
and Shibley Boyes doing some songs by the Elizabethan com-
poser John Dowland. I pointed out that this was an artis-
tic event of very great importance, a beautiful performance,
and my complaint is that if it had been [given by] a glam-
orous creature like Lily Pons, accompanied not by Shibley
Boyes but by‘André Kostelanetz, and if the repertoire had

been Lekme or Lucla instead of Dowland, there would have

been a box-office crush. But for this there was not a
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very large audilence, and I thought that was a pity be-
cause this was one of the really revealing, informative,
educating concerts that had taken place at the Roof, and
was terribly important to me.

At this same concert, which must have been in the
early part of March 1945, we had our first hearing of
the Contrasts of Bela Bartdk, played by Frances Mullen,
Kalman Bloch, who is still first clarinetist in the sym-
phony, and Manuel Compinsky, who is playing around town
and 1s very active in music out at Mount St. Mary's in
Brentwood, What I had to say about Bartdk I would still
hold to, I think: "He is at once the student of the past,
the musicologist investigating folk music of his native
Hungary and the Balkan countries, and the modernist com-
poser breaking through the limitations of traditional
melodic and harmonic procedures. He is the colorist,
Debussy-inspired, working in the most attenuated hues,
and at the same time the ingenious contriver of complex
rhythms." I found it very satisfying music.

Then I had severe criticisms of the performance of
the Prokofiev Seventh Piano Sonata, and I won't name
the artist because I really thought she was pretty bad.

I said that I would forgive wrong notes, as I still do,
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in treacherous passages, but at this concert I happened
to look over my shoulder at a neighbor who had the score,
and I found that the performance was ilnaccurate in re-
spect to tempo and rhythm and rubato and pedaling. ©So
this was another occasion when I had to be grateful to
the Roof for existing, but sorry about some of the per-
formances. But that can still be said at our own con-
certs; we've had some performances recently in past sea-
sons that I have not been entirely happy with.

Here is another concert that was a very strong one,
and that was Kurt Reher, the cellist, and Shibley Boyes
playing three Beethoven cello sonatas. I remember that
that was a great event. I've always been sorry that
Shibley Boyes has withdrawn from her concert career} she
doesn't do anything now except [her work] with the Phil-
harmonic. She doesn't want to do any chamber music any
more, and it's a great pity because she was one of the
best artists who ever appeared at these concerts--abso-
lutely reliable, marvelous rhythmic sense. But she's
interested in other things; she's interested in outdoor
work and she's doing some painting and things like that.

Here's a nice reference to the situation in April

1945--T pointed out that Sara Carter, one of our better
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young sopranos, had just sent me as a gift several packs
of a popular brand of cigarettes (obviously cigarettes
were still hard to get, as this was still war time), and
I pointed out that there was no better way of securing
the good will and admiration of an admittedly corrupti-
ble critic. [laughter] And I recommended it to other
people.

TUSLER: She got a very favorable review, I hope.
MORTON: Well, I had already given her a favorable re-

view for her performance of Pierrot Lunalre, and I pointed

out that my confidence in her ability was not a bit
shaken by the gift of the cigarettes. I don't remember
whether anyone ever took up that suggestion, however.
TUSLER: Was she a well-known soprano in the area?
MORTON: ©She was doing both local opera work and singing
with us. ©She did some very memorable performances. She

sang the whole of the Hindemith Marienleben for us once

with Ingolf Dahl, and she did Pierrot Lunaire, and T

remember she did some Schubert, "The Shepherd on the Rock,"
with the clarinet. In general she was one of our most
valuable singers. Her volce was not a great voice, but

she was an extremely intelligent girl and very, very

musical. It was always a great pleasure to work with
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her. Here I refer again to her singing some early Schoen-
berg songs, which were not much to my liking as being
among the very early songs, very postromantic, but again,
that was an example of her working with unfamiliar reper-
toire that was very important for the concerts.

Then, a few months later, I refer to two youngish
American composers, Gall Kubik and Ray Green. Kubik at
that time was stationed here working with the Army's mo-
tion-picture unit in Culver City at the old Hal Roach
Studios. He was writing film music there and writing
other things, too, and his Sonatina for Violin and Piano
had been played by Ingolf Dahl and Howard Colf, who is
still a member of the Philharmonic orchestra. The Ray
Green piece, wWhich has been played since that time also,
is a quartet for viola, clarinet, bassoon and piano, all
rather low-piltched instruments, and I remember that it
was a rather somber piece. Ray Green 1s less important
than he was in those days, but he was a composer who was
being shown to the public in evidence of the good work
that the concerts were doing in those years.

In July 1945, I refer to a memorable concert when
Alice Ehlers played the Goldberg Variations on the harp-

sichord, and I confessed here that it was the first time
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I had ever heard the Goldberg Variations not played on
the piano. I remember that I was fasclnated by the dif-
ference of sound, and the performance was to me not only
a revelation but a great pleasure. Since that time, of
course, we've heard Mme. Ehlers play many, many times,
and she still, although quite an old lady now, plays
with wonderful spirit and verve.
TUSLER: Was this the flrst time she played for the Roof?
MORTON: That I don't remember. If she had played it
would have been one of the major works because she was
never called in to play anything less than a major piece.
She not only played the Goldberg Variations, but I remem-
ber that at other times she played the Two- and Three-Part
Inventions and the Italian Concerto, and a few seasons
ago she did a concerto and, I believe, the Fifth Bran-
denburg at our concerts; and then there was a Bach series
of all the Brandenburgs under Klemperer, and she played
on that series, too. I don't remember exactly when Alice
came to Los Angeles, but as long as she's been here, she's
been connected with USC. She's been very important, not
only as a performer but of course as a teacher, too.

What interests me, of course, in all this 1is the

kind of repertoire that was being exposed to the public.
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Here in September 1945, Andor Foldes, a Hungarian pianist,
gave & concert. This was a sort of private recital at
Peter Yates's roof; it was not part of the regular series.
He played Bartdk, Copland, [Elie] Siegmeister, Kodily,
and [Jacques de] Menasce., It was a good program, in-
teresting material; of the Bartdk he played the early
1926 piano sonata, and he played Aaron Copland's sonata,
which was still fairly new; the Slegmeister was a less
significant piece, but again worth having and a great
addition to our knowledge of what was going on in music.
I suppose in the end I feel that the concerts were pri-
marily educational, because I was certalnly hearing more
chamber music than I'd ever heard consistently in my
whole life.

TUSLER: The point is that there was no other organiza-
tion around that was making this music availlable at all,
with any consistency.

MORTON: No. Even in classical music, you see, the con-
certs were able to get away from the normal trio-quartet
repertoire, which is available from traveling groups,
and undertake such pieces as the Beethoven Septet, which
I mention here in November of '45 as being a very impor-

tant plece of repertoire. Of course, it's interesting
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about that piece--it was one of Beethoven's most success-

ful pieces, and as he became older people used to ask

him why he didn't write music like the Septet any more.

I mentioned this to Stravinsky one time and he said, "Oh,

yes, the Septet was Beethoven's Firebird." [laughter]
Then I remember that in 1945 there was a kind of

working agreement between the Music Guild and Evenings

on the Roof., I don't remember the details of it, but

I did comment on this association as being something fair-

ly important, that the Music Guild was golng to take

some hand in the deficit that Evenings on the Roof al-

ways incurred and that certain things could be worked out

in collaboration, but that the program policy of the Roof

would not in any way be influenced by what the Guild was

doing, except I suppose 1f the Guild was going to present,

say, some Mozart quartet, the Roof would be careful not

to play the same quartet in the same season. (That's the

kind of thing that we still observe. I regularly confer

with the Coleman concert people and the Music Guilld people

to find out what is going on so that we have no conflict

of dates or of repertoire.) I don't remember now how that

collaboration worked out. It didn't last more than a

season or two, but it was an indication of the place that
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Evenings on the Roof had in the community, and the ildea of
collaborating with another organization was on the whole
a good onhe.

TUSLER: The Music Guild's function was to bring travel-
ing groups to sponsor a concert series that would give
what--half a dozen performances or so during the year?
MORTON: They presented--oh, I don't remember--seven or
eight, ten concerts a year, but they were all traveling
groups and in general--and I think this is still true--the
organization represents a fairly conservative, and I
might even say a sort of Viennese taste. The backbone of
thelr repertoire is in the great Vienna tradition. They
occasionally have some new pieces, but what they're con-
centrating on there is first-class performances of the
great masterpieces. That organization got started with

a very good assist from Arthur Schnabel; I remember it
was at a Schnabel concert, whether it was a Guild concert
or not I don't remember, that I heard magnificent perfor-
mances of opus 111 and great works of that kind. In a
way, it was good for Evenings on the Roof to be associated
with them. I think 1t was a good community idea, and
artistically it couldn't have had any deleterious effect

on either organization; yet I imagine that when it finally
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dissolved 1t might have been over some practical matters
like finances or the printing of the program, something
of that sort.

TUSLER: I don't quite understand from what you said what
form their collaboration took.

MORTON: I don't remember what it was. All that I refer
to here is that they were going to have a hand in helping
the finances of Evenings on the Roof. It seems to me
that it was during that season also that some of the con-
certs were given out at Hancock Auditorium on the USC
campus. It might have been that season or a subsequent
one, but I think that was part of the work that went on
during the associlation of the two groups.

Here I refer to--still in the fall of 1945--a com-
position by Ingolf Dahl. This is the Woodwind Quintet,
which has since become a very successful and important
piece in the literature, now published, of course, and
played by woodwind groups all over the world. At the time,
I remember I didn't care very much about 1t because it was
more emotionally involved than most of Dahl's music and it
has a style that he no longer indulges in, but here he
was--twenty years ago--a fairly young composer. The

piece has worn very well and is still popular. Almost all
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the people who played in that quintet, by the way, with
the exception of the horn player, Wendell Hoss, have
disappeared from the local musical scene. Leonard Posella
was the flutist, and he was at that time first flutist at
the MGM Studios; he has retired, I believe. Loyd Rathbun,
the oboe player, now 1s in the East and I don't think he's in
music at all., The clarinetist, Alfred Peterson, I can't
even place; I can't remember him. Adolph Weiss was the
bassoonlst; he has retired and now lives up in Ojal. The
piece of his that I referred to is really quite an extra-
ordinary piece, the Concerto for Bassoon and String Quar-
tet. It was a virtuoso work that made the greatest de-
mands on the player, and Weiss himself of course played
the bassoon part. I think that was one of his very best
pieces and it must have had three or four performances
during the years.

Then there was a string quartet concert by the Vert-
champ Quartet in December of 1945; I didn't care very much
about that string quartet, but it did introduce two works
to us, one by Ernst Toch and one by George Tremblay. Toch,
as you know, died a couple of years ago. I don't remem-
ber which quartet this was, but I remember that as usual

his music was very warm and sensitive, full of Viennese

85



feeling.

The other quartet was by George Tremblay, a compo-
ser who is still around. Most recently he's been com-
posing large orchestral works, which have not been suc-
cessful in getting performances except one which has been
recorded. Tremblay is more or less of a hermit so far
as musical life is concerned; he lives out in the Valley
somewhere and he rarely comes 1n to hear concerts. I think
he lives his musical life by way of phonograph records
and radio. He was in those days a very exciting musician
because he was one of the few people who was a real ar-
tist in improvisation. He could sit at the piano for
hours. I can remember performances of his, usually aided
by a glass of wine or something to loosen him up, that
were actually brilliant, some of them employing Jjazz ma-
terials and twelve~tone materials, too. He studied with
Schoenberg and always has been a twelve-tone composer. He
was a very sophisticated musician, knew vast amounts of
repertoire, and consequently at the piano was able to
bring all these various elements together 1in a very con-
vincing way. I speak of that because twenty years ago
he was improvising not only privately but in concert,

and when I think of what improvisation has become in the
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last few years, as though it were something that no one
else knew anything about, I think of George Tremblay and
some of the marvelous things that he did. There 1s nothing
new under the sun, after all.

He doesn't appear in public at all any more; he
gave that up several years ago. Actually I can date
that as belng just around this time, in the late forties;
during the war he gave up most musical activity and went
to do some agricultural work. This had to do with his
draft status, something of that sort. He was 4-F, but
he went into some agricultural work or other out in the
Valley, and he remained out there, decided he 1liked 1it,
and never came back into the city. In recent years I've
seen very, very little of him, but I know he's still teach-
ing, and some of our best musicians have studied with
him. He's evidently a first-class teacher.
TUSLER: Ernst Toch was a member of the Southern Califor-
nia community for a long time, wasn't he?
MORTON: Yes. He came over some time after the political
trouble started in Europe, and he made hils home here
and began his work out here in the fillms, at Columbia
Pictures, as I remember. I think at first because he was

a "modern" composer, people in the industry thought of
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him as a composer who would be very good for horror movies
because dissonance goes with horror, you see, and he did
score a number of pictures that were mysteries and things
of that sort, not always with the approval of the authori-
ties at the studios because sometimes his modernism went
further than they would have liked, although from our
point of view he was never an extremist at all. He was

an advanced composer but never an avant-garde composer,

or anything of that sort, and he must have done, oh, may-
be a dozen movies or so, meanwhile of course continuilng
his other work in composition. By the time he had ex-
hausted the possibilities in the movie industry, he be-
gan to compose more and more serious pieces; you remem-
ber toward the end of his life there was a sudden spurt
of symphonic writing. He turned out three or four sym-
phonies in comparatively few years, and it was a marve-
lous exhibition of a revival--or not even a revival of
powers, but maybe a sudden development of his powers.

He turned out a number of pieces then that were quite
wonderful in his particular style of composition.

TUSLER: Now you've come to the end of 1945 with your file
of reviews. During this time you were still reviewing
for Script, you hadn't actually taken over any specific

duties on the board of the Evenings on the Roof?
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MORTON: No, I hadn't. As I see that I still have a file
of several years to go, it seems rather surprising to me
that I still haven't come intimately into the Evenings

on the Roof picture. I have to walt and see when that
actually happens, but the important thing is that these
concerts were really vital to my own musical existence;

I couldn't have kept my own interests alive. I was not
doing any more playing 1n these years, but practically
everything I was learning about new music was goling on

at those concerts. Then of course with friends, we'd

get scores of the pieces that were being played and study
them and discuss then.

I think that the organization still represents that
quality of musical life in our community, that it is the
place to hear new music, although what is new music now
is of course very different [from what] it was twenty
years ago. Some things that we regarded as rather ad-
vanced at that period have already become classics or
conservative pieces, or some of the composers have dropped
out of our interest and the country's interest generally.
But the idea is that what is news in the musical world
is to be found out at these concerts, far more than, say,

the Music Guild, which did occasionally present a new pilece.
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They had the Schoenberg Third Quartet and Bartdk had been
played, but those were already more or less established
masterpieces. The more adventurous things had to be
heard at these concerts.

There was one season at the Philharmonic when Mr.
Wallenstein introduced a number of new works, but it was
not a successful season, and none of the pieces that he
performed could be termed avant-garde. It's rather amazing
that we're now in the midst of a season at the Philhar-
monic where we're hearing five Schoenberg pileces in one
year. Every one of those pieces is at least a half a
century old and only now are being played at the Philhar-
monic--and of course not being loved, not by any means.
There is still resistance to pileces as 0ld as Schoenberg's.
TUSLER: Who was, in those days, then, primarily respon-
sible for the choice of the repertoire to be performed
on the Roof? Was it Yates and his wife themselves who
made the determining selection of pileces?

MORTON: Yes. I would say that at least they inspired
the choice of pieces. The motto at that time was that
the concerts were being given for the pleasure of the
performers, and they would play what they wanted to play

regardless of audience. Well, this was not quite true,
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because I remember Peter Yates told me once that one of
our distinguished cellists wanted to play the "Berceuse"
from Jocelyn by Godard, and he complained that if you
leave the musicians up to thelr own cholce they come up
with some pretty bad music.

But I would say that while the cholce might not
represent the Yateses' taste, at least they were con-
stantly encouraging the players to look up the best reper-
toire, and they knew more about repertoire than most of
the musicians. This is still the case. Most of the new
repertoire that's found for our concerts now is found
by myself or by the musicians who are most active in the
[organization]--Leonard Stein, Ingolf Dahl, Karl Kohn,
and so on. Those are the people who know the most about
repertoire, and undoubtedly there were people in the
earlier days who discussed repertolre with Peter Yates,
too. Now the problem isn't always to find repertoilre
but sometimes to find the performers who are willing to
learn the new and difficult things, and sometimes en-
courage the formation of standing groups that will under-
take to play not only the new things, but get some really
good performances of the older things, too.

On the whole, the guiding light was of course the
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Yateses. But I wouldn't say that the repertoire neces-
sarily represented their tastes any more than the current
repertoire represents my tastes. There's a lot of music
going on that I don't happen to like; but I don't have to
like it, I just have to see that it gets performed if it's
representative of anything that is important in the world
of music. I suppose if I were golng to program only pileces
I like I'd not be able to get more than two or three
concerts a year. [laughter]

TUSLER: One thing that interests me as you've spot-checked
through these reviews, and I realize that you haven't
given by any means everything that was performed, is that,
though there was a lot of performance of the classics

and the lesser-known things among them and a lot of the
new things, there have been very few times that you'wve
mentioned things from earlier than Mozart, perhaps. You
mentioned John Dowland, and I think once you mentioned
Monteverdi, but that may have come at a later time.
MORTON: The Monteverdi, I believe, did come at a later
time. Well, this is a reflection of what has happened

to musical life in Los Angeles. In the years when the
Roof concerts began, there had been no systematic series

of concerts that had been successful, that had lasted
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for very long; in those years one could play Beethoven,
Mozart, Brahms--I won't say as novelties, but still as
pleces that were not exhausted. But when the Music Guild
started and other organizations around town began to play
more and more of the classical repertoire, the need for
performing 1t at our concerts grew less and less. Since
the Evenings on the Roof intended to perform a function
that was not being performed elsewhere in the cilty, they
could very well go into a great deal of old repertoire,
and actually the percentage of old repertoire was con--
siderably larger in those days than it is now. I say to
our performers from time to time who want to play some
classical pieces, "Yes, sure, it's a great plece, maybe
we ought to have it, but don't forget that the Juilliard
Quartet 1s going to be in town this season and they're
going to play so-and-so." While I wouldn't make any real
point about the Juillilard Quartet belng a better quartet
than we can muster in our own city, the point is that I
would like to protect the players if I possibly can from
the terrible comparisons that the newspaper critics are
likely to make. I think that in general a local quartet
is not given the attention, isn't analyzed as seriously,
isn't listened to as acutely, as a quartet with an inter-

national reputation. I don't see why our local musicians
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should subject themselves to that kind of comparison if
they can play something else that will not bring out that
comparison.

That's why the whole field of contemporary music
has belonged to our concerts and is where we've done our
best work, I think. Baroque music, the earlier pieces
that you mentioned, [appeared more often] as we began to
abandon more and more the classical and romantic periods;

looking for old music, we went further and further back.
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TAPE NUMBER: II, SIDE TWO

MARCH 23, 1966

TUSLER: We're still in the year 1946, briefly surveying
the repertoire in the Evenings on the Roof concerts from
your file of Script reviews.

MORTON: That's right. In January, I have some references
to music by Harold Shapero, Charles Ives and Paul Hinde-
mith. Ives continues, as you see, to be a falirly solid
item in the repertoire, and Hindemith, too. This is about
the time that Hindemith was writing a big series of gsona-
tas, starting at the top of the orchestra score page with
flute, and going right down the list of instruments--sonatas
for flute, alto flute, oboe, English horn, and so on.

This was, of course, a boon for repertoire in concerts
such as these.

But let me finish first about the Ives and Shapero
pieces. Harold Shapero was a young man in those years,
twenty years ago, and he was in the Aaron Copland circle
in the East. He wrote a four-hand pianc sonata that has
always been a favorite, and Ingolf Dahl was more or less
the champion of this piece. He gave several performances
of it during the years; as a matter of fact, it was re-

peated at one of our concerts only a few seasons ago. A
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very bright interesting piece in the neoclassical style.

I think this was probably the first time that Shapero had
been on these programs. I remember a discussion T had
outside the concert hall with Ingolf Dahl after the per-
formance. Although it was in neoclassical style, the sona-
ta was falrly irregular in terms of rhythm, and I remem-
ber saying to Ingolf Dahl that 1t seemed to me the music
was limping along as though 1t were a wagon on three wheels.
Ingolf made a remark that I'm afraid I don't quite remem-
ber--it had something to do with symmetry, that the

phrases were not symmetrically built--and I countered

with the remark that I didn't know that asymmetry was

any more of a virtue in itself than symmetry had been a
virtue in other kinds of music. Why I remember that I
don't know, but I can see ourselves standing in front

of the KFWB studio discussing it, and I know that Ingolf
was smiling because I can seelhim as élearly as though he
were here.

The Ives on that program was the Flrst Sonata for
Violin and Piano, and I polnt out that there's no use in
applying the usual criteria of music to Ives because he
was Jjust too independent a composer. The phrase that I
use here is, "The sonata has no homogeneity whatever. Tt

rambles midst pleasures and palaces; it reminisces over
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the history and scenery and people of New England. It

1s diffuse and unorganized, and yet 1t has the unmistakable

mark of a composer who is both original and profound, a

mark which is as personal as a fingerprint." I think

I'd stickwith that; I've been looking at some Ives re-

cently and he is of course a very, very uneven composer.

But his ideas are always original and fresh, and imprac-

tical. A performance of a good Ives work is an important

experience.

TUSLER: Is it still being performed today as much as it

was at that time?

MORTON: Oh, yes. Right now there is a blg Ives movement

going on again, a sort of revival. You remember the Fourth

Symphony was played just a few months ago in New York,

with a special grant fromlone of the foundatlons to guar-

antee sufficient rehearsal, because it was a very, very

difficult piece to put together. We're going to have some

new Ives pleces on our concert just a few weeks from now.
At this particular concert, however, the big event

was a work I think I referred to last time, the Hindemith

song cycle Das Marienleben, with the poems by Rilke deal-

ing with the life of Mary. It was performed here by Sara
Carter and Ingolf Dahl. I have a rather long and detailed

review of that piece, dealing not only with the music but
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with the poetry, because the poetry itself is quite extra-
ordinary, although I'm not skillful enough in German to
understand the fine poetic points of it. I know the
poems mostly through the translation by M. D. Herter
Norton.

There are marvelous things in this piece, some of which
I regret to say were edited out by Hindemith when he made
his revision of the work. I've always preferred the ori-
ginal version to the revised version. I mention here
one of the places that was most striking and which un-
fortunately Hindemith took out. Ithas to do with the
song, "The Annuncilation to Mary," and the lines are, "Not
that an angel entered, mark this, was she startled, little
as others start when a ray of sun or the moon by night
busies 1tself about a room would she have been startled
by‘the shape in which the angel went."* The music at this
point is quite extraordinary in that it sounds at the top
of the piano like tiny trumpets; it gives you the sense
of distance and also has a sort of impersonal quality,
for this angel is not a person. It's a very, very beauti-
ful moment, a tiny motive of only about four or five notes

which is repeated in various tonalities. I thought this

*Norton translation not available for verification. [Ed.]
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was one of the most poetic and beautiful conceptions in
the whole work. Hindemith, however, didn't agree, be-
cause it's gone '1n the new version.

A few years later, it must have been around 1955 or
156 when I was directing the OJjai Festivals, I invited
Nan Merriman, our great Los Angeles mezzo, to come to
OJjaili and sing i1t provided she would sing the original
version, and she did. I can remember--Ingolf played the
plano for her, by the way--how marvelously she sang that
whole cycle, and this particular song, "The Annunciation,"
was really one of the high points.

This was a great evening for Evenings on the Roof,
because 1t was the first opportunity we had had to hear

the Marienleben, although Ingolf Dahl had known 1t for

many years when he was still going to school 1n Zurich.
The piece was written in the 1920s, so it was already
twenty years late in coming to Los Arigeles, but it needed
someone like Ingolf Dahl to push a performance. And we
were fortunate in having Sara Carter. It's one of the
most difficult pieces, not only from the standpoint of
notes--the pitches are hard to find; it's an extremely
dissonant piece--but because it runs for something like

forty or forty-five minutes, and there's continuous
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singing. So one needs endurance, and the songs get more
and more difficult toward the end. That was a memorable
concert. It must have been in January '46, because the
review was from the issue January 19. See what an oppor-
tunity Evenings on the Roof had and was making good use
of.

Now it seems to me almost a shame that I should have
been able to write in February of '46 that I was hearing
for the first time a Mozart quintet for violin, two vio-
las, bass and horn. It's not a normal combination of
instruments, and so one wouldn't expect to hear it at the
normal chamber music concerts. Here was a performance
by a violinist who's still very active in the studios,
Anatol Kaminsky, Abraham Weiss, Leon Fleitmap, Wendell
Hoss was the horn, and the bass player was [Schull] Lip-
schutz, a great artist who'd been in the symphony for a
number of years. Wendell Hoss, one of the great horn
players in this community, is now a rather elderly man
of perhaps seventy, but he's still playing and he's still
playing very, very well. Lipschutz has since passed away.
But this was a marvelous occasion.

We've had that quintet several times since this first

time in '463; an extraordinary piece. The last time we
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had 1t I remember that Wendell Hoss was still doing the
horn part, and I can remember that backstage with me at
that time was a young man whose name I don't recall--he
was helping to move the piano and arranging chairs on
the stage and so on. He was a horn student, and he sat
backstage in a chair holding an imaginary horn in front
of him and going through all the finger motions, and when
he wasn't miming the horn part he was conducting. I
remember that after the first movement, Wendell Hoss got
out of his chair and came backstage and said that this
boy would have to stop, he couldn't play because he could
see every motion he was going through and it so disturbed
him that it was almost 1like working in front of a mirror.
At this same concert I remember that Ingolf Dahl in-
troduced us to, of all things, some music by Grieg, a
cémposer who 1s not 1likely to be included in our reper-
toire. Ingolf had come across some dances by Grleg that
were based on folk material, and he was so amazed by them
that he thought they ought to be heard. And they were
quilte amazing, because at that time, quite without any
scholarship of the type that we associate with, say,
Bartbk, Grieg was handling this folk material in an

extremely advanced and interesting way. Ingolf, of course,
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heard in this town.

As a matter of fact, in talking to Leonard Stein just
a few weeks ago, apropos of the Schoenberg music that
Mehta is doing this season with the Philharmonic--un-
fortunately we haven't heard the Violin Concerto here
yet--I suggested to Leonard, "What about doing it with
the piano accompaniment?" Just so we'd have a chance
to hear the pilece. Leonard was very much opposed to that.
He said, "No, that's not our responsibilility; that's the
responsibility of the orchestra--they should get that
piece played."

And there are a few violinists around who do play
it. But judging by the audlence reception of the earlier
Schoenberg pleces this season at the Philharmonic, I think
it will be a long time before we're going to hear that
concerto.
TUSLER: They weren't too well received.
MORTON: No.
TUSLER: By the public, do you mean, or by the reviewers?
MORTON: By both, and also there are members of the or-
chestra who dislike very much playing that sort of mu-
gle.

I have some adverse remarks about the concerts in
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March of '46., I think I mentioned at one time that one of
the basic principles of these concerts was that the mu-
sicians should play what they wanted to play without
regard for audience. I don't think this was ever a
dominating feature because, as I think T said, the taste
of some of the players was so bad that they would have
come up with awful music, and from time to time they did;
in March of '46 I made some comments about such an event
when Sven Reher, one of our very best violists, came up
with what I called "a very shabby pilece" entitled Concert
Piece by Enesco, a Rumanian composer. I was not only
interested in music 1n those years, I was interested in
politics, and I pointed out that the appointment of this
Rumanian composer to the Roof's roster of creative artists
"is on a par with President Truman's appointment of Ed-
win Pauley to his cabinet. Fortunately we escaped Mr.
Pauley, but we had to accept Mr. Enesco, whose transac-
tions with the materials of music are very well oilled
but contribute very little to the public weal." Not a
bad sentence, I think. [laughter]

On that same program, Paul Bergstrom, a very good
cellist who had Jjust come back from the service, played

the Fifth Sonata for solo cello by Bach. I've always
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always having some attachment toward Scandinavian com-
posers, was very happy to find these Grieg pieces that
were not at all like the Grieg that we ordinarily hear,
not sentimental--I refer in the review to Debussy's de-
scription of Grieg's music as "pink bonbons stuffed with
snow." These Norwegian dances were not of that charac-
ter, however; they were quite strong, rather brittle

and brilliantly written for the pilano.

Also on this program we had the funeral music that
Paul Hindemith had written for the death of King George
VI, but we had it in the performance for viola and piano
instead of viola and string orchestra. Abraham Weiss
played the viola with Shibley BOyes at the pianoc. It's
a very beautiful piece. That kind of thing, the playing
of transcriptions, is no longer a part of our activity
at the concerts; we don't do any transcriptions whatever
unless they have been especially made by the composer
himself., And I daresay this is Hindemith's own arrange-
ment, but the piece really needs the string orchestra.
I've been a little bit tougher about that sort of thing
than Peter Yates had been; he had gone so far at one
time as to play one movement of the Schoenberg Violin

Concerto with plano, and that's the only time it's beén
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contended that these solo pieces are not good concert
pieces, and I've never enjoyed listening to them in con-
cert; but I do know that they're masterpieces.

TUSLER: How should they be performed?

