
A TEI Project 

Interview of Ernest Fleischmann 

Contents 

1. Transcript 

1.1. TAPE NUMBER: I, Side One (February 25, 1999) 

1.2. TAPE NUMBER: I, Side Two (February 25, 1999) 

1.3. TAPE NUMBER: II, Side One (March 4, 1999) 

1.4. TAPE NUMBER: II, Side Two (March 4, 1999) 

1.5. TAPE NUMBER: III, Side One (March 4, 1999) 

1.6. TAPE NUMBER: IV, Side One (March 11, 1999) 

1.7. TAPE NUMBER: IV, Side Two (March 11, 1999) 

1.8. TAPE NUMBER: V, Side One (May 12, 1999) 

1.9. TAPE NUMBER: V, Side Two (May 12, 1999) 

1.10. TAPE NUMBER: VI, Side One (May 13, 1999) 

1.11. TAPE NUMBER: VI, Side Two (May 13, 1999) 

1.12. TAPE NUMBER: VII, Side One (August 26, 1999) 

1.13. TAPE NUMBER: VII, Side Two (August 26, 1999) 

1.14. TAPE NUMBER: VIII, Side One (September 3, 1999) 

1.15. TAPE NUMBER: VIII, Side Two (September 3, 1999) 

1.16. TAPE NUMBER: IX, Side One (September 9, 1999) 

1.17. TAPE NUMBER: IX, Side Two (September 9, 1999) 

1.18. TAPE NUMBER: X, Side One (September 17, 1999) 

1.19. TAPE NUMBER: X, Side Two (September 17, 1999) 

1.20. TAPE NUMBER: XI, Side One (October 7, 1999) 

1.21. TAPE NUMBER: XI, Side Two (October 7, 1999) 

1.22. TAPE NUMBER: XII, Side One (November 11, 1999) 

1.23. TAPE NUMBER: XII, Side Two (November 11, 1999) 

1.24. TAPE NUMBER: XIII, Side One (November 18, 1999) 

1.25. TAPE NUMBER: XIII, Side Two (November 18, 1999) 

1.26. TAPE NUMBER: XIV, Side One (December 2, 1999) 

1.27. TAPE NUMBER: XIV, Side Two (December 2, 1999) 

1.28. TAPE NUMBER: XV, Side One (January 14, 2000) 

1.29. TAPE NUMBER: XV, Side Two (January 14, 2000) 

1.30. TAPE NUMBER: XVI, Side One (January 27, 2000) 

1.31. TAPE NUMBER: XVI, Side Two (January 27, 2000) 

1.32. TAPE NUMBER: XVII, Side One (February 25, 2000) 

1.33. TAPE NUMBER: XVII, Side Two (February 25, 2000) 

http://digilib.library.ucla.edu/oralhistory/text/masters/21198-zz00097xwp-4-master.html#body.1_div.1
http://digilib.library.ucla.edu/oralhistory/text/masters/21198-zz00097xwp-4-master.html#session1a
http://digilib.library.ucla.edu/oralhistory/text/masters/21198-zz00097xwp-4-master.html#session1b
http://digilib.library.ucla.edu/oralhistory/text/masters/21198-zz00097xwp-4-master.html#session2a
http://digilib.library.ucla.edu/oralhistory/text/masters/21198-zz00097xwp-4-master.html#session2b
http://digilib.library.ucla.edu/oralhistory/text/masters/21198-zz00097xwp-4-master.html#session3a
http://digilib.library.ucla.edu/oralhistory/text/masters/21198-zz00097xwp-4-master.html#session4a
http://digilib.library.ucla.edu/oralhistory/text/masters/21198-zz00097xwp-4-master.html#session4b
http://digilib.library.ucla.edu/oralhistory/text/masters/21198-zz00097xwp-4-master.html#session5a
http://digilib.library.ucla.edu/oralhistory/text/masters/21198-zz00097xwp-4-master.html#session5b
http://digilib.library.ucla.edu/oralhistory/text/masters/21198-zz00097xwp-4-master.html#session6a
http://digilib.library.ucla.edu/oralhistory/text/masters/21198-zz00097xwp-4-master.html#session6b
http://digilib.library.ucla.edu/oralhistory/text/masters/21198-zz00097xwp-4-master.html#session7a
http://digilib.library.ucla.edu/oralhistory/text/masters/21198-zz00097xwp-4-master.html#session7b
http://digilib.library.ucla.edu/oralhistory/text/masters/21198-zz00097xwp-4-master.html#session8a
http://digilib.library.ucla.edu/oralhistory/text/masters/21198-zz00097xwp-4-master.html#session8b
http://digilib.library.ucla.edu/oralhistory/text/masters/21198-zz00097xwp-4-master.html#session9a
http://digilib.library.ucla.edu/oralhistory/text/masters/21198-zz00097xwp-4-master.html#session9b
http://digilib.library.ucla.edu/oralhistory/text/masters/21198-zz00097xwp-4-master.html#session10a
http://digilib.library.ucla.edu/oralhistory/text/masters/21198-zz00097xwp-4-master.html#session10b
http://digilib.library.ucla.edu/oralhistory/text/masters/21198-zz00097xwp-4-master.html#session11a
http://digilib.library.ucla.edu/oralhistory/text/masters/21198-zz00097xwp-4-master.html#session11b
http://digilib.library.ucla.edu/oralhistory/text/masters/21198-zz00097xwp-4-master.html#session12a
http://digilib.library.ucla.edu/oralhistory/text/masters/21198-zz00097xwp-4-master.html#session12b
http://digilib.library.ucla.edu/oralhistory/text/masters/21198-zz00097xwp-4-master.html#session13a
http://digilib.library.ucla.edu/oralhistory/text/masters/21198-zz00097xwp-4-master.html#session13b
http://digilib.library.ucla.edu/oralhistory/text/masters/21198-zz00097xwp-4-master.html#session14a
http://digilib.library.ucla.edu/oralhistory/text/masters/21198-zz00097xwp-4-master.html#session14b
http://digilib.library.ucla.edu/oralhistory/text/masters/21198-zz00097xwp-4-master.html#session15a
http://digilib.library.ucla.edu/oralhistory/text/masters/21198-zz00097xwp-4-master.html#session15b
http://digilib.library.ucla.edu/oralhistory/text/masters/21198-zz00097xwp-4-master.html#session16a
http://digilib.library.ucla.edu/oralhistory/text/masters/21198-zz00097xwp-4-master.html#session16b
http://digilib.library.ucla.edu/oralhistory/text/masters/21198-zz00097xwp-4-master.html#session17a
http://digilib.library.ucla.edu/oralhistory/text/masters/21198-zz00097xwp-4-master.html#session17b


1.34. TAPE NUMBER: XVIII, Side One (March 3, 2000) 

1.35. TAPE NUMBER: XVIII, Side Two (March 3, 2000) 

1.36. TAPE NUMBER: XIX, Side One (March 20, 2000) 

1.37. TAPE NUMBER: XIX, Side Two (March 20, 2000) 

1.38. TAPE NUMBER: XX, Side One (APRIL 5, 2000) 

1.39. TAPE NUMBER: XX, Side Two (APRIL 5, 2000) 

1.40. TAPE NUMBER: XXI, Side One (APRIL 20, 2000) 

1.41. TAPE NUMBER: XXI, Side Two (APRIL 20, 2000) 

1. Transcript 

1.1. TAPE NUMBER: I, Side One (February 25, 1999) 

CLINE 

I want to begin the interview with where we usually begin, which is, in fact, at 

the beginning. I want to ask you the usual questions of where you were born, 

when you were born, and who your parents were. 

FLEISCHMANN 

Right. I was born in Frankfurt-am-Main on the seventh of December, 1924. My 

mother's name was Antonia "Toni" Koch. My father's name was Gustav 

Fleischmann. And they were fairly simple people. By the time I was born he 

was the partner in a textile agency. They represented a number of 

manufacturers of textiles, and I think my mother worked for him before they 

got married. We lived in a sort of middle-class part of town. It was 

Hegelstrasse, number nine. I think it was on the second floor. It was one of 

those apartment-tenement buildings that had a courtyard at the back, and then 

behind the courtyard there were servants' quarters.One of the things I remember 

about the courtyard was how musicians—sort of buskers—used to come and 

play or even sing, and I used to throw money to them. And they were terrible. 

[mutual laughter] We used to throw money quickly so they would go quickly. I 

don't know what that said about either the standard of music education or 

employment for musicians in Frankfurt, Germany, at the time.Of course, 1924 

was the time of the gigantic inflation and big economic problems in Germany. I 

remember very little of the first few years of my life, except the first time that I 

was allowed to catch a tram on my own. My mother put me on the tram at one 

end, and a cousin, I think, picked me up at the other. That was a big 

adventure.But as far as music in the home is concerned, my mother was a sort 

of a pianist. It was her mother who was actually a bit of a concert pianist and 

alleged by my mother to have had a heart attack while she was practicing. She 

died before I was born that year, in 1924. Her name I think was Babette Koch. 

As far as I can recall, I didn't have any music lessons until I was about five or 
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six years old.We moved our home twice. The interesting thing is, on one of my 

trips to Frankfurt—and I've been back there quite a few times since 1950; I was 

back there for work purposes, of course—we went to look up the house I was 

born in, and it was absolutely intact. It looked just as I had remembered it, not 

destroyed in the [Second World] War, although Frankfurt had a pretty rough 

time. Much of it was just demolished. And even the house we had moved to—

the house I remember, where I had my first piano lessons, in the Marienstrasse 

number fifteen—also was intact, but it had become a training center, I think for 

the Deutsche Bank, or a place where the people in training—Anyway, to go 

back to the Hegelstrasse, we then moved to a slightly more suburban apartment 

in what was called the— Oh, never mind the name of the street; it's not 

important, is it? Eschersheimer Landstrasse. [mutual laughter] That's why I said 

"never mind." And then we moved to the Marienstrasse, which was in, I 

suppose, one of the most upscale areas of Frankfurt not far from the [Alte] 

Opera [building]. And it was there, I think, three things happened.I was taken 

to the opera. First time. Not by my parents. But I had a sort of nanny, and we 

went to [Der] Freischütz, by Weber. And I got so scared in the second act, in 

the scene of the wolf's glen where the magic bullets are being cast, that I asked 

my nanny to take me out, and we sat out that act on the stairs outside the 

auditorium.And one of our neighbors in a house directly opposite ours was a 

Frau Deutsch. She was a piano teacher, and her son became a friend of mine, 

and I had my first piano lessons from her. However, the Deutches moved away 

across the river, the river Main, and I remember trudging to my piano lessons 

across the river. And to make the walk less boring I pretended I was a railway 

engine, and I played trains.Anyway, when I was about, oh, I must have been 

seven or eight, I auditioned for the youth choir at a synagogue. It was called the 

West End Synagogue, and the choirmaster was a man called Frank Rothschild. 

And I got into the choir— [tape recorder off] 

CLINE 

Okay, we're back. 

FLEISCHMANN 

Frank Rothschild was the first real musical influence. He somehow took an 

interest in me. He allowed me to play the organ for youth services—we had 

separate youth services at this temple. He also happened to be the music master 

at the Philanthropin, which was a school for Jewish children that I went to. I 

had first been to general school, but with Hitler— I think I went to the 

Philanthropin when I was nine or ten. Jewish kids weren't allowed to go to 

ordinary schools; they had to go to Jewish schools. And Philanthropin was a 

sort of well-known school. It still apparently exists in Frankfurt.There was a bit 

of a school orchestra, and because of Frank Rothschild's interest, he sort of 

gave me some rudimentary conducting lessons. And he had the former 



conductor of the main symphony series in Frankfurt— They're called the 

Museum Concerts. They still go on today. They were performed by the 

orchestra of the opera [Frankfurter Oper], and the conductor was somebody 

called Hans Wilhelm Steinberg. He later came to the United States, where he 

changed his name to William Steinberg and became the music director first of 

the Pittsburgh Symphony and later of the Boston Symphony [Orchestra]. 

Anyway, Steinberg came to our class one day, and Frank Rothschild sort of 

encouraged him to give me a few tips. So I can say I had a couple of 

conducting lessons from William Steinberg [laughs].And it was Steinberg who 

conducted a performance of Fidelio [by Beethoven], which was performed not 

in the opera but in a sort of concert hall with very rudimentary sets, very 

simple. It was performed by an organization called the Jüdische Kulturbund 

[Jewish Cultural Association], which was an association of Jewish artists. 

Because of the Nazis, almost immediately after Hitler took over Jews weren't 

allowed to perform in state- or city-subsidized theaters. I don't know whether 

they were even allowed to perform in commercial theaters. Anyway, it meant 

opera houses and symphony orchestras were closed to Jewish artists. So they 

formed their own cultural association, and they put up this production 

of Fidelio, which must have been in 1934 or '35. I was probably ten years old. 

It made an incredible impact on me. I was incredibly moved. Even to this day I 

can see some of the sort of sackcloth scenery. I cried for days afterwards. I was 

really deeply affected. I don't know how much I was aware of the political 

situation and the parallel between Pizarro the tyrant and the political prisoner 

Florestan in the opera and what was going on outside in the real world, but it's 

amazing. I can't explain what—I can't really explain my reaction to music. My 

parents did not obviously perceive that I had any special talent. They weren't 

sophisticated musically or culturally. And of course, when we finally decided 

to leave Germany, things got pretty tough for them.It was very interesting. We 

left Germany in 1936. I think it was August or something like that, July or 

August. It may have been July. At the time most of our friends and certainly 

our relatives—uncles, aunts, cousins, and so on—all thought we were being 

silly, that all this will be over soon and life will become normal again. The 

result is that virtually all our relatives with very few exceptions remained in 

Germany and ended up in concentration camps and, you know, were killed in 

the Holocaust. So it was pretty— Thank God— I mean, in that environment it 

was pretty visionary of my parents to think about emigrating.They debated a 

lot, because we had no relations outside Germany, so that we couldn't— You 

know, you couldn't get into the United States unless you had relatives who 

would vouch for you and put up financial guarantees and things, nor England, 

or any of the other countries. We had no one to do that. There were only two 

countries, I understand, that would accept refugees without guarantees from 



third parties, and they were South Africa and Argentina. My parents debated, 

and what really swayed them to go to South Africa was that they thought it was 

easier to learn English than to learn Spanish. They spoke neither language. I 

had had French classes in school but certainly no English. English wasn't the 

obvious language being taught; French was the second language that was being 

taught then. The ease of language swayed them, and we left.The interesting 

thing was there were enormous restrictions on what you could take out with 

you. I think you were allowed to take either 500 or 5,000 marks—very, very 

little—and then a container of a certain dimension for your furniture and so on, 

but which could by no means cope with furniture for a family. By then— My 

brother [Kurt Fleischmann] was born when I was six years old. For a family of 

four the container was just far too small, and we had to leave a great deal 

behind. My father, through his agency, had clients in the Netherlands, in 

Amsterdam particularly, who became family friends, and he managed by 

selling them textiles for which he did not receive payment for about six months. 

So some money had accumulated that he was able to collect on our way to 

South Africa.So our route was from Frankfurt to Amsterdam, and we actually 

stayed with these people for a couple of weeks. I remember my brother and I 

used to spend days on the little ferry going just from one side of the river 

Amstel to the other. You paid a penny. Great fun on the ferry. We rather 

enjoyed Amsterdam, even in those days. I was eleven years old, and my brother 

was five, I think, or four. Four or five. We then moved to London, where we 

stayed in a boarding house for about a week or two until we sailed to South 

Africa.I thought London was very grim and dirty and gray. And the food was 

horrible. It's changed a great deal. But I have this vision of— In Amsterdam, 

the apartment buildings haven't changed; they're still the same. I remember 

them even from those days. Whereas London, all the grime is gone. It's quite, 

quite different now.Anyway, we left finally on a ship called the Athlone Castle. 