MORTON: Oh, maybe at home for a small group of friends,
something of that sort. I supported my argument here by
a long quote from George Bernard Shaw, who wrote about

a performance of one of the solo violin sonatas by Joachim
in London around the 1880s. I'11l read this because what
Shaw wrote about that performance I think is very funny:
"Joachim scraped away frantically, making a sound after
which an attempt to grate a nutmeg effectively on a boot
sole would have been as the strain of an Aeolian harp.
The notes, which were musical enough to have any discerni-
ble pitch at all, were mostly out of tune. Had he been an
unknown player introduecing an unknown composer, he would
not have escaped with his 1life. The dignified artistilc
career of Joachim and the grandeur of Bach's reputation
had so hypnotized us that we took an abominable neoise for
the music of the spheres." [laughter] Then I went on to
say that Mr. Bergstrom's performance wasrgﬂ:that bad, and
I doubt if Joachim's was.

TUSLER: Why is it better to perform these works in a
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small intimate situation than in a concert situation?
What comes through?

MORTON: Well, it's not entirely a question of the music.
First of all, there's not much sonority, and in a large
concert hall I think that most performers are likely to
force their tone because they know that they're going

to have difficulty--not that this was being played in a
large hall, but just the fact that there's a large audi-
ence I think has a psychologlcal effect.

Then there's always the question of style. We really
don't know, I think, how to play Bach. First of all, we
don't have Bach's instruments, and what we have learned.
in recent years about Bach's violins, for instance, in-
dicates that their sound must have been very much smaller
than the sound of the present-day violin. The shape of
the bridge had something to do with how one would draw
the bow across the four strings to get a four-part chord;
it must have sounded very different. Our whole school
of string playing descends from teachers such as Leopold
Auver, and we'd like the violin always to sound the way
Heifetz's sounds, for instance, and this is not the
proper sound for music of the late baroque period.

I think that the sonatas all require a long attention
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span, and they do not have the kind of variety that we
expect in music nowadays. This is partly a question of
time, largely a question of performance style, and it's

a question of the kind of music 1t is, which is intimate
and profound. One must give attention to all kinds of
detalls which the atmosphere of a concert hall is not
proper for. They have become now virtuoso pleces in which
performers want to show off their technique, and of course
are showing off a technique that is not correct for this
kind of music. I find them on the whole rather boring

to listen to in a concert hail, but if you can sit at

home and have a pause between movements, have a cup of
coffee or a drink alongside, it just seems to me it's an
atmosphere that is more conducive [to hearing] this kind
of music.

Also at the concert there was a guest planist, Andor
Foldes, a Hungarilan who devoted himself largely to the
exposition of contemporary music, and he was playing some
Bartbk. He was playing Bartdk all over the world, includ-
ing the concertos. He was visiting in town and I remem-
ber we met him at a gathering at Peter Yates's house,
and he did play part of a concert. He was a very bril-

liant player, a showy player, and I think the general
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scale of his performance was always the scale of playing
a large concerto against a huge orchestra even when he
played solo pieces; I found 1t not at all good piano
playing for this kind of music.

TUSLER: It was something rather unusual to have a person
of international reputation appearing at the Evenings

on the Roof concerts. Usually it was the local artist,
who may have been of an equal caliber but without the
reputation.

MORTON: Yes, that was extraordinary. We have done that
kind of thing occasionally through the years, mostly
because there was repertoire that we didn't have--we

were not interested in presenting virtuosi of any kind;
but he was offering Bartdk and also a piece by Kurt List,

Variations on a Theme by Alban Berg. He is a composer

who has passed away now, very much involved with the twelve-
tone system, not a great composer but a very accomplished
one. This may possibly have been the only time a pilece

of List's got on our programs. Itmust have been that,

plus the Barték, that encouraged Peter Yates and the others
to have them on our concert.

TUSLER: I don't suppose there ever could be an honorarium

for that kind of figure--there wasn't that kind of a budget.
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MORTON: No, I'm sure that he wasn't paid at all. That
sort of thing still happens when we have guests from out
of town--mostly, nowadays, composers-~who perform and

we do not pay them any honorarium that's commensurate
with their work or what they get elsewhere. I think it's
generally understood that these concerts are not rich,
and we do not try particularly to get out-of-town per-
formers, but if there are composers who want their works
performed and offer to come out and supervise or take
part in the performances, we're delighted to have them
and sorry that we can't pay them. In this past season,
for instance, we've had visits from two composers Who
conducted thelr own works--Charles Wuorinen and Harvey.
Sollberger. They both came from New York during a vacation
at Columbia University where they teach:; they were able
to get grants through some university fund which took
care of their transportation and hotel bills while they
were here; so they came out at thelr own expense because
they were eager to have performances of their works on
the West Coast, and particularly at our concerts. The
visits that we've had from Stockhausen and from Boulez
have not involved any payment whatsoever, although I always

try to give them a present of some sort because I think
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payment of any money would be an Insult considering what
thelr normal fees are.
TUSLER: Are there any difficulties with the union on
any of this, or do they make special dispensations?
MORTON: We've had very good relations with the union
and they've been sympathetic on the whole. TFrom the very
beginning, the union agreed to the cooperative basis on
which the concerts were originally run. The financial
arrangements have changed throughout the years. The
union allowed a special way of payment, which was pay-
ment by the work rather than by the evenlng's engagement,
and that went on for many years. Then they insisted on
an lncrease 1n that rate per work, and from time to time
they have obliged us to ralse our fees. Right now we
are paying the normal chamber-music fee regardless of
how many works a performer participates in. Right now
we are living up to the ordinary union regulations as set
down for any chamber-music concert; that's why through
the years the greatest increase in our budget has become
musicians'! fees., It's a little bit more than half our
total budget right now.

The musicians, of course, are underpaid. We say

that musicians are willing to work at Monday Evening
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Concerts for the pleasure of playing, though that is
less the situation now than it used to be; and our
meeting minimum standards of the union is simply an in-
dication of this, that the musicians are still willing
to make a sacrifice, because under the chamber-music
rules of the union, rehearsals are not paid for, so
musicians only get the union scale for the concert. That
much of a sacrifice they will make.

Now the situation as it exists today is such that
instead of payilng them the minimum scale, we ought to
be paying them way over scale as a sort of bonus. It
simply represents the development of music in the com-
munity: the opportunities to play are so much greater
that musicians don't need these concerts in the same
way that they needed them before, although there are
many performers around town who keep on saying to us
that these concerts have been most important for
them, not only in terms of theilr own opportunity to
appear before the public, but also in keeping up with
new techniques of composition and consequently of per-
formance. They've all had to extend the range of their
instruments, for instance; people are writing higher

notes than they used to write before, and there are all
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kinds of technical problems that are introduced to new
music. The players do say that this 1s a great help to
them in their commercial work.

This is particularly true of one man who plays clari-
net, bass clarinet and saxophone. He hasn't been par-
ticularly active 1n recent years;‘but this season he did
play saxophone for us, and he saild to me after the per-
formance, "It was really good for me to come back to
these concerts. They're most important to me in that T
have learned a great deal about the technique of my own
instrument from being obliged to play this kind of music.”

There are people amongst our musicians who are in-
terested in music ag an art and not just as a livelihood,
and these are of course the kind of people we have to
count on, the people who do perform for us mostly.
TUSLER: Under the copyright law don't you have to also
pay for the music itself?

MORTON: Yes, and this is becoming an increasingiy diffi-
cult problem for us. Music which can be purchased over
the counter can be played without any fee, but most con-
temporary music 1s not being published in this way, par-
ticularly for chamber groups of, say, five Instruments

and over. The scores may sometimes be purchased but
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the parts are on rental, and rental of music can run any-
where from $15 or $20 for a performance up to $100. Some
difficult bilg choral works, such as the Dallapiccola

Songs of the Prisoners, where you need choral parts plus

instrumental parts, the rental fee i1s around, I believe,
$125 or $150.

New music, of course, 1s more and more costly to us,
simply because the cost of engraving or printing this
music 1s so much higher than it used to be, and that has
to do with the notation. You just can't write a staff
nowadays and put a few notes on it, as one could do in
earlier times. There are all kinds of tricks of nota-
tion, so that scores have to be drawn. It's a question
of calligraphy, and some of these scores are as attrac-
tive as a Japanese drawing. It's very difficult to re-
produce them except by having them drawn by hand very,
very carefully and going through a photolithograph pro-
cess. So even when these scores are for sale they're
frightfully expensive. For instance, one movement of
Boulez's Third Piano Sonata, which comes in a huge for-
mat with cutouts and so on, costs $18, and that's for one
movement. So our budget for music purchases and rental

is ten times what 1t was in the early days of the Roof.
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TUSLER: Do you then have a library of these things?
MORTON: No. The ones that are on rental have to go back
to the publisher, but sometimes we do purchase music and
I've given, on behalf of the organization, most of this
music away, some to the public library, some to the uni-
versity libraries, always with the provision that we may
call on it for use whenever we want it. There's no point
in having it sit here in our office on file; it's much
better to have it at some library where it can be used.
I am avoilding the establishment of a library, although T
do keep a list of the pieces we have purchased and given
away; so if we do have a performance again, we know where
to get the material. Of course, I'll have to confess that
some of the things we have purchased have somehow found
their way into my personal library. [laughter] But it's
made up for because I've bought a lot of music on my own
that's used in the concerts.

In June of 1946, I refer to a postseason tribute to
Bela Bartdk (I believe this must be just shortly after
his death), the Second String Quartet, one that is still
fairly in the late romantic tradition but still modern
music, of course. I wrote a long review of that quartet,

but the important thing for our purposes right now is that
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it was with performances of pieces of this sort during
that period that the American Art Quartet became es-
tablished as a first-rate ensemble. Its personnel at that
time was Eudice Shapiro, Marvin Limonick, Virginia Ma-
jewski and Victor Gottlieb, They had already been per-
forming for several years, and they had had a very good
opportunity at the Music Guild when, I believe, the
London Quartet had been obliged to cancel a performance
with Schnabel at the piano because of the illness of one
of the members. The American Art Quartet stepped in and
took its place and did a brilliant job, and they were at
this time established as a first-rate ensemble.

On the same concert, this Bartdk concert, Frances
Mullen played the Piano Sonata, and Eudice Shapiro and
Ingolf Dahl played the Second Rhapsody, which is a great
piece. I concluded the review with the remark that this
was "a great concert. Those who missed it should be re-
minded that they deprived themselves of a rare and won-
derful experience.” The concerts were certainly avant-
garde, way ahead of everybody else in presenting the music
of this great composer.

It was just previous to this that Bartdk had been

here. He came to town to give a piano recital at the
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Ebell Theater, and he had a tiny audience. It was really
tragic to sit in the audience with so few people, and then
the next day to read the reviews that were really shameful,
as though Bartdk were a nonentity. He was of course one

of the great figures. Though the audience was very small,
1t was fairly enthusiastic, and a nice thing happened dur-
ing the intermission--the Hungarian community here (I don't
know how large a one it is) was making much of the event,
and at the intermission time, a group of young girls, chil-
dren, dressed in Hungarian natlonal costumes, came on stage
and presented Bartdk with a large bouquet. He was, I'm
sure, touched and pleased, but he was not a demonstrative
person and he behaved with great solemnity, didn't smile.

I don't know that there's a picture of Bartdk smiling;

he was Just a solemn man. He wag also as beautiful as
Toscanini. I think they were the two most beautiful faces
of musicians in our time. I remember that many of the
photos of Bartdk I liked very much showed his face in
various planes, something like an Assyrian sculpture in
relief. In one photograph in particular, the light was
focussed in such a way that he had many planes or sur-
faces on his profile, and 1t was very, very beautiful.
Those of us who were interested in Bartdk's music at that

time were of course frightfully angry when we read the
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reviews of this concert, and we were ashamed of the Los
Angeles public for not having shown up.

TUSLER: What did the reviews complain of?

MORTON: Just that his music was modern; it was too dis-
sonant--they couldn't stand that--and 1t was rather noisy
too. He played some of his rather barbaric pieces, and
it was Jjust too much for these tender, unsophisticated
ears. Of course, our own audience, which was accustomed
to this sort of music, was not large enough to fill the
Ebell Theater.

TUSLER: Was he a good performer?

MORTON: Oh, yes, yes, a very good performer. But the
point actually was not how good a pianist he was; the
attitude should have been: here is this great man in
town, and if he plays a wrong note or you don't like his
finger technique or anything of that sort, this is com-
pletely beside the point. You go there to hear an im-
portant composer doing his own music.

In the fall of the year 1946, when the concerts be-
gan again, there seems to have been a concert that allowed
for a string orchestra, because I refer here to a perfor-
mance of a Handel concerto grosso to open the program,

and I went into this work with some detail simply because
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it was extraordinary to have a piece of this sort on a
Roof program. Also, a work by Miaskovsky was played,

Sinfonietta for string orchestra, which was a newly

published work; [Eric] De Lamarter's Serenade near Taos

was played, and the Concerto Grosso of Ernest Bloch.

At the second concert of the season, there was mu-
sic by Walter Piston, a Mozart piano sonata and the
Archduke Trio, which I would say was a typical program.
Again, the performance of the trio was given by the Phil-
harmonic Trio, which I mentioned last time, with Maxine
Furman at the piano, though there was a change of per-
sonnel--Martin Black was the violinist and Joseph di
Tullio was continuing on cello.

It was just at this time that Peter Yates published

a little booklet called the Fourth Report. He had

written previous reports about the activities of the Roof

in the magazine Arts and Architecture, for which he

still contributes a monthly column~-that's been going

on for, I suppose, twenty-five years now. The Fourth
Report was a booklet of sixteen pages, which gave a brief
history and also summarized the repertoire that had been
played so far. That repertoire, in double columns,

runs already to a little over four pages, and it's really
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guite extraordinary, the amount of music that had been
covered in the concerts in those seasons.

Take a look, for instance, at the amount of Schubert
that had been played already: seven piano sonatas had
been done; the four Impromptus of opus 9035 a small plano
piece, the Fantasy for piano duet; the Fantasy for violin
and piano; the Grand Duo for violin and plano; two piano
trios; the A-minor Quartet; the Quartet Movement; the

Cello Quintet; the Octet; and the complete Winterreise.

Just next to that in the catalog 1s the Schoenberg reper-
toire that had been played in those seven or eight sea-
sons: the Three Piano Pieces, opus 1l1l; the Six Pilano

Pieces, opus 19; the Piano Suite, opus 23; the Dance Suite,

opus 253 the Plano Pieces, opus 33 and 33A; the Varilations
on a recitative for organ, played in a transcription for
two planos; the first and second movements of the Violin

Concerto; the Suite, opus 29; Pierrot Lunaire; Songs from

opus 2, opus 3, opus 63 and the complete Hanging Gardens.

TUSLER: Does the list indicate whether they were Los
Angeles premieres or not?

MORTON: I'm sure all the Schoenberg pieces were, prac-
tically sure; maybe some of the piano pieces had been
previously played. Whether they were premieres 1s not

listed here. Incidentally, showing the catholicity of
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taste, here is Ravel: Gaspard de la Nuit, Sonatina,

Le Tombeau de Couperin, the Duo for Violin and Cello,

and the Piano Trio. The Duo forViolin and Cello is an
extremely difflcult piece, not at all in the popular
Ravel vein, an exceedingly dissonant and difficult pilece
and not a surefire hit at all. In the 1list of composers
here, there 1s a tremendous list of Mozart's music; Stra-
vinsky; Bartdk has a long list. The repertoire, even

at that time, was way ahead of what had been golng on
anywhere in the city and ahead of what was going on any-
place else in the country.

There are some quotes from reviews at the end of
this--very good reviews by the late Alfred Price Quinn,
Shibley Boyes, who was writing occasionally as a substi-
tute for Isabel Morse Jones on the Times, and also C.
Sharpless Hickman, who was at that time writing on the
Times. Here are quotes, for instance, from Dr. Otto
Klemperer: "I consider the Evenings on the Roof to be
a very fine institutlon. The programs give the audience
both new and old music in excellent performance. I think
they should be supported in every respect." Alfred Wallen-
stein made some complimentary remarks about the concerts;

he was not vitally interested in them, but he was interested
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to the extent that some of his own players from the or-
chestra took part in the concerts. There 1s even a quote
from me--a rather extravagant one, I'm afraid. Neverthe-
less, the concerts had already made a reputation in the
community and were highly regarded by important people.
TUSLER: I take it these publicatlons were brought out
from time to time. Were they done by Mr. Yates at his
own instigation and at his own expense, or were they fi-
nanced by the Roof?

MORTON: I remember that these were supposed to cost ten
cents at the time, but I don't know how they were finan-
ced. This is called at the end, "A Roof publication of
5,000 copies for Evenings on the Roof." There were no
subsequent publications, although Peter Yates gave sub-

sequent reports in Arts and Architecture.

I continue for several more years wWriting reviews
in Script. The reviews do go on through several more
years, and I will refer to them from time to time; but
from now on I think I will take my attention away from
my Script articles and go into the published programs,
where I can make a rapid review of repertoire.

It seems to me that along around 1952 1s when I began

to take an active part in the management and direction
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of the concerts. Some time before that I became a member
of the board, but I cannot find any reference to the exact
year. I was invited to become a member of the board simp-
ly on the basis of the not always favorable, but always
sympathetic--and I hope always intelligent--reviews that

I had been writing in Script. I was by this time a rather
close personal friend of many of the leading musicians

on the roster of the Roof; and I was convinced, in spite
of performances or repertoire that didn't please me from
time to time, that this was without question the most im-
portant organization in the community, certainly outside
of New York, for the performance of music that was not be-
ing performed elsewhere, both old and new. Such things as
the Buhlig series of Beethoven sonatas, even though I

was not a great fan of Buhlig, were terribly important,
and even in some performances that I didn't like parti-
cularly, I always learned something. It was never my
intention to go to any concert to agree with the perfor-
mance, because the only performance I would like of any-
thing would be a performance I would give myself. I was
not a performer, but one thinks always in terms of '"how
would I do this if I were conducting it or playing it."

In this respect, any performance of any work not given
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by myself is likely to fall short of what I regard as the
proper performance. All criticism is of course subjective,
and I think properly so.

In any case, I was delighted, and I must say flattered,
when I was invited to become a member of the board. I
began to work mostly in the field of repertoire because
repertoire has always been the primary concern: to find
new pieces or to find old pieces that were not hackneyed.
TUSLER: That invitation came from Mr. Yates?
MORTON: I don't remember if it came directly from him,
or if it came from the committee. I don't remember exact-
ly how it happened, but I was certainly glad to be there
and to be in on the inside workings of the organization.
I thought I could probably exert some influence there,
but most of all I thought I could probably be of some
help--and I think that they probably felt that I could

be.
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TAPE NUMBER: IIT, SIDE ONE

MARCH 31, 1966

TUSLER: Mr. Morton, last week we mentioned briefly some-
thing about the Roof's program file, which is, I under-
stand, incomplete, and you have only a certain rough as-
sortment here which is also not complete. Is that right?
MORTON: Yes, that's right. The earliest batch of pro-
grams that I have is from the 1946-47 season which was
called the ninth season. (Those numbers are not quite
right because at the beginning I believe they started
out with a series of six concerts or four concerts and
they called it a season; so at the beginning there might
have been two seasons in one calendar year. The number
of the season does not exactly correspond to the number
of years that the concerts have been running.) One rea-
son my file of programs is not complete is that from time
to time I've loaned them out to people who want to study
our repertoire and then I don't get them back. I should
be handling all this stuff as a library would handle it.
I have from this season, 1946-47, a file that must
include maybe only a dozen concerts. Of course, we Were
giving a lot more concerts in those years than we do now.

For instance, here's a program of December 9, 1946, where
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we had a rather large cast consisting of the Pacific
Sinfonietta conducted by Manuel Compinsky. Manuel was
very active in the concerts in those years and then he

got busy with other things, but he is a faithful member

of our audience. On this program I see the Bartdk Con-
trasts for violin, clarinet and piano. It's not listed as
a first performance so I daresay this might have been al-
ready the second or third performance. The blg piece

on that program was The Chinese Flute of Ernst Toch for

chamber symphony and soprano. The singer was Alice Mock,
who 1s of course not singing so much any more but is doing
a great deal of teaching; I think she's on the faculty

at USC.

A program on the following Monday, December 16, T
think I mentioned already, the Dowland songs sung by
Alice Mock. I believe this was my first introduction
to the songs of Dowland, and I remember that performance
very well because Alice Mock had Jjust exactly the right
kind of voice for it and she sang with beautiful style.
It was done with piano although it was originally written
for lute or smaller keyboard instrument but in any case,
I was very happy about it. On that same program, Ingolf

Dahl played Aaron Copland's Piano Sonata. I think that
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Ingolf played the best performance of that sonata I've
ever heard, as I think back on the many other perfor-
mances I've heard.

TUSLER: Better than Copland's own?

MORTON: Copland's own performance of the Piano Sonata

I don't think I heard. I heard the Variations and I
heard him play the Fantasy privately, but I never heard
Aaron play the sonata and I don't think that he did very
much, because Leo Smit was championing that work and
still does play it. And then the Stravinsky Octet was on
that program.

An interesting thing on this program is an ad for
Evenings on the Roof recordings. I'd quite forgotten
about those, but they were put out by the Alco Record-
ing Company which was a project of the Compinsky family.
It was Manuel and his sister Sarah and his brother, Aleec,
the cellist--he's passed away. I don't know that that
project ever turned out to be a very successful one,
but the repertoire was excellent. On one record there
was music by Charles Ives played by Sol Babitz, violin,
and Ingolf Dahl, piano: "Barn Dance" and the "Revival"
from the Second Sonata. This is before the day of long-
playing records; that's why only those small pieces were

there. There was another record of Kurt Reher playing the
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Hindemith Unaccompanied Cello Sonata that he had played
in the 1940 and 1942 seasons, and one work called "Holi-
day for Four" by Ray Green, that was recorded by Abraham
Weiss, Alfred Peterson, Adolph Weilss and Maxine Furman.
TUSLER: Were these put out under an Evenings on the
Roof label?

MORTON: Yes, I believe they were; although the company
was Alco Recording Company, I'm quite sure that those
must have been issued as Evening on the Roof recordings.
I don't think it went very much further than that, pro-
bably as most small record companies get into trouble in
the matter of distribution, but 1n any case 1t was a
good project and it got started then.

TUSLER: Were the records made from the actual perfor-
mances?

MORTON: DNo, I think they were studio recordings.

This 1s the season when the concerts were belng
given at the Ebell Theater. I don't remember what year
we moved into the Ebell Theater, but certainly we were
there by the beginning of the 1946-47 season. What I'm
looking for now in the file of programs 1s to try to find
out exactly when Mary Jeannette Brown came into the or-
ganization as executive secretary.

During the early years, the whole business was being
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carried out at Peter Yates's house with the help of his
wife, of course, and in the organization were a number

of hard workers, particularly a man named Al Spires, who
served as sort of treasurer-bookkeeper, took care of the
financial business; his wife, Elizabeth [Reames Spires],
was a pilanist and also played on some of the concerts.
They were Peter's right-hand people. What happened to
them, I'm not quite sure. In any case, the affairs of
the organization became so complex that Peter had to

have professional help, and around this time Mary Jean-
nette Brown came in as executive secretary at a ridicu-
lously small fee. She did the telephoning and the things
that Peter and Frances could no longer carry on, because
you must remember that Peter was a businessman and was
not avallable during the day at his office.

TUSLER: What did he do?

MORTON: Peter worked for the State of California Depart-
ment of Employment, and his office was in downtown Los
Angeles.

TUSLER: Spires and these other people that you mentioned,
were not professional help?

MORTON: Oh, no, this was volunteer work. Among the other
people who were doing volunteer work (I'd been in on

some of the mailing sessions at Peter's house by this
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time) were Volya Cossack, a pianist and a very hard wor-
ker in the organization, Shibley Boyes, and of course
Ingolf and Etta Dahl. There was no professional help

of any kind. I think that Mary Jeannette Brown was the
first paid employee that they had.

Somehow or other it seems to me that this might
possibly have coincided with the organization of the
Southern California Chamber Music Society, which became
a sponsoring group. That, of course, is still the spon-
soring group of the organization and 1t seems to me that
it was founded in the year 1946 and incorporated under
the proper state laws as a tax-exempt, educational, non-
profit corporation. Mr. Oscar Moss was the leading spir-
it in that group, and I think that since the Chamber Mu-
sic Soclety was going to guarantee the deficit of the
concerts, it became necessary at that time to have a more
business-1like organization. I believe this was one of
the reasons we had finally to come around to a paid exe-~
cutive secretary.

TUSLER: Was it formed primarily for the Evenings on the
Roof, or did it also sponsor its own concerts or other
organizations as well?

MORTON: No, 1t was formed for the support of Evenings

on the Roof, and actually I think it was the intention of
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the Mosses to carry on other charitable activities through
the Chamber Music Socilety. I believe that they did es-
tablish a scholarship at USC, and I think that that was
probably another activity of the Chamber Music Society;
but of course that was done very quletly and very private-
ly because Mr. Moss was never one to look around for pu-
blicity or any sort of acknowledgement.

The first season that I have any record of Mary
Jeannette Brown's activity was the 1949-50 season, but
I'm sure she'd bheen active before then. I recognhize her
handwriting on this folder addressed to me, so I know
that she was active then, and on the program it even gilves
her address in West Los Angeles (she was receiving ticket
subscriptions). So at least by that time she had taken
over all the detall work of managing the concerts.

The big event of the 1949-50 season was the Szigeti
concert, when he offered to play three unaccompanied Bach
sonatas. It was his contribution to the organization, and
we did make a good sum of money on it, I don't remember
exactly how much. The concert had the A-mlnor Sonata,
the C-major Sonata, and the F-minor, on January 9, 1950.
That was really a major event., In that same season, Izler
Solomon conducted a very, very interesting concert con-

sisting of the Chamber Concerto of Alban Berg for piano,

130



viclin, and thirteen winds, and ended the concert with
the Mozart E-flat Serenade. That was also a very impor-
tant concert.

Now, I know at this time that I was a member of the
Board of Directors of the organization, but I still do
not remember exactly how I came in or precilsely when.
Mary Jeannette Brown was, as 1 say, doing all of the
planning, the getting together of the programs--of course,
in close consultation with Peter Yates.

TUSLER: How was the board formed? What was the arrange-
ment for that? Was it requested by Mr. Yates?

MORTON: I don't know exactly how it began, but it was

a self-perpetuating board and I think the musicians

chose their own members.. There was some turnover every
year. The main idea was that the group should continue
being a cooperative group where the musicians had cer-
tain responsibilities, had to sell tickets and had to

do lots of other things. The board met infrequently, but
they did discuss such things as repertoire, financial
arrangements between the players and the organization,
the size of the budget, how much they thought they could
possibly spend because naturally the more musiclans you

have the more expensive the program is.
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One of the great programs around that time that I

don't find here was the program on which Roger Wagner

and Ingolf Dahl conducted respectively the Pope Marcellus
Mass and the Stravinsky Noces. That was a remarkable
program. The season 1950-51 was an extraordinary season
also because there was a regular series of fourteen con-
certs and a special Mozart series of six concerts. Two
benefit concerts were played by Joseph Schuster. He did
the five Beethoven sonatas with Shibley Boyes at the
piano. I believe that that season probably has the at-
tendance record of all time for the sale of season tickets.
It was an extraordinary season and 1t was very good.
That was called the thirteenth season, and the list of
performers 1s given here on the preseason bulletin. This
was the season of the Palestrina and the Stravinsky Noces.
The season opened with the performance of the Messiaen

Quartet for the End of Time. I remember that very well

because someone had to go up and make a speech to apolo-
gize that there were not enough chairs iIn the hall. This
was the little hall in the Ebell, not the Ebell Theater
but the chamber-music hall, and some people who had bought
season tilckets could not find seats, whereas some people

who had just bought single admissions did have seats. I
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suppose a "clambake" is the proper term for it. Many
people were unhappy, but that whole season was very

well attended and represents first-class work on the part
of Mary Jeannette. I think also that was our last sea-
son at the Ebell.

TUSLER: Was it considered quite an improvement when you
moved from the KFWB place down to the Ebell Theater?
MORTON: Yes, of course; but the financial situvation be-
came a little tight because the Ebell was more expensive,
although I must say that whatever it cost then is a tiny
bit of what 1t costs now. The Ebell is a rather expen-
sive theater now.

I see a couple of other works during that season that
are worth mentioning. In those years there was an annual
program called "Southern California Compoesers,”" or "Los
Angeles Composers," and in this particular concert, which
was 1n December, 1950, the composers were Lowndes Maury,
Albert Harris, Edward Rebner, Gil[bert] Grau, and Gerald"
Strang. Lou Maury is still very active, although he hasn't
done much at our concerts in recent years, but he has a
piano school in the Valley, and he's a subscriber and
comes regularly to the concerts. Albert Harris is still
a patron of the concerts. Ed Rebner--or as his name was

originally, Wolfgang--has gone back to Germany. He's
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been living there since around 1955, I imagine; I visited
him in Munich in 1959. He was very active here in the
films as a planist; he was a first-class musiclan and

he composed and played at our concerts. Some of the

best performances I can remember involved him. I remem-
ber a Schubert trio that he played with Eudice Shapiro
and Victor Gottlieb that was one of the great perfor-
mances. Gilbert Grau had a wind octet; he is not so
active any more in these circles, but he is still work-
ing in television and films. Gerald Strang of course

is sti1ll around and very active musically; he's gone most-
ly into electronic music nowadays. He was at Long Beach
State College, then went out to the San Fernando Valley,
and now he's back in TLong Beach again.