Every Friday at four [o’clock] P.M., the mail boat— The Union Castle Line 

was the sort of official mail line between England and South Africa. South 

Africa in those days was still part of the British Empire, what was called a 

dominion. So every Friday one of those ships left Southampton. They were sort 

of medium-sized ships. The Athlone Castle was one of the newest, I think 

twenty-five thousand tons. I remember the Union Castle ships were 

distinguished— The hull was painted in a lavender color, and the funnel— 

there was only one funnel; this was a streamlined ship for those days—was red 

with a thick black stripe at the top.I enjoyed being on the ship, but one day— 

There were two little incidents. One was there was a children's dining room, 

and my brother Kurt and I used to have our meals in the children's dining room 

and go back to the cabin, while our parents went and had dinner in the main 

dining room. One night I just went up to one of the lounges while my parents 



were having their dinner, and there I saw a silver platter piled high with what I 

thought were green plums: greengages, a fruit—you don't get it here—a 

particularly tasty, green plum type of fruit. I thought what I saw on those 

platters were greengages, and I just took one and put it in my mouth, and it was 

so horribly oily and salty that I was sick from it! It happened to be an olive. I 

had never eaten an olive before. But when you expect, as a kid, one thing and 

get another— I've never really liked olives since then. [mutual laughter]The 

other incident was not so funny. At eleven o'clock every morning they used to 

serve what was called beef tea—it's a particularly British custom—and a 

steward— I was chasing my brother around the deck, and he ran bang smack 

into the steward who was carrying one of these huge canisters of beef tea and 

spilled it over him and burnt him. I mean, it was boiling hot. My brother had, 

unfortunately, to spend the rest of the seventeen-day voyage in the infirmary on 

the ship while his wounds were being dressed and so on.I, of course, spoke no 

English. However, there was an elevator on the ship to take you from deck to 

deck, and the elevator attendant and I became good friends, and he started to 

teach me a few words of English like "up" and "down." But those were really 

the first words of English that I learned. He also allowed me to operate the 

elevator. And this was not in the days when you just pressed a button indicating 

your floor. It had one of those levers [with which] you could control the speed 

of the elevator, all that sort of stuff. 

CLINE 

Much more fun. 

FLEISCHMANN 

Yes. Oh, a lot more fun. I felt very important being the elevator operator.On the 

ship, also, my parents became friendly with an Australian family who were 

coming to live in South Africa. I don't know how that worked out via England. 

Anyway, friendly enough that when we got to Johannesburg— I'm jumping a 

bit, but I might as well say this now. When we got to Johannesburg we kept up 

the friendship with this family, and my father had agreed to go into business 

with this guy, my father providing most of the capital. And incidentally, they 

also had a very pretty daughter I was rather interested in. But anyway, it turned 

out that this guy was a bit of a crook, and my father lost a lot of money in a 

very short time to him.But to get back to getting to South Africa. Of course, the 

ship— It's a seventeen-day journey. There's only one stop, at Madeira; for the 

rest you're at sea, which I rather like. The ship then arrived at Cape Town, 

which seemed very beautiful, and we stayed in some kind of bed and breakfast 

place for a few days before we took the train to Johannesburg, which in those 

days took thirty-six hours.It was, of course, my first experience of a mixed-race 

situation, and it was strange. I had hardly ever seen an African before or anyone 

with black skin. When one saw somebody with black skin in Germany it was a 



very, very rare and almost special event. Maybe once a year? Anyway, I 

remember at a halt, when the train stopped at some remote place, there were 

these black kids singing and dancing and begging. They were waiting for the 

mail—we went from the mail boat, the Athlone Castle, to the mail train—and, 

of course, when the train passes one of these remote villages on the way from 

Cape Town to Johannesburg it's an occasion for these kids to earn a little bit of 

money. That's where I learned the terrible term "pickaninny." My mother had 

picked it up and— "Those are pickaninnies. Be careful," I remember her saying 

to me. Which was very silly, because at first I developed a kind of fear, if not 

antipathy, towards young black kids, which was highly unnecessary.Anyway, 

we arrived in Johannesburg and again stayed in a sort of bed and breakfast 

place while we were looking for a house, and it all seemed very barren and 

very, very, very different—the way people looked, the clothes they wore. For 

example, I'd always worn shorts. I had never worn long trousers before. And 

there all kids—at least white kids—wore long trousers from the age of six 

onwards, whereas I wore shorts and socks, you know. And also different shirts. 

I just felt very different.I was put into school—this was August, the end of 

August—and I felt very strange. I hardly spoke any English. I looked terribly 

different. Nonetheless, some of the teachers were quite helpful, and strangely 

enough, by the time the school year came to an end, which was in December—

the school year there is from January to December—I just managed to pass my 

exams. The thing is, I was put into first-year high school, although an eleven-

year-old should really be in the last or second to last year of prep school. The 

idea was that I should just pick up sufficient English and take the first year of 

high school over rather than go into the last year of prep school and then 

struggle with high school. But by some fluke I managed to pass the year-end 

exams. So I not only looked different, I was also the youngest in class. I was 

about a year and a half to two years younger than the average age. But okay, it 

actually turned out to be a blessing in the end that I managed to get through 

high school at an early age.It was a co-educational school I went to, and 

because of my different looks I wasn't easily accepted. I wasn't invited to lots of 

parties at first. I felt really isolated, I felt nobody liked me, etc. It was a slightly 

difficult time. Except there was one teacher, the Afrikaans teacher. Afrikaans is 

the second white language besides English. It is largely based on Dutch but 

with the odd bit of English and also some African languages impacting on it as 

well. But it's basically Dutch. Anyway, this teacher—and it's the second official 

language—this teacher was obviously a Nazi sympathizer, and he made no 

bones about it. Because I came from Germany— Never mind that I was Jewish. 

He took special interest in me because I was Germanic.Now, at that time, there 

was quite a bit of a fascist movement amongst the whites in South Africa. 

There were things like the Gray Shirts and the Broederbond, varying degrees of 



right-wing extremism. They were against the British. They'd never forgiven the 

British for winning the Boer War and making the country a dominion—

becoming, they thought, subservient to Britain. They never wanted English as 

an official language; they never wanted a governor-general, who's the queen's 

representative. They wanted a pure Afrikaans state, and during World War II 

there was a lot of sabotage and so on instigated by these right-wing Afrikaner 

groups. And, in fact—I'm jumping again—but I was in the University Training 

Corps while I was a student, and we had to help, as it were, defend the home 

front. We used to go to army camp, training camp, but we were trained to look 

out for and, if necessary, fight, to kill, saboteurs—right-wing, Afrikaner, anti-

British, pro-German. Anyway, we were just at the beginning of high school. 

CLINE 

Can we stop at this point and go back and ask some follow-up questions up 

until now? It probably also would be a good point to turn the tape over, so let 

me do that. 

FLEISCHMANN 

Good. 

1.2. TAPE NUMBER: I, Side Two (February 25, 1999) 

CLINE 

We stopped at your high school experience in Johannesburg, but before we go 

on from there, I wanted to ask some questions, first about your family. 

FLEISCHMANN 

Yes. 

CLINE 

You said a little bit about your parents, mostly about your father and his 

business. What do you remember about your parents, what they were like, what 

your relationship was like with them? 

FLEISCHMANN 

My mother was a fantastic cook and baker. To this day, I enjoy cakes and 

puddings and things. She gave me a taste for them that has never left me. She 

was overweight, considerably overweight. She had been incredibly beautiful 

when she was young. I've seen photographs—a very lovely-looking 

woman.She was rather insecure. She was always craving love. Obviously that 

was not a very loving relationship. They were companions, yes, my father and 

she, but except for when I was very young and discovered what I later found to 

have been some condoms, I don't think they had much of a sex life. Nor did 

they have much of an intellectual life; they were not intellectuals. Because of 

her need for affection she became a bit overbearing. She was highly critical of 

everyone, which made it not so easy for her friends, as she tended to tell 



them— She was fairly outspoken but overly critical. And it's a part of her 

insecurity.My father was very meek, very mild. He was not a strong man. My 

mother was the dominant force in the household.I didn't have much of a 

relationship with them. I remember more about my nanny than— For example, 

we went on a vacation in Italy, I think when I was four years old, and I shared a 

room with my nanny. And every morning I got into bed with her because I 

loved the feel of her body. I didn't feel that about my parents.It's interesting 

how you remember certain things. Food has played an important part in my 

life, I must say. And on that Italian holiday I remember being on one of those 

small passenger ships going from Trieste to Porto Rosa, which was our final 

destination. It was a sort of seaside resort. I don't know whether it is now 

Yugoslav or not. For a while it was called Porto Roz, but I think they threw it 

back to Italy. But on the boat going from Trieste to Porto Rosa, [I remember] 

having an ice cream sandwich of Neapolitan ice cream—you know, the 

pistachio, vanilla, and strawberry, green, white, and red, in the Italian national 

colors. I remember this to this day. It was the first time I had ever seen anything 

like that. I also remember every morning the cry of the fishermen outside our 

pension, "Sardelle fresche!" Fresh sardines. And I wanted to know what they 

were and had fresh-grilled sardines, which I adore to this day. It was also where 

I nearly drowned. My nanny rescued me. I remember swallowing an awful lot 

of salt water and being very sick on that vacation.Anyway, my parents were 

really hard-working. Not terribly smart business people—the fact that my 

father could allow himself to be tricked by this Australian into parting with a 

lot of money for a harebrained scheme. Generally, after we had emigrated he 

was not successful in business at all. He opened up a clothing store and 

eventually went bankrupt. And this was at a time of considerable economic 

prosperity in South Africa. Anyway, I used to help in the store weekends. It 

was aimed mainly at the African market, at the black African market, and I 

wondered why we weren't wealthier. But he was not an entrepreneur, my 

father. He was, I think, somewhat cowed by my mother. He spoke very little. 

She really ran the house. 

CLINE 

Was she involved in the business as well? You said— 

FLEISCHMANN 

Yes. They were both active in the business, doing everything. Then, let's see, 

when my father went bankrupt, things got pretty tight and tough, and we had to 

move out of our apartment into one room, the four of us. This was in my 

second to last year of high school, and it was touch and go whether I would be 

able to finish high school at all. Somehow or other I managed to do it.My father 

then opened a second-hand clothing store in an area that was near the main bus 

terminal for the Africans who worked in Johannesburg. You know, they were 



not allowed to live in the city, they had to live in townships about fifteen miles 

outside, fifteen, twenty miles outside. So there were thousands and thousands 

of Africans always at this bus terminal. After my father's bankruptcy he opened 

a second-hand clothing business where my mother— She repaired stuff that he 

had bought from private households, and he sold it. But it was at this bus 

terminal, and my brother and I used to help weekends, too, when we were out 

of school. It was not an easy time.In the meantime, I had hoped— Well, let's go 

back a little bit. I went to this high school, Athlone High School, same name as 

the ship that we had sailed from England on. There were no music classes but 

after-school music classes which were run by a history teacher, Mr. Williams. 

It was just a music appreciation class.I had piano lessons all the time, piano 

lessons from a man called Bruno Raikin—very good musician, good teacher. 

He was very active in the leftist movement in those days in South Africa, which 

was— There were not many whites in either the Communist Party or the 

Young Socialist League or whatever it is. It was the seeds of the African 

National Congress; it was mainly black.Anyway, at Athlone High School I 

tried really to fit in. By that time, I had learned to dress as South African kids 

did, and I did all the sports and everything. But there was this history teacher, 

Mr. Williams, who gave music appreciation classes after school, and there were 

only about four or five of us, or maybe six, who went to them, but he somehow 

imbued in us a love for music through his enthusiasms and so on. He used to 

bring records, and we used to listen to them, critically listen to recordings and 

discuss them. That, plus the piano lessons, plus Miss Cohen.Now, Miss Cohen 

was our English teacher. Her name was Rosemary Cohen, and she used to 

invite one or two of us to come and have tea with her and discuss books. And 

the two people who seemed to be her favorites were a young man by the name 

of Larry Skikne and myself.Larry was an extremely good-looking boy, and he 

later changed his name to Laurence Harvey and was a very well-known film 

actor—actor and film star, actually.I don't know whether you remember him. 

He died at a fairly early age. He was married at one stage to Margaret Leighton, 

wasn't he? He died in Santa Barbara, I think. I think he lived out here [in 

California]. He was in lots of particularly important British films of the fifties 

and sixties. He was a very big star.Anyway, Miss Cohen used to invite Larry 

and me to tea and cookies and to talk about books and to play records to us. I 

always thought she had other motives as well. It was a little embarrassing at 

times, but at least she played records for us. It was very difficult, incidentally, 

after a time— We arrived in South Africa in '36, and World War II started in 

'39. It was always difficult to get records in South Africa. Of course, they were 

all imports, obviously—classical records I'm talking about—but once the war 

started there were hardly any at all. And what there was I remember was of 

poor pressing quality. On the label they always had "pressed in Dum-Dum," in 



India. [mutual laughter] So I was hungry for Mr. Williams's after-school music 

appreciation classes and for tea with Miss Cohen.There was not a permanent 

symphony orchestra, except there was an orchestra at the local radio station of 

the South African Broadcasting Corporation. It was at Johannesburg Studios, 

but it was an orchestra of about fifty musicians, no more. The main regular 

public concerts were organ recitals given by the city organist [John Connell] on 

Sundays. And then there were some outdoor orchestral concerts with a pickup 

orchestra. And I'll come to the founding of the city orchestra. The 

Johannesburg City Orchestra later on has a certain connection.Anyway, I had 

wanted to study music full-time and take a music degree, but my parents didn't 

have money. I felt the nearest I could come to going to university would be to 

do something where you learn while you earn, i.e. a business degree with a 

diploma in accounting where you could work during the day. You interned. 

You became an articled clerk with a firm of chartered accountants. It's like 

certified public accountants; it's like CPAs here. You did a five-year sort of 

apprenticeship-internship.You were an articled clerk for five years while at 

night you went to university. You did night classes and got first your diploma 

and then your degree.It was pretty boring, but I kept on with my piano, and 

then the flute and double bass and percussion, and I had some private classes 

with a conductor of a big amateur orchestra in Johannesburg. This was a man 

by the name of Josef Trauneck. He taught me free of charge in exchange for my 

helping him mark parts and do some copying for his orchestra and do some 

clerical work for the orchestra. Josef Trauneck was a very interesting man. He 

was a disappointed, bitter man. He had been an [Arnold] Schoenberg student. 

He and Hanns Eisler—the name meaning anything? 

CLINE 

Yes. 

FLEISCHMANN 

—a composer who lived here for a while, and a man by the name of Karl 

Rankl. The three of them studied together—they were friends—with 

Schoenberg. Karl Rankl went on to become a conductor—and he became the 

first music director after the war—of the Royal Opera House, Covent Garden 

and then went on to become the music director of the Scottish National 

Orchestra. Hanns Eisler we know went to East Germany.Trauneck emigrated to 

South Africa and founded what was called grandiloquently the Johannesburg 

Symphony Orchestra. It was a full [orchestra], but it was an amateur orchestra. 

There were some professional ringers in it, but basically it was an amateur 

orchestra. He felt he was destined for bigger things, and indeed he was a 

marvelous teacher, marvelous musician. But not a very pleasant man. He 

treated the musicians in the orchestra like dirt. I understand that he left South 

Africa not too long after I did. He went back to East Germany and became 



conductor of two or three of the East German orchestras. I have a tape 

somewhere of an interview with him, in German, [done by] a German music 

critic who later came here and helped us with an exhibit, "Entartete Musik"—

"Degenerate Music"—based on an exhibit that the Nazis did in 1937, in 

Düsseldorf I believe it was.Interrupt me with questions if you— 

CLINE 

Before you get farther into Trauneck, I wanted to trace your obvious love of 

music up to this point. You mentioned this experience of going to the opera. 

Did you have your piano lessons after that experience? Or were you already 

studying? 

FLEISCHMANN 

I was already studying then, yes. I started piano lessons at six. 

CLINE 

And what instigated that? Do you remember at all? 

FLEISCHMANN 

It was that Frau Deutsch. She happened to be the mother of my friend and a 

neighbor, and she just said, well— 

CLINE 

"This is probably something you should do"? 

FLEISCHMANN 

Yeah. She talked to my parents. It was the done [thing]. You know, every well-

brought-up young boy or girl in those days had music lessons, some instrument 

or other. The bass, the flute, and percussion was much, much later when I 

already was interested in becoming a conductor. I wanted to at least get an idea 

of how those instruments worked. 

CLINE 

Did you like piano? Did you like the piano lessons? 

FLEISCHMANN 

Yeah. I hated practicing. [mutual laughter] I didn't have a particular flare for 

the piano. I would never have made a great pianist. Never, never, never. 

CLINE 

Why? 

FLEISCHMANN 

I don't know. I'm not athletic enough that way. But it was a gradual thing, I 

think. Frau Deutsch, Frank Rothschild, Mr. Williams, Miss Cohen, they were 

all very strong influences when I was a child, and— I'm jumping all over the 

place. 

CLINE 

It's okay. This experience where you went to the opera to see Der Freischütz, it 

was scary it seemed. But this didn't deter you? 

FLEISCHMANN 



Oh, no. 

CLINE 

Were you compelled by the sort of horror of it, the frightening qualities of it? 