There was an amount of Schoenberg being played. I
see [Leon] Kirchner was here at that time and he played
his Duo for Violin and Piano with FEudice Shapiro. He had
just come out here from the East and had a number of con-
certs at City College here, but he was already beginning
to turn quite a bit toward orchestral music.

I forgot to say that on the Mozart series there
were usually twe works of Mozart and one contemporary
work in between. This particular concert on October 9

had Ives; the previous one had had Hindemith; and November
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was the Schoenberg First Quartet.

TUSLER: Was the Mozart serilies an attempt to play all

of Mozart's chamber music?

MORTON: Oh, no. That would have taken years to do. The
idea was to play some of the Mozart pieces, some of the
standard ones and some of the less familiar ones. For
instance, I remember very well the performance of the
Clarinet Quintet with Kalman Bloch, and then I remember
too that we had some of the viola quintets. People could
buy either the Mozart series or they could buy the regu-
lar series or they could buy the two combined, and here
at the end of that program is a list of the subscribers.
As you can see it's really a very long list. That was
really one of the biggest years.

In the season of 1951-52 we moved into West Hollywood
Auditorium, and this was because the Ebell was getting
just too expensive for us. By this time, I was more and
more active, but I don't believe I had become coordinator
yet. Mary Jeannette Brown was stlll the executive secre-
tary, and I remember working out this series of programs
with her, where we decided to have two series of concerts--
Series A of thirteen concerts and Series B of thirteen

concerts. That's just twice as many concerts as we are
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giving now; and they're published here, as you see, in
the chart where the red was the Series A and the blue
was the Series B.
TUSLER: Why is i1t that you're giving only half as many
concerts now? Is that for financial reasons?
MORTON: Well, there are several reasons. One is that
the amount of musical activity going on in the city has
increased so much. In the early years there was no com-
petitiqn; of course, the Music Guild was on but they
Were programing very conservative repertoire played by
traveling groups. But nowadays there's so much going
on musically, with the establishment of community orches-
tras all around; every little city--Burbank, Glendale
and so on--has its own orchestra, and there are chamber
music series going on in the various community centers
and colleges. There are so many musical opportunities
for performance that the musicians don't need the concerts
in the way they needed them before. Of course, budget
became another factor.

This season, the 1951-52 season, ended with a project
that I was personally responsible for--namely, a perfor-

mance of the Bach Art of Fugue, with every Contrapunctus

orchestrated by a different composer in Los Angeles. It
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was an idea that we had borrowed from Ingolf Dahl who had
done this 1n his orchestration class at USC with his stu-
dents. We had orchestrations of the fugues by Ellis Kohs,
the first one; Tedesco was in it; Don Christlieb, who
helped me organize it--he was a bassoon player and he
actually organized the whole group of players; my brother
Arthur did one; I did two; David Raksin did one; I be-
lieve Ingolf Dahl did not because he was too busy at
school that year. Of course, some of them didnft need
any arrangement, the two for double harpsichords and one
for string quartet. I made my debut as conductor in Los
Angeles on this occasion. It was very easy to conduct
because it was 4/4 and D-minor all evening long. [laugh-
ter] I made one mistake; fortunately, the horn players
didn't do what my hands instructed them to do, and they
played correctly in spite of me. I discovered that if
one has a good enough orchestra, one can conduct. [laugh-
ter]

TUSLER: Did the composers get together and agree on a
certain instrumentation beforehand?

MORTON: Well, we had the Los Angeles Woodwinds available.
This was a group that had been organized by Don Christ-

lieb, and it was quite an extraordinary group. We had in
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it four of each of the woodwinds--four flutes, but four
different flutes: that i1s, an E-flat piccolo, a regular
piccolo, a regular flute and an alto flute. I believe
we also had a bass flute, but there were four players

in any case., In the oboe family, we had the oboe, oboe
d'amore, English horn, and a bass oboe. In the bassoons,
we had a contrabassoon; and then for some of the big
fugues toward the end, we had a brass group--trumpets,
trombones and horns--and we used a solo string quartet
and two harpsichords. Everyone had to work with that
group. I made a chart limiting some of the smaller
fugues to some of the smaller instrumental groups, so
that we had a constant change of 1nstrumentation; the
full group, I believe, was used only in two fugues. I
think they were no. 11 and the final one. The final one,
of course, is unfinished and we ended with the Bach chor-
ale to finish off.

TUSLER: How did it come off as an entity, did it make
sense musically?

MORTON: TWell, it was an interesting experiment--no, not
an experiment, but 1t was an attempt to present it in a
certain way. No one knows exactly how to do the Art of

Fugue--Tovey says, of course, it's playable on keyboard.
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I know in earlier years it had been arranged for two
pianos by Wesley Kuhnle, and I believe that he and Buhlig
played it. Roy Harris has a string-quartet version.

There are many possible ways of doing it, and no one

knows what's authentic. This was no attempt to be authen-
tic whatsoever; this was simply an attempt to show the
music in a new light. My own opinion is now that I
wouldn't be interested again in doing Bach that way; I'm
not sure how it should be done, if 1t should be done at
all, but it's an attempt that I would not be interested

in repeating. I'd like to do the Art of Fugue again at

our concerts, but I don't know how. I think to listen
to 1t on the keyboard for a whole evening, since 1t 1is

a long work, can be a little bit boring. Well, some

day someone will get a new idea for a way of performing
1t

TUSLER: Who played the harpsichords for 1t?

MORTON: Carol Rosenstiel was one--there were only the
two fugues for which Bach needed two harpsichords--and
Frances Mullen played the other. We had some staging
problems here; I remember the harpsichords had to be on
the floor below the stage because we couldn't get every-
one on the stage. That worked out all right. The string

players were the American Art Quartet. That was an exciting
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season.

Now we come to the 1952-53 season, and this was the
last season that Mary Jeannette Brown was responsible
for--she went off to New York after that to have another
career. She arranged these programs before she left,
but her place then was taken by Willlam Hume who served
for a couple of years as executlve secretary. The main
idea of that 1952-53 season was a retrospective series
of the music of Arnold Schoenberg, who had died in 1951.
This was Mary Jeannette's final and no doubt greatest
contribution, arranging these four Schoenberg concerts
and the other concerts on the regular series.

The Schoenberg concerts were really quite extraor-
dinary, when you think of the works that were done. This
was possible, in part, because Robert Craft was now
living in Los Angeles with Stravinsky, and he was able
to undertake conducting such works as the Serenade and the
Suite for septet, opus 29, and various other works. The
list of Schoenberg works performed here 1s really quilte
extraordinary. I don't think there's any place in the
world where that much Schoenberg had been done 1n a series
of this sort. I see here the Piano Pieces, opus 1ll; the

Book of the Hanging Gardens; the Six Plano Pleces, opus

19; and the Serenade. On another program, the Second
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String Quartet, the Piano Pieces, opus 23, Herzgewachse,

and the Suite for septet. Then the Ode to Napoleon; the

cantata A Lover's Wish, from opus 27; The New Classicism,

from opus 28; and the Fourth String Quartet. Then the

Wind Quintet and Pilerrot Lunailre.

TUSLER: These were separate programs that were entirely
devoted to Schoenberg.

MORTON: Yes. They were included in the series, but
those four programs were just Schoenberg works. The big

production of that season was the Prisoners' Songs by

Dallapiccola, for which Charles Hirt of USC brought in
his big chorus. That's a very large work for chorus, two
pianos, two harps and a big percussion section. So that
was a very, very notable year.

TUSLER: How were the Schoenberg concerts received, was
there a lot of enthusiasm?

MORTON: I'm afraid I don't remember exactly what happened
there, I know for me, myself, 1t was a season of very,
very great importance. Ordinarily I'm not much in favor
of one-composer programs, but since Schoenberg had died
the previous year it was certainly appropriate. I see
also a program that I was responsible for--we did Stra-
vinsky's Renard and Pribautki , and the Mozart Diverti-

mento for three strings. That was a great program, and
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I think Renard was a first performance here.

Bill Hume was acting as executive secretary now,
but he was a young man, very much less experienced than
Mary Jeannette Brown, and while I don't see my own name
listed here as an official, I was certainly on the board.
I remember that I worked very closely with B11ll Hume and
was responsible for the organization of a number of those
programs. By the 1953-54 season, Bill Hume is still in
charge, but as I look at these programs and look at the
setup, the printing and so on, I see that my hand is
there. I remember working on so many of these things.

We had that season eighteen concerts. We're already down,
you see, from the twenty-six we had had at the Ebell.

This was a year in which we tried a new system--that
1s, instead of selling season tickets we sold coupon
books, so that you could buy a card of eighteen admis-
sions for $13.50, and you could use those admissions any
time you wanted, or you could buy a card of ten admissions
for $9.00. This was a financial disaster. People would
buy a card of ten admissions and gather their friends
together and use the whole card, for one evening. In-
stead of paying the regular admission price of $1.50, they

would get 1n for 90 cents. I remember how angry I used
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to be when I'd see people come to the box office and buy
a card with no intention of supporting the concerts at
any other time. I can't say they had no intention, but
at least what they were looking for was a bargain rather
than a way of helping the organization.
TUSLER: Then I suppose the most striking concerts were
the ones that were overjammed, and the others weren't
properly attended.
MORTON: That's right; that's exactly what happened. This
was also a year when we had some marvelous events--one
was when we joined with USC (this was Peter Yates's plan)
to present an evening of music by Ingolf Dahl. He had
been away the previous year on sabbatical and was coming
back to USC, and of course as one of the old faithful,
the old guard of Evenings on the Roof, it was a very nice
thing to give him an evening. That concert was held at
USC, and we played a whole evening of Ingolf's music, end-
ing with his Saxophone Concerto.

One of the other especially bilg evenings was the
evening that we did the Mendelssohn Octet for Strings

and the Monteverdi Il Combattimento. That was the evening

Stravinsky was in the audience and listened to I1 Com-

battimento. It was on this occasion that he said to me
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after the concert, "An organization that puts on a program
like that is going to be the dedicatee of my next piece,”
which turned out to be the Shakespeare songs that we did
the next season.

Here again, Bob Craft was very, very active; I see
that he conducted four or five concerts that season, and
we were able to bring off some rather stunning things,
such as the Stravinsky jazz, when we played Ragtime,
Tango, Piano Rag-Music, the world premiere of the Pre-

i

ludium; we played the Ebony Concerto for the first time

in Los Angeles. Stravinsky had made some specilal ar-
rangements of some of these pieces because originally
they called for Hungarian cymbalom, an instrument which
is not available here, and he rewrote some of those parts
for piano, as he also did for Renard.
TUSLER: Did he, himself, ever actually conduct on the
Roof programs?
MORTON: No. He attended quite regularly when he was in
the city, not off on tour, and was really a devoted con-
cert-goer.

That same season we did his Cantata, and we gave the
first West Coast performance of the Septet, which he had

already tried out earlier in the year at Peter Yates's
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house. We got a group together. Stravinsky wanted to
hear his Septet before it was performed in Washington,
and we got a group together at Peter's house and went
through it. It was a surprise to all of us because
Stravinsky was then, you see, getting into serial writing
and the sounds were quite different than any we had heard
before. I remember Craft conducted that rehearsal per-
formance; Stravinsky was there, of course, and that was

a very exciting evening. We performed 1t in March--this
trial at Peter's house must have taken place in the fall.
Its premiere was gilven at Dumbarton Oaks.

TUSLER: Did he change 1t after he heard it in the trial
prerformance?

MORTON: I think he did make a few changes but nothing

of any great significance.

That same season was the famous introduction to Los
Angeles of the muslc of Webern. We had half a program
of Webern, conducted by Craft. I remember that some of
the negotiatlons for that program went on at the home
of Oscar Moss. Craft was eager to make a whole evening,
do practically the complete works of Webern in one eve-
ning. I remember I opposed it very strongly. I still

didn't like this idea of one-composer evenings, and 1t
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seemed to me that 1f each of these tiny Webern pieces was
supposed to have the content of a large plece, one simply
couldn't go through that many pileces in an evening. In
the end, we settled for half a program, and the other half
of the program was also one of the great events of the
season, the Couperin First Tenebrae Service for tenor
continuo. Richard Robinson sang it beautifully.

That was a marvelous, marvelous season; some less
exclting pieces, of course. I see the name of Jolivet
here and T remember the Jolivet Piano Sonata being a

terrible disappointment. La Bonne Chanson of Fauré was

[given 1n the version] with string quartet and voice,

and I remember I was very unhappy with that, but I suppose
it's a masterpiece of its kind. I remember here another
program: I had come across some Bach pieces that were

in the Gesellschaft, but not available in performing
editions. We had four Bach pieces and for the first time
we had Cantata 152, which is a gloriously melodic piece.
We've done Cantata 152 I think three times altogether;
it's a real favorite. It has Jjust bass and sopranoc and

a few instruments. Also on that program we did the
Schutz Fili mi, Absalon with four trombones. That was
the beginning of our Schutz kick, and we were on it for

several seasons.
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TUSLER: Who sang in the Schutz?
MORTON: That was Marvin Hayes, a young baritone who was
just finishing his work at USC, and shortly after that
he left. He's still singing but working mostly in New
York. He went to Europe later andhe's having a very good
career, We had a group of four trombones that we were
using in those seasons, really quite a remarkable group.
It was sometime during the 1953-54 season that Bill
Hume left the organization in the midst of the season
because of some other work that he had. He had been a
part-time instructor at Occidental College, and in the
middle of the season he had to leave. At that time, I
took over as director, and now it's thirteen years. This
was in the middle of the 1953-54 season.
TUSLER: What had been Bill Hume's connection with the
group before he became the executive secretary? Had he
been on the board?
MORTON: No, he'd not been on the board. He was a young
man and was studying composition with George Tremblay.
He was in the Music Department at Occidental but not full
time and was also doing some work in the Department of
Speech., He is now, and has been for several years, the

director of all the activities going on in Thorne Hall
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at Occidental; he selects those programs. He doesn't
compose any more so far as I know. I don't know what
he's doing with his music. But whatever it was that

obliged him to leave, he did; so the last part of the
segson was my work.

Of course, with the end of 1954 we come to the end
of Evenings on the Roof--it became Monday Evening Con-
certs., At the end of this season, Peter Yates retired
completely. He had been in effect retired because he
and Frances did no more of the actual work. Of course,
everyone discussed the projects with Peter, but he had
actually retired from the labors; and when he retired
entirely at the end of the season he took with him the
only property that the organizafion had, its name. 3But
his arrangement, his agreement with the players, with
the organization through all the years was that the name
belonged to him and that the organization as operated
could belong to the musicians 1f they wanted 1t, as they
did. Although there were some very stormy times between,
you might say, management and labor, and although the
management was not operating for profit and the people
who were labor were not being properly paid (they were

paying themselves; it was that sort of organization),
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nevertheless, there were some very, very stormy times
then about the financial responsibilities and about the
repertoire, about the general principles of organiza-
tion--who should be on a committee, and should the com-
mittee have the say, and so on. All that sort of thing
was going on, and there were some very rough meetings.
TUSLER: Because there wasn't really a formal organization
or a formal constitution, or whatever, to control it all?
MORTON: No, and there still isn't; there never has been.
One could see through the years, in the arrangements
between the management and the musicians, that the mu-
sicians themselves were withdrawing more and more from
everything except their playing; of course to prepare

a program is a lot of work and that's why they wouldn't
show up at mailing sessions, for instance. They couldn't
take time to sell tickets and so on; they were just busy
getting the music ready. And this was proper; it was a
normal development, I think. As the organization grew,
the audiences were becoming--well, they were increasing
with ups and downs, you know; it was a fluctuating thing.
Finding places to give the concerts [was a problem]--you
see, we're now [in 1954] at West Hollywood Park and we've
traveled around a good deal, and it isn't until now [1966]

that we have a permanent home at the Los Angeles County
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Museum.

The only stablilizing factor was the Southern Cali-
fornia Chamber Music Soclety, and of course there were
difficulties there, too. The one faithful person was
Mr. Oscar Moss, who was president of the society and who
was by this time making sufficient contributions in terms
of money to solidify the financial standing of the con-
certs. But he had his difficultles, too. For instance,
there was one man, a very wealthy man, who was perfectly
willing to contribute to the deficit but only on the con-
dition that he be able to sit on the program committee.
He was a man who was very much opposed to contemporary
music, and Mr. Moss had stuck with the point all the time
that artistic matters were the business of the musicilans
and that the function of the Chamber Music Society was to
guarantee the financial operation. So he had to turn down
the considerable financial assistance from this man be-
cause there could be no compromise with the program policy,
which had to be the work of the musicians.

TUSLER: And it still was, primarily, at this time the
work of the musicians?
MORTON: Oh, yes, with much prodding from the very begin-

ning from Peter and Frances. Mary Jeannette Brown had the
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same problems, in trying very hard to get the musicians
to be content with the best music, and of course always
looking for new music, because as I Know now even more
than ever, the musicians themselves are not aware of,
don't keep up with, new repertoire; they don't read cata-
logs, they don't read the magazines to see what's being
played and what's being composed elsewhere.

When I took over the job completely I inherited, of
course, the files, and I saw the evidence of a great deal
of research that Mary Jeannette Brown had been doing--cor-
respondence with composers, with composers'! organizations
in the East and with libraries and whatnot--always on
the search for new repertoire. This was one of the things
that I had helped with when I was Jjust a member of the
board, and it's really one of the most time-consuming
and difficult things to do. Nowadays it's particularly
difficult because when you get diagrammatic scores or
aleatoric scores you can't judge their quallty in advance
of the performance. You look at the score and you can't
tell if this i1s a good plece or not, and since advanced
scores are advanced because they are hard to comprehend
in terms of previous music, the selection of new music

has been particularly difficult in respect to everything
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since the Second World War. The cholce of music, the
Judgment on musle, figuring out what this means, how
you play this and so on, has become increasingly diffi-
cult until, as I say, now if I pick up a diagrammatic
score I haven't any idea if it's going to be any good
or not. I have to judge on the basis of reports I've
heard from other people or generally what I know of a
composer, and some of these things turn out to be not
very good. ©Some of them are excellent, and vice versa.
When Peter resigned and left the organization, I remem-
ber at the last concert of the year he came out on the
stage and made a little farewell speech and told the
audience that I would be taking over completely. In
discussions with Mr. Moss, since we had to find a new
name, we decided on Monday Evening Concerts because we
were already running into conflicts of date with other
organizations, particularly the Music Gulld, which had
started as a Wednesday night organization but in order
to accommodate the traveling groups that it was engaging
had sometimes to take other days. Sometimes there were
conflicts with Monday Evening Concerts, and we wanted
to put a claim on Mondays because that had been our day
from the very beginning. We thought this might be one

way of solidifying our date.
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TAPE NUMBER: III, SIDE TWO

APRIL 14, 1966

TUSLER: I believe the point where we are now is where
you took over as manager of the Monday Evening Concerts.
MORTON: That's right. This is the first season under
the name of Monday Evening Concerts. As I mentioned
before, we chose that name because there were so many
activities in town now that there was beginning to be
some conflict of dates, and we decided we were going to
put our claim on Monday evening, which we had already
been using for some sixteen years.

The series began on September 20, 1954. I think
I'1]1 say a word about the organization itself at the
time. We made it clear to the public by letter to our
subscribers and by announcements to the press phat Mon-
day Evening Concerts was a continuation of Evenings on
the Roof, that there would be no essential change in
program policy, that the concerts would continue present-
ing unusual music, new and old, as it had for many years,
and that the general scale of prices for season tickets,
single admissions and so on, would remain in the same

area.
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The musicians were no longer operating, shall we
say, as a cooperative; they were cooperative, but the
organization was no longer a cooperative organization.
The concerts were from this point managed entirely from
the top; the musicians had no obligations whatsoever
except to learn the pieces and perform them.

The sponsoring organization was the Southern Cali-
fornia Chamber Music Society, which had been organized,
as I mentioned before, in 1946 to support the concerts.
In actual practice, the society consisted of Mr. Oscar
Moss, who was one of the founders of i1t and now the
president, and a few of the people who had also been in
the society at the time it was organized. Some of them
had dropped away, at least two that I know of, because
they were opposed to the amount of new music that was
done; they were traditionalists and wanted to hear the
0ld repertoire. One of them subsequently became very
active with the Music Gulld, which was presenting the
kind of music he liked best. I mentioned also another
gentleman who had offered to share the annual deficit
with Mr. Moss, provided he could sit on the program
committee, but Mr. Moss rejected that, saying that the

musicians alone were to be responsible for the artistic
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policy. In the end [the society] was Mr. Moss, with a
fairly large sum of money, and other people who became
members and subscribed amounts of money in excess of
the cost of season tickets. That was where our income
was coming from,

We had continued having the cooperation of the Mu-
sicians! Union, Local 47; we had a speclal wage scale
that pertained only to these concerts. At this time we
were still paying the musicians on what we called a unit
system, but already the character of the music was
changing so that it was very difficult to work out pro-
grams in terms of payments for units, because units were
becoming very small--the music of Webern, for instance,
and as I'll point out in a minute, we Were going quite
deeply into some Renalssance and Baroque music.

TUSLER: Maybe you should go over that again, the mean-
ing of the unilt system.

MORTON: Well, in order to pay the musicians somewhat
according to the amount of work they did, a unit system
had been instituted some time before whereby a musician
was paid ten dollars per unit on the program. A unit
was defined approximately as a major work of, say, the

size of a Beethoven sonata, which usually meant a piece
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about twenty minutes long. No musician would be paid
more than four units on a program even 1f he happened
to play five or six, which would of course have made a
very long program, though if a major work turned out to
be only ten minutes long, it would be very easy to have
six major works on a program. But in no case was any
musician to recelve more than forty dollars. This made
1t possible for the concerts to engage more musicians
per concert than it would be able to engage if it had
to pay the standard union fee per evening, and this was
a concession that had been made to us by the union many
years before and it did pertalin until, T believe, 1959
oF "6k

TUSLER: Did the plan come out of the Roof or out of the
union?

MORTON: It came out of the union. I think i1t was pro-
bably Peter Yates's idea to start with, but that had
already been golng on for some time. Agaln, Peter Yates
will be able to give the [details].

TUSLER: Did the foundation play a greater part now in
the Monday Evening Concerts, with this reorganization?
MORTON: No. Financilally, it stood about where it had

stood for previous seasons--that is, 1t was to guarantee
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the deficit, and most of this, as it turned out, came
from Oscar Moss's pocket. But the society itself never
did anything except take care of the deficit.

TUSLER: They had nothing to do with settling up the pro-
gram committee or any of the other functions like that.
MORTON: DNo. As a matter of fact, I always discussed

the season's plans with Mr. Moss so he would know in ad-
vance something about the size of the season that was
belng projected, and he would watch carefully to see that
we didn't go beyond what seemed to be possible to achieve
in the way of income from ticket sales. But he never
sald anything about artistic policy, and certainly by
next time I want to say something about him in connection
with his passing and a concert that we produced in his
memory.

Well, for the season 1954, which was at the West
Hollywood Park on San Vicente, our season subscriptions
were $9.60 for twelve concerts, which meant about 80
cents a concert. Single admissions were $1.50 and student
tickets were 75 cents.

By this time, my address had become the address of
the concertss; previously, of course, it had been Mary

Jeannette Brown's and then Bill Hume's, and it had been
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mine now, off and on, for the previous couple of seasons.
But now it was definitely. I had the position of execu-
tlve direetor.

I should say one other thing: that during this sea-
son and a couple of succeeding seasons, I was working very
closely with Robert Craft, and he had what I suppose I
must now view as an inordinate number of appearances per
season. But he did have repertoire ideas that were far
more interesting than anyone else's, and there was no
point in holding any of these ideas in reserve as long as
they were his and they were good ideas. I know that T
was very much criticized for giving Craft so much to do
during these concerts, but 1t seemed to me perfectly rea-
sonable that 1f he had the ideas and was interested in
doing the work, why not go ahead with it? So during these
years, these couple of seasons, Bob Craft and I were hav-
ing a sort of holiday with the music of Schutz, Bach,
Monteverdi, some Gabriell and other early Baroque, late
Renalssance composers.

The first program featured the first performance of
Stravinsky's piece in memory of Dylan Thomas. I should
say also that such things as premieres of Stravinsky works
would not have come to us without Bob Craft's interest in

the concerts because it was he that would ask Stravinsky
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for them, and in the previous seasons wWe had already
had a number--we'd had the Shakespeare songs, which
I mentioned before and which were dedicated to Evenings
on the Roof.

Incidentally, I suppose I might as well mention
that when Evenings on the Roof went out of existence
as a concert-giving organization and was taken over by
Monday Evening Concerts, Stravinsky himself was rather
lrritated. He said he hadn't meant that his Shakespeare
songs should be dedicated to an organization that was
already dying, and that he felt that as long as he had
dedicated a work to Evenings on the Roof he would have
hoped that Evenings on the Roof would have kept on go-
ing. (Well, the concerts did, but the name didn't.)
He felt that the dedication was to the organization
rather than to any individual or anything of that sort.
Consequently, he was disappointed that after Eveningé
on the Roof had appeared as the dedicatee, 1t went out
of existence. Well, it's a small point.
TUSLER: I wonder if a lot of people didn't rather feel
that way when the change was made, that it was the death
of something?

MORTON: Well, in a sense 1t was, but 1t was the death
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only of the--well, I can't even say the death of the
name, because Peter Yates kept on with some other ac-
tivities, particularly on KPFK, where he continued to
use the name; but the name was his and he was legally
entitled to take it off with him. Of course, it's been
hard to establish the name Monday Evening Concerts.
There are many, many people around who still speak of

1t as the Roof. For many years I was making that error
myself. Well, in any case, we were now Monday Evening
Concerts, for better or for worse.

TUSLER: Before we get on into the programs of this
season, I would like to ask you to describe something
more about the organization itself, aside from Mr. Moss's
foundation. How was the actual working part of it struc-
tured? I mean, how did you, for instance, become the
executive director? What was the channel? What was

the process involved?

MORTON: Well, there was some controversy within the
organization that involved Mr., Moss and Peter Yates; in
a way 1t was an aftermath of the retirement of Bill Hume
from the directorship. I must say that insofar as these
happenings were not entirely pleasant, I'm glad to say

that I've forgotten most of the details. At the final
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concert of the previous season, Peter Yates had made a
show of continuing friendship for the organization by
going out on the stage and announcing that he was re-
tiring and that he was taking the name with him, and that
the concerts would continue under my direction. He
brought me out on stage and there was an amount of ap-
plause and so on; and everything seemed to be friendly,
and it was friendly. The differences of opinion were
about policy, about how to run the concerts, and so on,
and there never was any serious personal anlmosity any-
where.

But actually as this season began, I was willing
to recognize, as I think Peter Yates was not, that the
muslcians did not want a cooperative organization. They
didn't want to do any more work; all they wanted to do
was play. Since I had found that the musicians themselves
had very few notions about new repertoire, it just seemed
much better to me that the organization should be run by
the top openly, where previously it had been run from the
top while the i1llusion of cooperation wasgs there. I don't
think Peter Yates would agree with that, but this was my
very, very strong feeling. I think Mr. Moss felt, in

some ways, very much the same about the Southern California
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Chamber Music Socilety, that he was the major donor and
as long as he was willing to supply money for the defi-
cit he, as he undertook those chores, also undertook
the responsibility of being the soclety, and in effect
he was. I never discussed any of the concert business
with anyone except Mr. Moss; I mean, from the business
end there was no one else to whom I was accountable,
and as I say, the musiclans were happy to be relieved
of the responsibility.

As a matter of fact, some time earlier--I don't
remember the exact year of this--there was a determined
effort on the part of the musicians to take over the
complete direction of the organization. This was dur-
ing the time that Mary Jeannette Brown was executive
secretary. I think there were probably some political
overtones here, but I had said at that time, well, if
they want to do it, let them do it. There was a series
of meetings, and in the end they had complete control.
I announced that i1f they had complete control they were
now going to undertéke to do all the work, and while T |
myself would have nothing further to do with the organi-
zatlon from the standpoint of doing any work, I would

still be glad to consult with the individuals about
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repertoire and so on.

Immediately, when they found out that they had to
do all the work, they were through. I remember the next
morning a delegation came to call on me and asked me if
I wouldn't resume, and I said, "Oh, I don't know--why
don't you go over and talk to Peter Yates about it?"
Well, they threw the whole thing back 1n Peter Yates's
lap, and then we Jjust simply resumed the way we had been
before.

TUSLER: What was your position at that time?

MORTON: I was called coordinator, which presumably was
someone operating between Peter Yates and Mary Jeannette
Brown, who was executive director. You might say it was
an advisory position, that's all, because I knew a great
deal about music and I had been working closely with
Mary Jeannette Brown.

TUSLER: It had mostly to do with the programing and
lining up the musicians for the performance?

MORTON: That's right. Mostly repertoire. I don't remem-
ber exactly how this particular job became established.
It was because Peter was gradually retiring from active
work. He had done his job over a long perilod of time

and he was just tired of it. He wanted to do other things,
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although he of course wanted the concerts to continue.
TUSLER: Where was the board in all this?

MORTON: Well, there was a board of musicians, but I
don't see them named anywhere on our literature. It
seems to me that probably even our letterheads, of which
I don't have a copy, probably carried no one's name ex-
cept the name of the executive director. I suppose there
must have been a board, but actually it was more or less
of a personal operation, with Mr. Moss being at the fi-
nancial head of the Southern California Chamber Music
Soclety, and myself dolng all the work.

TUSLER: This 1s after you'd taken over, now, as execu-
tive director.

MORTON: Yes. Now, of course, both Mary Jeannette Brown
and Bill Hume had been paid a very small amount of money,
and when I took it over I simply got that small amount
of money myself. It was, of course, a ridiculously low
salary, but 1t was musically very, very satisfying and

I had other income from other jobs. This was, at that
time, not guite a full-time job as it's since become.
TUSLER: Were you still reviewing at that time, or had
that discontinued?

MORTON: I think I was doing some writing. The magazine,
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Script, had gone out of existence I think before this
time, but I was writing for other magazines and doing
some writing for other sources of income. With the 1954
season, I was getting whatever salary was available from
the concerts and I was running them by myself, but of
course always 1in very close cooperation with the musi-
clans, particularly the most creative ones who had pro-
gram ideas, such as Bob Craft and Ingolf Dahl and Leonard
Stein. Those people, I suppose, must have been considered
as board members--I just don't have any literature on

1t and I've forgotten those details.

TUSLER: Is there a board presently?

MORTON: Oh, yes.

TUSLER: This is something that evolveg a 1little bit
later, and we'll get to this as you discuss it.

MORTON: Maybe so. I'll look some of thils up in the
minutes of the Southern Californias Chamber Music Society.
Of course, for legal reasons, since we were a State of
California corporation—-educational,'tax—deductible and
so on--there were certain legal records that had to be
kept, and I can look those up. I think that the status
of the board can be found there.

TUSLER: There was no such thing, then, at this time, as
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a program commlttee?

MORTON: ©No. There has never been, at least in my time,
anything like a program committee, although in earlier
days there were meetings involving a great number of mu-
sicians where program ideas were discussed. As I remem-
ber those meetings, it was the same people, such as Peter,
Mary Jeannette Brown, Ingolf Dahl, Edward Rebner was
still around in those years, the same people coming up
with the ideas because they were the people who knew

the literature and were keeping in touch with new things
as they were published. We were all reading magazines,
of course, to find out what was going on in New York and
in the music centers of Europe, and so we knew most about
what repertoire was available and consequently we were
always the ones who could make the suggestions.,

TUSLER: But it wasn't a really formally organized sort
of thing, as you remember?

MORTON: No. Our formal organization has been just suf-
ficient to satisfy the laws of California as a nonprofit
educational corporation, and of course all our financial
reports have been filed properly. Mr. Moss was both a
lawyer and a public accountant (his business was some

sort of investment business; I never understood quite
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what it was), but his secretary took care of all of
those legal things, and then subsequently his son, Con-
rad Moss, who 1s now a Jjudge of the Superior Court, took
care of some of these details for us. Now we have other
machinery for taking care of them. But all those things
have been very faithfully carried out according to the
requirements of the law. But in every other way, the
organization has always been very loose and informal;

and T won't say haphazard, but we take our ideas where
we can find them. While I want to claim credit for lots
of the ideas, I can't claim them all because both Craft
and Ingolf Dahl, I think, have been the most creative
people uhtil recent years, when Karl Kohn from Pomona
has been more active; he is a source of many, many good
ideas. Organizationally, there's not much to say about
these concerts because, as I say, we're loose.

TUSLER: That's just what I wanted to know. Do you have
the minutes, by the way?

MORTON: Yes, I have them, but they're put away. I only
take them out about once or twice a year to file minutes
of the annual board meeting. I'll look them up for next
time,

So, in this season of 1954-55, we began with the
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premiere of Stravinsky's In Memoriam Dylan Thomas, and

an amount of Baroque music by Purcell, Gabrieli, Gesual-
do, Schutz, Bach. At the opening concert, which was
entitled "A Dylan Thomas Memorial Program,'” since Tho-
mas had died just the previous year, we had the good for-
tune of bringing in Aldous Huxley to speak a word about
Dylan Thomas. I remember we had a very large crowd;
poets from all over town wWere there, and I remember that
in preparation for this concert, a great many poets had
been sending thelr poetry to us thinking that it would
be appropriate to read it. Of course, almost every one
of them had to bring in the famous poem that Thomas had
written about the death of his father that had the re-
frain line, "Rage, rage against the dying of the light."
Everybody was quoting that line as though Dylan Thomas
had composed only one poem in his whole life.

Well, we began with Gabrieli, Purcell's Music for

the Funeral of Queen Mary, a ricercar by Willaert, and

because we had four trombones for the funeral music and
four trombones for the Stravinsky, we did the Schiitz
Fili mi, Absalon, which is for bass voice with four trom-
bones. This was our four-trombone period, and I remem-

ber that I had arranged a number of pieces for that
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combination of instruments.

Huxley spoke about Dylan Thomas, spoke very, very
touchingly, of course. Huxley came into the picture
through Stravinsky through Craft, although Huxley and
Stravinsky had been coming to the concerts regularly
and they'd often be seen sitting together down in the
front row. Then we had recordings of three poems of
Dylan Thomas recited by himself, and this of course
was something very dramatic, very exciting, and very
beautiful, followed by the premiere of the Stravinsky
In Memoriam. Then we had an intermission, repeated
the Stravinsky because 1t's not a long work, and ended

the program with Bach's Cantata 106, Gottes Zeit ist

der Allerbeste Zeilt.

TUSLER: Marvelous program.

MORTON: It was. Stravinsky was very happy with it.
He liked very much having his own works performed in
the context of old music rather than other new music,
of course; and to have had Huxley there was a great
treat because he not only spoke so beautifully, but he
also was such a marvelous man to look at. One of the
most beautiful heads, I suppose, that any man has ever

had.
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TUSLER: Is there a copy of that speech or a tape re-
cording of 1it?

MORTON: It was not taped, because according to the
union regulations we're not allowed to do any taping.

It seems to me that this little memorial speech about
Thomas was subsequently printed in Esquire magazine--
I'm not sure about that. I'm quite sure that Bob Craft
has a typewritten copy of it. That was really a very
brilliant evening, and for the rest of that season we
had a number of literary people coming to the concerts.
But gradually their interest lagged; not very many of
them stayed on, although I still have in my mailing file
a number of address cards with the notation up in the
right-hand corner, "D.T. concert,” which means unfor-
tunately "delirium tremens" but also the initials for
Dylan Thomas, who had drunk himself to death.

TUSLER: Who were some of the literary people who were
your supporters?

MORTON: Well, in those years, again it was the Stravin-
sky-Huxley combine; Christopher Isherwood used to come,
though I'm quite sure that he hated music, but being

an Englishman of course he was a close friend of Huxley.

Gerald Heard used to come quite a bit. They never came
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alone; they always brought friends with them. Then there
were lesser literary people whose names didn't mean much
to me except that they identified themselves to me as
literary people. Many of them were would-be poets who
wanted to have their poetry read also, you see, right
along with Dylan Thomas's.
TUSLER: Why did you think that Isherwood hated music?
MORTON: Well, I used to see him rather frequently at
Stravinsky's house and he made remarks about not liking
music, and subsequently 1t seems to me that he wrote
something [on this subject]. Craft and [I agreed] that
Isherwood was not to be counted as interested in music
at all.

That was a very marvelous opening of the season.
For the next concert we had another first performance
of Stravinsky, which meant that Craft was once again
concerned in the concert. The pilece that we had this
time was a revision of one of Stravinsky's earlier pile-
ces, the Four Peasant Songs for unaccompanied women's
volces, which had originally been published I think
in the early 1930s, although the pieces had been written
in Switzerland around the time of the First World War.

They were Russian humorous texts, probably taken from
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one of the early Russian authors whom Stravinsky was
interested in at the time. These four choruses for
women's voices were revised, some of the songs were
lengthened a little bit, and they were now given [an
instrumental] setting of four horns. The horn parts
wWwere fantastically difficult. There was a lot of re-
hearsing to get those ready. They were sung and were
very, very successful. Subsequently they were recorded
in the album of Stravinsky's chamber music, along with
the Dylan Thomas and the Shakespeare songs which we had
done the previous season.

We introduced at this concert also the young Ger-
man composer Glselher Klebe, a piece of his called Ro-

man Elegles, after poems of Goethe, for speaker, piano,

harpsichord, and double bass. The speaker for this was
William Schallert, who is I believe the son of the
Schallert of the Times, who had been active in theatri-
cal circles around here. We of course had to have the
poems translated into English, and it was a recitation
job. Leonard Stein was in charge of that performance.
TUSLER: He directed it?

MORTON: Well, it wasn't actually conducted because it

was not that big a pilece, but Leonard led it from the
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piano. Then, just to show our broadmindedness, we

played a suite for wind instruments by Richard Strauss,
whose name has not often appeared on our concerts, but
this was a piece for thirteen wind instruments and it
seemed a good idea to put it on. Also on this program
we gave the first performance of a Sonatina Giocosa for
double bass and piano by Halsey Stevens-~-the double bass
being there, you see, because we needed it for the Klebe
and also in the Strauss. This was played by Henry Lewis,
who was at that time a falrly fresh member of the Los
Angeles Philharmonic Orchestra and already indicating

the talent that subsequently brought him into the conduct-
ing business.

TUSLER: He's the assistant conductor now, isn't he?
MORTON: No, he's not, not this season; he retired at

the end of last season and went on to other things.

He played the sonatina with great flair; of course, he
was a marvelous bass player. I don't know if he plays
the instrument any more. Halsey Stevens had written this
piece for Monday Evening Concerts and it was dedicated

to Monday Evening Concerts; so we were very honored by
that and glad to give the first performance.

The same situation exists now with a young bass

173



player in the Phllharmonic, a very talented boy named
Tom Pedrini. He has played at our concerts a great deals;
he's in the orchestra and still working toward a higher
degree, a master's or a doctorate, at the university.

I think it's very possible that Henry was still working
at the university, maybe toward a master's.

The next program still continued with a great deal
of old music and some new music. Of the old music we had
Telemann and Monteverdi and Schiutz. The Monteverdi was
one of the very, very beautiful small pieces called
"Zefiro torna" for two tenors and continuo, a piece
which Nadia Boulanger had recorded on that old, old album,
and a piece which became very close to me. I remember
that in 1956 when T went to Europe with the Stravinskys
and Craft for the summer, when we got into the Mediter-
ranean (we went by boat and stopped at Lisbon) and I
saw my first dolphins, Craft and I were standing on the
edge of the deck looking at the water, and Mr. and Mrs.
Stravinsky were stitting just behind us. Almost auto-
matically, without any preconceived planning Craft and
T began to sing "Zefiro torna," because we were in the
right atmosphere for it. It's very Mediterranean music.

Well, Stravinsky laughed about that; he thought it was
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very funny.

The new music on that program was a pilece by Igor
Markevitch, Serenade for violin, clarinet and bassoon,
which was a Los Angeles premiere., It turned out to be
a very disappointing piece. Markevitch was beginning
to make his mark in Europe by this time as a conductor;
he had written this piece in 1930 but it had never been
played here, and 1in 1930 he was supposed to be a promi-
sing composer. I hadn't heard about the piece before,
but 1t was listed 1in a catalog somewhere and I thought,
well, let's do it, and we did, but with not very happy
results. Then we had the Second Rhapsody of Bartdk
since Bartdk was still a good composer for us, even atb

this time, and Bob Craft did the New Classicism of Schoen-

berg, for voices, viola, cello and piano. This was a

sort of propaganda piece in which Schoenberg voiced his
disapproval of the neoclassgsilcal movement, and it may

have been aimed directly against Stravinsky, who was

of course the figure in the neoclassical movement. Never-
theless, we did it, Craft being very much interested in
Schoenberg'!s music at this time as well as in Stravinsky's.
That was a distinguished program but, as I look at it

now, I think a little bit choppy with its great variety

175



of music. Then we also had a Bach solo cantata for tenor,

bassoon, and continuo, Ich weiss dass mein Erloser lebt.

Dick Robinson sang 1t, and we've done that cantata once
or twice since that time. André Previn was pianist on
that program.

I must mention here--since we talked about "Zefiro
torna," which is a sonnet by Petrarch--that I looked it
up in a book of Petrarch sonnets in English and printed
it in the program, whereupon Mario Castelnuovo-Tedesco
who was in the audience pointed out to me that there
were two sonnets of Petrarch beginning with the words

zefiro torna and that I had been so careless as to print

the translation of the wrong one. [laughter] This same
situation has occurred this year apropos of the perfor-
mance of the Schoenberg Serenade. Schoenberg says that
the vocal movement in the Serenade is a setting of Sonnet
no. 237 or 213, and I had gone to a book of English trans-
lations and discovered that the text that Schoenberg used
was not Sonnet no. 213 or 237, whatever that number is,

in the English translations, although we had printed

the text incorrectly at previous programs. Thilis year,
however, I double checked and found out that the sonnet

might have been that number in the German edition but
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was not in the English edition--I don't know what it is
in the original Petrarch, nor do I know who set up the
numbering system on Petrarch sonnets. In any case, this
time we did have the correct poem with the correct num-
ber, although it was not the number that Schoenberg had
specified. Well, you see, I did learn something out of
the mistake about "Zefiro torna."

The following program--we're in November now--we're
with Schutz again for the third consecutive program. We
did three of the Sacred Symphonies; we did some Bartdk
Violin Duos, twelve of them, and I remember they were a
big hit; we did five Schoenberg songs, two of the early
ones from 1907, and three of the very late ones from 1933,
which were I believe published posthumously--at least
they are listed here as a first Los Angeles performance,
sung by Margery MacKay. By this time also an early quin-
tet for plano and strings had been discovered--it's not
included in the regular [list] of his works--a work that
he had probably rejected; but we did perform it there
with Leonard Stein leading from the piano. Then we closed
the program with another Bach cantata, no. 131. So you
see the general flavor of these programs now--a lot of

Bach, a lot of Schutz, a lot of Monteverdi, Renaissance
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music, and the new music centering around Schoenberg,
Bartdk and Webern.

Now we come to an important concert in our history,
one that we produced in collaboration with USC and the
ISCM [International Society for Contemporary Music] local
chapter which had been reactivated through the work of
Ellis Kohs out at USC. The program was sizable and one
that we could not quite have financed by ourselves, so
we were glad to do it in collaboration with these two
other organizations. This was a program, of course, of
contemporary music, and the composers were Klebe, Harold
Shapero, Stravinsky, Ravel and Schoenberg. The Klebe
was the String Quartet, opus 9; the Harold Shapero was
an extraordinary set of variations in C Minor. The two
Stravinsky works were the songs for soprano and nlne in-

struments, including the three Japanese Lyrics, which had

been originally composed in 1912-13, for two flutes, two
clarinets, string quartet and piano. As you remember,
Ravel had written three songs to poems of Mallarmé for
that same combination of instruments, so they grouped
themselves together very nicely [for the] program. And
then just at that time Stravinsky had reorchestrated two
early songs to poems by Balmont for this same combina-

tion of instruments, so that with that group of instruments
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we had the Stravinsky Japanese Lyrics, the two Balmont

songs and the Mallarmé songs. After intermission we had

the Stravinsky Three Souvenirs of Childhood, songs with

a small instrumental combination, which had never been
played in this country in the instrumental versions though
I'm sure had been sung in the piano version; and the
Chamber Symphony, opus 9, of Schoenberg.

Well, this was a very, very good concert with first-
class repertolre. But we ran into a disaster--namely,
Bob Craft came down with a very bad case of the flu, and
on the afternoon of the concert I was faced with either
canceling the concert or finding some other way of bring-
ing it off. It had all been rehearsed; everythlng was
in pretty good shape. At the last minute, I thought of
asking Ingolf Dahl to conduct the Stravinsky and Ravel
pieces because he was, as he still is, a Stravinsky buff
and knew the music quite well, although he didn't know

intimately the orchestral setting of the Three Songs of

Childhood. I called John Barnett, who was at that time
assistant conductor of the Phililharmonic, assisting Wal-
lenstein, and who was doing a lot of other things around
town, and asked him if he thought he could possibly get

through the Chamber Symphony. Well, we had a rehearsal
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at USC at five or six o'clock that evening. The musi-
clans of course were ready; the conductors were less
ready, simply because they hadn't done the rehearsals.
But the concert did come off and Craft spent the evening
home in bed. It came through quite well. The Schoen-
berg was perhaps the work that suffered most because it
was the longest and required great concentration, and
Barnett had said all that he'd possibly have time to

do would be to run through it at a rehearsal and work
out a few particularly difficult points; otherwise, he
was slmply going to conduct the time and the rhythm as
indicated, because he couldn't possibly have time to
work on 1it. Well, it came off. It was not a great per-
formance of the Schoenberg, but it was a performance.
TUSLER: Was Barnett particularly good at dolng modern
music?

MORTON: No. Well, I won't say that he wasn't good at
1t, I would simply say that it has not been one of his
specialties. But the opus 9 of Schoenberg is a fairly
conservative piece, although harmonically it is diffi-
cult; it's full of subtleties, of course, that would be
worked out in a fine performance, and Barnett didn't

know exactly what Craft had rehearsed. So it was one
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of those occasions, you know--Pagliaccl, the show must
go on, and 1t went on.

On this concert, I should point out that Marilyn
Horne was ocne of the performers. She performed very
frequently for us in those years, both in the group of
singers who were doing the Gesualdo madrigals and doing

solo pieces with us. She sang the Three Souvenirs of

Childhood and subsequently recorded them, I belileve, in
that same album of chamber music.

TUSLER: Was she already a good performer then?

MORTON: Oh, yes, she had a beautiful voice. The point
at lssue between us and her at that polnt was that we
were trying to convince her she belonged in the cate-
gory of a high mezzo-soprano. She felt that she was a
soprano because she dld have the high notes--the qualilty
of the voice is of course mezzo. Well, she's doing both
soprano and mezzo-soprano things nowadays, but the qual-
ity of the voice was there and it was very, very beauti-
ful.

TUSLER: This was before she had the reputation that

she now has.

MORTON: Oh, yes. She was still a student, maybe a grad-
vuate student, but she was still working with Mrs., Koldof-

sky out at the university and was not by any means a
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mature singer. She was a youngster, but the quality of
the voice was there from the very beginning. It is an
extraordinary voice. Well, maybe 1it's not up to me to
say so, but certainly in the work that she did with us,
she first became acquainted with contemporary repertoire
and the very old repertoire, such as the Gesualdo things.
I suppose that Monday Evenilng Concerts canh certainly
claim to have had some formative influence on her career.
At that time, there was a quartet in town called
the Musart Quartet, consisting of Ralph Schaeffer, Leo-
nard Atkins, Albert Falkove, and Emmet Sargeant. They'd
been dolng quite a bit of playing around town and were
a pretty good quartet, but like all the quartets that
spring up around town, they didn't last very long. This
group was good and they did undertake, on this particu-
lar program, a rather difficult plece like the Klebe and
then of course played the string quartet parts in all the
other works.
Our source at that time for woodwind players was
a very good group called the Los Angeles Woodwinds, or-
ganized by Don Christlieb, the bassoon player, and with
them we had been able to play such exciting things as

the big Serenade of Mozart, K. 361, which we had done a
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couple of seasons back, and a big performance of the

Art of Fugue, which we had done a few seasons previous-

ly (I think I mentioned that last time), and the Strauss
Serenade that I mentioned on our earlier program. TFor
this program we needed a large woodwind group for the
Schoenberg. We worked almost entirely with that group
as our source of woodwind players, and they were first-
rate, good players, such as Bill Ulyate on bass clarinet,
Hugo Raimondi on E-flat clarinet, George Hyde on horn,
Arthur Gleghorn on flute, and so on. Those were all
the very best players in town.

I'1ll go on now to the program of December 6, be-
cause that was a high point also; it was Schutz's Christ-

mas Story in the very good edition by Arthur Mendel.

We preceded it by a mass of Josquin des Prés, and the
chorus was the Pomona College Glee Club under William
Russell. I remember the Schutz performance as being
one of the most exciting events in our whole history
of concerts. It's a full half program, maybe forty-five
or fifty minutes.

Immediately after that performance, Craft, the
Stravinskys and I got on an airplane and flew to San

Francisco. I remember that as we got on the plane and
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sat down, Stravinsky began to sing the final chorus;
and the three of us, Craft and Stravinsky and I, just
had a marvelous time all the way up to San Francisco
singing that final chorus, faking it, of course, but
having a marvelous time. Stravinsky was conducting

Petrouchka up there for one of the ballet companies,

I forget which one, and we spent a week in San Francisco
having a very, very good time. From time to time, when
I see Stravinsky, we talk about the Schutz. He always
refers to this performance and to this particular piece
by the thing that interested him particularly in this
final chorus, the hemiolas, the switch from two to three
in the rhythms. Of course, the whole piece is so beau-~
tiful and so joyful, and full of such wonderful charac-
terizations of the various participants in the drama,
such as the four trombones for Herod, and that sort of

thing.
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TAPE NUMBER: IV, SIDE ONE
APRIL 21, 1966

TUSLER: When we were interrupted last time, you were
still describing the repertoire given in your first sea-
son as executive director, the 1954-55 season.
MORTON: That's right. We had Just finished the Christ-
mas concert on December 6, and I'1l1l proceed by looking
at some of these programs now from January through the
rest of that season.

We began with a program involving Ingolf Dahl and
his friend and colleague, John Crown. They had had a
project for a long time of wanting to do something about

the Busoni Fantasia Contrappumtistica for two pianos,

which exists altogether I believe in four versions, or
in at least three, and the last and hugest of them is the
version for two pianos. They had pondered very deeply
the possibilities of doing this plece, which i1s a colossus.
It's the high point, I suppose, of Busoni's development
of Bach-1like material. So Ingolf and John opened the
postholiday season with this marvelous piece.

Ingolf was also interested at that time, largely
through work that he had been dolng with the Collegium

Musicum at USC, in a couple of other pieces, particularly
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one by John Dowland for alto, strings and continuo called

From Silent Night, and a very marvelous piece that was

new to almost all of us by Johann Christian Bach. This

was a Lamento for the same instrumentation as the Dow-
land--alto, strings and continuo. The alto was a young
lady named Teresa Hemmings, who had a rather pretty voice,
not a great volce by any means, but it was very pleasant.
She sang with good style. I think this was the only sea-
son she was with us, and I don't know what happened to her
later. Also on this program, Ingolf and Milton Thomas
played Ingolf's Divertimento for viola and piano, which
had won the prize of the Society for the Publication of
American Music, a big four-movement work which we repeated
this season.

TUSLER: Had John Crown done very much work for the Even-
ings on the Roof before?

MORTON: Occasionally. He was not a steady performer.
He's always been a very busy man at the university; he

had a very large teaching schedule and 1s head of the
pianho department [at USC], so his teaching always took

a great deal of time. He was doing a lot of things with
orchestras around this state, some of those smaller or-

chestras, and playing reciltals elsewhere, so that while
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he's been, I would say, a more than occasional performer
at the concerts, he has not been one of the dedicated and
committed people, such as, say, Ingolf Dahl had been.,

That program ended with the Brahms B-flat Sextet,
opus 18. I remember that occasion because while I was
looking for material last year for our concerts, I began
to go through old programs to find what in the classical
repertoire hadn't been repeated for a long time, and we |
did that sextet again last season. Here's a situation
of musicians who were active for some time and then disap-
peared [from our scene]. Dorothy Wade and Donald Stewart
were the violinists. Dorothy Wade played with us quite
regularly through the years, and then about three or four
years ago Jjust dropped out of activity with us--I won't
say out of boredom, but rather tired of it all. Last year
she came back and played a very interesting program with
us, and I hope that she'll be backwith us again next year
because she's one of the very best local violinists. Don-
ald Stewart I remember only the name. Barbara Simons was
the second violaj; Milton Thomas was the first. Of course,
Milton is still very active with us and Barbara Simons,

a close friend of Dorothy Wade, 1s now very active, I

believe, with the Santa Monica Community Symphony Orchestra.
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The two cellists on that program, Alexander Reisman and
Virgil Gates, have not been active with us at all in

many years. I think Reisman i1s on the faculty at UCLA
now in the Extension Department. Virgil Gates, I believe,
plays very little any more and is in the electronic busi-
ness.

The next concert, the end of January, had a quartet
called the Coriolan String Quartet. That was another
attempt to keep a local organization going, and the Corio-
lan Quartet was in existence over a period of maybe six
or seven years. The guiding light in that group was a
viola player, Abraham Weiss. He was the most faithful
member of the group. The violinists were Bernard Kun-
dell and Esther Rabiroff, and David Pratt was the cellist.
That quartet has not been in existence for many years,
although Abe Welss does occasionally get some of his
friends together and organize, you might say, an ad hoc
chamber ensemble. They played Hindemith's String Quartet
no. 6, a first Los Angeles performance. They had already
been 1in existence in the times of the Roof concerts, and
they will continue to show up in the next couple of sea-
sons.

The big part of that programwas given by the Alice
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Ehlers Baroque Ensemble. Alice Ehlers had organized a
group at USC, and she herself was playing the harpsi-
chord, but her student Hans Lampl conducted. Since that
time he of course has graduated; he has been at some Mid-
western university for a few years and 1s now teaching

at Long Beach State College, I believe.

It was a marvelous repertoire that she put together,
music by Franz Tunder, Marc-Antoine Charpentier, J. S.
Baech, Handel, Purcell, and Carissimi. It was a rather
large ensemble. The singers were Phyllis Althof, Marilyn
Horne, Margery MacKay, Lincoln Clark, whom I don't remem-
ber, and Paul Salamunovich, who is now a choral conductor
and doesn't sing very much, although in those years he did
a good deal of singing with us. The ensemble was seven
wind players and the Trojan String Quartet, which was
the student quartet on the USC campus. It would be in-
teresting to observe that the first violinist in that
quartet was Robert Gerle, who is now a rather important
concert violinist under the management of Sol Hurok, no
less. There was a chorus of perhaps twenty-odd voices.

The astounding works on that program, to me, were
the Tunder choral aria, "Wachet Auf," which Marilyn Horne

sang, and -the Charpentier Dialog between Mary Magdalene

and Jesus. That was sung by Margery MacKay and Paul
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Salamunovich. The Carissimi oratorio was the Judgment
of Solomon, with four solo roles plus chorus and instru-
ments; that was also an astounding piece. Phyllis Althof
sang the Handel cantata Lucretia, which we've had twice
since that time. It's a huge work of perhaps fifteen
minutes, alternating recitatives and arias, just with
continuoc accompaniment. On this occasion, however, Hans
Lampl enlarged the accompaniment and provided parts for

a string quartet, which was a legitimate thing to do, and
1t came off fairly well, but in subsequent performances
we've stayed with the original, doing it Jjust with con-
tinuo. Well, that was a marvelous concert, the kind that
we never could have put on by ourselves because of the
chorus and the large number of instruments.

TUSLER: Did Alice Ehlers put this group together from
among her students?

MORTON: Yes, Jjust her advanced students; or if they
weren't her students, they were in the Music’Department
out there. TFor instance, Marilyn Horne and Phyllis Alt-
hof were never actually students of Alice Ehlers, but I
think that Alice Ehlers must have been conducting the
Collegium Musicum around that period, or maybe she and

Ingolf did it together.
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TUSLER: I think she started it and then Mr. Dahl took
i1t over.

MORTON: That's probably so, yes.

TUSLER: Was thils an organization that went on for several
years?

MORTON: Oh, you know, nothing on the campus goes for
several years because the personnel changes. In this
case, I'm quite sure that this was Hans Lampl's last
year, or very close to it. The name, the Alice Ehlers
Baroque Ensemble, was a name that they took for the few
occasions when they were doing this music around town.

In February we were back with the USC Wind Chamber
Ensemble. We had been in touch with a number of the
youngsters who had been playing there, but mostly with William
Schaeffer who is director of the band there; he was want-
ing to get his group into community activity instead of
limiting it to the campus, and he had some fairly in-
teresting repertolre that we were very glad to have. We
were, in any case, in those years cooperating very close-
ly with USC because so many of our people were connected
with the USC campus, there being much more practical music
out there than on the UCLA campus.

TUSLER: Many USC people have shown up on the programs
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and rarely a name from the UCLA campus.
MORTON: Yes. USC is a school of music and UCLA 1s a
music department and interested mostly in musicology

and education. They played the Sonata pian' e forte of

Gabriell, a marveloug piece, one of the great pisces of

the early part of the 1600s; Morning Music of Hindemith

for brass quartet, a piece which we revived just a year
ago for the dedication ceremonies at the museum; Nonet
for Brass by Wallingford Riegger; a quintet by Carl Niel-
gseny Petzold's Six Pleces for Brass; and I think I already
made my speech about Richard Strauss, but here he 1s again
with the E-flat Serenade, opus 7, for thirteen wind in-
struments.

That was an interesting program, and the piece put
in for variety was the Quintet for piano and strings by,
of all people, Hans Pfitzner. He had not previously been
on our programs as far as I remember and certalnly has
not been on since. This represented agaln our search
for romantic or postromantic music that was not being
done to death in the regular concert halls. Hans Pfitz-
ner is celebrated mostly for an opera on the subject of
Palestrina, which was I think probably produced during
the 1920s. His dates are 1869-1949, and I remember that

this ancient man was one of the propaganda tools of the
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Nazis; looking around for untainted, pure Aryan compo-
sers, they took Pfitzner as one of their great composers.
He was a very respectable composer; I don't know anything
about his personal politics, but in any case the situation
was such that he fitted in with [the regime]. He was
already a pretty old man at the time that the political
troubles began over there. I remember that thils was not

a very great piece, this quintet, but as I say, 1t repre-
sented our attempt to find some fresh. repertoire of a

kind that was not very plentiful for us.