FLEISCHMANN 

Yeah. I think much more important was the Fidelio in every possible way. That 

was a really tremendously powerful experience where I somehow, maybe, 

began to realize how music can express things that you can't express in words.It 

goes well beyond spoken language. And it obviously grabbed me in a big 

way.Another thing was my school friends— There were three or four in 

particular, three, certainly. One, a man called Sydney Abramowitch, who 

became one of South Africa's leading architects, and the other one is George 

Movshon, who became an actor and then became a radio broadcaster and 

finally ended up heading United Nations Radio in New York. The three of us 

listened to music together a great deal and read a lot about it right through the 

high school years. Whenever we managed to find some recordings, we sat 

down and listened, criticized, and then we started conducting to records. 

[laughs] But those were, you know, vinyl— 

CLINE 

Shellac? 

FLEISCHMANN 

Shellac. Four and a half minutes, 78 rpm. So we had to stop conducting every 

four and a half minutes. [laughs] But you had to seek it out. You know, there 

wasn't— Johannesburg in those days was not a musical city. All that happens 

later on. [refers to interview topic outline] You don't have anything about the 

festivals.Oh, yes, you do. 

CLINE 

We'll get to that. Let me ask this. You mentioned that you did some organ 

playing in the synagogue with Frank Rothschild. 

FLEISCHMANN 

Yes. 

CLINE 

Was your family religious? 

FLEISCHMANN 

No. My grandmother was. My paternal grandmother was. We used to go there 

Friday nights. But no. 

CLINE 

But you obviously— 

FLEISCHMANN 

I went through a religious phase in Germany before we emigrated.I became, in 

fact, kosher. I remember the year before we emigrated I went to a vacation 

home for kids, a sort of camp, but it was a kid's camp that was very Jewish 



oriented. I wanted that. But I got over it. It lasted maybe a year or a year and a 

half. 

CLINE 

How old were you then? 

FLEISCHMANN 

Must have been ten. 

CLINE 

Shortly before you left? 

FLEISCHMANN 

And we had this school orchestra at the Philanthropin, and I was finally 

allowed to conduct it after I had had some coaching from William Steinberg. It 

was the first movement of the Mozart A-major Piano Concerto, K488. The 

soloist was a little girl whom I rather fancied. I invited her to come and have 

coffee and cake at our house the next day—my mother baked lovely cakes—

and she didn't show. 

CLINE 

Hmmm. You were stood up. 

FLEISCHMANN 

Yeah. Very sad. I wish I could remember her name. She was obviously a good 

pianist. But it was wonderful that one was allowed to be let loose on both the 

organ and the orchestra, and I was lucky in the teachers I had. We'll come to 

the most important teachers probably next time. But the bass and the flute and 

percussion lessons came from members first of the Johannesburg Radio 

Orchestra and then the Cape Town Municipal Orchestra. 

CLINE 

So you had this sort of Jewish period that— You mentioned earlier that during 

and after the experience of Fidelio you weren't sure how aware you were of the 

significance of the political overtones of the experience. What was your 

experience like, that you remember, being Jewish and being in Germany at that 

point? And how aware were you of Hitler? 

FLEISCHMANN 

At first I wanted terribly badly to be assimilated. In fact, friends I played with 

were all non-Jewish, and most of them belonged to the Hitler Youth or the 

BDM, the Bund Deutscher Mädchen, the association of German girls, which 

was the female part of the Hitler Youth. And I so much wanted— I saw a 

film, Hitlerjunge Quex, Hitler Youth Quex, about a kid who was being teased 

because he believed in Hitler. It was a total propaganda film for Hitler Youth, 

and I wanted to join them so badly. I didn't want to be left out. This is terrible! I 

remember there was a girl I used to play with who was in the BDM who said, 

"Oh, it doesn't matter if you're Jewish. You're so nice, I'm sure you can be one 

of us." And I wanted that. I mean, I got over it, obviously, but—I also 



remember—I think it was the first of April or the first of May each year—there 

was a boycott of Jewish stores. Generally, certain stores had signs that said 

"Jews not desired in this store" or signs that said "Jewish store." But on that day 

I remember walking with my father and passing these shops with burly, Nazi-

uniformed guys outside them and asking, "Why do they want to stop everybody 

going into those shops?" My parents didn't really tell me enough about it, teach 

me enough about it. Of course, I was totally bewildered by it all, but I was not 

in any way politically aware, let alone involved. 

CLINE 

Did you experience any really obvious discrimination personally? 

FLEISCHMANN 

I remember before I went to the Philanthropin, I was in a school called Wöhler 

Real Gymnasium, where there was a kid who was a Hitler Youth who had been 

a friend and then behaved nastily to me. We had this big fight at school during 

a break on the blacktop, and a whole huge group of kids gathered around while 

we slugged each other. I like to think that I won the fight [laughs], because we 

were friendly afterwards again. But I think he didn't want to be with me 

because I was Jewish.But generally, except having to go to another school, not 

being able to go to the opera or symphony concerts except of the Jewish 

Cultural Association, I don't think I had any special feelings or problems about 

being Jewish. 

CLINE 

What about your brother Kurt? What was his story? How was your relationship 

with him? It sounded like you played together, though he was considerably 

younger. Did he have any interest in music? Or did he go a totally different 

direction? 

FLEISCHMANN 

No, not really. He somehow— I was my mother's favorite, although I had— 

[tape recorder off] 

CLINE 

So you were saying about Kurt, your brother— 

FLEISCHMANN 

He was the gentle one, the loving one, the kind one, but my mother loved me. 

[mutual laughter] I used to have fights with my mother, and he was the 

peacemaker. He was a very kind, considerate person. Unfortunately, he died at 

forty-seven of a heart attack. His widow has brought up his three kids 

extremely well. They live in London, in England. But we'll come to that. 

CLINE 

Okay. 

FLEISCHMANN 



You see, on the actual physical part of the emigration, because he got these 

injuries he was very quiet the first part of our stay in South Africa. I mean, he 

recovered totally, but he had burns all over. It was terrible. He was a hell of a 

nice guy, good person. 

1.3. TAPE NUMBER: II, Side One (March 4, 1999) 

CLINE 

We left off last time with your high school period in Johannesburg, South 

Africa. 

FLEISCHMANN 

Yes. 

CLINE 

And I wanted to ask a few follow-up questions about the material discussed last 

time. 

FLEISCHMANN 

Please do. 

CLINE 

For one thing, you mentioned that when you were a child in Frankfurt you 

moved to a more upscale neighborhood. Did this indicate an increase in income 

on your family's part or—? 

FLEISCHMANN 

Yeah. But that, of course, came to an end when we left Frankfurt. 

CLINE 

So things were kind of going pretty well, then, for a little while? 

FLEISCHMANN 

For a while, yeah. 

CLINE 

Obviously that changed very dramatically. 

FLEISCHMANN 

Yes. 

CLINE 

You also mentioned that right before you left you went through a brief period 

where you described your pursuits as, for example, being kosher. You went 

into a "Jewish phase." Do you remember what exactly inspired that particular 

phase? 

FLEISCHMANN 

I was wondering. I really can't quite recall. It may have been— I went to this 

holiday camp, this children's home, whatever it was, which was kosher. The 

point is, did I go because I wanted to? I can't quite recall. It may well have been 

that place, which I enjoyed very much and [where I] made friends, but I cannot 



pinpoint it.My paternal grandmother kept this very kosher home and was very 

religious. I don't know whether I mentioned, she wore a wig because Jewish 

women had to cover their heads before God at all times. That's the reason why 

many religious women wear wigs. We went there always for Friday night 

dinner with prayers and stuff. But I can't pinpoint what really made me become 

religious and kosher and all that sort of stuff. 

CLINE 

Do you remember her name, by the way? 

FLEISCHMANN 

I beg your pardon? 

CLINE 

Your paternal grandmother, do you remember her name? 

FLEISCHMANN 

Ah. Oh, God. I don't, I'm sorry. 

CLINE 

That's all right. Do you remember what kind of signaled the end of that interest 

for you? Or did it just kind of gradually—? 

FLEISCHMANN 

I think it just ended through emigration and circumstances. You know, when 

we stayed with these people in Amsterdam first and then in this boardinghouse 

type of place in London, they didn't have kosher food. And then on the ship and 

so on, going to South Africa— It just ended naturally. 

CLINE 

Did that brief phase increase your awareness of the discrimination that was 

going on in Germany before you left? 

FLEISCHMANN 

Yeah. Obviously the signs on stores, either "Jews not desired," which you saw 

all over the place— I mean, the very fact that my parents felt it necessary to 

leave the country caused me to ask questions why, and they explained. It was 

interesting how my father [Gustav Fleischmann]'s brothers and sisters all 

thought that the thing would be over soon—why should we go? But then, of 

course, I was disturbed that a lot of furniture and things that I'd become used to 

had to be left behind, because one was only allowed to take a container of 

limited dimensions out of the country. And the whole exercise, of course. The 

journey with a stay in the Netherlands and in London all caused me to ask 

questions why. But, as I think as I mentioned, I had Gentile friends who still 

did not mind associating with me. I played with them and so on, and I 

wondered why I couldn't become a Hitler Youth. I mean, it's ridiculous, 

thinking back on it. But that is how naïve I was and how naïvely I was brought 

up, not to be made more aware of what was going on. 

CLINE 



That's what made, to me, your religious path even more remarkable, because 

you went the direction that would be least desirable to everyone around you. 

FLEISCHMANN 

Right. I remember that vacation, a feeling of belonging. It's probably there that 

I became religious. That has always stayed with me, then. These days, of 

course, one is more aware of it again—people are becoming more and more 

alienated with changes in values—of the need to belong. But it's really difficult 

to belong because nothing seems to be ideal either in ethics or politically. 

Idealism seems to have gone out of public as well as much of private life. But 

that's another matter. 

CLINE 

You described your parents' decision to emigrate as being visionary. Do you 

have any idea what made them decide to actually leave when obviously so 

many other people, as you described, chose to stay, thinking things would 

improve? 

FLEISCHMANN 

I think my father began to lose some of his agencies. He had contacts with the 

heads of various corporations whom he represented, and I think he got the 

message through them that, as much as they would like to continue working 

with him, it wasn't feasible from a political point of view for them, if they 

wanted to continue to do business in general in Germany, to have a Jew 

representing them. 

CLINE 

Also relating to your early life in Frankfurt, you described your experiences 

hearing a couple of operas, the most memorable being the Fidelio [by 

Beethoven] performance. Were there any other concerts or performances that 

you remember seeing while you were a youth? 

FLEISCHMANN 

Nothing stands out in my mind as being that powerful. I went to quite a few 

concerts, was taken to things—not to children's concerts, the kind of things that 

you have in the United States and, I daresay, to some extent all over the world 

these days. I was always taken to adult concerts.There was a [place] called the 

Palmengarten. It was a sort of a park with exotic trees and flowers and so on 

and so forth, and there was a kind of a concert hall cum café where in the 

afternoons you went for coffee and cakes, and then there was an orchestra. Not 

just a small sort of trio/quartet kind of thing but an actual [orchestra]—it must 

have been forty to fifty musicians—that played the more popular kinds of 

classical music. It's funny that I should remember that rather than specific 

symphony concerts. I suppose it sticks in my mind because there's nothing like 

it I've ever encountered elsewhere. 

CLINE 



Both of these events that you described as being so memorable, particularly 

the Fidelio, were opera. Did this instill a lifelong love of opera, perhaps? 

FLEISCHMANN 

Yes, opera was something very rare and wonderful, something precious. It 

wasn't like it tends to be now, something that's available and you go to it. 

Because it wasn't available—to me, anyway—on a regular basis, it probably 

meant a bit more. But it didn't make me a passionate opera lover, and even to 

this day I have very specific tastes in opera. For example, I get bored by the 

nineteenth-century bel canto repertoire, a lot of Donizetti and Bellini and so on. 

I'm always ready to investigate it again, because I'm constantly told what a rich 

and expressive composer Bellini, particularly, was.But if I ever ran an opera, if 

I was an opera director, I think my strong predilections towards Mozart and 

Verdi and Wagner and Alban Berg and Ravel and Debussy and Mussorgsky—

and some Richard Strauss, yes—would certainly influence repertoire decisions. 

CLINE 

Also, you mentioned at one point in your childhood being on a trip to Italy, and 

you said you almost drowned and your nanny saved you. 

FLEISCHMANN 

Yeah. 

CLINE 

Do you remember anything else about that? Was that a really memorable event 

for you? Or was it just something that kind of happened? 

FLEISCHMANN 

Well, I think it was all part of my loving this nanny very much. I think I 

explained how I used to get into bed with her in the early mornings and things 

like that. It has stayed with me all this time.There was a family with whom we 

became friendly. I think they were Czech. And they had a daughter my age, and 

I was very fond of her. I don't know whether— I think the reason I nearly 

drowned was I was trying to show off in front of her. 

CLINE 

Do you remember the nanny's name, by any chance? 

FLEISCHMANN 

No. 

CLINE 

Related to this, though, because of your particularly detailed description of the 

vessel that you sailed to South Africa on, I also wanted to ask if you have sort 

of an interest in seagoing vessels. Do you still to this day? 

FLEISCHMANN 

I enjoy being on a ship. Now, of course, most ships— You go on a boat to 

cruise. Cruise passengers are rather different from the passengers who used to 

take a voyage on a ship who wanted to get from place A to place B. When we 



came to the United States from England we sailed on the QE2 [Queen Elizabeth 

2]. It was a way of travel, you know? 

CLINE 

Right, right. 

FLEISCHMANN 

I've only once lectured on one of these music cruises, which I rather enjoyed. 

Of course, you have to be prepared to be perhaps more sociable than is your 

natural bent on these things. And you also have to watch it, because it's so easy 

to overeat and all that sort of stuff. 

CLINE 

But almost drowning didn't—pardon the phrase—dampen your enthusiasm at 

all? 

FLEISCHMANN 

No. 

CLINE 

Okay. Also, since we're headed toward South Africa, I wondered if you knew 

anything about South Africa before you went there? 

FLEISCHMANN 

Very little. 

CLINE 

Do you know what you expected? 

FLEISCHMANN 

I expected something less civilized. I expected more primitive Africa. And 

although between Cape Town and Johannesburg there aren't many cities and 

there are huge, huge stretches of semi-desert and enormous farms and things 

like that, it was a shock to find buildings made out of— And skyscrapers and so 

on and so forth in Johannesburg, and a very bustling city.I obviously had to be 

very aware of the need to learn the language to help me understand what was 

going on. So the first few months it was much more strange than afterwards, 

once I began to speak some reasonable English. But no, it was all rather 

surprising. I had always heard that in Johannesburg the streets were paved with 

gold, and at first I began looking for the gold in the sidewalks, but I didn't find 

any, unfortunately. 

CLINE 

You said that you felt very different when you got there. You mentioned 

language just now, and you mentioned the trousers before. In what other ways 

did you feel particularly alienated once you got there? 

FLEISCHMANN 

Well, food. Strange fruits like passion fruit and papaya and mangoes and things 

like that were exotic. There's a huge difference between the German type of 

cooking that I grew up on and South African type of cooking, and what was 



available. There were other strange things like something called biltong, which 

is a dried, hard, cured meat—usually from springbok, I think even buffalo, but 

you get beef biltong, as well. It's a very acquired taste. Or boerewors, which is 

a very peculiar kind of sausage—spicy, but unlike any other that I've ever come 

across anywhere else. It was quite interesting to find not so long ago a store in 

Beverly Hills—I think it's called the Sausage Kitchen or something like that—

which imports South African canned and similar goods but also biltong, and 

they make their own boerewors. These are I think Germans who lived in South 

Africa for a long while. 

CLINE 

Well, it proves that we really do have everything here. [mutual laughter] 

FLEISCHMANN 

Right. I was really amazed. 

CLINE 

Anything else that you remember that made you feel really alien? 

FLEISCHMANN 

The double-decker busses and trams. They had all been single-deckers in 

Frankfurt, and public transport was important in both Frankfurt and 

Johannesburg. Driving on the left, which is also very strange.Then in school, 

the emphasis on sport. That was totally new. Well, it was not only school. 

South Africans on the whole, I think, are sports mad. I think they still are to a 

large extent. Rugby and cricket are very important to them. It's interesting that 

in rugby, particularly, some of the early breakdown of the apartheid system 

occurred on the rugby field. There were too many good black or mixed-blood 

athletes to be kept out, and mixed teams slowly began to be allowed or just 

countenanced or whatever it is. But in school sports played an enormous role, 

and also things like woodwork. In Germany it was all academic. In South 

Africa there were more practical subjects being taught.What else? Oh, yes, 

school prayer. School assembly every morning, that was something we never 

had in Germany. All the pupils had to gather in the school auditorium for any 

news and so on from the principal and then to recite the Lord's Prayer. I didn't 

quite understand what the words mean. It's very funny. A year ago, when I was 

going to have some surgery on my back, the neurosurgeon, Dr. [Ulrich] 

Batzdorf at UCLA, who also had left Germany when he was a child but 

emigrated to England and went to school there— They had the same thing; they 

had to recite the Lord's Prayer. He said, "There was something— I could never 

understand this— There was some sort of phrase, 'Forgive us—' What was it? 