In the next program on February 21, Bob Craft was
agaln leading things. He came up with some wonderful
pieces, particularly a Mozart piece, originally for two
clarinets and three basset horns, an Adagio, a piece of
around eleven or twelve minutes and one of the pileces
of the blg series Mozart had done for the Masonic rituals
that he was so interested in in the 1780s. We had to
perform it with five clarinets because there are no
basset horns around here. As I remember, we used an alto
clarinet, which is an E-flat instrument, and it is not
a satlsfactory instrument from the standpoint of intona-
tion, but we had used it 1n connection with a performance
of the big Serenade, K. 361, and we had marvelous clari-

netists around, such as Mitchell Lurie, who was the first
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clarinetist on the piece, and we had Hugo Raimondi and
Morris Crawford, Edmund Chassman and Merritt Buxbaum.
Buxbaum is now with the symphony; Ed Chassman plays around
town; Mitchell TLurie is--well, he's too young to call him
the grand old man of the clarinet here, but he is a great
artist. In this unbelievably marvelous piece I remember

I was shécked and chagrinedywith the review in the Times--
I don't remember if it was by Albert Goldberg or ﬁot. This
piece is a clear masterpiece. An Adagio lasting eleven
minutes is a lot of slow music, and 1t was dismissed as

a work that was obscure because 1t isn't worth reviving,
which is just the opposite of the truth--it's a real mas-
terplece! That was one of the most important pieces of
repertoire that we uncovered.

Then we had the Goethe-Lieder of Dallapilccola. We

had been in touch with Dallapiccola rather intimately in
those years, mostly through]&ﬂadraft's having met him in
Italy during one of his trips over there, and Dallapiccola
seemed to be the man who was the answer to what Virgil
Thomson had prophesied. Just after the war, Virgil Thom-
son went to Europe to see what had happened to European
music during those years dnd he found of course that serial

music, twelve-tone music, was the dominating force; and
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I remember his writing that if the twelve-tone system
ever takes on any charm or grace, which according to
him 1t never had during the period of the domination by
the Vienna group, it would come out of Italy. And sure
enough, it seemed to us that Dallapiccola was just that,
and in a certain sense 1t was true.

The Goethe-Lieder 1s for soprano with three clarinets,

and it was a very, very difficult plece to learn, harder
in those days of course than it is now; but Marni Nixon
was singing a great deal with us during those years, and
for her it was not difficult at all with her sense of ab-
solute pitch, so she learned the piece quite readily. The
clarinet parts were difficult, and I remember a horror
when the music arrived from Italy--the clarinet parts

were all in C, they were not transposed at all, and Craft
and I had to transpose all the parts. It was possible,

of course, for the clarinetists to transpose as they played,
but this is a very risky thing to do with difficult music.
If one were going to play, say, a classical work and the
clarinets happened to be in the wrong key, the transposi-
tions are not difficult--the harmonic system being what it
is and everyone being famlliar with it--one can take the

chance. But with this kind of music, it was not feasible
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at all. This was a development of one of the things that
Schoenberg had started, to write the instruments where
they sounded and not in the keys necessary for transposing.
TUSLER: That seems a curious and impractical thing to

do. Why did Schoenberg do that?

MORTON: I haven't any idea. I can understand doing it

in a score for the conductor, but not in the parts. Nev-
ertheless, we've had this trouble constantly with Schoen-~
berg pileces. When we did the Schoenberg Septet, the pub-
lished parts were in C. About three or four years ago we
were doing that plece, and 1t was very hard because there
was some mix-up in the rights tp the Schoenberg music. This
wags around the time that Mrs. Schoenberg had declined to
renew her contract with Universal of Vienna, who were
Schoenberg's publishers. She wanted to keep the American
rights herself; however, she did not have the music of the
Septet, and we had to get it from Europe. The parts came,
and all the clarinet parts were in C. We were in a hurry
because it took so long for them to arrive from Europe--
although I had asked to have them sent airmall, they came
surface mall, which took something like five weeks--and we
were almost in despailr, almost ready to give up the per-
formance when they finally arrived. And then, to get the

clarinet parts transposed to the right keys--that is, an
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E-flat clarinet, a B-flat clarinet and a bass clarinet--
was a bigger job than I could tackle; I didn't have enough
time, and we had a professional copyist do it. I remem-
ber that our bill for copying was close to a hundred dol-
lars. So I treasure those parts now,.

We had on this program also a Stravinsky premiere,
that is, the Four Russilan Songs for soprano, flute, harp
and guitar, which were rearrangements of songs that he
had composed around 1915, '16, '17 and '18, I believe,
"The Drake," "A Russian Spiritual,” "Geese and Swans," and
"Tilimbom." The new arrangement Stravinsky had made was
part of the process which he was going through in those
years of getting new editions of his works out for copy-
right reasons; although these works had been published
by Chester in London and were protected in Englagd, they
were not protected in the United States because of that
same old copyright situation. Stravinsky at the time he
compgsed these was a Russian citizen and Russia was not
part of the Geneva convention, nor was the Unlted States,
so he rearranged many works of that period and they were
published in new editions. Well, these songs are in the
Russian style in which he was composing during his Swiss
years. Marni Nixon sang them, and they were absolutely

marvelous and a big hit. Just shortly after that they
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were recorded, and I think that record is still available.
The new work on that program was Ernst Krenek's Parvula

Corona Musicalis [Qg honorem Johannes Sebastiani Bach],

for string trio, a first performance here in Los Angeles.
It was one of those involved, contrapuntal, serious pileces
of Krenek and it had a literary background. The title

translated is A Little Musical Wreath, in honor of J. S.

Bach, composed in the twelve-tone technique by Ernst Krenek.

He does all this in Latin; Krenek is a great scholar of
old languages, and I imagine he can sit down and write

in Latin just about as easily as he can in English. This
plece is conceived as a wreath of small pileces dedicated
to the art of Bach. It begins with a statement of the
twelve-tone row and then he composed a sinfonia, using
the four basic forms of the row. Then he has a section

' using a twelve-tone row de-

that he calls "Invocations,'
riving from the original row by taking every fifth note
and going around 1n a circle until you have used all [the
tones]. Then he cites other musical ideas, such as the main

theme of the Art of Fugue and also the theme of Beethoven's

opus 132 and 131, which are anagrams really of the B-A-
C-H theme. He used also the principal motive of Tristan

and Isolde as the opening of the prelude and he ciltes finally

the theme of the Grosse Fuge of Beethoven. Then he wrote a
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whole series of little contrapuntal exercises, canons at

the wvarious intervals and so on, and I think altogether
there must have been about twelve or thirteen of those.

Then for the wreath itself, the "Corona," he took the series
and its idnversions and went around the cycle of all the
transpositions in various keys and so on. And then fi-
nally there is a sort of epilogue in which the anagrams

of the name B-A-C-H occur in various harmonizations de-
rived from the four forms of the row.

Well, that's a typical Krenek involvement in the
mechanics and the mathematics of the music, and he accom-
plished all this with great skill, marvelous craft and
ease. As I remember now, the piece was perhaps too long
and depended too much on your recognition of all the pro-
cesses that were going on, rather than on the sheer sound
of it.

There was a choral group in town headed by Rudolph
Saltzer. He had perhaps twenty singers, and they were
doing quite a bit of singing around town. He was very
ambitious and a pretty good choral director; he's still
in this community somewhere because I saw him by accident
out at a concert at UCLA at the beginning of this season.

He gave us a program of some very, very lnteresting material
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by Sweelinck, Ockeghem, some Bartdk folk songs for chorus
and plano, and a work by a young student who had come out
of USC, named Tikey Zes. This was a pastoral sulite for
mixed voices, flute and viola. I had heard this at USC.
It was a very attractive piece and had been performed al-
so on the Berkeley campus. He'd been a student of Ingolf
Dahl. §So there were four good-sized works that the Rudy
Saltzer Singers performed for us.

We ended the season on March 28 by doing a concert
Jointly with the ISCM, the International Society for Con-
temporary Music. The Los Angeles chapter 1s one of the
few in America that has tried very hard to keep active;
it was 1n a state of, let's say, hibernation for a long,
long time and came back into activity largely through the
interest of Ellis Kohs. We did a program in conjunction
with them, and of course that was an all-contemporary pro-
gram. We had [Peter] Fricker, Alban Berg, Leon Kirchner,
René Leibowitz, Paul Hindemith as composers on that pro-
gram. The Fricker pilece was a string quartet that was
played by the Trojan Quartet from USC; the Berg was the
Four Songs, opus 2, and of course that brought Leonard
Stein into activity as pianist. The singer there was
Dorothy Ledger, who had a very beautiful mezzo-contralto

voice. She was singing quite a bit in the community around
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that time, and I don't know what has happened to her in
recent years.

The Kirchner piece was the Trio in Two Movements,
which had been played at the Coleman concerts a season
or two previously before that. Leon Kirchner at that
time was at Mills College, and he came down with two of
his colleagues, Nathan Rubin, the violinist, and Bonnie
Hampton, cellist. They came down from San Francisco Jjust
to play this work. This past season we had the Mills Col-
lege performing group down in March, and Nathan Rubin and
Bonnie Hampton are still on the Mills campus, still doing
the 'same kind of new music they were doing then. They're
marvelous performers. Nathan Rubin 1s a first-class vio-
linist, and Bonnie Hampton was a huge success here last
month when she played a piece of Davidovsky's for cello
and tape, Synchronism no. 2 or 3, I've forgotten which one.

There are three Synchronisms by Davidovsky, one for
flute and tape, one for cello and tape, and one for four
or five instruments and tape. We've had two of those on
our programs, and the third one for flute and tape is go-
ing to be played I believe this coming Saturday at another
ISCM concert at USC again. Davidovsky is, I think, right
now the most skillful of the composers who 1s combining

instruments and tape. The program that we had last month
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(Bonnle Hampton's performance of the Davidovsky) was the
high point of the concert, both because of the piece and
because of her performance, which was really stunning.
TUSLER: What 1s on the tape?

MORTON: Well, there are electrically generated sounds.
It's not cello music that has been previously taped; it's
electronic music. Davidovsky i1s working at Columbila
University on that jolnt Princeton-Columbia project. But
we'lre talking about eleven years later--I'm still talking
about 1955-~and I brought this up simply because Nathan
Rubin and Bonnie Hampton were here at that time.

The René Leibowitz piece was very interesting. He,
by the way, had been in the city for a visit and was do-
ing something on the UCLA campus, and I think he gave a
lecture for the Composers' Council., We all met him, par-
ticularly at a party at Robert Nelson's house. (Bob was
not at that time, I think, head of the music department.)
Leibowitz after the war turned out to be, at least for a
while, the leading French exponent of the twelve-tone sys-
tem. He was the head of a group, and he put out a couple
of books around that time about Schoenberg énd Webern
and Berg, working of course without adequate materials; the
books are full of errors of a kind that couldn't be helped,

simply because the music was not available and he was
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reporting on reports in some cases, rather than report-
ing on the music itself. But he was very influential
in spreading the gospel of twelve-tone music,

He's not, I don't think, a terribly distinguished

composer, but this piece, called Explanation of Metaphors,

was very interesting. It involved a narrator, two pianos,
harp and percussion, the kind of musical ensemble that

has since that time been very common, to simply avoid

the ordinary combination of string trio and pilano quar-
tet and so on, investigating what can be done with other
timbres. This partilicular combination of two pilanos and
harp and percussion 1s extremely interesting. William
Schallert was the narrator--we came across him previously
in some other program. He's no longer around the city;
he's a theater man and he's gone away. The text of this
was by Raymond Queneau and Leibowitz himself made the
English version. All the Frenchmen now——especially Bou-
lez--are using texts that are extremely difficult; I sup-
pose you could describe all of them as being post-Mallarmé.
This was a difficult text. The performance was an ex-
tremely interesting one. I've been considering the possi-
bility of reviving that piece, but I can't find anyone who

is terribly interested in it. TLeonard Stein conducted
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and prepared it. After intermission we had Hindemith's
Septet for winds.

TUSLER: This brings the 1954-55 season to a close. The
next season, which is 1955-56, was the time when Mr. Os-
car Moss, the director of the Southern California Chamber
Music Society, died--1s that right?

MORTON: Yes. It was sometime during the summer. I had
gone downtown to Mr. Moss's office to have a general talk
with him about the coming season and of course about money
matters and so on. At that time, during the summer, he
and his family were living at Newport Beach where they

had a summer home. Mr, Moss used to come into town for
two or three days, attend to his business affairs, and
then go back to the beach and stay out there. When he
came into town, he of course went to the Moss home here,
As I say, I went down to his office on Wilshire Boulevard,
and we went over to the Ambassador Hotel and had lunch;

we talked, came to a general agreement about what the next
season would be, and so on.

Two days later, I had a call from his daughter-in-
law, who told me he had passed away. This was a terrible
shock. It seems that while he was in town he had gone to
his home here to go to bed, and some time during the

night evidently took ill, had a thrombosis and passed away.
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He was alone. When he didn't return to the beach as per
schedule the family began to worry, and finally they dis-
covered what had happened. The daughter-in-law called me
and told me what had taken place, and I remember I just
sat in my chair, not knowing what in the world to do or
think.

I was of course concerned about the concerts because
Mr. Moss was the head of our Chamber Musilc Society, our
financial guarantor, and of course there was nothing I
could do--I couldn't call the family and ask what to do.
But typical of the kind of patron that Oscar Moss was and
the kind of family that the Moss famlly was, it wasn't more
than a couple of hours later that the daughter-in-law,
Mrs. Conrad Moss, called me and said that the family wanted
me to know that 1n any case the concerts were to go on as
usual and the financial backing would be there. It was
typical that the Moss family would think of other things
than their own grief at that particular time. Of course,
it was a terrible shock to them.
TUSLER: He wasn't an old man, was he?
MORTON: No. I don't know how old he was, but I would guess
that he was in his sixtiles. His two sons were grown.
Conrad Moss, the eldest son, was a lawyer and was operating

in the firm that Mr. Moss himself had been active in as lawyer
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and accountant. Mr, Oscar Moss had left that business

for the finance business--I don't know precisely what

the nature of that business was. The other boy, Larry,
was I believe at this time on the faculty at Mills College,
though I'm not absolutely certain of that. Larry had been
a graduate of USC in music (composition), had gone up to
Mills to study with Kirchner, had had a Fulbright and

some other grants, and was on the road to being a composer
and educator. dJust now this week and next week he's hav-
ing altogether something like five or six performances

of his works in the East, including an opera called The
Brute, and some other pieces. He's on the faculty at
Yale; so he's an accomplished man who has found his place
in musical life.

TUSLER: Mr. Oscar Moss was not in any way a musician him-
self?

MORTON: DNo, he was not a musician, but he was interested
in music and liked it, and I think there was probably a
closeness in the relationship between him and Larry. But
in general the Moss family were interested in, sympathetic
to and helpful to the arts.

TUSLER: Were they active in any other musical organiza-
tions?

MORTON: Yes; because of the son Larry's tenancy at USC,
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there had been a scholarship set up there. I believe
that scholarship is still going on, as an Oscar Moss me-
morial scholarship.

As soon as Mrs. Moss had let 1t be known through her
daughter-in-law that the concertswere to go on, I thought
first in terms of a memorial of some sort. Mr. Moss had
been an extraordinary patron in every way. Well, in ad-
dition to my duties at Monday Evening Concerts, I had
Just finished my second year as director of the O0jai Fes-
tival. With Bob Craft as conductor, we had pondered two
years about performing the Monteverdi Vespers, a great work

on the same level as the St. Matthew Passion, a large

full evening's work. There 1s not what I regard as a very
good edition of it, and in preparing this work, Craft and
I had worked on various problems and had made our own
edition, based on the [G. F.] Malipiero complete works
and using in some ways the [Hans] Redlich edition which
was published by Universal and referring to the recording
of that under Redlich's direction and to another recording
that had been made by [Leo] Schrade. I felt that there
could be no more suitable memorial to Oscar Moss than to
repeat here what we had done at Ojail.

I eventually spoke with Mrs. Moss about it and she

agreed that 1t would be an appropriate thing to do, and
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SO we began our season with the performance of the Mon-
teverdi Vespers. Again, we had a beautiful cast, includ-
ing Marilyn Horne and Grace-Lynne Martin and Cora Laurid-
sen and Richard Robinson, Paul Salamunovich, and the two
basses were Howard Chitjian and Charles Scharbach.

I would like to put into the record here the few
paragraphs of comment about Mr. Moss. I wrote this and
rewrote 1t, I suppose, a dozen times and checked it with
Mrs. Moss, because the Mosses were very modest people,
and I knew that they couldn't endure flattery. Still,

I felt that 1t was 1mpossible to say too much about Oscar
Moss'!s generosity and his support of the arts. After
much trouble I did write these three short paragraphs
which, as I reread them, I think are a pretty good esti-
mate of the kind of patron that Mr. Moss was.

At the front of the program, we printed these com-
ments:

Tonight's performance of Monteverdi's Vespers of

1610 is dedicated to the memory of Oscar Moss.

It will be apparent that with this glorious music

we do not mean to mourn his passing, though that

Was & grievous loss, so much as to rejoice that

Monday Evening Concerts and theilr predecessor,

Evenings on the Roof, were privileged to enjoy

his guidance and his generosity during the eight

years that he served as president of the Southern

California Chamber Music Society. Mr. Moss was

the ideal patron of music. While he gave much in
terms of energy, time and resources, he asked for
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nothing in return but that the concerts maintain
the highest possible standards without courting
fallure by reaching for impossible ones. Not once
in all those years did he make any demand affect-
ing the artistic direction of the concerts, leav-
ing this field entirely to the directors. This was
not because he was uncertain of himself in matters
musical; on the contrary, he was an amateur in the
best sense, a man who loved music, whose tastes
were both catholic and cultivated, and who main-
tained an attitude of half-amused detachment amidst
the partisan strife of musical cultists. "Don't
overload the concerts with any one kind of thing,"
was the only admonition he ever gave, and he would
smile as he saild this lest even this excursion into
the realm of artistic policy might appear too ag-
gressive. Because he was by nature a generous man,
many organizations came to know the guality and
measure of his generosity, but these concerts were
his special concern. Truly he was our Oscar Moss,
and we remember him with pride and with affection.

The general comment on the conduct of that whole
evening was very good. I remember Raymond Kendall wrote
very marvelously about this concert and about Oscar Moss.
He was then reviewing for the Mirror, which was still in
existence.

Well, that was the end of Oscar Moss and his work.
Immediately, of course, Mrs. Moss came into the picture.
Her main interest is not music--her main interest 1s art,
and she does direct and support the Ferus Gallery here in
town. What she does for music is a continuation of what
Oscar Moss had been doilng, and of course she has become
more and more and more interested in music as the concerts

have gone on, although her interest in art has not declined
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a bit. I would say that Mrs. Moss, being not a business-
man, but a housewife, mother and artist herself (she does
some painting) is much easier to deal with than Mr. Moss
was. She doesn't require monthly financial statements

and all that sort of thing, and she is much less demand-
ing generally on the financial side of things.

TUSLER: She leaves that all up to you?

MORTON: Yes. But the Moss family continues now for twen-
ty years to support these concerts.

TUSLER: How had Mr. Moss gotten involved in this in the
first place? Had Mr. Yates approached him, or was 1t his
voluntary thought to set the organization up?

MORTON: The exact story I think you should get from Peter
Yates. As I remember it, and this evidently took place

at a concert of the Evenings on the Roof that I had not
attended, at some point Peter made a speech at the end

of one of the concerts saying that there was a financial
crisis and [asking] those people in the audience who
thought they might be helpful to remain for a meeting af;
ter the concert. Mr. Moss was one of those men. I think

that's the story, but you can verify it with Peter Yates.
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TAPE NUMBER: IV, SIDE TWO

APRIL 28, 1966

TUSLER: After Mr., Moss's death, and Mrs. Moss became
the chairman of the Southern California Chamber Music
Society, you went on with the 1955-56 season with the
understanding that they were still your backers.

MORTON: Right. Mrs. Moss is, has been for all these
years, a very good president, and I must say that my own
work, in terms of keeping books and so on, has been re-
duced because she's not a businesswoman, and she didn't
require as many financial reports as Mr. Moss did. That
doesn't mean that the finances were being any less ri-
gorously [controlled], or that we were any richer than
we were before; it just means that some of my own book-
work was cut down since Mrs. Moss has never been as in-
terested in the detalls as Mr. Moss was. She just leaves
it up to me.

Well, the '55-56 season continues to be influenced
very much by the avallability of Robert Craft and the
interest of Mr. Stravinsky and his group of friends, es-
pecially Aldous Huxley. After the memorial program with
the Monteverdi Vespers, we plunged right into a sort of

a Huxley-Craft-Stravinsky season.
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On October 17, Mr. Huxley made a personal appearance
at our concert in connection with the performance of
madrigals by Gesualdo. Huxley's interest in this is
recorded rather intimately, but not in great detail, in
the next book of Stravinsky-Craft conversations, in which
there are several references and one very long excerpt
from Robert Craft!s diaries accounting for Huxley's in-
terest in the music of Gesualdo and his vast knowledge
of Italian history of that time. All the time that we
were rehearsing these madrigals, Huxley was in attendance.
He was not a musician, of course, but he had a very, very
good ear and his knowledge of historical background, par-
ticularly of the court of Ferrara where Gesualdo was work-
ing, was absolutely fascinating. I remember that after
this concert there was a party, and we were standing
around in the dining room helping ourselves to choice
little sandwiches and Huxley talked continuously in that
marvelous voice, full of detalls of the court at Ferrara
and its long history under the Este family.

At this concert, we began with some Mozart and then
had an intermission; then we did the madrigals, a group
of five of them which Huxley had helped us translate,
and then he made a little speech about Gesualdo and the

court of Ferrara, Then we sang five more madrigals and
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ended with some Renaissance instrumental music. Well, as
anyone knows from Huxley's books, he is fascinated by
what some of us might regard as the gory details. He
had much to say about Gesualdo's murder of his wife, when
he discovered her in bed with a lover, and how subsequent-
ly he suspected that the son wag not his son but the son
of the lover, and killed the child by putting it in a
swing and swinging it back and forth so rapidly that the
child was finally suffocated. It's a beautiful story,
and there were many details of Gesualdo's sex life that
were fascinating. He related some of these things in this
talk, which he subsequently polished up and published in
Esquire magazine. Huxley was of course a great attraction
at that concert. We had a very very blg crowd; there
wWere many people who were horrified by the content of his
speech, but this represented one of Huxley's particular
little interests. He was trying to make a collection of
stories about composers who had killed their wives, another
one having been Trombocino, who was a contemporary of Ge-
sualdo, but I think slightly older, who had also been at
the court of Ferrara.

This was the beginning of our Gesualdo kick, and some
of the madrigals that were performed at this concert were

subgsequently recorded for a small company called Sunset
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Records here in Los Angeles, which was not very well fi-
nanced and had poor distribution. The record was really
a revelation because our previous knowledge of Gesualdo
madrigals had been from recordings by an organization in
New York, which sang the madrigals as if they had been
written by Schubert. Both in terms of intonation and style,
they were quite bad. This record turned out to be really
guite extraordinary, but was improved upon in several la-
ter recordings that Bob Craft made with this group for
Columbia Records.

TUSLER: With the same group of singers?

MORTON: The same group of singers, and that was Grace-
Lynne Martin, Marilyn Horne, Cora Lauridsen, Richard
Robinson, and James Scharbach. Scharbach is now living
in Hawaii (he was a piano tuner in addition to being a
singer because he had a good sense of pitch), and Robin-
son of course has been the best tenor around this city
for many years. Those records were really first-class,
and T think it's the first evidence there is that the
century-long criticism of Gesualdo, that his madrigals
are absolutely unsingable, 1s proved not to be true. Some
of our fairly recent historians, such as Paul Henry Lang,
for instance, has said that these madrigals are not sing-

able. All you have to do is sing them, and sing them with
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something like, as far as we can guess, an appropriate
style and with attention to rhythmic details, which Craft
is very good at and very insistent upon.

TUSLER: They're fiendishly difficult though, aren't they?
MORTON: They are difficult because of the chromaticism.
Some of these madrigals were very hard to get because

they were published in part-books in the sixteenth cen-
tury in Genoa. A copy of this book exists in the Library
of Congress. We sent to the Library of Congress and asked
for photostats of several of them, and many of the madri-
gals that were subsequently recorded are edited, you might
say, either by Craft or by myself. I found out later that
I'd made some errors in pitches that I wouldn't have known
were errors unless we had gone further into the study of
the madrigals. It's a questlon of chromaticism to a large
extent.

The instrumental music we had on that program, Ren-
alssance instrumental music, was also a sort of personal
activity of Craft and myself. I mentioned last time, I
think, the Symphonia Sacra of Schitz, Fili mi, Absalon,
for bass with four trombones and continuo. The four-trom-
bone idea was Jjust too good to give up, so we took a number
of [pleces] from the Renaissance period and in some cases

where instruments were not specified we simply arranged
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them, changed the keys, and set them for four trombones
because we had such a marvelous trombone quartet. On this

concert, we had the Royal Fanfare of Josquln des Prés, a

canzona of Luzzasco Luzzaschl, a canonic song by Isaac,

the Music for the Funeral of Queen Mary by Henry Purcell,

and a ricercar by Andrea Gabrieli. This four-trombone and
Renaissance music kick was to last us for several seasons.
We were terribly enthusiastic about 1t at this time, and
it was a nice complement to the amount of contemporary
music that we were doing on the programs.

The next program, in the end of October, was interest-
ing for one particular reason., Looking around for fresh
chamber music, Ingolf Dahl, following Tovey, was very much
interested in the Haydn trios for violin, keyboard and
cello, which contain some of Haydn's greatest music but
in a form that is no pleasure for musicians to play. That
is, these are all really piéno sonatas with the accompani-
ment of violin end cello, and violinists and eelllsts
aren't much interested in playing them. Well, Tovey had
taken a couple of trios and had rearranged them so that
some of the passagework, some of the interesting melodies
and so on, were transferred from the piano into the violin
or cello, which made no difference in the notes whatsoever

but just simply made the music avallable for performers
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who, if they played, wanted to have something to play.
In some cases 1t might be that if the piano had a scale
passage the violin, instead of playing accompanying chords,
would be asked to play the same scale passage an octave
above the piano, so you had that moving up in octaves;
or sometimes you'd simply take things out of the piano
part and give them to the string instruments. Tovey's
explanation for doing this is perfectly valid, so Ingolf
Dahl followed the suggestion and rearranged several trios
in this manner. In this particular case we did Peters
no. 7, the Trio in E-minor, and it was a marvelous plece
of music, some of Haydn's greatest stuff. I think it would
be a worthwhile project for someone to go through the whole
set and do them all up, because they are such great musilc
it's a shame not to hear them.
TUSLER: Was the one that Ingolf Dahl rearranged ever
published? |
MORTON: No. Tovey's are published. I wish that Ingolf's
had been. We have done I think altogether three or four
of these that Ingolf has edited, but to get publication
1s not an easy thing to do. Ingolf did it with perfect
taste and judgment, naturally.

The next program we came back to one of our good pro-

jects, that 1s, some more Webern. In this case, it was

elr



a large group of Webern songs, the ones with piano accom-
paniment, opus 4, opus 12, opus 23 and opus 25. Marni
Nixon sang them and Leonard Stein was at the piano. Just
the other day I wags lookling at some of my programs from
the Domaine Musical in Paris--they did the same thing,
not in November, 1955 as we did it, but Just about three
years ago. On this program also we introduced here the

Quaderno Musicale of Luigil Dallapiccola, a musical note-

book for his daughter Anna Libera, a major work in keyboard
style and techniques, the kind of thing that has its root

in the Well-Tempered Clavier of Bach, a rather dry pilece

as 1t turned out, but quite well done by a young man named
Danlel Eller who was at that time affiliated with Pomona
College and subsequently left for a better job. I belleve
he 1s somewhere in the East now, maybe at Cornell or Yale.
Continuing on our Renaissance-Baroque kick, at the

next concert we introduced here the Notre-Dame Mass of

Machaut, probably written around 1350 and according to
some musicologists, a work composed for the coronation
of the French king, but that is not accepted generally.
We had many problems in connection with the performance
of the mass because it's not clear what instruments are
supposed to be used nor what key to set [the music] in.