'Will you forgive us our ushpashure?'" "Ushpashure." Only many years 

afterwards he realized that it meant "our trespasses." And I had a similar 

experience. [mutual laughter] I found the wording of the Lord's Prayer peculiar. 

CLINE 



Particularly, since you were Jewish, did this have any sort of—? 

FLEISCHMANN 

It's an interdenominational prayer, really. 

CLINE 

Okay.And obviously, as you mentioned before, seeing black-skinned people 

must have been pretty novel. 

FLEISCHMANN 

Yes. Oh, yes, obviously. I was surprised there were no blacks in my school. As 

we all know, apartheid schools were strictly segregated. And the school system 

was totally segregated in that the education available in South Africa to black 

Africans was far inferior and in a way designed to keep them inferior. Or as the 

favorite saying was, "to keep them in their place." It was pernicious. 

CLINE 

Do you have any idea why your parents chose Johannesburg? Was it just 

because it was the biggest city? Or was there any other reason? 

FLEISCHMANN 

I think because my father thought it was the business center, which it was at 

that time. 

CLINE 

I remember you mentioned the first impression of your going through Cape 

Town and then making this kind of barren trek until you got to Johannesburg. 

Did you have any longing for, say, Cape Town or for someplace that had sort 

of a different look? Or did it make any difference to you? 

FLEISCHMANN 

No, we were in Cape Town only two or three days, so I wasn't able to get more 

of a feel for it. Cape Town is, of course, a far more beautiful city. 

CLINE 

Right. That's what I was thinking— 

FLEISCHMANN 

It's one of the most beautiful cities in the world. I only got to know about that 

quite a lot later. 

CLINE 

So we got up to your extracurricular musical and literary pursuits with Mr. 

Williams and Miss [Rosemary] Cohen and your beginning interest in 

conducting. You conducted to records with some friends of yours and were 

listening to some of the very scarce recordings that were coming your way. At 

this point, were you absorbing everything? Were you developing some 

preferences or favorites in terms of what you were hearing musically? 

FLEISCHMANN 

I was absorbing a lot, and my tastes were very conservative and conventional: 

Beethoven, Tchaikovsky, Sibelius. I mean, this was when I was a schoolboy, 



and they were to a large extent limited to what I could play on the piano or 

what I could hear on records. And as records, as I mentioned, were scarce, one 

was just confined to anything from "The Prize Song" from Die 

Meistersinger [von Nürnberg] [by Wagner] to Sibelius's Romance in C for 

Strings. You know, or Capriccio Italien [by Tchaikovsky]. Whatever came in 

one bought.I remember getting the [Arturo] Toscanini recording of 

Beethoven's Eroïca [Symphony no. 3 in E-flat, op. 55], recorded— What was 

the studio, 8H? There were some notorious Toscanini NBC [National 

Broadcasting Company] recordings where the acoustic was very dry, which 

tended to emphasize Toscanini's propensity for very strong accents and fast 

tempi. If you get that in a dry acoustic it's incredibly clear and makes a very 

stark sort of impact. That, together with the poor quality of the pressings—

which I think I mentioned were pressed in Dum-Dum in India, you know—

made it very difficult for me to realize how a great orchestra could sound.The 

orchestra that gave public concerts in Johannesburg at that time was very poor 

and was very small. And the acoustic in the Johannesburg city hall where this 

orchestra performed, usually on Sunday afternoons, was an incredibly 

reverberant, swimmy kind of acoustic.Performances were awful. They were 

conducted by a man called John Connell, who was the city organist. He came 

sort of bustling onto the stage, schoolmasterish. He may have been a good 

organist, but he was a terrible conductor.So for a good many years in 

Johannesburg— Actually, from 1936 to 1950— Well, no, it's not quite right. 

When did Albert Coates come to Johannesburg? It must have been about '46, 

'47. And even when he came to be the first conductor of the so-called 

Johannesburg City Orchestra, the orchestra had hardly more than about sixty or 

seventy musicians.The first time I heard an orchestra of a hundred-plus 

musicians was— Oh, no. In 1950 I first went to London, that's true. But the 

standard— I was not really fortunate. First of all, the concerts were held in 

1950 in the Royal Albert Hall, which in those days had the most atrocious 

acoustics. Sir Thomas Beecham used to say, "When you go to the Albert Hall 

you get two concerts for the price of one." [mutual laughter] Such was the long 

delay in the echo. And then in 1950 the quality of orchestras playing in London 

was not terribly high either. They were woefully under-rehearsed. So I would 

say that the first time I heard a well-rehearsed performance by a full-size 

orchestra of more than a hundred musicians was really in 1952, when I was in 

charge of the music for the first major festival in South Africa, the Van 

Riebeeck Festival. I put two orchestras together, the Johannesburg City 

Orchestra and the Cape Town Municipal Orchestra, and we had an orchestra of 

about 130. In particular they gave some concerts under Hans Rosbaud, who 

was this great German conductor— Had I mentioned him to you? 

CLINE 



You haven't mentioned him yet. 

FLEISCHMANN 

I haven't? Interestingly enough, he was the conductor at the radio orchestra in 

Frankfurt. [tape recorder off] I think we should go a bit more chronologically. 

I'm going all over the place. 

CLINE 

Well, not too much, but we can go more chronologically. Let me bring us back, 

then, from Hans Rosbaud to Josef Trauneck, whom you were starting to— 

FLEISCHMANN 

Rosbaud. Maybe I should just explain a little about Rosbaud, as we are on him. 

As I said, he was the conductor of the radio orchestra in Frankfurt and was one 

of the— He had a pretty unblemished record under the Nazis, and at the end of 

the war he was— I think it was the French who put him in charge of the 

Southwest German Radio Orchestra, with which he did a lot of wonderful first 

performances and played a lot of contemporary music. He was a great advocate 

of Schoenberg, and I believe, in fact, that he conducted the first performance, 

but in concert, of Moses und Aron. And he was also the music director of the 

Aix-en-Provence Festival after the war, where he became very well regarded 

for his conducting of Mozart operas. He was a lovely man and a really 

dedicated, honest musician, and when I eventually went to London I invited 

him to conduct the London Symphony Orchestra. He died before he could, you 

know, before he was due to conduct that, which was very sad, because I had a 

very high regard for him. Anyway— 

CLINE 

Let's take it back to the point where we left off last time, where you were 

beginning some musical studies and some work as an assistant with Josef 

Trauneck, who at that point was in Johannesburg. One thing I wanted to ask, 

leading up to that, since we're now getting into conducting to some degree— 

When you had these early musical experiences as a child, did you have much of 

an awareness of the conductor and of his role in what you were experiencing? 

FLEISCHMANN 

Oh, yes. I think I mentioned that at the Philanthropin I was allowed to conduct, 

and to me— I always had enormous respect for the conductor, and I still do, as 

the main— In the end, even a great orchestra with a mediocre conductor is not 

likely to give a musically satisfactory performance. The conductor has the 

decisive influence on the quality of what we hear. We take it for granted that a 

good orchestra has terrific musicians in it and they will do their darnedest, but 

they will only do so much if the man on the podium doesn't inspire them, 

doesn't help them, doesn't in fact—as often happens [laughs]—get in the way. 

You know, he can become a hindrance as much as a help. Yes, for me the 

conductor is the determining factor in the quality of an orchestral performance. 



CLINE 

And by now you were developing aspirations in that direction? 

FLEISCHMANN 

I don't know what did it. I think I had an innate talent; I was just too damn lazy 

to study as intensely as I felt was needed. It's a lack of self-discipline. It came 

quite easily to me. I can conduct. I can go through the motions. But until a 

conductor has the score totally in his head and his heart and has mastered it and 

can hear everything that's going on and therefore be entitled to balance it, 

correct it, and so on, until you know more about the score than the musicians, 

you have less right to stand in front of them and tell them how to play. I didn't 

think I would ever have the self-discipline, the application, to allow me to 

develop a repertoire. I mean, the few things I did conduct I spent a lot of time 

learning, and they went reasonably well. 

CLINE 

Were you aware of how your piano studies were going to come in handy for 

your conducting aspirations? 

FLEISCHMANN 

Yeah, but again, I wasn't a good enough pianist to become— Not so much a 

performer, but, for example, to get a job at an opera house as a répétiteur, as 

coach. I simply wasn't good enough, and I didn't practice enough, I didn't apply 

myself enough. I regret it deeply, but that's it. It's too late. 

CLINE 

At what point did you realize that you were not going to fully pursue that 

direction? 

FLEISCHMANN 

Well, that comes a little later in the South African story, but basically— We're 

really jumping around. 

CLINE 

We can hold off on that if you want. 

FLEISCHMANN 

There's a very specific point at the end of the South African— 

CLINE 

Because at this point you are actually studying that, so I wanted to get some 

sense of— 

FLEISCHMANN 

But don't forget, when I graduated from high school, which in South Africa or 

England is called matriculate—you take the "matric" exams—my parents were 

very poor and were unable to afford to let me study music. They wanted me to 

have a profession where I could earn some money and at the same time they 

wanted me to— 
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CLINE 

You were saying you were having to learn while you earned. 

FLEISCHMANN 

Yes. Accountancy seemed to be the answer, because I had a good head for 

figures. To get your accountancy diploma and a degree in business in South 

Africa, you had to become what was called an articled clerk—which is like an 

intern—to a firm of chartered accountants. In other words, you had to work 

during the day and at night go to classes at, in this case, the University of the 

Witwatersrand, which is the Johannesburg university. I think it's the biggest 

still in South Africa.Well, I was articled to a firm called Fullerton and Ellis. 

[tape recorder off] 

CLINE 

You were talking about the firm that you were with. 

FLEISCHMANN 

Fullerton and Ellis. It was a smallish firm. Mr. [Robert] Fullerton was very 

English. Robbie Fullerton, English public schoolboy type. English public 

schoolboy means private school. 

CLINE 

Right, that's right. 

FLEISCHMANN 

Whereas Bennie [Benjamin] Ellis was Jewish and always had a cigarette stuck 

in the side of his mouth and was a bit of a whiner. Most of my internship the 

first few years—this was during World War II, incidentally—consisted of so-

called auditing. Two articled clerks were sent out to clients, and we used to 

have the ledger and the other books, and we used to have to tick off each entry, 

check each entry from book to book. It was boring as hell. When we went to 

audit the books of downtown clients, we took as much time as we possibly 

could without seeming not to do our work, and we were going down to play 

pool and things like that.You had to get out of that constant—ugh!—calling out 

numbers and checking whether it's the same number in the other book and that 

sort of stuff. Terrible! Terribly boring. And you were paid very little—started 

off by being paid three pounds a month. 

CLINE 

Wow. [mutual laughter] 

FLEISCHMANN 

But your firm was supposed to cover your studies. Anyway, two things 

happened. A friend of mine who had been a schoolmate— We were both 

absolutely fed up, and we both ran away to join the army. His name was Abe 

Hacker.He joined the air force. And I, because I spoke German, was put into 



what was called the intelligence corps. I think I was intended to cross-examine 

German prisoners of war or whatever. Anyway, I got as far as the training camp 

in Kenya. One morning I was called up, as we were sort of marching, by the 

orderly officer and was ordered back to Johannesburg, because our firm, 

Fullerton and Ellis, were the auditors of a smallish firm of stockbrokers, J.D. 

Anderson and Company. Colonel Anderson, the owner of the firm, had been 

appointed controller of the governor-general's household, and I, at the age of 

seventeen or eighteen, was put in charge of the office of the stockbroking firm. 

[mutual laughter] 

CLINE 

Oh, no. 

FLEISCHMANN 

It was a time of high market activity. I mean, it was ridiculous. Anyway, I think 

we need to go back a little bit, to school. 

CLINE 

Okay. Let me first ask, since you had to start pursuing this study of accounting, 

did you actually have any interest in it at all? 

FLEISCHMANN 

Not terribly much. Incidentally, what I wanted to say: I was lucky I was called 

back to Johannesburg. Abe Hacker was killed in the last weeks of World War 

II. He was in a bomber—he was a gunner, I think—and a stray piece of 

shrapnel got him.Anyway, to go back— What was I going to say? Oh, in my 

school days in Johannesburg, I think I mentioned my parents— My father lost 

his business, went bankrupt, and one of the ways in which we made some 

money was for my mother [Antonia Koch Fleischmann], who was a great baker 

of cakes, she got customers somehow through the Jewish community, 

supplying cakes to— We didn't have a shop.She baked cakes every week, and 

my brother [Kurt Fleischmann] and I had to then deliver them to various 

homes. I mean, we didn't have a car or a van or anything; we walked. So we 

walked in the streets holding these huge—they were enormous, seemed like—

tarts of about— They must have been—what's this? [indicates size]— eighteen- 

to twenty-four-inch-diameter tarts, usually fruit tarts. It was pretty precarious, 

you know, walking along, holding them up. They may have been even more 

than twenty-four inches. Just sort of very strange— We went to the back door, 

delivering.I remember one of those homes— We lived in a one-room 

apartment, and our customers were sort of in the Beverly Hills-type equivalent 

of Johannesburg, and one day I was invited to a bar mitzvah party. This was the 

most amazing thing that I'd ever come across. There must have been sixty, 

seventy kids dancing. I had never known anything like that! Dancing, with 

incredible food. This was a totally different world, as far as I was 

concerned.When I finally got my degree and qualified and became a chartered 



accountant, I did not open an office or anything like that. But it was at a time of 

a terrific boom in the stock market in South Africa; it was the opening up of the 

Orange Free State goldfields. With my experience running the stockbroker's 

office and in partnership with a client of J.D. Anderson, whose office I had run, 

I started an investment newsletter— giving investment advice! [laughs] I must 

have been twenty, twenty-one, no more. In no time I had well over three 

thousand subscribers. I mean, it's crazy. This was a weekly newsletter I 

produced. I wish I had kept some copies. I had the chutzpah to set myself up as 

an investment guru, giving stock tips, at the age of twenty or twenty-one. 

[mutual laughter] God, it was— Anyway, it enabled me to earn some money. 

CLINE 

You were making some money off of this? 

FLEISCHMANN 

Yeah. 

CLINE 

That's good. 

FLEISCHMANN 

I did some part-time accounting; I had a few clients. The rest of the time I was 

working on my music. I started the Athlone String Orchestra. I had gone to 

Athlone High School, and I started it basically with alumni from Athlone High 

School, but also a couple of others. I had started that before the war ended, and 

we played concerts—not only just small public concerts, but we went to army 

hospitals in the area.I should also say that when I was called back by my firm 

from the army, they had me proclaimed a key man. If you weren't in the army 

and you were of the right age, unless you were a key man people used to think 

you were either opposed to the war—you know, a right-wing German 

sympathizer—or you were just scared or whatever. There was no draft. But you 

had a red ribbon that meant you were a key man, that you were needed at home. 

And I was declared a key man by my firm.I was sent first to audit the stores at a 

prisoner of war camp called Zonderwater, near Pretoria. I was seventeen years 

old, I think, and I was given my own officers' quarters. I had my own bat man, 

an Italian prisoner of war, who was my personal servant, and I was able to take 

my meals in the officers' mess, which were great. That's where I developed my 

taste for Italian food, because the cooks were all Italian prisoners of war. 

CLINE 

Lucky you. 

FLEISCHMANN 

And what is more—this was a huge camp—there must have been about one 

hundred thousand prisoners in it. What is more, there were two great things 

about it: the prisoners had formed their own orchestra and in many cases had 

made their own instruments. And once or twice I was allowed to conduct, 



which was great fun. Well, much more than fun, it was quite an 

experience.Next door to the Zonderwater camp was a training camp for the 

women's auxiliary army, and as there were very few South African males in the 

area, sort of one male to about two hundred women— [mutual laughter] 

CLINE 

So you were in demand. 

FLEISCHMANN 

I really, yes, was in quite a favorable position there. So between auditing the 

quartermaster's stores at Zonderwater prisoner of war camp and running J.D. 

Anderson's offices, I got a different, shall we say, view on the world. 

Anyway.And then Albert Coates came into my life. Albert Coates— 

CLINE 

Can I ask just one thing here before we go into Albert Coates? 

FLEISCHMANN 

Yeah. 

CLINE 

First off, when you said you conducted this Italian prisoner of war orchestra, 

two questions: one, do you remember what you were playing? And two, how 

did you communicate with them? 

FLEISCHMANN 

Oh. We played [La] Forza del destino overture—Verdi. Communicating— 

Well, you know, you communicate with your eyes and your body, and also 

there are Italian terms—allegro and piano and più forte and so on—that I knew, 

so it was okay. 