We used on this occasion an edition by a French musicologilst,
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Jacques Chailley, and he changes the key from the original
so as to make it available for men's voices. Machaut had
done it with a boys! choir in mind and it would have been
in a higher key. We had very many doubts about this, but
we didn't make our doubts public. Craft and I had studied
this rather thoroughly in order to have some ideas about
ilnstrumentation. The instruments only double the choral
parts, and one can tell where the instruments are supposed
to come in because this is indicated in the manuscript,
but you can not tell where they drop out. This is of
course not in the age of a cappella music which came much
later, and there are reports of fantastic instrumentation.
In connection with this concert, we had a little
soirée, at which Dr. Pauline Alderman, who is head of
musicology at USC, lectured on all of theavailable material
that there 1s about Machaut, his friendship with Chaucer,
his writing of poetry, and so on. She had a list of in-
struments that were known to have been used by Machaut
at various times, but whether that list of instruments
applies to this mass 1s not certain. In any case, we
couldn't have duplicated those instruments nor could we
have afforded them all, because it really would have been
a very large orchestra. But we did use an unusual combina-
tion of English horn and bassoon, bass trumpet and trombone--

instruments which went very well with the four voices.
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Now I might jump ahead here to March 1965, when we
gave our second performance of this mass. Thils was con-
ducted by Pierre Boulez when he came here for our opening
concert at the new museum. He was not really terribly
eager to do the pilece, but he had done 1t in Europe in an
unpublished edition by Schrade, and there the original
key was kept and the instrumentation was still left up
to [the performer]. I don't know what instrumentation
he used over there, but Boulez was quite content to do
it with whatever arrangements we wanted to set up, so we
did do it here with a different instrumentation altogether
and returned to the original key. I'm not sure that it
was any better than our first performance in the wrong
key and with different instruments.

As a matter of fact, I don't suppose that one can
say that there is any correct way of doing this music at
all., There are only various ways that might possibly be
authentic; no, none of them could be authentic, but which
might be valid on the basis of information that we have
nowadays. Even with respect to the Monteverdi Vespers,
one can not be quite sure about the instrumentation or
even about the order of thepieces, because as Denis Stevens
has demonstrated recently, i1t's not a liturgical work at

all, it doesn't follow any rite in the Catholic Church, and
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he says that only the psalms, which constitute less than
half of the total work, are liturgical music. The anti-
phons are not. So our two performances of the Monteverdi
Vespers are also different one from the other, and if we
do it again I'm sure that we would make some more changes

in it. And if we ever do the Notre-Dame Mass agalin I'm

sure that it will not be the same way.

TUSLER: Are these things recorded on tape, any of them?
MORTON: No, none of these performances has been recorded.
I would hope sometime that we could do a performance of
these works that would be recorded, but I don't feel at
all confident about how to arrange them, how to set them
up in musical terms, what instruments to use and so on.

I remember that the first time we did the Vespers we did
make use of two recorded versions, one by Schrade and one
in an edition by Redlich, and we found both of them faulty
in many, many ways. For our first performance at the 0jai
Festival, we made in effect our own edition. Of course,
as soon as the performance was over, we said, "Oh, of
course that must be wrong, we must do so-and-so and so-
and-so." One can not come to any definite ideas about how
to do it because the moment you hear it 1n a performance you
think of other ways that might possibly be better.

For instance, this 1s a thing that we have come up
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against 1n many performances of old music--the violins
that were used in the early music never played very high,
and I think there was only one instance in Bach's orches-
tral music where the violin plays above C (second ledger
line above the staff), except in one cantata where it does
go up to E. Now, our violins are vastly different from
the violins of that time and certainly very different from
the violins at the time of Monteverdi, which probably were
viols; their instruments were so constructed that if one
got to a high C one was playlng a very high note. There's
a certain amount of tension there. But a high C on our
instruments does not have the proper tension--it can not
be a climactic note, so to speak--and we have tried using
violas instead of violins so that a high note really sounds
high, so there's an effort in bringing it forth. I can't
say that this has been very successful either. We did

it just a few months ago on a Schutz Symphonia Sacra. We
used two violas instead of violins, and the sound was good,
but the color, however, was not bright enough.

TUSLER: Of course, 1t would change that aspect of 1it.
MORTON: But, of course, we really don't know precisely
what the old instrument sounds like, either.

TUSLER: They probably weren't as mellow as a viola is

today.
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MORTON: I would very much doubt it. But these are the
problems in performance of that music. We never make the
pretense that we are giving authentic performances, but we
do try to make these performances not sound as though the
music had been composed just acentury ago. We do try to

do something that 1s different. Well, the Machaut mass

was a stunning piece for those of us who are interested

in the older music and sensitive to the kinds of things
that were going on, but I must admit that many people found
it dull. And it is dull, if you're going to compare it to,

say, the Missa Solemnis of Beethoven; but unfortunately

Machaut hadn't heard about Vienna of the nineteenth cen-
tury, and so he Jjust went along with what he had.
TUSLER: I think i1t has a strangely modern sound to it.
If you didn't know it was written in the thirteenth cen-
tury, you might wonder if it could be twentieth-century
archaile.

MORTON: That's right. There is some dissonance there,
too, that is mostly in the cross-relations between the
voices., It's a fascinating and marvelous pilece, but I
can't say that I have been personally very happy about
elther performance that we have done. After we give it
a rest for a few years, we may come back to it and try

something else.
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TUSLER: Was it done by a chorus or soloists?
MORTON: It's four-part music and we put two voices on
a part, which is what we did also in the Boulez performance.

We hgd some Monteverdi on that program, two arias
that were sung by Marilyn Horne. I believe these were
arias from his operas, or they might have been indepen-
dent arias, but they were marvelous and very well suited
to Marilyn Horne's voice.

Then we had one of our disasters, which was repeated
two seasons dgo. This had to do with Schoenberg's male
choruses, opus 35, fantastically difficult pieces, in the
twelve-tone system of course. We had the same group of
singers that had done the Machaut, although the Schoenberg
in some places divides into eight parts, making a solo
voice on each part. To start with, it had been our in-
tention to do all five pieces 1in the set, but unfortunately
they were so difficult they couldn't be learned, so when
it came time to print the program we put down Three Pieces
for male chorus from opus 35--and naturally these were the
three easiest. Actually, when it came to the performance,
we could only do two of them. It's been an ambition for
years since then to do the full set. One of the diffi-
cultiles is that in some of the eight-part music the basses

have to go to a low C below the staff, and it's pretty
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hard to find singers who can do that; although this is
Viennese music, you really need Russian basses for 1t.

I don't know if Schoenberg himself ever had a performance
of these pieces.

Well, just a few seasons ago 1t was time to repeat
them. I had got the Gregg Smith Singers to take them on,
and we listed again the full work--but came the performance
and, no, we could have only three. And of course it was
the same three that we had prepared originally. I was
rather angry at Gregg Smith because he evidently had known
for some time 1t was going to be impossible to get all of
them done and he didn't tell me until Jjust the day that
I went to the printer. I think that if I had known in
time I would have Jjust cancelled the whole work, because
we failed once before in introducing the whole work, and
I didn't see any reason why we should repeat that failure.
But it was too late to do anything about 1t then, so we
Just did the few.

And then to end that program, Marilyn Horne sang
Cantata 84 of Bach, which we had fallen in love with from
Magda Laszlo's recording with Scherchen. There was an
attempt to record that plece shortly afterwards, and actually
it was recorded but it was never published. It had to be

dropped because something was wrong with Marilyn Horne that
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night; she didn't sing well, she sang flat. She was hav-
ing some troubles around that time with intonation, some-
thing in voice production--I don't know what it was--and
she Jjust didn't do a good Jjob on it. A very beautiful
and wonderful cantata.

The next concert was particularly interesting be-
cause Robert Trotter got a little group of people together
to do some chansons by Crécquillon. I believe this had
been in the material, if i1t was not the whole material,
of a dissertation that Trotter had been doing at the uni-
versity, and he picked out a group of five chansons that |
were performed with, again, a very interesting combination
of instruments--English horn, viola and trombone. These
were Bob Trotter's arrangements. We sang them in French,
of course, and some of them had naughty texts. We did
give translations of the texts, but they were a 1little bit
bowdlerized. That was a charming group of material and
some day we should repeat 1it.

We had two unhappy repertoire experiments on this
program, also. We did Benjamin Britten's Second Canticle
for mezzo-soprano, tenor and piano, from the story of
Abraham and Isaac, and also a sonata for viola and piano
by a South African composer residing in England, Priaulx

Rainier. Both of these works turned out to be rather
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disappointing, and also a Milhaud piece, Dreams of Jacob,
for oboe and string quartet. Actually, the three modern
works on that program were disappointing and no repetition
of them was contemplated. But then it was material that
was interesting and had to be shown at some point or ano-
ther,

On the following program, we had some more new music,
some of which has never earmed repetition. Billy Layton,
a Texas composer who is now on the faculty at Yale (I
don't remember how his music came to our attention), was
a young man then and this was an early work of his, Jjust
composed in '52, Studies for Violin and Piano, that Eudice
Shapiro and Leonard Stein played. They were very avant-
garde for thé time, but so far as I know, Eudice has never
repeated them. Billy Layton has become a more recognized
composer since then, and having a position at Yale gives
him great prestige. Then we did Elliot Carter's Eight
Etudes and a Fantasy for wind quartet, which has become
almost a classic of contemporary music. Sonata for Viola
Solo by Quincy Porter was again rather mild, uninterest-
ing, and Vincent Persichetti's Concerto for Piano, Four
Hands was a bit disappointing. This was an all-American
program, because‘we ended up after intermlssion with Ar-

thur Berger's Duo for cello and piano, a rather nice piece,
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and then a rather fantastic piece, Ballet Music for

Kafka's Metamorphosis by Theodore Norman. Theodore

Norman, the guitarist, was 1n his early days a violinist,
and he had a string quartet in this city that was playing
Schoenberg and a great deal of Adolph Weiss--all twelve-
tone music. I'm not sure if he studied with Schoenberg,
but at least he was very well acquainted with the twelve-
tone business. I used to hear [the quartet] many years
ago when they gave some concerts in the Beverly Hills
Public Library, under physical conditions that were--T
won't say far from ideal--they were far from acceptable.
Acoustics were bad, and everything. But he was playing
some interesting twelve-tone music that was important to
all of us at that time. Well, subsequently, he has more
or less given up the violin and gone into gultar; he's

a very successful teacher and continues to perform with
us from time to time.

TUSLER: He's still in the Tos Angeles area?

MORTON: Oh, yes. He had written this music for the Kafka
play, a sort of ballet music, and 1t was scored for ten
instruments, including an accordion and a guitar. Now,
it was very difficult to find an accordion player who knew
how to read music, and we did find one, a young man named

Elyakim Shapira, who was at UCLA and who later became one
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of Leonard Bernstein's assistants at the New York Phil-
harmonic and has, I believe, a small orchestra of his
own somewhere in the East or Southeast. I must say that
Monday Evening Concerts made a big error in not recog-
nizing that this young man was exceptilonally talented;
but he was not aggressive and he didn't put forth his
claims or ambitions to us, and so we simply accepted him
as a remarkable accordionist who could read music and was
able to negotiate this rather difficult piece. It's al-
ways been on my consclence that we didn't recognize him.
TUSLER: In what way could you have--was he composing,
or did he play another instrument?
MORTON: ©No, but he must have been interested in conduct-
ing at that time, since he subsequently did become a con-
ductor, and I'm sure he played some other instrument be-
side accordion. It should have been our business, you
see, to find out more about him. It was just something
that we missed on. We should have discovered his talent
and maybe helped him a little bit in getting started on
his own career, but he's done very well without us. T
was glad to see him last summer; he came to one of Stra-
vinsky's recording sessions.

On the next program, the interesting thing was our

introduction of Luigi Nono to this city. The piece that
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we did was Canti per Tredici, that is, songs for thirteen

instruments, conducted by Robert Craft. I remember that
we played this piece twice. It was not very long, maybe
twelve or fourteen minutes, extremely difficult, and our
first glimpse of this particular composer.

There was a mild scandal about this. We played it
Just before intermission, and then we came back after
intermission and played it again. It was not a perfect
performance, but it was a fairly decent one. The review
that we got in the newspaper from Albert Goldberg of the
Times was very, very bad. He did not like the work at
all, and he reported that half the audience didn't come
back to hear the second performance. It was on this oc-
casion that I made one of my infrequent speeches at the
following concert. I said that Mr. Goldberg had misre-
ported, that it was not true that half the audience had
stayed out. The fact was that half the audience had come
back. [laughter] So, just an example of slanted language--
he could have put it in our terms if he had been a little
more sympathetic to new music.
TUSLER: Had Nono never been heard at all here then?
MORTON: I don't think he'd been played in America. This
was listed as the first American performance of this piece--

it was new at that time. Of course, Nono does not have
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a great many pleces of chamber muslc. He has been in-
terested 1in opera and large orchestral works. We had his
Polish Diary at the Philharmonic under Mehta two seasons
ago, and we have done another Nono piece, but none of his
other works has been performed here so far as I can remem-
ber at the moment, except the one that we did. His major
work, Intolleranza, is an opera and has been performed

in Boston, but there's been no chance of its getting played
out here.

Next concert we introduced a couple of more new com-
posers, Camillo Togni, an Italian, and Giselher Klebe, a
German. The Togni work was a group of songs with piano
after poems by Trakl, a German poet, and these were fairly
difficult pieces, sung by Marni Nixon with Leonard Stein
at the piano. Subsequently Togni orchestrated these pleces,
and I've noticed in the last four or five years there have
been many performances of them in Furope with orchestra.
The Klebe piece, a sonata for violin solo, Was'played by
Dorothy Wade, and that Qas a premiere here. There were
two sonatas, opus 8 and opus 20; and they were both ad-
vanced, but the earlier plece was a little bit closer to
traditional techniques than the later one, and Dorothy chose
to play the earlier one. It happens that the second one

was played last week by Robert Gross at an ISCM concert at
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USC, and I must say that I was disappointed in it. I'd
probably be disappointed in opus 8 if I heard it now,
too. Klebe had made a rather flashy entrance into the
musical life of Germany in the early fifties, and we were
interested in hims; but he's not as interesting now as
he was then because of what's been goingon in music in
recent years--it's been going so fast. We've done one
more Klebe work, I believe, since that time. Then we
had some Scarlatti, Hindemith and Mozart on that program.
Now we're back to some more new things in February
of '56. Here we have the first performance in America,
I believe, of any music by Karlheinz Stockhausen. This

was Kontra-Punkte no. 1, that Bob Craft prepared, for ten

solo instruments. That was a very tough program to get
through because in addition to the easy pieces, Mozart
and Brahms, we also had a difficult plece, the Stravinsky

Berceuses du Chat with a three-clarinet accompaniment,

and the Goethe-Lieder of Dallapiccola, also for three

clarinets, so it was natural to put those two pileces on
together. Marni Nixon sang both of them. Of course, the

Berceuses du Chat are really not for her voice at all

(they're much too low), but Marni had the pitches and we
felt that since she was going to do the Dallipiccola with

the three clarinets she might as well do the Stravinsky, too.
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One of our little problems--I think T mentioned it
last time, in connection with the difficulties of the
Schoenberg Septet that didn't have the clarinets in the
right keys--well, the same thing happened here with the
Dallapiccola. We got all the clarinet parts airmail
from Europe at great expense, only to find that they were
all in the wrong key, and again it was one of those last-
minute frantic jobs of transposing and copying parts. I
remember that I wrote to Dallapiccola at that time and told
him that I thought thls was a very impractical way of do-
ing things, and I mentioned the troubles we had had with
the Schoenberg. Subsequently the parts have been reprin-
ted, I understand, in the proper keys.

Well, with the Stockhausen, it was another sort of
scandal--the newspapers were very much against his music,
but we all believed that Stockhausen was a composer who
was on the way up and, as I'll point out later, we've had
rather good relations with him over a long period of time.
I'm hoping that we can bring off another piece of his next
season if I can find the musicians who are willing to un-
dertake a very, very difficult Jjob.

TUSLER: This was in 1956. Did he have much of a reputa-

tion at that time?
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MORTON: Well, Boulez, Stockhausen and Nono were regarded
as the triumvirate of advanced music, and they were all
fairly young people. Boulez is the oldest of the three.
Stockhausen is a little bit younger. He was born in '28,
Boulez in '25, and Nono in 1926, so they're really three
of the same generation.

TUSLER: They had reputations that were much larger in
Furope, I suppose, than here.

MORTON: Oh, yes. They were already figures of consider-
able importance. It seems to me that in 1956 Boulez had
already started his Domaine Musical concerts. This 1is a
state project, state money.

Those three were the central figures of the youngest
generation--this 1s a post-Schoenberg, post-Webern genera-
tion--and they were already against classical twelve-tone
music. Boulez was making some very critical remarks pu-
blicly, about both Schoenberg and Stravinsky, particular-
ly Stravinsky. Stockhausen of course was very much agalnst
anything except his own period, his own music, together
with his friends. And Nono was the most outspoken of all.
Even though he's a son-in-law of Schoenberg, nevertheless,
he was highly critical of most of thatmusic. Well, T met
all of these people a few seasons later when I was 1in

[Europe]. Even by this time they were already changing a
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little bit, becoming a little bit more mild in their
criticisms as they gained strength of their own.

The next program we had a visit from the University
of Redlands Concert Cholr, conducted by Irwin Ruff. We
were trying, as we've always tried, to keep some sort of
contact with the neighboring educational institutions.
They had a pretty good choir, and they came in to sing
a Mozart cantata, not a very important one but one of
his Masonic pieces, "Thou, Soul of the Whole World," I
guess you'd translate it; Aaron Copland's "In the Begin-
ning;" and Cantata no. 12 of Bach. We had on this pro-
gram also Stravinsky's own arrangement for two pianos
of hils Septet; we had already played the Septet in its
original version, and though normally we don't play ar-
rangements we do in cases where the arrangements have
been made and published by the composer himself. It was
played by Pearl Kaufman and Dale Rubart, and they also

-

did the Scherzo & la Russe in the composer's arrangement.

The final program of that season, March 19, was a good

old solid classical program: the Brandenburg Concerto

no. 3, four songs of Schubert sung by Marilyn Horne with
Gwendolyn Koldofsky as pilanist, and the big B-flat Sere-
nade, K. 361, of Mozart.

The Serenade of course had been played--this was a
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period in which the Serenade was having a run. This

same group of players, the Los Angeles Woodwinds, which
had been organized by Don Christlieb, played K. 361 at
our concert, played it for a special Sunday afternoon
patron's group at the 0jai Festival, and subsequently

at the Ojal Festival itself under the direction of Stein-
berg. This 1s one of Mozart's superb masterpleces, and
the only difficulty in performing it is that i1t runs for
more than forty-five minutes, and there are hardly any
wind players whose lips will last that long. Obviously,
the music must have been intendéd for a performance at a
large banquet, so there would have been plenty of rest
between the movements. It's almost time now, I think, to
bring this piece to performance again; it's now ten years
since it was done at our concerts. It was played at the
County Museum concerts and a few other places, so we have
to give pieces like that a rest.

TUSLER: Where were the concerts for this season held?
MORTON: They were in West Hollywood Park. This was our
third season, I think, in the park.

TUSLER: Were you there right up until the time when you
came to the County Museum?

MORTON: No. A few seasons after this--it must have been

in the summer of '59--the West Hollywood Park underwent
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some remodeling physically. The auditorium, which was
really not a very good auditorium--it was long and narrow,
with a flat floor and collapsible seats--was being developed
by the county more as a recreational center. They re-
modeled the auditorium so that it could be used for bas-
ketball and as a gymnasium. The stage was left; it's
still being used occasilonally for concerts, I understand.
They added a swimming pool, and the whole atmosphere of
the place just became sort of nonmusical. Even though it
would have been nice to look out the big side windows at
a swimming pool, you couldn't be sure that there wouldn't
be something going on on a Monday night:; they couldn't
give us any guarantee of that.

That's when we moved over to the other park, Plummer
Park. That was of course well designed for music because
Supervisor John Anson Ford, who represented this district
at that time, was very much interested in the Meremblum
orchestra, the young training orchestra, and that audi-
torium was designed more or less with Peter Meremblum's
orchestra in mind. So we were more or less forced to go
into Plummer Park because of what had been happening at
West Hollywood.

At the end of this 1956 season, I immediately plunged

into preparations for the 1956-57 season, because I was
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goling to be away for that whole summer and T had to get
everything 1n shape before I left. That summer I went

to Europe with the Stravinskys. It was my first trip to
Europe, and it was marvelous to go with them because, be-
ing who they are, they had access to all kinds of activi-
ties that I never would have been able to take part in by
myself, We took the boat from New York; the boat stopped
at Lisbon and went through [the strait of] Gibraltar, and
finally--our distination was Greece--we got to Naples.

The long afternoon that we had in Naples, almost a
whole day, was devoted to what we could find out about
Gesualdo because this was the season when we'd done so
much [of his music]. The Stravinskys had friends there
who met us at the boat in a car; we immediately drove half-
way across the peninsula to Gesualdo, stopping for lunch
on the way. We got to the castle, beautifully situated,
walked up to the door, and the first thing we saw was that
someone had been hanging laundry out across the front of
the inside court. [laughter] We looked at the inscription
above the facade, and it mentioned the family Gesualdo.
They had got their patent of nobility I think sometime dur-
ing the Crusades, and this was the family home. The first
thing [we saw] when we walked in through a little vesti-

bule was the Gesualdo coat of arms on the celling. I
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remember the light was fairly good there, and I lay down
on my back and took a picture of that coat of arms; I
had color film, and it didn't come out too badly. The
idea was that Craft would use it in connection with a
publication of his records at some point or other. Then
we went into the chapel to see the only extant picture,
I think, of Gesualdo, where he is posing with his uncle,

Carlo Borromeo.
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TAPE NUMBER: V, SIDES ONE and TWO*

MAY 5 and MAY 26, 1966

TUSLER: Last week you'd Jjust gotten to Europe with the
Stravinskys, and you began to describe your visit to Ge-
sualdo's palace.

MORTON: As I said, our boat had stopped in Naples and
Stravinsky had arranged for some friends, including the
painter, FEugene Berman, to meet us there and to take us
over to Gesualdo. We got off the boat and we stopped for
espresso, drove through Naples a little bit, and then headed
east across the peninsula toward Avellino, which is the
largest principal city close to Gesualdo. The ride was
very beautiful.

When we got into Gesualdo we drove directly to the
palazzo which had been Gesualdo's home. I mentioned last
time that as we entered the courtyard there was a sort of
little alcove with the Gesualdo coat of arms on the ceil-
ing, and I took a picture of that lying on my back; and
then we went into the courtyard where we saw the laundry
hanging out. There were people living there who were not

at all aware of the place or who Gesualdo was, although

*Sides one and two of Tape V have been blended because of
considerable repetition in the first half of side two.
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the name of the Gesualdo family appeared over the facade
of the building, accounting for the establishment of that
noble family at the time of one of the Crusades. Part of
the bulilding was closed up, and the family living there
now was using only part of the building.

We did go inside. What we saw of the decorations
indicated that redecorating had taken place sometime dur-
ing the Baroque period, and there was very little except
the architecture to remind you that this had been a very
early Renaissance building. The chambers that we saw were
surprisingly small, but there was a rather grandiose entry
where you could see where Gesualdo had probably hung his
swords along the wall at certain places.

We went down then to the monastery which Gesualdo
had bullt as a sort of penance for his crimes. We went
into the chapel [where there is], I believe, the only
extant portrait of Gesualdo-~I mentioned thils last time.
It's a scenewhere his uncle, Cardinal Borromeo, is appeal-
ing for him before the Virgin Mary, and down in the lower
left-hand corner is a portrait of Gesualdo. Though the
light in the place is very bad, there have been many pho-
tographs of this painting. It's not very good, but 1it's
the only one that we have.

TUSLER: Who painted it?
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MORTON: I don't think the artist is known. That paint-
ing has been reproduced in a few books and also on one
of the recording Jjackets.

Well, we met there Fra Cipriano, one of the monks,
and he was working on a book on Gesualdo. Strangely enough
for us, the book had only to do with Gesualdo as a patron
of the church and not as a composer at all. As a matter
of fact, Fra Cipriano was hardly interested in the music.
However, he did take us--that is, Stravinsky, Craft and
Eugene Berman and myself--up to his study, and he served
us some very terrible sweet wine. We talked with him,
and he did show us some materials. One 1little scrap of
music there indicated that Gesualdo might possibly have
been writing some homophonic music; it was a melodic line
with some accompaniment figures. Almost everything else
that we know of Gesualdo is polyphonic music, in the style
of the sacred works or the madrigals. It was Craft's in-
tention to follow through on this and I don't know if he
ever did or not. Of course, the women, Mrs. Stravinsky
and the other ladies in the group, were not allowed to go
up into the monk's chambers, but they wandered around in
the chapel and outdoors. We must have stayed there about
an hour, and this was all very interesting and very stimu-

lating to us.
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The reason I go into this in some detail is Just to
establish a kind of chronology: that is, Craft's interest
in doing Gesualdo for our concerts; our performance of
some of the madrigals; bringilng Aldous Huxley into this
general situation where he did talk to our audlences about
Gesualdo; continued performance of the madrigals and the
recording of several volumes of performances, records issued
by Columbia; and then Stravinsky's completion of some un-
finished works--not works left unfinished by Gesualdo, but
some motets in which one volce was missing. You see, in
those times the music was not printed in score but only
in the parts, and something [might be] called a motet in
six voices, but only five parts are found, so the sixth
one had to be added. There were three such madrigals that
Stravinsky completed and we performed. And then finally,
Stravinsky's--it was 1960, I believe--composition of the

Monumentum [pro Gesualdo], which was an orchestral version

of three madrigals. That was for the four-hundredth birth-
day of Gesualdo in 1960. My point here is that from this
little beginning of performing madrigals at the Monday
Evening Concerts came this great interest on the part of

Stravinsky, culminating in the Monumentum. There is one

more chapter to add to it, namely, that a few seasons later

Balanchine made a ballet to thils work.
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TUSLER: To the Monumentum?

MORTON: Yes:; so that's a rather lengthy sequence of
events.

TUSLER: Were these works then subsequently published,

the motets you spoke of?

MORTON: Yes, they're all published. The first performance

of the Monumentum was at the Venlce Festival in the fall

of 1960. I was present at that performance in the Ducal
Palace in Venice, up on the top floor in a gorgeous room;
one spent as much time in looking at the celling and walls
as in listening to the music. It was not a terribly good
concert, the Italian orchestra not being one of the very
great ones. It was a Stravinsky program, Stravinsky and

Berg--Stravinsky conducted Orpheus and the Monumentum, and

Bob Craft conducted the Berg Der Wein, which Magda Laszlo
sang.

TUSLER: Does it sound like Gegualdo or Stravinsky?
MORTON: Well, the personality of the music is largely
Stravinsky because we hear instrumental combinations that
of course would not have been possible at that time; and
the additlonal volces, the things that Stravinsky did, are
strictly his own. He was not trying to do anything in the
style of Gesualdo; he was long past his neoclassical per-

iod, and he was interested in these things as structures.
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They sound as different from Gesualdo as, for instance,

his instrumentation of the Vom Himmel hoch Variations

sound different [from Bach], because he added voices, put
the variations in different keys; 1it's the instrumental
color that takes you far, far away from the original qual-
ity. The moment you take vocal music and put it into
instruments it has a very different sound.

So that was the glorious ending, for me, of the 1956
season. I left the Stravinskys in Venice and came back
directly to Los Angeles for the next season of concerts.
The Stravinskys stayed in Europe and in November, when they
were in Berlin, Stravinsky had his first stroke and was
sick for some time. They brought him to Munich. I missed
all that unhappy experience, of course, because I had
come back,

Meanwhile, I had set up the 1956-57 season of con-
certs before I had left. I'd say about seventy-five percent
of our subscriptions were in before I left in June. The
first program was one I turned over to André Previn, to

do the Romeo and Juliet musilic of Boris Blacher. All that

could have been, you see, prepared before I came back.
TUSLER: Of course, while you were there you traveled
most of the time, didn't you, with the Stravinskys?

MORTON: Yes. I was with them practically all of the time.
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We went first to Greece, and then we went to Istanbul; then
we came back to Athens and took the boat up to Venice. I
left them for some of the time. I had a chance to go to
Vienna for a week with some other friends whom I bumped
into in Venice, and then when I came back I found that Mr.
Stravinsky did not feel very much like traveling, so some
of the plans that we had for going down to Florence and
other places didn't come through. I decided that I would
leave them because I wanted to see more of Italy--not that
I had exhausted Venice, by any means; but I felt as long
as I was there I wanted to see more than just one neigh-
borhood. I flew down to Rome and then took a bus going

in very easy stages from Rome back to Venice. I visited
perhaps a dozen places, Bologna, Florence, Orvieto, Fer-
rara (which was the place where Gesualdo had settled down
after his second marriage), Ravenna, all the way up to
Milano, and then back to Venice in time for the festival

concerts. That was the occasion when the Canticum Sacrum

had its first performance in San Marco, which was a great
event.

TUSLER: Is it an antiphonal work?

MORTON: No. You may remember that in the publicity about
that plece, Stravinsky 1s supposed to have gone around

visiting various churches in Venice in order to study their

246



acoustics and find out what could be done. I suppose
subconscilously this might have had some influence on him,

but actually in Canticum Sacrum I don't see anything that

responds directly to the architecture of any Italian ca-
thedral. He didn't make use of antiphonal effects. Ac-
tually, it would be hard to do 1t, because every time I've
been in San Marco there's been some reconstruction going
ony even on the night of this performance there was scaf-
folding up in the front of the church on the right-hand
side, and the balconies were not safe for putting a group
of musicians and choristers up there. The balconies were
closed except for occasional visitors and small groups.
They had simply built a stage up across the apse, and the
concert was gilven there. I have no way of knowing, but
I don't think that story is worth anything except publicity.
It was hard to set up an audience 1in the basilica because
the floor is like waves on the ocean, it's so curved.
Nevertheless, there was a very distinguished audience there
that night, but not a very attentive one, I thought.

Well, as I said, I had prepared most of the season
before I had left, and André Previn had prepared this per-

formance of Blacher's Romeo and Juliet, which is a scenic

oratorio after Shakespeare for tenor, soprano, small chorus

and chamber orchestra. Blacher had been visiting out here
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the previous year, and I had been introduced to him by
Franz Waxman. He was eager to have something performed
at our concerts; he was a composer who had not previously
been heard here and he was a man of some distinction in
Germany. Of course, the practical factor was that it was
easy to set this up way in advance and then turn the re-
sponsibility over to André Previn so that I had the least
possible work to do in preparation. Actually, the work
is not a great one by any means. I found myself really
disappointed in it as a piece of music but, nevertheless,
Blacher was a composer who deserved to be heard here,
partly because of the distinguished position that he holds

in German music as head of the Hochschule in Berlin.

TUSLER: How did you happen to do that piece? Did someone
bring it to your attention?

MORTON: He did it himself. He wanted very much to be
represented on our programs because, again, it was the

same o0ld thing of our having a very good reputation else-
Where--many of the composers whom vae met in Burope were
eager to have performances with us, and I felt that Blacher
was a composer that deserved to be represented on our pro-
grams. We have lots of second-rank music--you can't live
on double fugues alone, as the saylng goes--and this was

a plece that represented a certain cross section of European
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music, so it was worth doing.
On the next concert, we introduced here a then-new

work by Samuel Barber, Summer Music for wind quintet; it

was also a falrly disappointing work, but again one that
deserved to be presented. And we had our first opportun-
ity to do a piece by Jané%ek, a composer who has a rather
good reputation but whose music has never pleased me very
much. This was a sextet [for winds], one of his last
works, called Youth. We've subsequently done other Jané~
ek works. I daresay that his reputation must derive par-
ticularly from his operas, which we don't know in this
country at all. I believe one has been done at USC a few
years ago. Although he lived until 1928, he is really
a composer of the last century; I think that's perhaps
why he seems to be a decadent late romanticist, although
the Czechs, of course, regard him very highly--he's one
of their great figures.

For the second time we imported an artist, on the
concert of November 3. We brought in [Rey de] la Torre,
a classical guitarist. Our policy had been not to import
artists unless they were composer-performers, or unless
they performed on some instrument for which we had no
performers right here. Previously, Peter Yates had brought

Suzanne Bloch for two concerts because she played the lute
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and some of the old instruments, and she gave fairly in-
teresting programs. On these grounds, we brought Mr.

[Rey de] la Torre here, and we were able to afford him
because I also got him a second performance at the 0Ojai
Festivals, of which I was director--it's the o0ld business
of getting the on-tour rate. He gave a very interesting
program of music by Luis Milén, sixteenth century; Gaspar
Sanz, seventeenth century; Robert de Visée, Frenchman,
late seventeenth-early eighteenth century; and then Fer-
nando Sor and a few contemporary pieces by [Joaquin] Nin-
Culmell (then at San Francisco), Rodrigo, Falla, and Juliéh
Orbén, a contemporary Cuban composer. That was quite a
successful concert; he 1s a very good player. The Guitar
Society of Los Angeles was very interested and brought
lots of customers in.

TUSLER: Did bringing in an artist like this make any dif-
ference in the box office?

MORTON: It's not always so. I have tried in vain to ac-
cumulate figures over the years, to find out what brings
the audience in--I think I mentioned this before--and I've
not come to any conclusion whatsoever. Sometimes I think
it's the date that make a big difference. I think almost
without exception our first concert in January brings a

big crowd, and I think that's because people are now tired

250



of the holidays and they're ready for something. Also,
our first one, two, or three concerts have bilg crowds.
What happens thereafter I've never been able to figure
out.

On the next concert we brought in a group that I had
high hopes for as a permanently organized group, but which
actually didn't last more than a few seasons. It was
called the American Chamber Players, with Ingolf Dahl
at the piano, Dorothy Wade, violin, Milton Thomas, viola,
and William Van den Burg, cello. Theyhad played at Ojail,
had played a very distinguished repertoire and gave mar-
velous performances, but for various reasons they didn't
last for more than a few seasons. Varlous situations arose
with their commercial work--all of them were in commercial
work, with the exception of Ingolf Dahl, who is of course
at USC--and 1t was really a first-class group. At this
particular concert they played a Haydn trio, one of the
pleces I spoke of before that Ingolf Dahl had reconstructed;
they played the Aaron Copland Piano Quartet, and the Brahms
C Minor. This was a very, very elegant concert, elegant
in repertoire and in performance. It's a pity that that
group couldn't have kept going, but that's the history of
organized groups in this community.

TUSLER: Why do you think that 1s? Do we prefer to bring
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in things from the outside as beling more exclting?
MORTON: I don't know that I can give any single reason,
and I wouldn't know in this instance which was the rea-
son that actually caused them to break up. Some of these
things are personal relationships, and sometimes 1t's Just
the pressure of economic life. It's hard for them to get
together for a rehearsal--Dorothy Wade and Milton Thomas
and Bill Van den Burg might have agreed upon a rehearsal
time and then something comes along, a recording date or
a moving picture, and no one can afford to pass up those
engagements because that 1s how they make their living.

I would say it was that, and whatever personal relation-
ships were involved, and some disagreements, I suppose,
about how one does this or the other thing, which is per-
fectly normal in every group; and I suppose the pressure
of the commercial thing makes it quite impossible to get
along with these personal and musical disagreements.
TUSLER: This isn't anything necessarily peculilar to Los
Angeles.

MORTON: No. As a matter of fact, I know of groups that
have started up in various communities that face somewhat
the same situation. Unless a group becomes internationally
famous and has regular tours like the Juilliard Quartet

and the Budapest Quartet, there is not a chance. But our
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people couldn't afford to take time out to go on tour,
even if they could get the dates. They did some playing
of course in neighboring communities, but this 1s not
sufficient, 1t's not financially rewarding enough to keep
going on with the hard work of learning new repertoire
and getting really polished performances.

The next concert [December 3] had some rather dis-
tinguished music. Wolfgang Fraenkl,who'd been a student
of Schoenberg in Europe and was writing classical twelve-

tone music, had a rather large pilano solo, Variations and

Fantasies on a Schoenberg Theme, that Leonard Steln played.

Then we introduced a young English composer--I think he
was originally Australian and had been in Logs Angeles at
some time--Marc Wilkinson. He's one of the avant-garde
people in England right now and has a fewlpieces, especially

one on a text from Walting for Godot, entitled Voices.

That has had a number of performances and is rather inter-
esting.

Then we had [Pilerre] Boulez's Sonatina for Flute and
Piano, that Leonard Stein played with Arthur Hoberman.
Boulez had been represented on our programs once before;
this was during the Evenings on the Roof years, when a
work of his was played called Polyphony for, I think, eighteen

instruments., It's a work which Boulez has now withdrawn
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from his catalog, but he told me that he has some inten-
tion some day of revising it and bringing it back to life.
But on this occasion we had the Sonatina for Flute, and
1t's a work that is fairly important in Boulez's output.
This was really, I suppose, the beginning of the long-time
associlation with Boulez which is, I think, the closest
relationship that he has in the United States. We'll come
to it later. He has conducted for us several timés, even
before he had conducted anywhere else in the country. I
might as well jump the gun and say that at this point
I've just been re-engaged for the 0jal Festival next year,
and I've engaged Boulez as conductor. So our relationship
with him is of eleven or twelve years now. We've become
rather good friends and correspond fairly regularly, al-
though he's a slow letterwriter--it takes a long time to
get an answer from him.

Then we had Lukas Foss conducting his Concerto for
Oboe and Chamber Orchestra. It is an early piece of Foss's
in a rather neoclassical style, but it was charming and
1t was played by Bert Gassman who 1is a superb oboist.
Lukas was always very proud of the fact that in the reviews
of this concert his piece came off with more favorable
comment than Boulez's did. I remember he kept bringing

that up in conversation, which I think was not a very good
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idea, because I think there's no question right now that
Boulez is one of the major figures in international music;
of course, Lukas Foss is going right up there toward the
top, but neither as a conductor nor as a composer is he

on quite the level that Boulez has reached. We ended

that program with a favorite of mine, the Brahms F-minor
Piano Quintet in its other version for two pianos, played
by Daniel and Marilyn Eller, the young couple I mentioned
last time who were then at Pomona.

TUSLER: Is that the first time Lukas Foss's name has shown
up on the programs? Was he new out here then?

MORTON: It seems to me that this must have been his first
year, 1956. I remember that when it had been announced
that Lukas was going to come to UCLA (he was in Rome at
the time), I wrote to him immediately and told him we were
delighted that he was going to be in the community and we
hoped that he would participate in the concerts. I had
been after him, first of all, as a planist--I wanted to

have him play the Hammerklavier of Beethoven--I was after

him for years on that, and I had the support of his wife,
Cornelias; but Lukas never played it for us because he said
he never had enough time to practice.

However, we did have 1t played once on a program in

which he was participating, and he did not enJjoy the
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performance at all. It was by Lillian Steuber. She played
it very, very well, of course, but her interpretation of
it didn't match Lukas's. He was backstage and said, "Oh,

' and so on and

how terrible--she shouldn't do it this way,'
so on. We went to have coffee afterwards and he complained
that he would [have done] it so and so. Finally his wife

spoke up and said, "Well, Lukas, you have no right to talk

about it. You had your chance for five years to play the

Hammerklavier the way you'd like it, and you never would

take it on."

TUSLER: You knew him before he came out here to Los Angeles?
MORTON: No, I didn't know him; I just wrote to him. I knew
his name and I knew his earlier pieces, but I hadn't met

him until he came out here. We had many dealings on musi-
cal things after he came.

TUSLER: Obviously this 1s one of your Jjobs as executive
director, to know who's coming to the area and get them
involved in the programs.

MORTON: I try very hard to do that. Sometimes it's not
easy. With Iukas, of course, his first commitments were

to UCLA3; during the first years that he was here he had
conducting jobs at the university and his own works were
being produced in the opera department and the orchestra

department. However, much of his chamber music did come
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to performance at our concerts rather than at UCLA, be-
cause UCLA, as we've sald before, does not concentrate
so much on performance as on theoretical things. We did

his Time Cycle in the chamber version; we did the first

draft of Echol, and other chamber pieces of his.

TUSLER: I noticed in golng through the minutes of the
Southern California Chamber Music Society that he was:

on your board for some years.

MORTON: Yes. We invited him to be on the board, but he
was not a good board member because he's not interested
in the practical details of putting on the concerts. He
was interested only in the music. He was a good name for
us to have on the board, but he missed most of the meet-
ings. He was a busy man, and of course he was composing
and that was his main jobj; but as a board member he didn't
contribute very much.

Well, we come to other concerts now with Bachj; Pro-
kofiev; an early piece of Ellis Kohs, the Sonata for Clari-
net and Piano. One piece that came up that was very in-
teresting was Helnrich Biber, a serenade for a few instru-
ments--string quartet, cembalo, and voice. Thils was con-
ducted by Milton Thomas. It was a plece 1n six movements.
There's now very much of Biber that!s available in practi-

cal performing editions; we knew of him of course through
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Alice Fhlers and her performances with Adolph Koldofsky of

the scordatura sonatas. I've since looked at a few other

pieces of Biber and some of them are not practical for us
because they require too many instruments, but he is a
composer of very great interest and I hope that we will
be able to get more of him.

In January we had a very big event with Heinz Blan-
kenburg, who has since gone on to a very good career in
Germany at the Hamburg Opera. He sang the whole of the

Dichterliebe, with Gwendolyn Koldofsky at the piano. This

was really a superb performance. It's not often that we
can get complete cycles of that sort, and as you know we
don't like to present little groups of songs--we want to
do a whole big work--and it was very important for us to
get this. He was a very promising young artist at this
time, with a very, very beautiful voice and a very sincere
and somewhat romantic attitude toward music. He was ideal

in the Dichterliebe. He had coached it with Gwendolyn

Williams Koldofsky at USC. This was really a memorable
performance, one of the best things we've had at our con-
certs. I must say he had a sensational success as a young,
handsome, romantic-looking fellow who sang these very roman-
tic poems. I personally didn't know him very well; Leonard

Stein knew him better, and I had made the arrangements for

258



the whole thing really through Mrs. Koldofsky.

On the same program, we had Aaron Copland's Piano
Variations played by John Crown, and John, together with
Gabor Rejto, played a Beethoven sonata and a sonata for
violincello alone by Ernst’ Kanitz. Then we had [William
0.] Smith's String Quartet. Bill Smith at that time was
at USC, either on the faculty or still working for his
degree; since that time he's gone to Europe and has become
gquite distinguished as a Jjazz player and also as a compo-
ser of avant-garde music, some of it using jazz techniques.
The most recent pilece of his that we have had was the piece
for clarinet with tape which John Neufeld did for us, as
he did 1t at O0jail and at subsequent performances, maybe
half a dozen of them around town.

Then we came to another piece in February, a favorite.
Couperin had done three settings of the Tenebrae, one for
tenor solo, which we had done a few years previously in
connection with a Webern program; and on this occasion
we did the Third Lesson, which is for soprano solo, women's
voices, string quartet and, of course, continuo. Bob Craft
conducted it. Sometime I'd like to do all three of those
Tenebrae of Couperin, but this is rather lugubrious music
and one has to have a very patient audience to listen to

all three of them. But these are very important pieces.
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The first one that we did, the one for tenor solo, we
knew first of all from a recording by Hugo Cuénod. This
piece had some influence on Stravinsky in his composing
of the Cantata. It was Cuénod who came out to sing [the
Cantata] when it was first performed by the Los Angeles
Chamber Orchestra at UCLA., The vocal style impressed Stra-
vinsky very much, and of course the special quality of
voice that Cuénod has. We did it ourselves with Dick
Robinson, who at that time had a more beautiful voice, I
would say, than Cuénod had, although Cuénod is an absolute
master of style. We all learned a great deal from Cuénod's
performance.

We ended that program with one of our favorite cantatas
that I think we've had three times altogether, no. 152,

Tritt auf die Glaubensbahn, which I used to call "Down the

Glory Trail." [laughter] There we had the services of
Grace-Lynne Martin, soprano, and that wonderful bass, Robert
Oliver, who has since moved to New York. There was a mag-
nificent voice. He had a low C which we made use of in

Monteverdi's Ballo delle Ingrate when he sang the part of

Pluto. This Bach cantata is one of the smaller ones, 1t
needs only a few instruments, but its melodic quality is
gquite extraordinary--the last movement has a nonrepetitive

melody that goes on and on and onj; it's a piece that I've
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been particularly fond of, and Craft has been very fond
of 1%, Teo.

TUSLER: What happened to Grace-Lynne Martin? I haven't
heard her name around town recently.

MORTON: She's still in town; she lives in South Pasadena,
I believe. ©She continued to sing with us for some years
after this; but recently, the last time I asked her to
sing with us, she declined on the grounds that she was
interested in opera, and she has been doing things with
some of the local opera companies. Personally I don't
think that she has the kind of voice for opera at all,
although the first time I ever heard her she sang the
Queen of the Night, at City College. She doesn't have
that high a voice any more, but she's a beautiful singer
and she was the soprano in our Gesualdo group and in the
recordings.

One of the reasons that Grace-Lynne didn't enjoy
singing at Monday Evening Concerts wag the attitude of
the critics. She consistently got bad reviews where she
was dismissed as a very intellectual soprano, and she
didn't want to subject herself to that kind of criticism.
One time she sang she got a bad review, although she had
sung magnificently--she's not a bel canto singer, she's

another kind of soprano altogether--and then she refused
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to come on and sing another Bach cantata for us. (I'm
Jumping ahead a few seasons here.) I had to use all my
powers of persuasion to get her to come back and sing
again. After that, she said no.

In Feﬁruary We dild a special concert in cooperation
with the Friends of Music, at the University of Southern
California. Nell Tangeman, mezzo-soprano, was in town,
and we'd been put in touch with her by Peter Yates who
was eager to get another performance for her while she
was on the coast. She sang a rather interesting program
of Scarlatti, Purcell, Debussy, Milﬁaud, Strauss, Theodore
Chanler, Ned Rorem and then she sang Jocasta's aria from

Oedipus Rex. She had been in the New York production of

The Rake's Progress of Stravinsky; she had done the part

of Mother Goose. This was a rather nice concert; however,
a solo recital of this sort Was not much in our style.
This concert was given in Hancock Auditorium at USC.

In February we had a very important performance of
Schoenberg's Serenade opus 24--this must have been the
second or third performance; the problem there was always
to find the bass-baritone for the vocal movement. At that
time we had Sam Van Dusen, who with his wife has since gone
to Burope where both have had pretty good careers 1in opera

houses. Another case of where Los Angeles just simply
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cannot hang on to 1ts singers--we lose them all. On

this program we also had the Kreisleriana of Schumann

played by Xenia Chassman and ended the program with Ballo

delle Ingrate of Monteverdi, which I just mentioned. It

1s a most marvélous piece, beautifully sung by Bob Oliver
as Pluto; his performance of this was really very exciting.
The voice is a real bass and 1t has gravel in it; it's
not at all a voice for sentimental music, but for a very
virile, muscular sort of music, and he sang this really
magnificently. The Ungrateful Soul was sung by Catherine
Gayer, another one of our very good Los Angeles artists
who didn't stay here very long but went off to Europe;
she's been having a wonderful career over there singing
coloratura roles, singing a great deal of .contemporary
music. She got much of her musical training here, al=
though not in a formal sense, from her association with
Leonard Stein, and at other times she sang very difficult
works for us. We'll come to her again. But I mention
her because of the usual Los Angeles tragedy--we can't hang
on to our singers because there are no careers for them
here. Her voice was something like Marni Nixon'!s--very
high, and with absolute pitch.

This was one of the big events for us, although I

must say that outside of Bob Oliver and Catherine Gayer,

263



the vocal parts were not done with great distinction. We
had young artists who [have since] disappeared, I guess.
I won't even mention their names. They were adequate but
not more than that. A small chorus of women's voices,
the Ungrateful Souls, was prepared by Gregg Smith. That
is a work that I look forward to doing again, possibly
next season when we celebrate the four-hundredth anniver-
sary of Monteverdi, provided I can find the basso for the
part of Pluto.
TUSLER: It requires such a low voice?
MORTON: Yes, i1t requires a low C, although I know in the
recording the low C is not given; as I remember, they take
the upper C, but it's a low part as one would expect for
Pluto.

We did a concert in March in collaboration with
the American Scandinavian Foundation. We worked this pro-
gram out with the help of Mary Tinglof, who was head of
the foundation here before her political activifies, and
in connection with the main office of the American Scan-
dinavian Foundation in New York, which supplied us with
a great deal of music. It was a rather elaborate program,
mc = costly than we could afford to produce by ourselves,
but the foundation contributed some money to 1t. I'm

sorry to say that the Scandinavian population of this town,
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whatever its size, did not turn out in very great force
and we had a rather scant audience, although I must say
that Mrs. Tinglof was delighted with the whole thing be-
cause she still has strong ties with her Scandinavian
ancestry.

We were able to present a number of works by very
significant composers. We had a horn sonata by Niels
Viggo Bentzon, a Danlsh composer; we had the complete
songs, which consist of only seven, by Fartein Valen, a
Norwegian composer. He was, I think, the first of the
Scandinavians who went to study with Schoenberg and he
wrote in a twelve-tone style. His seven songs were included
under opus 6, opus 39 and opus 31, the last of which, the
opus 39, were composed as late as 1941. Some of these
songs were photographed manuscript copies that we got
through the American Scandinavian Foundation in New York.

And I come back to the same old story with Page Swift,
a soprano, wWho shortly thereafter left for Europe and got
an engagement at an opera house in Switzerland. I engaged
her shortly after this for an O0jai Festival. She had a
very sweet lyrical volce and she was a very pretty girl.
She was back in town for a visit I think two seasons ago
and I saw her, but she was not staying here--no career

possible.
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The big work on the program was a Chamber Concerto
for piano, winds and percussion by Karl-Birger Blomdahl,
a Swedish composer. I suppose he would be reckoned as
the most significant of the contemporary Swedes. This
work was brought to our attention by Ingolf Dahl, who
knows Blomdahl personally and who knows most of his music.
Pearl Kaufman played the plano part and gave a rather
brilliant performance. There were four percussion players
in this piece, plus the wind orchestra of three flutes,
two oboes, English horn, two clarinets, bass clarinet,
two bassoons and contrabassoon. That made a very good
sound.

TUSLER: You must have done some digging to find the
other music on the programn.

MORTON: No, it wasn't too hard; actually the Bentzon
Horn Sonata had already been played out at USC at a
student concert, and I presume it must have been Ingolf
Dahl who brought the music out there. I don't remember
how we came on to the Valen, but we probably had some ad-
vice from the American Scandinavian Foundation in New York.

After the intermission we had some vocal pleces by
Ingvar Lidholm, a Swedish composer born in 1921. These
were entitled Laudi. They were in Latin and they were

rather modern pieces. Lidholm is an important man in
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Swedish musical life, and I think he holds or did hold

a position of some importance with the Swedish radio;

but of course most of the composers work through the Swe-
dish radio. These were sung by the Gregg Smith Singers.
I suppose I should mention that we'd already been using
the Gregg Smith chorus for a couple of seasons. At that
time it was far from being the group that it is now. It
was at that time a semi-amateur group; now, of course,

it has become fairly professional and Gregg Smith is off
to Ithaca, New York, where he is doing choral work at
Cornell. He still comes back to Los Angeles and keeps

in touch with his group of singeré here so that, just as
this past spring, he did a tour, did some recording with
Stravinsky, and did a program of Ives for us. I'm glad
to say that we were encouraging Gregg in these years when
he was still struggling and still learning his trade, and
I would say that we helped him a great deal, as he helped
us.

TUSLER: I notice that Roger Wagner's group hasn't shown
up on your programs for quite a while. Was that for fi-
nancial reasons more than anything else?

MORTON: Mostly for financial reasons, because by this
time and for years his group had been thoroughly profes-

sional; every singer had to receive union scale, and this
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was Jjust way beyond us. He had appeared, you see, 1n

the earlier years of Monday Evening Concerts, when Roger
was still on the road up, and his choir also was only part-
ly professional.

We ended the program with Grieg, an unfinished string
quartet. We felt that we couldn't do a Scandinavian pro-
gram without Grieg, although he's hardly a composer who
ranks with the general run of composers whom we present.
But it seemed a reasonable thing to do on this occasion,
and we played an unfinished string quartet of which only
two movements had been written and published posthumously.
There was a young group of players in the string quartet,
all of whom have left the city and gone on to far better
Jjobs. Max Hobart, the violinist, was at USC at the time
and he went off to Jjoin one of the Eastern orchestras;
Fugene Wilson, the cellist, is now on the music faculty
at the University of Vancouver, and a very, very good
player; and [William Magers], the violist, left to go in-
to military service and when he finished his service he
stayed somewhere in the East.

The next concert [March 11] was something that turned
out to be a little bit different than we had planned.

This was a concert that was to present Stockhausen and

Boulez. We opened the program with the Lamentations of
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Tallls for small vocal group that Bob Craft was conduct-
ing, We did it with solo voices, partly for finanecial
reasons, but also [because of] the character of the music.
Absolutely great, wonderful pieces. Since a performing
edition was not available, we photographed the score from
the complete works at UCLA, and everybody had to sing
from 1little photographed copiles. I spent I-don't-know-
how-many hours pasting these photographed sheets together--
some of the hack work that I find myself involved in.

Then we were to have the first American performance

of the Pierre Boulez Marteau sans maﬁtre, and the Stock-

hausen electronic tape piece Gesang der Junglinge. It

Just happened at this time that Boulez was in the United
States; he had been in San Francisco and he came down

here partly to see Stravinsky. During the course of the
rehearsals, Craft asked Boulez 1f he wouldn't like to
conduct the piece himself. We had already done a great
deal of preparation, and Boulez did want to do it, of
course. So qulte without schedule~-and, I must say, with-
out fee--we had Boulez making his first conducting appear-
ance in the United States. (We had him for his second
concert appearance 1n the United States, too, and when

he came to us for the third time, Jjust a year ago, he had

then conducted elsewhere--the Cleveland Orchestra, the
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Pittsburgh Orchestra, and in Toronto.) This was our
first meeting with Boulez, although of course Craft and
Stravinsky had met him in Europe and had spent a great
deal of time with him.

We did the Marteau. Catherine Gayer sang it; she
is not the right voice for it--it should be an alto, and
Catherine's a soprano with a very wide range--but she
could manage the notes and that was most important. I
remember that Boulez and Catherine rehearsed at my house
morning after morning. I just locked myself in my bed-
room and did some work while they rehearsed.

I remember that after the performance I couldn't
judge the guality of 1t because I didn't know the score
that well--it's an extremely difficult score--and when they
came off stage I said to Boulez, "Well, how was it?" And
he said, "Pas mal." ("Not bad.") Which is pretty high
praise from him.

We had a good group of players there. Besldes Ca-
therine Gayer for the vocal part, we had Arthur Gleghorn
on alto flute; Milton Thomas, viola; Theodore Norman, gul-
tar; William Kraft, vibraphone; Dorothy Remsen--she's a
harpist, but on this occaslon she played xylophone, or
xylorimba, as 1t's called 1in the score; Lester Remsen

played percussion, and he's a trumpet player. But this
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is still in the early days of our dealings with avant-
garde music, and it was not easy to find performers for
it. The reason we asked the Remsens to play lnstruments
that were not their official instruments was that they
were willing and ready and eager to do the necessary work,
although I don't think that Dorothy Remsen wants to play
any more percussion instruments, nor does Lester, either.
Their son Eric has become a percussion player, and we've
used him many times. These were good musicians, first-
class musicians, and so we did come off with a performance
that was "pas mal."”

TUSLER: Did it require an enormous lot more rehearsal
than for pieces less avant-garde than that?

MORTON: Oh, yes. This program was planned, as you can
see, so that nobody appeared in more than one piece: the
Tallils was one groﬁp of performers, the Boulez was another
group of performers, and the Stockhausen was an electronic

piece. This was the American premiere of Le Marteau sans

mdgtre. The piece already had a reputation for difficul-
ty. When 1t was first scheduled for a German performance,
after something like fifty-seven rehearsals, the perfor-

mance was cancelled because 1t wasn't adequately prepared.
Well, Weldidn't have anything like that number of rehear-

sals, but both Craft and Boulez worked with the performers
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individually on their own parts, in addition to the en-
semble rehearsals. It was a difficult, a very difficult
piece.

As to be expected, we got very bad reviews from the
press, and Milton Thomas wrote a letter to the Times to
protest the review and to say that, regardless of what the
critic thought, the artists found 1t a very rewarding job
and that they were delighted to have made the acquailntance
of Boulez; they had learned a great deal about new music
from him, and it had been an experience of very great im-
portance to them. That letter, plus other letters written
in to the Times, led to a group of Sunday columns entitled
"The Battle of Boulez." There were letters both pro and
con. We did get an amount of publicity out of this, but
there was genuine dissensilon, let's say, over this kind
of music in the community.

The Stockhausen didn't come in for quite so much
comment because 1t was an electronic piece, and no one
expected it to sound anything like "normal” music, so to

speak. That piece, Gesang der Junglinge, I think still

remains the classical work of electronic music. Most of
the sounds that we have subsequently heard were already
Ithere on that tape. It was an imaginative and germilnal

work in the field of electronic music. It probably dates
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from the early 1950s, so with the exception of some studies
that he had done, I think maybe it is his first electronic
work.

TUSLER: Of course, a work like that 1s not performed at
the concert, is it?

MORTON: No, it's a pilece composed on tape.

TUSLER: So the audience listens to the tape--I mean,
there's no instrument that's added to 1t.

MORTON: ©No, no. Stockhausen used actual recordings of
boys' voices which he manipulated electronically, and com-
bined it with electronic sounds. All you can do 1s watch
the loudspeakers on stage. That's all there is to do.
That's one of the shortcomings of electronic music, that
there's nothing for you to attach your eyes to; but of
course thé men who are working in that field have i1deas
that this kind of music should not be played in an or-
dinary concert hall. It should be played under other
conditions, and Stockhausen had other ideas about thea-
ters in the round, suspended in space, and other ideas of
continuous music for people who would come in or go out

as they pleased, much in the style of a movie theater.
But‘this was a constructed piece that had a beginning, a
middle, and an end; and it had to be listened to 1n that

manner since there was a text, the text of the three young
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men in the Book of Daniel. It 1s a constructed plece so
it must be listened to as a concert pilece.

The Boulez 1s perhaps more controversial because we
had "normal" instruments and performers there, but the
music was "far out." But that piece is so difficult that
Boulez told me (the last time he was here) that for him,
there has only been one perfect performance, and that is
the one recorded in Rome close to two years ago. The re-
cord is not yet available in this country, and the copy
that he sent me was warped in transit, so I have not
heard that performance.

TUSLER: Would that piece of Boulez sound as avant-garde
today as 1t did in 1957, do you think?

MORTQN: I don't think so, no. It would not please what
you wWould call a normal audience, but 1f we were to per-
form 1t again at our concerts I think that it would be
regarded maybe as a masterplece. There are people who
say that this is the piece for our generation, as Sacre
du printemps was for the previous generation. I don't
know if this is so or not. It's a little bit early to
make definite judgments on these pileces, and I would say
there are other pieces, subsequent pleces of Boulez, that
I think are better pieces. This is still a very impor-

tant work and one that Boulez himself takes great pride in.
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TUSLER: I wonder if 1t would stir up as much controversy
in the press today as 1t did back in those years.