CLINE 

How did they find out that you conducted? 

FLEISCHMANN 

I think one of the South African officers was friendly with some of them and 

told them there was somebody here who would like a shot. I mean, it was all 

very friendly. They were prisoners of war but— A lot of them remained behind 

in South Africa, to live there. They were treated very well. They were away 

from their families, that was the main thing. 

CLINE 

And they had musical instruments, evidently. 

FLEISCHMANN 

Yeah. 

CLINE 

How did they sound compared to the South African orchestras? 

FLEISCHMANN 

You know, that's very difficult for me. I had been used to such lousy playing, 

anyway. 



CLINE 

And food, too, probably. 

FLEISCHMANN 

Well, yeah. Certain types of South African food are wonderful. Certain dishes 

are great. I actually once won a so-called celebrity cook-off for the March of 

Dimes with a friend and I—this was being judged by top food critics—by 

preparing a South African dish called bobotie. It's a sort of curried shepherd's 

pie with an egg custard on top. It's delicious, absolutely delicious with 

chutney.Anyway, sorry. You have more questions? 

CLINE 

You were saying you didn't really remember how the Italian orchestra sounded 

compared to the South African? 

FLEISCHMANN 

Yeah.Anyway, when Albert Coates came to Johannesburg— Maybe I should 

also first talk about being a music critic at the age of seventeen. 

CLINE 

This is a good time to ask this perhaps. Also, I wanted to clarify when were you 

assisting Trauneck in relation to the time with Coates? 

FLEISCHMANN 

Oh, that was before Albert Coates. 

CLINE 

So we'll do that first. But I wanted to ask you, since now you're talking about 

being a music critic— You're doing all these very responsible tasks of both the 

stockbroker variety and the military and the musical variety, and yet— In the 

last session you had mentioned that you were actually younger than all your 

classmates. 

FLEISCHMANN 

I matriculated at fourteen and a half. 

CLINE 

You said that had some advantages, but I would imagine it must also have had 

some disadvantages. Did you feel people were able to respect you in the way—

? 

FLEISCHMANN 

Well, you see, it was wartime, and there was a shortage of able-bodied young 

men at home. I think the rules were quite different because of that, and 

somehow I was accepted [inaudible]. Can you imagine a kid being in the 

stockbroker's office and the ticker circuit going with quotations coming through 

and investors looking anxiously at how their stocks are doing and then coming 

to me, this kid, and asking for advice? It's crazy to think back on it, but it was 

that sort of time, you know? 

CLINE 



Quite an opportunity. So how did you wind up becoming involved in music 

criticism at around the same time? 

FLEISCHMANN 

[laughs] Well, the standard of music criticism in South Africa was terrible. It 

was terribly low. 

CLINE 

What were they criticizing? What was there to write about? 

FLEISCHMANN 

Well, there were the odd visiting performers. And they had some chamber 

music and this terrible orchestra that John Connell conducted. Anyway, there 

was a French pianist who traveled around Africa giving recitals. He traveled 

with his own piano. I can't quite remember what his name was, which is just as 

well. It was a terrible recital. The next day I saw a rave review. And there was a 

critical magazine that was a bit like the Atlantic Monthly or The Nation, a 

critical review of politics, art, literature, music. It was published in Cape Town; 

I lived in Johannesburg. They had a music critic who wrote under a 

pseudonym. He called himself Cornet di Falsetto, which was a play on words 

on George Bernard Shaw, who signed his music criticism— You know George 

Bernard Shaw was a music critic, and he signed himself Corno di Bassetto. So 

this guy called himself Cornet di Falsetto. And he was pretty— I thought he 

was the only one in South Africa who wasn't afraid to say something stank 

when it stank and so on. He wrote in a sort of very magisterial fashion, 

authoritative. And indeed, I found out he was an Austrian, Dr. [Felix] Gross, an 

Austrian musicologist.Anyway, what I did— I got so incensed after this recital 

and the rave review that [was written]— Cornet di Falsetto always wrote his 

reviews in the form of a letter. It could have been a letter to a young student or 

a letter to a housewife or a letter to an actual musician and so on and so forth. I 

wrote a review in the form of a letter, which I sent to Cornet di Falsetto, about 

this terrible— In his style. The next thing, I got a letter from this review—it 

was called Trek, incidentally—saying that they enjoyed reading my letter. 

Would I consider becoming their Johannesburg music critic? And again I had 

the chutzpah; I said of course. Of course, they didn't know how old I was or 

anything like that. They just asked me out of the blue! 

CLINE 

Did you sign your name to it? 

FLEISCHMANN 

No, I signed myself E.F. Anyway, for a couple of years I wrote these reviews, 

and I finally went to Cape Town, and I made the big mistake of going to see the 

editor. He nearly fell over backwards when he saw this kid—I think I was 

nineteen at the time [laughs]—when I went in to visit him. Anyway, I got my 

licks in, as it were.Later on I became a critic, first for—Trekwas a fortnightly; 



it was published every two weeks—the [South African] Labour Bulletin, I think 

it was called, which was edited by a friend of mine. Then I became a stringer 

for theCape Times, which was the daily paper, the morning paper. In fact, when 

the arts editor went on a six-month sabbatical I became the arts editor. I wrote 

not only music criticism but also movie criticism, sometimes theater criticism. I 

was not equipped to do it, but— 

CLINE 

You had been learning more about music at this time to give you some 

ammunition, evidently. What was it you were studying, and how were you 

learning more about music? 

FLEISCHMANN 

Private studies with Trauneck, harmony and counterpoint and conducting. And 

Trauneck ran what was called, rather euphemistically, the Johannesburg 

Symphony Orchestra, which was actually an amateur orchestra. They gave 

concerts once every six weeks or so. 

CLINE 

And he was from Germany, right? 

FLEISCHMANN 

He was Austrian. Trauneck was actually a student of Schoenberg.He and Hanns 

Eisler— Have you ever heard the name Hanns Eisler, the composer? He was 

here for a while, Eisler. And a man by the name of Karl Rankl, who later 

became the first music director of the Royal Opera House, Covent Garden, 

when it reopened after the war. The three of them were Schoenberg students 

and remained close friends. They studied with Schoenberg together in 

Vienna.Trauneck had this amateur orchestra, this Johannesburg Symphony 

Orchestra. And he also had an orchestra in Krugersdorp, which is a town about 

twenty miles from Johannesburg, also another amateur orchestra. First he 

allowed me to conduct the Krugersdorp orchestra, which was awful. I 

remember very well one of the pieces was the "Prague" Symphony [no. 38] of 

Mozart. They had no oboes, but they had plenty of flutes, so the oboe parts 

were played by flutes. We had four flutes, so I had two flutes playing the flute 

parts and two flutes playing the oboe parts. It was that sort of thing. But later he 

also let me conduct once or twice the Johannesburg Symphony Orchestra. I 

remember conducting The Moldau [Vltava by Smetana] in the city hall in 

Johannesburg, where he conducted the rest of the program. But there were 

some other things he let me conduct.Anyway, he was a good but very cold, 

serious teacher who had a lot of hang-ups himself. 

CLINE 

How would he feel conducting these sort of amateur orchestras, coming from 

the background—? 

FLEISCHMANN 



Exactly. He was really bitter. You see, there was also a radio symphony 

orchestra in Johannesburg [the Johannesburg Radio Orchestra]. I think he may 

have conducted them once, and he was so rude to the musicians—he was 

arrogant—that they never asked him again. Afterwards, Trauneck went back, I 

think in the fifties, to East Germany, and he was music director— I can't 

remember where. Somewhere I have a tape with an interview of him that a 

Berlin critic did, who was doing a series on "degenerate music"—you know, on 

musicians who had been displaced by Hitler. Anyway, Trauneck was very nice 

to me. I'm extremely grateful to the man, that he persevered with me and 

encouraged me.Of course, then, when Albert Coates came to Johannesburg, it 

was the first time that a real standard of orchestral playing happened, some kind 

of quality. Malcolm Sargent had been conducting the South African 

Broadcasting [Corporation] orchestra before, but Coates was a great conductor, 

and there were some wonderful concerts. But he stayed only for one year in 

Johannesburg. There was too much bureaucracy and so on.He came to South 

Africa— Very strange. Albert Coates had been a prodigy. He was the son of a 

British merchant and a Russian Tatar woman who lived in St. Petersburg, and 

he became the music director of the Mariinsky Theatre, the home of the [then] 

Kirov Opera and Ballet, at the age of twenty-six. He is a legendary figure.I 

mean, the Russian musicians still speak of him with awe. Ask someone like 

[Valery] Ghergiev, the great Russian conductor now, about Coates and his eyes 

glaze over. He was, as they say, the czar of music in all of Russia. After the 

[Bolshevik] Revolution he left and went back to England. He was an enormous 

man, about six-foot-six[inches] or six-foot-eight[-inches tall]—enormous—

with bushy eyebrows.After the revolution he went back to England, where he 

became the principal conductor for the London Symphony. He also conducted a 

lot of opera at Covent Garden, particularly the Russian repertoire and Wagner. 

And he made recordings, early recordings in the twenties. He was the first one 

to record the whole of the B-minor Mass [by Bach].He tells a lovely story 

about when he was recording Petrushka [by Stravinsky] for the London 

Symphony Orchestra. By then he had a home in Regent's Park in London, and 

he was friendly with Stravinsky, and whenever Stravinsky came to London he 

used to stay with Coates. And when Coates was recording Petrushka it so 

happens that Stravinsky was staying with him. Every morning before Coates 

went to the recording studio, Stravinsky used to say, "Oh, I think I'll go for a 

walk in Regent's Park." And when Coates came back from the studio, 

Stravinsky usually came back a little later. Six months later 

the Petrushka recording that Coates had made with the London Symphony was 

released by His Master's Voice. At the same time, a recording 

of Petrushka conducted by Stravinsky was released with the Queens Hall 

Symphony Orchestra of London on Columbia. Stravinsky hadn't said a word to 



him about this, living in his house, making a rival recording. [mutual 

laughter]Coates also recorded much of the Ring [Der Ring des Nibelungen by 

Wagner] with Lauritz Melchior, and I think Elisabeth Schumann was Sieglinde. 

I think Frida Leider was the Brünnhilde. Anyway, he was a conductor with 

tremendous sense of line, sense of shape of a piece of music.Anyway, he came 

to South Africa at the urging of his then wife [Vera de Villiers], who was a 

very wealthy woman. She was South African. She was a sort of a singer, a 

terrible singer, but with her money— She had been married to a British steel 

tycoon, Nettlefold. I think Nettlefold Industries is still in Britain. Her name was 

Vera de Villiers. And she had bought herself an honorary membership of the 

Vienna Philharmonic and had sung with the Vienna Philharmonic as a result. I 

mean, she paid for it. She was a cousin of the then South African prime 

minister Sir de Villiers Graaff.Anyway, she was the reason Coates came to 

South Africa to take over this orchestra and to start the Johannesburg City 

Orchestra. After a year they moved to Cape Town, where she had a home in a 

suburb called Milnerton—beautiful home, wonderful home. When he arrived in 

Cape Town— By that time I was living in Cape Town. I suppose I should here 

say why I was living in Cape Town. 

CLINE 

Let me stop this tape, so it doesn't run out, and I'll put in another one, and we'll 

finish this tale. 

1.5. TAPE NUMBER: III, Side One (March 4, 1999) 

FLEISCHMANN 

I happened to get engaged to a young woman and— Well, let me put it this 

way. With the Athlone String Orchestra, the place where we gave our regular 

concerts was the Left Club, which had a theater that seated about three or four 

hundred. The sort of secretary-assistant manager for the Left Club was a young 

woman whom I got interested in, and I got engaged to her. My mother [Antonia 

Koch Fleischmann] never liked any of the women I was involved with, of 

course, and I think I got engaged to Pearl because mother didn't quite take to 

her. Anyway, we had a huge engagement party and all that sort of stuff.But 

after a while I realized I had made a mistake. But she was the sort of person 

who would have thrown an hysterical fit if I had told her in her face I didn't 

want to go on with it, so I took the easy way out, as it were: I escaped. One 

Sunday morning—my mother was happy to help—I was supposed to go to 

lunch with Pearl. Instead, I went to a friend's house and hid out there and was 

then moved to another friend's house during the day. Pearl kept on calling my 

home, and my mother said she didn't know where I was. She knew various of 

my friends. I moved from one house to another, to about three different houses, 



until it came time in the evening—The train to Cape Town from Johannesburg 

left at ten o'clock every evening. It's nearly a thousand-mile train ride—nine 

hundred to a thousand miles, something like that. The train left from a platform 

where you could drive in your car onto the platform to your coach, take your 

luggage out of the car, and straight into the train. And the train usually pulled at 

about nine o'clock for people to start boarding it for the ten o'clock departure. I 

was driven to the station, smuggled onto the train, and hid out in the toilet until 

the train left. [mutual laughter]By then it became obvious that I was running 

away from Pearl, and I made my home in Cape Town. It was then, also, that— 

Because I was in Cape Town, I could no longer write Johannesburg reviews 

for Trek. 

CLINE 

Were you able to free yourself from your various responsibilities in 

Johannesburg in order to pull this off? 

FLEISCHMANN 

Yeah, it had all been worked out. So I was able to— That's how I got to write 

for the [South African] Labour Bulletin, this weekly newspaper published by 

the Labour Party, of which this friend of mine was the editor. He was also a 

city councilperson, the Labour Party city councilperson.One day there was this 

story about Albert Coates coming to live in Cape Town, and he gave an 

interview wherein he said, "If there are any young, aspiring conductors who 

would like to come do some work with me, I'd be happy to teach them." So I 

contacted him, and that's how I became his student.He was one of those rare 

people who was not only a great performer but was able to explain what he did 

and why he did it. That's a very rare quality.Fellow students were— One was 

an assistant conductor at the South African Broadcasting Corporation. Then 

there was a woman who was a bass player in the Cape Town Municipal 

Orchestra, which had been established in 1914 and was the leading orchestra in 

South Africa. It played for forty-eight weeks of the year with four weeks 

vacation—Thursday night symphony concerts, Sunday night popular classics. 

And good audiences in an acoustically okay city hall in Cape Town. Anyway, 

the three of us were students of Coates's. And there was a fourth guy who came 

occasionally. 

CLINE 

Do you remember the names of the three? 

FLEISCHMANN 

The assistant conductor from the South African Broadcasting Corporation 

symphony was Anton Hartman. The bass player—her name was Blanche 

Gerstman, a principal bass of Cape Town Municipal Orchestra. We used to 

gather twice a week at about six o'clock in the evening at Coates's home, and 

we would never finish before midnight. After the classes we used to have 



Russian tea—that's tea with a big spoon of jam in it and lemon.He used to tell 

us these fabulous stories about the days at the Mariinsky and Covent Garden, a 

story about [Fyodor] Chaliapin—you know the great Russian bass who had a 

wonderful recording of the Farewell and Death of Boris [from 

Mussorgsky's Boris Godunov], conducted by Coates. Does the name ring a 

bell? 

CLINE 

Uh-huh. 

FLEISCHMANN 

Anyway, he tells the story of how he was conducting a short opera by Rimsky-

Korsakov called Mozart and Salieri, based on the Pushkin poem. There's a 

scene in which Salieri, played by Chaliapin, is at a reception, some event at the 

court of the Austrian emperor, where Mozart is being honored by the emperor. 

Salieri is eaten up by jealousy and sings this jealousy monologue. And he was 

holding a wine glass in his hand, Chaliapin was, and he was so completely 

involved in the part— being the jealous observer—that he crushed the glass in 

his hands. Blood was streaming from his hands. Totally unaware of it, he sang 

to the end of the opera and collapsed and had to be taken to the hospital. 