MORTON: No, I think it wouldn't. The concert that Bou-

lez did for us Jjust a year ago contained only two of his

own pieces, but they were not particularly controversial.

The Structures for two pianos, which Karl and Margaret

Kohn played, was what I would call a rather sensational
success. The new piece that he composed for us for that

. £ <
occasion, Eclatg,was a much shorter work than Marteau

sans maﬁpre. The circumstances of the concert last year
were such that it would not be regarded as controversial
but rather as a celebration, since 1t was the first con-
cert in the new museum.

For the end of this season we had planned to do Stra-

vinsky's Canticum Sacrum, although I wasn't quite sure

how it was to be financed because 1t required a very large
orchestra. Nevertheless, we had planned it. In the mean-
time, Stravinsky had been invited to give a concert for
the Los Angeles Music Festival under the direction of
Franz Waxman. We had a promise, so to speak, for Canticum
Sacrum, but Stravinsky wanted it for that particular con-
cert. So as it turned out, we made a deal with the Los
Angeles Music Festival, that we would give up the American

premiere of Canticum Sacrum to thelr concert, but that our
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subscribers would get that concert as part of their sub-
scription. I must in honesty say that 1t was theilr con-
cert since they footed all the bills; we simply brought
part of our audience in on the subscription tickets, and
paid into the festival a minimum amount for those tickets.
It was held at Royce Hall, and the program is listed as

a "Gala Concert in association with Monday Evening Con-
certs for the seventy-fifth birthday of Stravinsky."

That was qulte a marvelous program: we had the
Greeting Prelude that Stravinsky had done for Monteaux's
eightieth birthday; the Symphoniles for Wind Instruments
in the 1947 version; the American premiere of Canticum
Sacrum; and the world premiere of Agon. On this program,
Aldous Huxley made a short speech celebrating the occasion.

Then the program ended with the Vom Himmel hoch Variations,

which had already been premiered at the O0jal Festival,

and the Symphony of Psalms. Bob Craft conducted all the

new music--that is, the Prelude, the Symphonies for Wind

Instruments, the Canticum Sacrum and Agon, and Stravinsky

conducted the Bach and the Symphony of Psalms. Thils was

a magnificent concert, and out of it came a recording of

Agon and I believe also a recording of the Bach Vom Himmel

hoch.,

TUSLER: Agon is a ballet?
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MORTON: Yes. The ballet had been commissioned by Lin-
coln Kirstein for the New York Ballet Company, Balanchine's,
and it was by special permission that they allowed this
concert performance of 1t before the ballet had been per-
formed in New York. Balanchine was here at that time and
he was present at the recording of Agon, I remember very
well. He's such a wonderful musician. He listened to
the score (he reads scores very fluently), and he was
listening always in terms of what he would do with the
ballet. Of course, Agon turned out to be one of his most
striking and beautiful ballets. I didn't see it until
1959 when I was in New York, but it 1s really one of the
great moments in ballet theater, so far as I am concerned,
and 1t has turned out to be one of the most successful,
particularly the wonderful adagio dance, the pas de deux.
Agon is still in the repertoire, and I believe that they
performed it in Russia when the company went over there,
and that kind of ballet of course was quite a shock to
the Russians.

Well, that's the way we ended that season, in a
rather glorious concert that we sort of squeezed ouréelves
into simply because we had had the promise of having the

Canticum Sacrum, so we could only offer that as part of

the repertoire, and our audience.
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TUSLER: That was the same work that you'd heard the pre-
miere of in Venice the year before.

MORTON: Yes. I might say something about that premiere
in Venice. The setting of course was magnilficent. When
we'd been there for rehearsals, one of the things I no-
ticed was the preparations, which included the lowering
of the gresat chandeller, filllng the individusal little
cups with oil (or whatever it was that they burn), set-
ting up the chairs and the stage, all that preparatory
business.

There was a very distinguished company there. Nadia
Boulanger had come from Paris, and she sat during the
rehearsals with a score and made the most illuminating
comments. Stravinsky relied to a great extent on her
Jjudgment as to which part should be emphasized, which in-
ner voice should come out, anﬁ so on, although I think
that she must have been somewhat disturbed by Stravinsky's
venture into the world of twelve-tone music. This is
not strictly a twelve-tone piece--one would describe it
as serial music, but it is not consistently so. Certain
things made a great effect, such as the big tenor solo,
"Surge aguilo." Marilyn Horne was in that performance,
and 1n the church no one could have looked more beautiful

than she did with a white Spanish shawl to keep her head
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covered. Magda Laszlo was the soprano and she sang
gloriously.

This was the occasilon, by the way, when Stravinsky
had to call on the patriarch of the Venetian church, who
subsequently became Pope John, and he tells the story of
that visit in the books of conversations. Unfortunately,
his visit took place while I was not with them in Venice
that summer--I'd left and gone down to Rome--but I heard
all the details from the Stravinskys when I came back to
Venice. The patriarch made his appearance Just before
that performance. He came in and greeted the audilence,
but I think he listened to the performance in the back
part of the cathedral; he didn't sit with the audience.
I remember that Mme. Respighi, the widow of the composer,
was in the audience. Mrs. Stravinsky was sitting with
FEugene Berman; Nabokov was there; both of Stravinsky's
sons--Soulgima andhis wife, from the University of I1lli-
nois where he's been stationed for some years; and his
son Theodore from Geneva,

A few days after the performance some photographs
were circulating, and in one photograph taken from the
front of the cathedral I found myself at the edge of the
picture. That's one of the pictures that I treasure.

Mrs. Stravinsky is also visible. The wife of the president
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of Italy is sitting in the front row, and it was she whom
the patriarch came in to greet especially. There were
diplomats and government people sitting in the front,

and it was a very ausplclous occasilon.

But the work was not well received. The reviews were
generally not good, and I would say that it was not a very
distinguished performance. They couldn't use the organ
of the cathedral; they used an electronic organ which,
of course, made the wrong sounds completely. The chorus
was from La Fenice and did not know what to do with this
kind of music stylistically. They wanted to sing every-
thing in Italian bel canto, which was the wrong style
for this austere music. Stravinsky himself conducted.
This was the summer before he took sick, and he was still
doing full-time conducting chores. Bob Craft helped, of
course, at the rehearsals. The publicity in Venice at this
time was simply extraordinary. There was a great deal
of talk about the amount of money that the city of Venice
had paid to Stravinsky for this commission; I don't know
what the actual amount was, but I did hear talk about
twenty-five thousand dollars. That doesn't seem to me
to be an awful lot for a man:like Stravinsky.

TUSLER: Translated into Italian terms it must have seemed

more.
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MORTON: Yes. But this Jjust opened up that same old
canard about Stravinsky and money, which has been going
on for years and years and years; I don't know why he
shouldn't have the right to get as rich as people in
business. But he did present a very fine work.

Well, those are the highlights of that 1956-57
season, and I'll go on now into the '57-58 season. We
began that season with some music by Buxtehude, a set of
three cantatas for solo voices and fiddles and continuo.
They were sung by Grace-Lynne Martin, soprano, and Mar-
gery MacKay, mezzo-soprano, one of the cantatas being
for two sopranos with the instruments, and the others
being solo cantatas. This wags the first sizeable chunk
of Buxtehude that we had done. There are some more Bux~
tehude pieces on my list, things that I do want to do--
he's a neglected composer--but the opportunity has Jjust
not yet come up; that's on the books for the future. Owen
Brady, who is now the director of music at Beverly Hills
All-Saints Church, was in charge of these performances.
He conducted and prepared all of the material.

October 28 we continued, as we had for many years,
in trying to present something of Ernst Krenek every sea-
son, since he is one of our most distinguished resident

composers. (We can't call him resident any more because
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he's just recently moved to Palm Springs.) His activi-
ties nowadays are keeping him in Europe about half the
vear, and outside of performances at our concerts he is
not much played in the community. The Philharmonic did
present a cello concerto of his many years ago, but he
appears hardly at all in the local repertoire, although
some of his pleces are played from time to time on the
unilversity campuses where there are younger people in-
terested in newer things. On this occasion, we presented
his' Capriccio for Cello and Chamber Orchestra which was
then about a year and a half old. Krenek conducted, and
Fugene Wilson, whom I mentioned before in connection with
a quartet, was the soloist. This was a rather big produc-
tion for us, since 1t required sixteen players in the
chamber orchestra.

TUSLER: Is Krenek a good conductor?

MORTON: Confidentially, no, he's not a very able conduc-
tor. He has conducted at our concerts many times, but he
doesn't consider himself a conductor and he doesn't con-
duct anything except his own music. One of the things
that has always surprised me is that he doesn't require
the absolute finesse of performance that other conductors
do. He's happy to hear his music and happy to perform it,

but I daresay that the best performances of his music will
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always be the ones that some professional conductor is
conducting. He did a piece with us this past season, a
very interesting work, and the musicians had to pay very,
very close attention because he is erratic as a conduc-
tor.

Then we ended that program with something that I re-
gard as a kind of coup, namely, four sets of vocal quar-
tets by Brahms. It's a very neglected repertoire, the
kind of music that is not fashionable any more; I suppose
that this kind of music was really written for domestic
consumption in the nineteenth century. The quartets are
very beautiful, and they are mature works bearing the
opus numbers of 31, 64, 92, and 112. These are all of
the vocal quartets that Brahms composed, with the excep-
tion of a set of gypsy songs, which we did some time later.
Anita Priest was the pianist and the leader of the group,
and the singers were Marie Gibson, Kay Fessenden, Alex
Martin and Harry Reed., It was a very good quartet--not
a great vocal quartet, but that's a very hard combination
of voices to put together. I think a mixed quartet is one
of the most unmusical of all groups, and they always sound
better when the music is contrapuntal, so that one can
listen to the individual lines, than when it is harmoni-

cally constructed.
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TUSLER: Then you have to get a blend that isn't always
there.

MORTON: Yes. A blend, I think, 1s something that 1is

Just not at all possible as we know, say, from the Beetho-
ven Ninth Symphony--the solo quartet parts are always
hideous sounding, I think.

These were settings of very good poems by people
like Goethe, Schiller, Daumer, Hebel, Kugler, and so on.
That was one of the most enjoyable things that we presen-
ted that year.

The November 11 program had a number of interesting
pleces on 1t. We did another Buxtehude cantata, sung by
Barbara Hardy, who has also gone to Europe, by the way,
and is having a good career. She was back in this city
last season, too late for me to try to schedule her. She
and her husband have been in Europe maybe nine years by
now. We had a flute and piano sonata by a young Italian,
Camillo Togni, whom I had met in Venilee. We have done one
other work of his--a set of songs which has become rather
frequently performed over there, both in its piano version
and in its orchestral version. This sonata was a fairly
good piece, composed in 1953. We also had the two-piano
version of Schoenberg's Chamber Symphony No. 2, played

by Leonard Stein and Natalie Limonick.
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After intermission we did, I believe for the first
time, some music by Milton Babbltt, who is the leader
of the mathematical computer academic circle in this coun-
try. In 1957 (the time I'm talking about), he was not
guite as important a person as he has become, but this was
the first time we had had a work of his. We ended that
program with the Concerto for Piano and Winds by Walling-
ford Riegger.

This was the seventy-fifth year of Stravinsky, as
I've already mentioned, and out at USC, Ingolf Dahl, who
was then conductor of the orchestra, was contemplating

a big Stravinsky program with Perséphone, which had never

been performed on the West Coast. We also wanted to keep
on celebrating Stravinsky's birthday, so we shared this
program with them. We prepared with our people the Dum-

barton Oaks Concerto in E-flat, and of course Ingolf con-

ducted it since he belonged to us, I might say, almost

as much as he belonged to USC. This was our contribution
to the program, and the USC orchestra contributed Egzgé—
phone. This was really quite a wonderful concert, and
all of us were very excited to hear Perséphone since we'd
known it only from phonograph records. Richard Robinson
sang the part of Emolpus, and subsequently he did a re-

cordings; he sang it in Carnegie Hall with Stravinsky and
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made the recording with Stravinsky. Here we had Charlotte
Hyde (in spite of her name she is a French woman--I think
Hyde must be her married name), who spoke the part very
beautifully in impeccable French; I belileve the New York
performance had Vera Zorina.

I'1ll move on now to a program on December 9, when
we did for the first time some Gesualdo sacred music.
We'd been doing madrigals, but Bob Craft's investigations
of Gesualdo brought him to some of his sacred music and
we did three of his Responsoria for Holy Saturday. The
transcriptions were made by Ruth Adams. She'd been a
student at UCLA and was doing her thesis for her master's
on Gesualdo. Since we'd been performing the madrigals
she sought out Robert Craft, of course, and he encouraged
her to go to Italy, and she did go, on a Fulbright. Well,
she was stimulated largely by Robert Craft, and she did
do a great deal of work on Gesualdo there. The three
pileces that we did were in her transcriptions. I remem-
ber talking with her when she came back, and one of her
stories was that she was always cold in Rome; at one point
her husband came over to visit her and the big event for
them was to spend a weekend in the Hotel Hassler, which
is a very expensive hotel but one of the few places where

they could get warm. The rest of the time working in those
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unheated libraries, she had a pretty rough time. [laugh-
ter] Together with the Gesualdo-—-these are magnificent
pieces--we did some choral music by Orlando di Lasso and
Josquin des Prés.

The second part of the program was one of Bach's
great masterpieces, the Trauerode, which we could afford
to do simply because its instrumental requlrements are
very slight. Bob Craft had conducted this pilece already
at the 0jal Festival, and in both cases we used the ori-
ginal text in memory of the countess for [whose funeral]
it had been written. Subsequently Bach had made a sacred
piece out of this, using the same music with a different
text.,

January 13 was a big event for us because we had
the Los Angeles premiere of the new Piano Fantasy by
Aaron‘Coplanda There was at one point a possibility of
our having the world premiere of it, but I believe the
work had been commissioned by the Dumbarton Oaks Founda-
tion, and William Masselos did the world premiere there.
But we did get the second performance, a Los Angeles pre=-
miere, played by Leo Smit. That!s a colossal piece. It
runs around thirty or thirty-five minutes, piano solo.

I'd had a taste of 1t during the preceding summer.
Aaron Copland had been out here and he brought the music
with him, and we had a get-together [with Ingolf Dahl] one

night at about eleven o'clock at my house. Aaron sat down
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at the piano and played it--not only played but sang
the parts that he couldn't play. We were making a fear-
ful racket, and I think that's the only time that I have
received telephone calls from neighbors saying that it
was too much. Well, we closed all the windows and closed
the piano, but kept on going. This is quite an extra-
ordinary piece. It's almost due for a revival, too,.

Ingolf Dahl, like myself, but even more so than
myself, was always looking through the nineteenth-century
repertoire to see if there weren't some things we could
dig up to revive. This time he dug up a quintet for plano
and winds by Heinrich von Herzogenberg. We know his name
mostly because he and his wife were very close friends
of Brahms. Years ago when I was still an active‘musi-
cilan, I played some piano pieces of his that I was rather
attached to; they were very much in the Brahms style.
Well, we revived the quintet and I'm glad we did, but
we will not do it again. It's definitely a second-class
piece, but it was 1nteresting to have it.

I might mention now that just fairly recently Ingolf
Dahl had been reading in the German, which is the only
language in which they exist, the letters of von Biilow,
and he found out that von Bulow wag very fond of a piano
quintet by [Joseph] Joachim Raff, who was one of the

important conductors and not such an important composer
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of the time. It was hard to find, but Ingolf worked out
an interlibrary loan with the Library of Congress. He
came over here one evening, and we went through the
Raff--von Bulow's enthusiasm for 1t was much misplaced.
It was a piece that we could not perform. But we are
still looking through the nineteenth century to see if
we've missed anything.

On January 27, the big event was the Sonata for
flute, oboe, cello and harpsichord by Elliott Carter.
We had played other pieces of Carter's, of course, in
past seasons, but this was a new and a rather difficult
plece. Leonard Stein played the harpsichord; the flutist
was Arthur Hoberman; the oboist was Donald Muggeridge,
who is now at the Philharmonic; and Marie Manahan was
the cellist. We also had the Gregg Smith Singers on
this program, and they did three choruses by Schoenberg,
opus 50a, opus 27 nos. 1 and 2. Gregg Smith, as you see,
was plunging into the new repertolre for which he has
become rather well known, but they also sang the Motet

no. 6 of Bach, Lobet den Herrn.

On February 10, an interesting item was Grieg. We
did his song cycle Haugtusse, opus 67. We did that be-
cause an addition to the musical community here was Eva
Gustavson, who is now on the vocal faculty at USC. We
thought it would be nice to have her do a major piece

and these songs are, I think, first class, very much in
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the German romantic tradition. She sang them in the ori-
ginal Norwegian and they have a very different quality
that way. She gave a very, very good performance of it.
So that's twice 1in two seasons that we had Grieg. I
think the only other Grieg we've had--and I think it's
something I've mentioned before--was a group of piano
dances that Ingolf Dahl had played, and they were really
quite forward-looking, almost in the style of Bartdk.

On February 24, a magnificent program of classical
music, old music-~Purcell, Tallis, Vivaldi and Bach. I
want to emphasize that, because so many people think of
us only in terms of modern music. We repeated the Lamen-
tations of Tallis that I mentioned from the year before,
such beautiful music that we felt, "Let's do it again."
Then we did a harpsichord suite by Purcell. The Vivaldi
was an extraordinary pilece--a delightful piece, I should
say~-for two mandolins, string quartet and continuo, one
of his I-don't-know-how-many concerti. We did have two
mandolin players available, one of them being Max Gralnick,
who has consistently done our mandolin playing in recent
years, and the other a man that Mr. Gralnick had known,
Jack Rose. He has since passed away. If we ever had
another opportunity of repeating that piece, I don't
know where we'd find another mandolin.

We concluded that program with the Bach Cantata

no. 60, O Ewigkeit, du Donnerwort. This was our second
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performance of that cantata, and one reason that we wanted
to repeat it was that the first performance in the Even-
ings on the Roof days had been something of a disaster in
which I personally was involved. This 1s sort of a dra-
matic dialog between Hope and Destiny, and at one point
a baritone voice, ["A Voice from Heaven"], is supposed to
come from backstage with continuo accompaniment. Well,
we used a little harmonium from backstage, and I was play-
ing 1t. The baritone made a mistake in counting the rests,
and I remember my scrambling around for a few seconds in
order to find the place. Under these conditions, a few
seconds seems like an eternity. We wanted to remedy
that error, so we gave another performance. This time
we had a real bass, Bob Oliver again, who didn't make. any
mistakes, so we redeemed ourselves with Bach on Cantata
How 60,

Notable repertoire on March 10 was Schutz. For may-
be the third or fourth time we did the Fili mi, Absalon,
a marvelous pilece for bass and four trombones, and we
added this time--again because we had Bob Oliver avail-

able--the Attendite Populum Meus, which uses the trombones

also. Both of those pieces were about this time recorded
by Bob Craft in a Schutz album that never did very well.
One of the horrors of that program was that I was playing
continuo harpsichord and I left out a note. So in that

recording there's one empty spot where I should have
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played but missed. It was exposed, and so people who
know the [score] conclude that the microphone didn't
pick 1t up, but actually I missed it and we didn't have
enough time to do another take.

On this program we had the Los Angeles Percussion
Ensemble, Which was a group of percussion players got
together by Bill Kraft. We had used them previously,
but here they had a real chance to show off with a Theme
and Variations for Percusslon Quartet composed by Kraft.

Then we had Doppelspiel by Bo Nilsson, one of the younger

group of Scandinavian composers. He came from somewhere
way up in Lapland and is supposed to have learned about
music from radio. He became for a while a very impor-
tant and very advanced young composer. I haven't heard
much about him in recent years, the last three or four

years. This piece was called Doppelspiel, which is not

a baseball term meaning double play. It required nine
percussion players and it made quite a good racket. Then
we ended that program with what I still regard as the

classical masterpiece of percussion music--the Tonization

of Varese. Bob Craft conducted that and subsequently
he did make a recording of it, plus a lot of other Varése
music, a whole volume of Varése. Our performance of

Tonization was marvelous. I remember it in comparison

with a subsequent performance that I heard in Paris where

they didn't have the right siren. This is a fairly
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important instrument in Varése's orchestra for this piece,
and in Paris, I don't know What they had, but they didn't

have the hand siren that you can turn by yourself and con-
sequently change the pitch of the instrument, make it wail
more. In Paris, they don't know about American sirens.

March 24, again a kind of program that I particular-
ly like--the first half, Stravinsky, Schoenberg, Stock-
hausen, Dallapiccola; and the second half, Bach. The
Stravinsky was the Concertino for Twelve Instruments,
which was originally a string quartet piece; in 1952 he
had made an instrumental version of it. The first per-
formance of that had been done by the Los Angeles Cham-
ber Orchestra Society at UCLA, and I believe the occasion
was the first performance of his Cantata on 0ld English
poems. We'd wanted to do it, but we let some years pass
and now the time was ripe. So we performed that, and
it's a very, very beautiful piece.

The Schoenberg was the opus 11 Piano Pieces which
Leonard Stein played. I remember that performance very
clearly because I don't think that at any time before or
after have I heard Leonard play as well as he did opus 11;
whatever it was--a pill or the state of his digestion or
whatnot--he really gave an incandescent performance of
opus 11, and I think it's the best performance I ever
heard. He also played some of the piano pieces of Stock-

hausen; that's a set, I believe, altogether of eleven,
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but they were not composed in order and all of them
were not even available at this time. Leonard played
here nos. 2, 5, 3 and 1, in that order. The composer
specifies that they can be played in any combination

and in any order that the performer chooses. At another
time, Leonard played the no. 11, which is the huge one,
the one that is printed on a sheet of paper about the
size of a pillowslip, and it came carefully rolled up

in a carton with a wooden frame to hold it.

TUSLER: What is the purpose of that?

MORTON: Well, it's a chance piece and there are various
little sections printed in various positions on the page,
and you go from one to another as you choose. So you
have to see the whole thing at one time. However, that
technique was not used in any of these pieces, nos. 2,

5, 3 and 1. Then we did the five songs of Dallapiccola
which were brand-new--~they'd been composed just the year
before. We have done an amount of Dallapiccola in our

time.
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TAPE NUMBER: VI, SIDE ONE

JUNE 2, 1966

TUSLER: I believe our starting point today is the
1958-1959 series.

MORTON: That's right. We begin in October as usual,
with a very good program. We presented complete the

Musical Offering of Bach, with Milton Thomas as the

director and viola player, and he had a number of very
good people playing with him. Haakon Berg, who had been
one of our best flutists over a period of many years,
has since passed away, and I think this is the last sea-
son that he played with us. He was also a composer and
an arranger, and all-around a very good musician. Bert
Gassman of the Philharmonic was the oboe and English
horn, and the violinists were Dorothy Wade (who had
been doing a lot of work with us for a long time) and
Ralph Schaeffer. The violas were Milton Thomas and Jo-
seph Rellich; Eugene Wilson, whom I mentioned last time,
was the cellist, and Peter Mercurio the bass.

This was really a very interesting performance.
Milton Thomas is a great Bach fan, and although he and
I don't agree at all on the manner of playing Bach, the
style in which Bach should be played, he does it expert-
ly in his particular way, with great polish, great inten-

sity, and great expressiveness. He has, as you probably
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know, been working in the annual Casals Festivals for
many years, and that is the spirit in which he likes
Bach. To me, it's rather romantic and too expressive,
but he does it expertly.

On that same program, William Kraft from the Phil-
harmonic conducted his own piece, a Nonet for Brass and
Percussion. If I'm not mistaken, this is the piece that
he dedilcated to Monday Evening Concerts. We have done
premieres of maybe half a dozen of hils pieces through
the years.

The second concert was most important for us because
of the uncovering of some vocal quartets of Schumann.

I think T mentioned last time the Brahms vocal quartets
that we had done, and thils time we had the Schumann quar-

tets called the Spanisches Liederspiel, opus T4. Natalie

Limonick was in charge of this performance and she had

as singers: Nancy Foster, sopranoj; Patty Winston, as alto;
Alfred Jensen, tenor; and Allen Gildersleeve, baritone.

I haven't heard anything of any of those singers in the
past couple of years. There are ten songs in that set,
and they're in Schumann's very best style. It was a
stunning performance and really a first-class piece of
repertoire for us to uncover. Natalle coached them and
got the whole thing ready.

Just the day after that concert, which would have
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been October 28, we succeeded in placing one of our con-
certs elsewhere, a thing that we had been tryilng to do,
and continue to try to do, to get second performances of
some of the repertoire that we have done. On October 28,
we gave a concert at the Pasadena Art Museum sponsored
Jointly by Monday Evening Concerts, the Pasadena Music
Teachers' Associlation, and the Pasadena Art Museum, with
some financial help from the music performance fund of
the unlon and the recording industry. Of course, with
that help, it had to be a free concert. We did some of
the material that we had previously performed, together
with some pieces that were still to be performed. Grace-
Lynne Martin was the soprano and she did some solo madri-
gals by Caccini and Luzzaschi, sixteenth-century music,
and very well suited to her style of singing. Then we

had the Sonata a Cuatro of Gian-Francesco Malipiero,

which we had had just a few weeks previously on the pro-
gram, which Haakon Berg had played; that's a sonata for
four wind instruments. Then we had Mr. Tedesco with us
to play the accompaniment for some songs, eight of his
Shakespeare settings, with Grace-Lynne Martin. It's
always interesting to have the composer at the piano,
and I think that maybe some of these Shakespeare songs
are Tedesco's most attractive pieces. Then we had a

Sonata for Flute and Piano by Togni. I think this sonata,
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opus 35, is not quite as strong a pilece as the songs
that we had done previously, but it was still a fairly
impertant piece. We ended the program with some brass
music which had been appearing on our programs over a
period of several years, old Italian music for brass
instruments, and the composers were people like the two
Gabrielis and Banchieri, six of those pieces altogether.
We had done them not only at Monday Evening Concerts but
also I had programmed some of them at the 0jal Festivals.
S0 this was repertolre all of which had been prepared
for previous concerts or for some other purpose, and

we wWere able to get a paid performance for our players.
TUSLER: Was 1t successful, 1n that area?

MORTON: Yes, it had a good crowd. There was no music
on the program that was terribly difficult or abstruse;
1t was a rather easygoing program by our standards. But
in the circumstances, however, it was an appropriate pro-
gram.

TUSLER: What really is the purpose of the organization
in taking its programs to another area like that?
MORTON: Well, there are two main ideas. One is that

we do have fresh music, and we'd like to propagandize
for 1t a 1little bit. But the overriding purpose, so far
as we are concerned, is that when our musicians put in a

great deal of time, countless hours 1n preparing a piece,

298



1t's really too bad to let 1t go with one performance.
When you think that the great virtuoso artists around
the world--Rubinstein, Heifetz, and so on--will go through
a Whole season and maybe play two hundred, two hundred
and fifty concerts, and have only four programs, they're
getting a good run on every piece of music that they take
the time to learn. Theilr return on their investment is
very high in terms of study and practicing. With our
people, the returns are very low because they work for
many, many hours and then in ten or twenty minutes the
pliece is gone and that's the end of it. When a great
deal of work has gone into difficult music we want very
much to get second performances. The musicians feel
that, too; and they feel there's a little bit of finan-
clal recompense there because they don't have to prepare
then for the second performance, you see, [except for]

a run-through and brush-up.

TUSLER: What are the ethics of having a piece performed
a second time at the same performance, if it's repeated
right then and there?

MORTON: It's not a question of ethiecs at all, so far

as I'm concerned; it's Jjust a question of time. If you
have a very long plece, say, a twenty-minute pilece, you
may not be Justified in playing it a second time because

youlre depriving the audience of a chance to hear something
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else., But if it's a fairly short pilece, 1t can be played
twice and we've done this many times. I brought up the
story previously about Nono and the review in the Times,
which sald that half the audience didn't come back, and

I pointed out that half the audience did come back--it's
just a question of how you slant the remark. But I think
there are a great many pieces that should be heard twice,
and it may be true that we haven't done enough of that

in the past few seasons. Part of the reason is that

I'm so pressed to get all the pieces into the season's
repertoire that I have either promised [to have played]
or feel that we really ought to make a place for, that
it's hard to save enough time to do a second performance.

' T meant finan-

TUSLER: When I used the word "ethics,'
cially, as far as the union was concerned, if 1t were
required then that they receive double compensation.
MORTON: Oh, no. It's part of the same program. No,
it's not an economic problem at all.

The first of December was a program that caused us

much grief., Karlheinz Stockhausen was here, and we had

planned on three of his pieces: the Klavierstick XI,

that Leonard Stein was playing; the Zeitmasse, a piece
for five winds (here there was a second performance of

Klavierstuck XT because it could be played in a different

order--the fragments could be rearranged another way);
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and finally the Kontra-Punkte, which we had previously

done at the concerts under Bob Craft's direction and
which we were repeating here. The second half of the
program was given over to the Stravinsky Cantata.

This program had been arranged as a joint project
of the UCLA Music Department, under Lukas Foss's general
directorship, and Monday Evening Concerts. We were pre-
paring the Stockhausen part; UCLA was presenting Stock-
hausen in a couple of lectures, one public one and one
for the composition student<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>