[mutual laughter] But that sheer involvement in the part sustained him; he 

didn't realize what he had done to himself.Anyway, those were incredible 

times, and actually quite a few periods I virtually lived at Coates's home. He 

was particularly nice to me. In addition to the two classes with the others, he 

had me come in and study scores with him, and we then formed a small opera 

company of young singers, which he did— I mean, he was very, very fond of 

his wife [Vera de Villiers], and he started the opera company in order to give 

her an opportunity to do some performing. The first opera we worked on 

was Hänsel und Gretel [by Humperdinck]. Mrs. Coates, Vera de Villiers, was 

cast as the witch.A couple of little stories in connection with that. We had 

formed a rehearsal orchestra. It wasn't a full orchestra; it was strings and 

woodwinds, and piano filling in the rest. But it was good for coaching the 

young singers and so on and so forth. Albert Coates and I took turns conducting 

the rehearsals with that rehearsal orchestra, and when we weren't conducting 

we would play the piano in the orchestra.One rehearsal I was conducting, 

Coates was playing the piano, and came the entrance, the first entrance of the 

witch, and it goes something like this: [sings downbeat] The next beat the witch 

comes in: "Knusper, knusper, knäuschen" ["Nibble, nibble, mousekin"]. I gave 

her the cue. She didn't come in. I did it again, cue— She's supposed to be 

slightly offstage, you see, and she didn't come in. And suddenly Coates, who 

had always, at least in public, been so lovey-dovey with his wife, let out a yell: 

"Darling!" [mutual laughter] I mean, screamed at her.The next day—it wasn't 

quite the next day, it was a few days later—I was called in and was told that 



maybe I shouldn't— I was supposed to conduct the matinees, and he was 

conducting evening performances. [I was told] that the company didn't have 

quite the confidence in me, that maybe I shouldn't be conducting this 

year.However, I was still assistant conductor.When we then moved into the city 

hall in Cape Town for final rehearsals—I don't know whether it was the dress 

rehearsal or the pre-dress—Coates wanted to go out into the audience and 

check balances. [He] asked me to conduct, and then, "Okay, that's it. We'll take 

a break now. Ernest, will you come over here for a moment? There's a friend of 

yours who wants to meet you," he said.Now, I had done quite a bit of music 

reviewing for the Cape Times, and amongst them, about a year earlier, was an 

absolutely devastating review of a performance of the Beethoven Ninth 

Symphony [in D-minor, op. 125] which had been conducted by an associate 

conductor of the orchestra. The music director, William Pickerill, had retired, 

and they hadn't got a new guy yet. Anyway, so I wrote this dreadful review, 

saying it's a disgrace that somebody so inept should be allowed to conduct a 

great work like the Beethoven Ninth, etc., etc.There was a letter to the editor 

written by the dean of the music faculty at the University of Cape Town, who 

was also the director of the South African College of Music. His name was Erik 

Chisholm. He wrote a letter and said, "How dare this young whippersnapper, 

this absolute amateur, this tyro, set himself up as a music critic and criticize an 

honest professional like this guy who conducted the Beethoven!" There was a 

flood of letters in support of me, culminating in an editorial about freedom of 

opinion and freedom of speech. Chisholm was generally feared in the Cape 

Town musical community, because when he came to take over the college he 

fired old, decrepit staff. He really did a wonderful housecleaning at the South 

African College of Music and brought in very good new people and 

distinguished people. But all the old teachers were terrified of him. And he 

obviously had a bit of an ego, but he sort of got a dressing-down as a result of 

these letters and the editorial. And I heard nothing from him.So at this break in 

the rehearsal Coates says, "Come over here, there's a friend of yours who wants 

to say hello to you." It happened to be Dr. Chisholm. And I was terrified, 

having had that encounter in the press. I had never met him before. He said to 

me, "Look, Mr. Coates has told me all about you, how you are earning a living 

by doing part-time accounting while you are studying music. That's ridiculous. 

You should be studying music full-time. I want to offer you a scholarship and a 

junior lectureship. Come and see me at the college tomorrow." 

CLINE 

[laughs] Whoa. 

FLEISCHMANN 

That's probably a good point where we can stop now. 

CLINE 



Well, we'll pick up with the rest of that story next time. Thank you very much. 

1.6. TAPE NUMBER: IV, Side One (March 11, 1999) 

CLINE 

We were speaking last time about your education in South Africa. You had 

moved to Cape Town by this time and were studying with Albert Coates, and 

you had just finished talking about an unexpected visit from Erik Chisholm, 

who came to a rehearsal that you were doing with Mr. Coates and who had an 

interesting and unexpected offer for you. 

FLEISCHMANN 

Yeah. Which I of course jumped at. So I became what was called a junior 

lecturer at the University of Cape Town department of music, which was 

combined with the South African College of Music, and I lectured in music 

history to ballet students mainly. And also part of my duties was to conduct the 

university choir.One of the great things about the South African College of 

Music, about Erik Chisholm, was that he believed in and encouraged practical 

music making by the students. So we were at it all the time, doing concerts. 

There were two concerts a week in quite a good eight-or-nine-hundred-seat 

concert hall called Hiddingh Hall. And they could be chamber music, they 

could be contemporary music, they could be recitals, university orchestra, 

university choir, etc. And students were allowed to conduct as well as 

perform.Also, the opera department was very student intensive. For example, I 

had a conducting major and piano as my second subject, as a minor, and I was 

put in charge of the musical preparation and the conducting of a number of 

operas, ranging from Purcell's Dido and Aeneas to the world premiere of a one-

act opera by Erik Chisholm called The Inland Woman. It included things like 

the Béatrice et Bénédict of Berlioz and Suor Angelica by Puccini. I also worked 

on but did not conduct [Duke] Bluebeard's Castle, Bartók, Gianni Schicchi, 

Puccini, and also the musical preparation for part two of Les Troyens of 

Berlioz, which we did for the Van Riebeeck Festival.I think I spoke about Hans 

Rosbaud, didn't I? The conductor of the festival? 

CLINE 

You started to, right. 

FLEISCHMANN 

There were a few other remarkable things, like Szymon Goldberg, who was a 

great and wonderful artist—a violinist firstly, but he was also conductor of the 

Netherlands Chamber Orchestra. He became renowned in the thirties and 

forties for his recordings of the Mozart piano and violin sonatas with Lili 

Kraus. I invited Goldberg to do a series of concerts, including the Brandenburg 

Concertos and Mozart, etc., and to play the Beethoven [violin] concerto with 



the combined Johannesburg [City Orchestra] and Cape Town [Municipal] 

Orchestra under Hans Rosbaud. The Brandenburgs were so popular and got 

such audiences, and don't forget this was 1952, when there was not yet all the 

baroque vogue that we have now. I arranged two additional performances, 

midnight performances, which were also sold out. All this took place in the 

Cape Town City Hall, which had about 1,600 seats. Anyway, this festival 

turned out to be rather successful, to my great astonishment. 

CLINE 

How did you wind up being tapped to put this together? 

FLEISCHMANN 

At the end of my first year at the college, Chisholm called me in and said, 

"Look, I'm chairman of this committee which is supposed to put—" The music 

committee for the Van Riebeeck Festival. This was somewhere around 

November 1951, I think it was. "And I think you should use the university 

vacation"—which was four months, from the beginning of December until 

virtually the end of March—"to put together the festival." [laughs] Which I did, 

which took place in the fall of 1952. And as I said, I brought out Hans Rosbaud 

to conduct. Enrique Jordá was then the conductor of the Cape Town orchestra; 

he conducted as well. So did quite a good Dutch conductor who was by then 

the music director of the Johannesburg City Orchestra; his name was Frits 

Schuurman. They all conducted as well.There was a production of an opera by 

Albert Coates called Tafelberg se Kleed. That's The Cloth over Table 

Mountain. The libretto was in Afrikaans. Table Mountain is the famous 

mountain against which Cape Town is set. It's a sort of a landmark mountain. 

It's called Table Mountain because it's flat at the top, and it very often is 

covered—it's about 3,500 feet high—in white clouds, and that's called the 

tablecloth. When the white clouds were there, we'd say, "Oh, there's a 

tablecloth over Table Mountain." And the legend had it that Rip Van Winkle 

was up on Table Mountain smoking his pipe and fell asleep, and there was so 

much smoke from his pipe that it caused those white clouds to form. A libretto 

was written around Rip Van Winkle and a love story and all kinds of stuff, and 

Coates composed the music.Anyway, this was my first experience, really, on 

the managerial side. There were lots of other concerts there. And above 

all, above all, there was a performance of part two of Les Troyens, Berlioz. It 

had never been, obviously, performed in South Africa. But Chisholm was a 

great Berlioz nut, and in the 1930s he had run something called the Glasgow 

Grand Opera Company. He was a Scot and lived in Glasgow. He had staged the 

Berlioz operas Benvenuto Cellini, Béatrice et Bénédict, but not The Trojans, 

and he'd always wanted to do it. So he did it in South Africa before it was 

staged in England.Anyway, I had a chance to coach the singers for it. I think 

the Dido was an English soprano by the name of Emily Hooke, who was quite 



well known at the time. The Aeneas was a South African tenor, who was 

actually on the faculty of the South African College of Music, by the name of 

Ernest Dennis. It was quite an achievement.It's a huge opera—big chorus, big 

cast. The rest of the cast were some other faculty people and students from the 

university. And the Cape Town orchestra. It was marvelous.That and also 

working on Béatrice et Bénédict while I was at the college a bit later really got 

me very much involved in the music of Berlioz, and I'm still a great Berlioz 

fan. I do believe he is in many ways, Wagner included, the most original 

composer of the nineteenth century, of the Romantic school.When I finally 

graduated in 1954 I left the college and started a recording studio with a 

Hungarian partner in a ramshackle building. We had no money, and we started 

by making private recordings for people who wanted their performances 

recorded and things like that. After not too long, less than a year I think, I 

wanted to expand, my partner didn't, so I bought him out. 

CLINE 

What was his name, do you remember? 

FLEISCHMANN 

His name was Walter Kouba. I bought him out and expanded and started 

producing—trying to produce—radio programs. I must explain here that radio 

in South Africa was largely government— The South African Broadcasting 

Corporation was somewhat modeled on the BBC [British Broadcasting 

Corporation] in a smaller way. But it had started a commercial channel called 

Springbok Radio, and Springbok Radio was structured so that each program 

was produced on behalf of the sponsor and prerecorded. The result was that a 

number of so-called "production houses" sprang up which specialized in the 

production of radio programs. They worked with advertising agencies who 

worked on behalf of their sponsors.The system was that when a channel 

became available, say from eight [o'clock] to eight thirty at night or from ten 

[o'clock] to ten fifteen in the morning, the various advertising agencies who 

were interested in buying time for their clients submitted pilot programs to a 

panel of the South African Broadcasting Corporation, which then chose which 

program was to go on the air. Very often there was only one program 

submitted, which then got the slot if it was acceptable within the ground rules 

laid down by the South African Broadcasting Corporation.So I started to make 

pilot programs, which I then tried to sell to advertising agencies for their 

clients. I began to be reasonably successful and moved to much bigger studios 

in a modern building, and—let's see, this was 1954—within a year I was 

producing about twenty-five programs a week, ranging from fifteen-minute 

disc-jockey shows to a one-hour concert by the Cape Town Municipal 

Orchestra on behalf of General Motors. I produced comedy shows—I mean, 

ridiculous things. And the titles of the shows always tried to incorporate the 



name of the sponsor. So I produced a show called Around the Bend with 

Volkswagen, which was a comedy show, or More Miles with Mobilgas. It was 

called Mobilgas then, not just Mobil. 

CLINE 

Right. 

FLEISCHMANN 

And once you got a program on the air it ran for at least twenty-six weeks, 

usually much longer. So once you sold a program you did all right 

financially;you were assured of reasonable income. But it meant becoming a 

producer, a sort of radio impresario—finding disc jockeys and so on. 

Interestingly enough, two of the people I employed, one as a disc jockey, one 

as an actor, went on to make quite interesting careers. The name of the disc 

jockey was Michael Jackson of [Los Angeles radio station] KABC. [mutual 

laughter] 

CLINE 

Right. Who just got rehired I hear. 

FLEISCHMANN 

Yeah. He's with another station now, [radio station] KFI or something like that. 

And the actor I used in a series of condensed radio plays— It was the Jean Kent 

Drama Program or something like that. Jean Kent was a British movie star of 

the forties and fifties who came to work in South Africa for a while. I asked her 

to record I think thirteen radio plays. The man who took most of the leading 

parts opposite her was a man called Joss Ackland, who became quite a well 

known stage and screen actor subsequently.Anyway, with the Cape Town 

orchestra it was the first time that classical music was heard on commercial 

radio in South Africa: the General Motors Hour. We produced a one-hour 

concert each week, a special concert for radio.Then, because of my work on the 

Van Riebeeck Festival in Cape Town, I was approached— The city of 

Johannesburg—all this happened at too late a stage, but somehow we managed 

to get it together—decided in the spring of 1955 that they wanted to have a 

major arts festival, a music and drama festival, to commemorate the seventieth 

birthday of the city—in September 1956! They asked me whether I could put it 

together for them. 

CLINE 

Now, let me ask something here: Since there seems to be this increase in 

activity, does this mean that the level of musical performance of these entities 

was improving? How did it sound at that point? 

FLEISCHMANN 

Locally it began to improve. Incidentally, all the while I was still doing some 

conducting. [laughs] 

CLINE 



That was going to be my next question. 

FLEISCHMANN 

I was appointed music director of something called the Labia Grand Opera 

Company. The Labia family was an aristocratic Italian family that had a huge 

home in Cape Town. They still have a palazzo in Venice. Anyway, this 

company consisted of some Italian singers who came to settle in South Africa 

after the war. They did not do staged opera but operatic concerts. And I became 

the music director—trained the chorus and conducted their concerts. It then 

changed its name to the grand name of South African National Opera 

Company. The idea was to do stage productions.I also conducted a lot for the 

Cape Town University Ballet, sometimes on tour.All sorts of funny little 

incidents. We were on tour at a city about two, three hours' drive from Cape 

Town, a city called Paarl in the Cape province. It's in the middle of the wine 

country. And there was a ballet to some Piedmontese dances [Danze 

piemontesi] by an Italian composer by the name of [Leone] Sinigaglia, and 

there was an adagio solo which was accompanied by a clarinet solo in the 

orchestra. I gave the cue to the clarinet, "Come in," and there was no clarinet 

sitting there. So I motioned to the second clarinet, "Could you take the first 

clarinet part?" And he said, "No, no, no!" And I had to whistle the first clarinet 

part! [mutual laughter] Because otherwise, the dancer would have been 

completely lost. She was obviously waiting for this solo to dance to. It was 

semiprimitive sometimes. But it was nice also for me to come with the Cape 

Town University Ballet to Johannesburg, where I had lived, and conduct there. 

So some conducting activity still went on in my spare time.But then, when I 

was approached to become the director of music and drama for the 

Johannesburg Festival— And I agreed to do it. I don't know how.Incidentally, 

we called [the production company] Sound and Film Services. I obviously 

worked some of the time still in those studios. I was producing a lot of these 

shows. And we did things like— We did a lot of commercials, just voice 

commercials and things.I remember an interesting incident where we were 

asked by Mobilgas— Each year they used to sponsor what they called the 

Mobil Economy Run, which was— It wasn't a race. A number of cars drove 

along the length and breadth of South Africa to show how economical 

Mobilgas was, and they published the per mile. The winner was, in each class, 

the car that used the least gas per mile. And they wanted a series of spots to be 

broadcast every hour on the hour to let people know where the cars in the 

Mobil Economy Run were going to be that hour. So we were all ready to record 

them—we had to record them during the run to be absolutely up-to-date—and 

at the last moment the announcer who was supposed to read those spots got 

violently ill and I had to record. So every hour I had to do this voice stuff. But 

my accent was a little funny, because— Their slogan was "Ride with a Red 



Horse"; you know, Pegasus is their symbol. So the spots read, "The cars in the 

Mobil Economy Run will be in Pretoria at eleven o'clock. Ride with the Red 

Horse!" But instead of saying "Ride with the Red Horse," I said "Ride with the 

Red Whores!" So South Africans were urged for about thirty-six hours to go 

and ride the whores. The South African whores no doubt did great business. 

[mutual laughter]To get back to the Johannesburg Festival: So I somehow 

divided my time between Sound and Film Services and trying to put together 

this festival, and I went over on a trip to Europe. I was asked in 1952 by [the] 

Thomas Cook [travel agency] to be the sort of guide and mentor of a group of 

South African tourists, to put together a music tour.I used to go to Europe as 

much as I could. My first time was in 1950. I had absolutely no money, but I 

managed to get the South African Broadcasting Corporation to commission me 

to do some sort of talks about musical life in Europe from Europe. And also 

the Sunday Times in South Africa asked me to write reviews of stuff I saw and 

heard. So I managed to pay my way across Europe. I went by sea, of course—

cheapest cabin at the back of the ship over the screws. [mutual laughter]It must 

have been in 1952, in the winter, again, during the university vacation after the 

Van Riebeeck Festival that Thomas Cook asked me to run this tour, which took 

me all over the place, including La Scala, Milan, where I had a wonderful 

encounter with Maria Callas. The point was that we were there in the beginning 

of December and we were going to be there at the opening night of the 

season—we had tickets—which was supposed to be a new production of La 

Gioconda by [Amilcare] Ponchielli, with Callas the lead, when she was still a 

big, fat woman. Anyway, we arrived in Milan to discover to our horror that the 

opening night had been postponed because the production wasn't ready, and 

that day was going to be a closed dress rehearsal. Because of the problems they 

had with the production, they didn't want an audience in it. We had come all the 

way from South Africa. We were twenty music students and music enthusiasts, 

etc. So I wrote a note to Callas and took it to the stage door. It said, "Look, 

we've come all this way, and we so admire you, we came especially to see you, 

etc., etc. Won't you allow us to come into this dress rehearsal?"She sent a note 

back that said, "Of course, come as my guests, and I would love to meet 

everybody." She was incredibly gracious about it. [tape recorder off]These trips 

gave me a bit of an idea of what was going on in musical life in Europe, so by 

the time I was asked to run the music and drama side of the Johannesburg 

Festival I had an idea, I suppose, of what was interesting and what was good. 

CLINE 

Before we get to the Johannesburg Festival— First off, you were traveling 

through Europe, now, in the postwar period. What was that like for you? 

FLEISCHMANN 



There were some amazing, amazing experiences. For example, New Year's 

1950-51. January 1, 1951, I was in Vienna, and I went to the traditional New 

Year's concert—which we see on public television nowadays—by the Vienna 

Philharmonic. In those days Vienna was still much— It was a very gray, grim 

city. It was occupied by the Four Powers [France, the Soviet Union, the United 

Kingdom, and the United States], and there were still food shortages, and there 

wasn't much heating and fuel and so on. I walked into the [Grosser] 

Musikvereinssaal, a glamorous hall, and there was no heating. The audience 

were all wearing overcoats. It was gray and dull and depressing. They started 

playing Johann Strauss stuff and so on. The audience got a little more lively but 

not terribly. But as the concert went on they became livelier and livelier, until 

the official program was over and they asked for encores.The first encore was 

[Strauss's] Blue Danube Waltz, which begins with a string tremolo. Within two 

seconds of the start of the tremolo, the audience suddenly went completely 

wild. It was their national anthem. They were throwing programs into the air, 

and all these gray people suddenly were full of color and full of life. It was a 

very, very moving experience. It was just wonderful.I also went back to my 

birthplace, Frankfurt[-am-Main], for example. Frankfurt had been— The inner 

city was totally destroyed, and particularly the old city, which was one of the 

most beautifully preserved medieval cities in Europe. I walked around and went 

to the highest point, where the Römer had been, which was the palace where 

the German emperors were crowned. [tape recorder off] So I walked up there, 

and everything had been flattened. I could see for miles around. There was 

nothing except the Dom; the cathedral had been left standing. It was a pretty 

shattering experience. Even though we had emigrated and the Jews had been 

persecuted, it was still— I didn't know what war can do. It came home to me 

very vividly there, as you can imagine. 

CLINE 

During the war, how much awareness did you have of what was going on there, 

particularly to members of your family who remained? 

FLEISCHMANN 

Not much at all. We didn't hear from anybody. As a matter of fact, there was 

virtually no one— One or two people were left. There were a few who had died 

of natural causes, but most of them died in concentration camps. They died 

without a trace. It was pretty awful.Anyway, another interesting thing on that 

first trip in 1950— Royal Festival Hall hadn't been built yet in London, and the 

major orchestral concerts all took place in the Royal Albert Hall. The Royal 

Albert Hall in those days had a terrible echo. As Sir Thomas Beecham said, 

Albert Hall was the one place where you got two concerts for the price of one. 

It wasn't an ideal place to hear music, but I still went. I heard the London 

Symphony Orchestra [LSO] and I thought, "My God, that's a terrible orchestra. 



Have I come all this way—?" It wasn't a good orchestra at that time. "I've come 

all the way from South Africa to hear something that's no better than what I get 

at home." Which was ironic in the light of what happened later, because in 

1955, when I went over to London to look for talent for the festival, I wanted 

the Philharmonia Orchestra, which was then the elite orchestra in Britain—in 

fact, one of the elite orchestras of Europe. It had been founded by Walter 

Legge, who was a brilliant impressario. He was a producer at EMI [Records], 

and he was married to Elisabeth Schwarzkopf. He had sort of discovered 

[Herbert von] Karajan just after the war, and he had been responsible for the 

revival of [Otto] Klemperer's career. And he discovered [Carlo Maria] Giulini, 

also.Those three conductors, Karajan, Klemperer, and Giulini, were the 

mainstays of the Philharmonia Orchestra, and I wanted that orchestra. But 

Walter Legge hemmed and hawed— It was very interesting what happened 

both there and in Vienna; I'll tell you about that in a minute. He took an awfully 

long time to make up his mind as to whether he wanted his orchestra to go all 

the way to South Africa. This was 1955, remember.So in the meantime, John 

Craft, who was the general secretary—which means the general manager or 

managing director—of the London Symphony Orchestra, got to hear that I was 

in London and got in touch with me and said, "Look, I understand you're 

looking for an orchestra. Will you not consider the London Symphony?" And I 

said, "Don't be silly, I heard the orchestra in 1950 and I never want to hear it 

again!"He said, "Please, we're doing an all-Mozart program with Josef Krips 

tonight in the Festival Hall. Won't you come, be my guest?" etc. So I went, and 

I was amazed how that orchestra had been transformed.What had happened is 

that they had had a palace revolution and thrown out a lot of old players who 

couldn't cut it and brought in brilliant new people like Barry Tuckwell on horn. 

Neville Marriner was the principal second violin. Gervase de Peyer was 

principal clarinet, etc., etc. I was astonished. So I went to a couple of more 

concerts. And I still had problems with Walter Legge. So finally I said to John 

Craft, "Look, let me know what it would cost for you to come and give five 

concerts with Josef Krips in Johannesburg." He worked out a quote, and a 

couple of days later I finally got a quote from Legge, which was twice as much 

as the LSO. I didn't think there was that huge a difference anymore in the 

quality of the orchestras, and I took the LSO.I then went to Vienna, because 

1956 was Mozart's bicentenary—the bicentennial of his birth. I wanted the 

Vienna State Opera to come do some Mozart operas in Johannesburg for the 

festival. It took me six days—not to see the then-director of the opera but the 

assistant director. And he hemmed and hawed and said, "Oh, Mr. Fleischmann, 

it's a long way, you know, and mmm-hmm-hmm, and we're the Vienna State 

Opera, and we shouldn't really be performing in Africa." And I more or less 

told him to stick it and got onto the next plane and went to Milan and presented 



my business card at the stage door and asked to see the sovrintendente, the 

equivalent of the general director, who was a man by the name of— 

1.7. TAPE NUMBER: IV, Side Two (March 11, 1999) 

CLINE 

Okay, you were describing who you met in Milan. 

FLEISCHMANN 

The sovrintendente was a man by the name of Ghiringhelli. And the artistic 

director was Victor de Sabata, the great Italian conductor, who had retired from 

conducting because he had had a heart attack. Anyway, five minutes after 

presenting my card I was in Ghiringhelli's office. I mean, it's the total opposite 

from Vienna.He thought it was very funny that I came from South Africa, to 

want to bring La Scala to South Africa, but it was so crazy that he was very 

interested. So he called in de Sabata. Incidentally, he spoke no English and 

rather bad French. My French wasn't that hot either, and I spoke very little 

Italian—no Italian, basically—and only slightly better French than 

Ghiringhelli. But they thought it was wonderful that I would want La Scala to 

come to Africa, wonderfully exotic, but they said, "Are you sure you want us? 

Do you think we are that good? Shouldn't you maybe just see a performance or 

something?"That night there was a production by Giorgio Strehler, one of the 

great stage directors of the second half of the twentieth century—who 

incidentally came out here. Did you see that incredible production of The 

Tempest [by Shakespeare] at UCLA? 

CLINE 

No. I remember reading about it. 

FLEISCHMANN 

It was at the L.A. [Los Angeles] Festival. It was his production. It was one of 

the most amazing and wonderful things I've ever seen in the theater. Anyway, 

he had a production of Il matrimonio segreto—The Secret Marriage—by 

Cimarosa. They said, "Come with us, see the performance, and we'll have 

something to eat afterwards." [laughs] The performance was at nine o'clock. 

[mutual laughter] It finished something after one [o'clock], and we then had 

supper, and by five o'clock in the morning we had a contract negotiated. It's 

amazing.The cast included Graziella Sciutti—who is incidentally stage director 

at the New York City Opera at the moment, I think; it's her production of 

[Puccini's La] Bohème that's on at the moment, I think—and Luigi Alva, both 

of whom became major stars, plus some other wonderful singers. It was a 

beautiful production.We agreed on three operas: Matrimonio segreto, Così fan 

tutte[by Mozart], in a new production that was conducted and directed—stage 

direction—by Guido Cantelli. Cantelli was the anointed musical heir of 



[Arturo] Toscanini. He was Toscanini's protégé, a fabulous conductor. And a 

new production of L'elisir d'amore by Donizetti, with Giuseppe di Stefano and 

Nicola Rossi-Lemeni, who was a great bass at the time. The Così fan tutte cast 

was Elisabeth Schwarzkopf as the Fiordiligi; Nan Merriman, who came from 

Los Angeles, was the Dorabella; Graziella Sciutti was the Despina; Luigi Alva 

and Rolando Panerai were the two boyfriends, Ferrando and Gugliemo; and 

Franco Calabrese was the Don Alfonso. It was a fabulous cast, great cast. And 

as I said, Cantelli conducting.The next day there was a rehearsal of Così that I 

attended, and what was so wonderful was de Sabata— In my opinion, he was 

the greatest of the Italian conductors, was a much more imaginative musician 

than Toscanini. Toscanini was a fantastic musician and drill master and got 

orchestras to play fabulously, but he was not, I think, really a poet, a visionary. 

De Sabata was— I mean, you can hear it in his recordings even now. He had a 

great sense of line, of drama and color. Color was a great thing with him. I 

heard him on one of my earlier trips do a Bohème which made the music sound 

like Mozart; it was so clean and clear and beautiful, and yet it's totally full of 

rich colors and so on. You just have to hear his recording of Tosca [by Puccini] 

with di Stefano and Callas and [Tito] Gobbi, which is one of the great opera 

recordings of all time. It reveals it as a masterpiece.Anyway, there was Cantelli 

conducting, and behind him was de Sabata sitting in his seat, and like a father 

he sometimes stopped him and put his hand on his shoulder and explained to 

him— It was really, really touching to see the interaction between master and 

protégé.So I was lucky. I managed to bring out the company of La Scala with 

orchestra and chorus, the London Symphony Orchestra; Yehudi Menuhin, who 

at that time was still a great violinist; [Andrés] Segovia; Anna Russell; I 

Musici. It became an incredible festival! It did extremely well at the box office. 

[(Fleischmann added this bracketed section during his review of the transcript.) 

Josef Krips, who had been scheduled to conduct the Gordon Symphony, 

cancelled at three day's notice. In his place I invited Jascha Horenstein, who at 

that time was virtually unknown. However, I had been very impressed by his 

conducting on some bargain label recordings and he was available! He took 

over Krips's programs, ranging from Mozart and Beethoven's Ninth 

[Symphony] to the Mahler Second [Symphony in C minor, Resurrection] and 

Walton's First [Symphony], without change. He did so well that this became 

the beginning of a close relationship with the LSO and a major revival of his 

career.]Interestingly enough, it helped me to learn Italian, although in the 

[Second World] War— I spoke about the Zonderwater, the prisoner of war 

camp, but I never had bothered to learn Italian. But in Johannesburg there was 

nobody in the La Scala company— There were maybe three hundred people 

they brought out and nobody spoke English. So I was plunged into it. I just 

learned Italian by osmosis. 



CLINE 

This actually brings up something I wanted to ask you. I have heard that you 

are quite adept at various languages. How did you learn all these languages? 

Was it in sort of this way? Obviously you already knew German and English 

and some French. 

FLEISCHMANN 

Yeah, I had learned French in school. Afrikaans I picked up in school, and 

Italian I picked up in the three and a half weeks with the La Scala company in 

Johannesburg. I was with them every day and night. They needed a lot of 

looking after. And I must thank them for it. The La Scala orchestra also gave a 

couple of concerts under Cantelli that were amazingly wonderful. They were a 

revelation for all that heard them.We made some very close friendships, and it 

was very sad when they left. I can still visualize it. The airport— Two weeks 

later my wife [Elsa Leviseur] and I were driving along listening to the news, 

and heard about an air crash at Orly Airport, Paris, and amongst the passenger 

list was Cantelli. But they said there were some survivors.Now, we had got to 

know Cantelli quite well. He was a man of incredible sensitivity. He had 

incredible antennae, incredible energy. Very self-critical. In Così in 

Johannesburg, I remember one night there was a lighting cue that was slightly 

late. He called the whole cast and technical staff in next day to go over that 

scene again and again. He was a perfectionist. If I've ever come across one, it 

was he. He had this acute sensibility. We called him the King of the Cats, who 

has nine lives, anyway. We couldn't believe— When we heard there were some 

survivors in the crash we were sure he must have been amongst the survivors. 

But sadly he wasn't. He died at the age of thirty-six. No doubt he would have 

been one of the great conductors of our time. I mean, he was already. Fantastic. 

It was a terrible loss. Anyway, those were good days.In the meantime, I just 

went on conducting and running my radio production business, making a bit of 

money. But I was obviously getting a bit restless. I wanted to stop doing 

anything extramusical and concentrate on music. I was studying scores and 

playing. I played percussion as a sub with the Cape Town orchestra. 

CLINE 

You mentioned that you had studied some of these other instruments in order to 

hone your conducting skills. Under whom did you start really concentrating on 

learning these other instruments? 

FLEISCHMANN 

Well, members of the Cape Town orchestra. I mean, I was not really very good. 

CLINE 

Just for the record, at the time you started going to school to study, did your 

instruction with Albert Coates stop then? I know he was only there for a year. 

FLEISCHMANN 



No, no, no, he lived there. He was in Johannesburg only for a year. 

CLINE 

Oh, I see. 

FLEISCHMANN 

He lived in Cape Town. No, he died in '53. 

CLINE 

I see. So were you continuing to study with him during your college days? 

FLEISCHMANN 

Yes. And there was a bit of a tug-of-war between him and Jordá, who was the 

official conducting teacher at the college. I didn't think that much of Jordá, so I 

went on with Coates until his death. You know, I was conducting in Durban—I 

conducted the orchestra there—the South African Broadcasting Corporation 

symphony orchestra in Johannesburg, and the Cape Town orchestra, and things 

like that.Then the position of music director and chief conductor of the Cape 

Town orchestra became available, and I applied for it. The application forms 

stipulated— I think I had to have five testimonials, references, because music 

director meant also really being in charge of— There was a lot of 

administrative stuff as well. So I asked the London Symphony Orchestra for a 

testimonial, and they sent me a glowing one.A few weeks later I got a letter 

from them saying the position of general secretary was becoming open—

general secretary being managing director— "How's my application going in 

Cape Town? Would I be interested in applying for the London job?" I thought, 

"Oh, they're being very nice. They had a good time when they were in 

Johannesburg. They're just trying to be nice to me." So what I did was send 

them just a copy. I made copies of my Cape Town application and sent it to 

them and forgot about it.I had in mind, however, that if I got the Cape Town 

job—which was highly unlikely—but if I got it I wanted to do it only for three, 

four years, and use it as a stepping stone to leave South Africa. Well, to cut a 

long story short, I got the Cape Town job. Everybody thought a foreigner 

would get it, somebody with reputation and much more experience than I, but 

no, I got it! 

CLINE 

And that's why you said you thought it was unlikely that you would get it? 

FLEISCHMANN 

I thought it was very unlikely. I didn't have a distinguished record.I didn't have 

much experience as a conductor, and the Cape Town orchestra is a year-round 

orchestra doing an enormous amount of work. So I sent a telegram to the LSO 

as a courtesy saying I must withdraw my application as I have got the Cape 

Town job.And they sent a telegram back: "Have you signed your contract yet? 

You're on a short list of three here." [mutual laughter] I sent a telegram back—

there was no fax in those days—saying that my contract was being ratified by 



the city council the following morning and I had to sign it immediately after 

ratification.So that morning that it was being ratified a telegram arrived 

offering me the job, and I had a couple of hours to make up my mind whether I 

wanted to be a conductor or an administrator. It was an interesting, pressured 

kind of time. 

CLINE 

[laughs] I suppose. Whoa. 

FLEISCHMANN 

But I think I got cold feet. I chickened out. I thought, yes, I had a flair for 

conducting, no question about it. But I didn't think I had the self-discipline to 

learn scores in a way that I could face a hundred musicians and tell them what 

to do when I clearly realized that they knew as much or more than I. So I opted 

for management. [tape recorder off] 

CLINE 

One thing I wanted to know— We've reached this very good stopping place in 

terms of your decision to go with the London Symphony Orchestra offer, but 

before we leave South Africa, I wanted to ask, first off, when you embarked on 

your education strictly as a musician according to the aspirations of Erik 

Chisholm—he wanted to accomplish that, and he seemed to have accomplished 

that—did he really pull you out of the accounting world at that point? Did you 

quit that job? 

FLEISCHMANN 

Yes. I had to do a little bit of part-time work at first. But getting the Van 

Riebeeck Festival brought in some cash. And I had the odd conducting gig. I 

did a little bit of part-time accounting. I lived very frugally, rented a room, you 

know, with other students in the house. I lived on very little. I only did as much 

accounting as was necessary to pay the little rent and to buy some food. 

CLINE 

And before that you were helping make ends meet for your family. How did 

your parents feel about this development, this pursuit of a musical career? 

FLEISCHMANN 

They got some restitution money from Germany, which helped, and got a little 

bit of money through the stock market boom in South Africa. 

CLINE 

Which you were an adviser for. 

FLEISCHMANN 

Yes. They bought a home. My father [Gustav Fleischmann] got some of his 

agencies he had before emigrating from Germany. He got them back after the 

war, for South Africa. Slowly— 

CLINE 

Things started picking up? 



FLEISCHMANN 

Eventually my parents came to London, but that was later. 

CLINE 

Obviously you were busy with this production company as well, and that must 

have eventually generated some income.During this whole period in South 

Africa, particularly since it sounds like you had some pretty eclectic 

involvements at that point, did you ever have any interest in or involvement in 

any kind of music other than classical music? 

FLEISCHMANN 

At college one of my fellow students was Galt MacDermot, who turned out to 

be the composer of Hair. 

CLINE 

Oh, of course. 

FLEISCHMANN 

He was the son of the Canadian trade commissioner in South Africa, and I 

conducted some of his music while in college. He and some other guys played 

jazz. I spent a lot of time with them. I mean, I didn't play, but they drew me 

into it a lot. Also, naturally, in my Sound and Film Services time I produced 

shows of popular music. We had produced, for example, the original cast 

album for a couple of very popular shows that were based on African jazz, 

township jazz. There was one called Zonk. This was music by a composer 

called Stanley Glasser. But I was never actually active. I'm trying to think. 

Harry Rabinowitz had a band, probably the best jazz group in Johannesburg. 

He went on to become conductor of the BBC Concert Band or something like 

that. No. I always enjoyed it.I told you about my Comedian Harmonists group, 

the Four Rhythm Boys. We modeled ourselves— 

CLINE 

No, you didn't mention it. 

FLEISCHMANN 

At school? 

CLINE 

No. 

FLEISCHMANN 

No? 

CLINE 

The Four Rhythm Boys. [mutual laughter] 

FLEISCHMANN 

This was at school. Three other guys and I, we formed a close-harmony quartet 

and sang at school concerts, things like "A Tisket, a Tasket," "Bei Mir Bist Du 

Schön," etc. We modeled ourselves on a combination of the Comedian 

Harmonists and the Andrews Sisters. [laughs] 



CLINE 

Which part did you sing? 

FLEISCHMANN 

I was alto. It's interesting to see there's a musical about the Comedian 

Harmonists [Band in Berlin] that's just opened, I think rather disastrously, in 

New York on Broadway. But there's a documentary [The Harmonists] out this 

week, I think. It's going into theaters. The Comedian Harmonists were this 

amazing prewar group, five or six men who, amongst other things, imitated the 

sounds of orchestra instruments. There's a very famous recording of theirs of 

the Barber of Seville overture [by Rossini]. But they also sang pop songs of the 

time. 

CLINE 

Just a couple of more questions before we break for today. When did you stop 

your duties as a critic? 

FLEISCHMANN 

Ah, good question. I wonder. 

CLINE 

Were you still writing criticism at the time you were doing the Van Riebeeck 

Festival? 

FLEISCHMANN 

I must have, because I kept on— Every time I went to Europe I wrote reviews. 

I must have continued to write for a while, until I started performing more. 

CLINE 

Did you ever see a conflict between being a critic and—? 

FLEISCHMANN 

Yeah, well— 

CLINE 

That's why you stopped? 

FLEISCHMANN 

Yeah. 

CLINE 

How do you see the role of the critic in terms of music? In this case 

particularly? 

FLEISCHMANN 

I think he is the mediator between the art form and the public. The critic needs 

to be an educator, I think also a proselytizer for the art form. I believe a critic 

needs not only to be extremely knowledgeable but he also needs to be an 

enthusiast. Unless a critic loves the art form he writes about, he can never be a 

critic. So when he's being negative about something it's more in sorrow than in 

anger. But I think above all a critic has an enormous responsibility for 

developing audience tastes but also developing audience interests. 



CLINE 

One last question before we leave South Africa. I feel I should ask this, 

particularly since you were coming from Germany, where in a sense you were 

persecuted: What was your feeling about apartheid while you were there? Since 

you must have been carrying on all these activities pretty much exclusively 

with white people, I would presume. 

FLEISCHMANN 

I didn't carry them on exclusively with white people. To start off with, I was 

quite active in the antiapartheid movement. I helped a couple of friends get out 

of South Africa, driving them over the border, and I spent a lot of time teaching 

piano to Africans in the township. I used to go every week to Alexandria or 

Sophiatown, either/or, to teach—free, obviously. Cape Town until well after I 

left— The Cape Province was always a liberal province. For example, 

everybody was allowed into the city hall to concerts; it was multiracial. I 

worked also with something called the Eoan Group, which had a choir, a ballet 

company, and did some opera. It was what in South Africa is called a "colored" 

group—mixed race group. I conducted for them. Cape Town University Ballet 

had African and so-called "colored" dancers in it. One prime example is David 

Poole, who then went on to Sadler's Wells Ballet, Covent Garden.I was acutely 

aware— I mean, one of the reasons I wanted to get out of South Africa— I 

thought the conducting position was going to help me get out, but then came 

the LSO, and that helped even more.I went back a couple of times. You know, 

in the early sixties it looked as though things were turning around. Something 

called the Progressive Party, which was a multiracial party, suddenly got quite 

a good share of the vote. And I went back a couple of times, but after '64, after 

Sharpeville I didn't go back until two years ago. I just didn't want them to have 

one penny of my foreign currency even. 

CLINE 

During that period, being German, and considering the sentiment of the 

Afrikaner people, did your involvement with the other races create any 

problems for you? Was there tension there or not? 

FLEISCHMANN 

Well, socially I had a lot of African friends. And one always worried that 

maybe the police would come in, somehow somebody would have informed. 

And obviously taking friends across the border was pretty hair-raising, scary. 

Why did I take them across the border? In the case of one couple, the man was 

white, the woman was black. They would have been arrested in South Africa if 

they had been discovered. So— No, I was not inactive. 

CLINE 



I wasn't trying to suggest you were. I was just thinking that when you think of 

classical music and you think of the time period and you think of South Africa, 

I think the world probably assumes that this was a fairly exclusive sort of— 

FLEISCHMANN 

No, in Cape Town it wasn't. 

CLINE 

That's good to know. Well, you did get out, and when we pick up next time 

we'll talk about your departure from South Africa to London. Anything you 

want to add today before we stop? 

FLEISCHMANN 

I could go on for ages. It's probably going to take months at this rate. I'm sorry. 

CLINE 

[laughs] It's okay. We'll just take it one step at a time. 

1.8. TAPE NUMBER: V, Side One (May 12, 1999) 

CLINE 

Good morning. It's been a little while since we've met. We're going to pick up 

where we left off last time. We had just gotten to the end of your tenure in 

South Africa. We got to your offer from the London Symphony Orchestra 

[LSO] and your impending move to London, and we're going to take you back 

to that particular time, long ago now, and I'm going to start out by asking you a 

question about this offer.It would be safe to assume that the London Symphony 

Orchestra was suitably impressed by you in order to offer you this managerial 

position. Did you get—? 

FLEISCHMANN 

Well, they had just had a wonderful time. They had a good time, they enjoyed 

themselves in Johannesburg. And even then, I must say, there was a dearth of 

management talent around, management in the arts in general and in the 

symphony world in particular—which still is the case nowadays. In fact, it's 

probably worse now because there are so many more institutions that need 

people who both have a passion for and a deep knowledge of the art form as 

well as business know-how and savvy. It's not a combination you find 

frequently, particularly in a society today where education in the arts, and 

especially music, is where— If it exists at all it's not at a very high level. But 

you find so little of it. Anyway, yes, something must have clicked. 

CLINE 

I would think so, because you were still a young man then. 

FLEISCHMANN 

And the orchestra was young in those days. It was an orchestra that had a 

number of future stars. But they were all in their twenties, like Barry Tuckwell, 



the famous horn player; Neville Marriner, who became a conductor, of course; 

Gervase de Peyer was a great clarinetist; Roger Lord, a fantastic oboist; Hugh 

Maguire, the concertmaster, very fine violinist; and Dennis Wick— No, Dennis 

Wick came in later on trombone.But it had a young spirit, and it had just gone 

through quite a palace revolution.The London Symphony Orchestra used to be 

not much more than a pickup band to play movie soundtracks. It was run by a 

second flute player who did a good job in providing work for the musicians but 

who also did a good job looking after himself in the process. It had no 

reputation as a great orchestra. In fact, I had heard them in 1950. I mentioned 

that, I think, when we spoke about the Johannesburg Festival. 

CLINE 

Yeah. You were highly unimpressed. 

FLEISCHMANN 

Exactly. But this change had taken place in the meantime, and all these 

marvelous new players, mainly young players, came into the orchestra. Not 

only were there wonderful musicians but there was a great spirit in the 

orchestra. They wanted to go places. The trouble was, how could they go 

places?The system in London is very peculiar. First of all, the musicians only 

get paid for what they do. There's no guaranteed wage, so they get paid by the 

gig, as it were. There's no health insurance, no pension, no security, on the one 

hand. On the other, there was next to no government subsidy for promotions, 

for concerts that the orchestra presented itself, rather than— All the work that 

came in was for other presenters: usually one rehearsal, all Beethoven, all 

Tchaikovsky, you know, with a third-rate conductor and anywhere from a 

second- to a fourth-rate soloist who was prepared to pay the rental of the Royal 

Festival Hall or the Royal Albert Hall and pay the thousand pounds or so that it 

cost to hire an orchestra. So there was not much artistic incentive.The only 

other thing that orchestras did was to rent the hall themselves and to produce 

and promote and present concerts themselves with conductors whom they'd 

invite. But the London Symphony Orchestra didn't have any money for that, 

and they didn't have dates in the Festival Hall because there were all these other 

orchestras: the Philharmonia [Orchestra], the London Philharmonic 

[Orchestra], the Royal Philharmonic [Orchestra], the BBC [Symphony 

Orchestra]. They had snatched up all the dates over the years, and when I went 

to see the general manager of the Festival Hall and asked for more dates, he 

said, "Well, we can't do anything, because the London Symphony has never 

tried to give more than eight concerts a year, and those were mainly Beethoven 

concerts with Josef Krips." So I said, "Well, if they've been making this terrible 

mistake all this time, isn't it time we stopped it?"Through a lot of badgering and 

perseverance we got the eight concerts up to about forty, which was almost as 

many as the other orchestras did, and I managed to persuade a number of then 



young, up-and-coming conductors, as well as some who had been surprisingly 

overlooked, to come and conduct the orchestra. Amongst the young ones was 

the young Colin Davis, the young Lorin Maazel, the young Claudio Abbado, 

the young István Kertész. Amongst the ones who had been overlooked were 

people like Georg Solti and, of course, Jascha Horenstein, who had come to the 

Johannesburg Festival. I invited Aaron Copland to come over and conduct 

some of his music. Did I mention Eugene Ormandy? And of course George 

Szell. I'll come to the Szell story a little later.We managed over the next year or 

two or three to really turn things around and really make the London 

Symphony Orchestra concerts very interesting and exciting. We had built up a 

real following for the orchestra, which had never happened before. 

CLINE 

They obviously had a good time in Johannesburg, and they saw something in 

your abilities. Do you think it was also the fact that you believed in the 

orchestra at that point? 

FLEISCHMANN 

Well, I realized that this orchestra was greatly underrated. Here was something 

that was ready to take off. So I started talking to record companies, and 

particularly to London-Decca Records, John Culshaw, who was the famous 

head of classical production for Decca. He's the guy who produced the first 

complete [Der] Ring [des Nibelungen by Wagner] with Solti. He's written a 

couple of interesting books, particularly Ring Resounding, about the making of 

that Ring. I also interested Benjamin Britten in coming to work with the 

orchestra, because he was working with London-Decca as well, and so was 

Solti.So we were lucky and got in more or less on the ground floor with [them], 

as we did with Antal Dorati, who was recording for Mercury [Records] in those 

days. From being an orchestra that hardly did any recording and that hardly did 

any promotions of its own, we suddenly found ourselves having something like 

four to five hundred recording sessions a year—it went crazy—and forty to 

fifty self-promoted concerts a year, and it was really quite remarkable. 

Obviously I came in at the right time. It had to go up. 

CLINE 

Now, you had made the move. You left South Africa, which was part of the 

attraction of the job; you were planning on leaving at some point. You had to 

make this very sudden and extremely sweeping career decision about 

conducting or managing. You chose managing, and you went off to London. 

First off, this is what they call a "democratic" orchestra, is it not? 

FLEISCHMANN 

Yes, self-governing. 

CLINE 

Right, the musicians and the board are one essentially. 



FLEISCHMANN 

The board is elected by the musicians from the musicians. They're all 

stockholders. They each have I think ten shares. 

CLINE 

So it would be safe to say that you had the trust and the support of the 

musicians at that time. 

FLEISCHMANN 

Yeah. As long as I had it, it was fine. 

CLINE 

Right. What was the first task that you had to undertake upon arriving and 

taking over this position? Do you remember? 

FLEISCHMANN 

Well, to rethink the way the orchestra works, to find a real direction— It was 

an amorphous kind of collection of musicians doing an amorphous number of 

things. It was there for hire for anybody and everybody. I stopped that. If 

anybody wanted to hire the orchestra, we would see what— I mean, we just 

refused to do these one-rehearsal concerts. The BBC [British Broadcasting 

Corporation] used to hire the orchestra, too, to do interesting repertoire—

maybe not with the best conductors in the world, but at least they gave us 

enough rehearsal time and gave us the opportunity to do different repertoire.But 

for the rest— The orchestra's concerts were promoted by ourselves. I went to 

the Arts Council [of Great Britain] and got them to up the subsidy for the 

concerts we promoted ourselves. Also I was lucky in that—in those days we 

didn't realize what a bad thing it was—I found a tobacco company, Peter 

Stuyvesant, Rothman's [cigarettes], who were prepared to underwrite our 

concerts in the Royal Festival Hall and call it the Peter Stuyvesant International 

Series. So we managed to attract some funding. We also got some funding from 

one of the independent television networks. Now, the Peter Stuyvesant funding 

was really the first major commercial sponsorship for an orchestra in Britain. It 

was quite a breakthrough.You see, coming from South Africa to an orchestra 

that had virtually done nothing creative musically, I was naïve enough to think 

I could change it. I wasn't afraid to change things, and the whole field was 

open. Whatever I did had to be an improvement on what had gone before. 

CLINE 

Right. So they were, I presume, appreciative at this point, since they were— 

FLEISCHMANN 

Right. And little chances came our way. I got a call from the British Council, 

which is the organization that—it's like the USIA [United States Information 

Agency] or USIS [United States Information Service]—tries to make cultural 

propaganda for Britain all over the world. My predecessor at the London 

Symphony had become the director of music for the British Council. He called 



me and said, "We've got some money left in the kitty. If you can somehow put 

together a tour before year's end we can do this for you." I managed to put 

together not one but two tours. In February or March we went to the 

Netherlands, ending up in the Concertgebouw with Hugo Rignold, who was a 

very capable and somewhat underrated British conductor. He died quite a few 

years ago. The other one was at the end of 1960 to Israel with Antal Dorati. We 

became the first British orchestra—I think we were about the second foreign 

orchestra—to play in Israel since— It became quite an emotional experience. 

The first to play the British national anthem, "God Save the Queen," since 

Menachem Begin had blown up the King David Hotel and all that sort of stuff. 

So that meant a lot emotionally and politically.These tours drew some attention 

to the orchestra, obviously, and it all happened very quickly. I was having a 

ball, but— It was very interesting. When I came to the orchestra the total staff 

consisted of two secretaries, and there was a part-time librarian and a part-time 

what we call in London a fixer and in the United States we call personnel 

manager or contractor, the one who books the musicians. That was the staff, 

and— Well, you didn't need any more because it was just a little booking 

agency. But once we started doing our own promotions and had to do a lot of 

marketing and had to keep up international correspondence and public relations 

and really get close to some of the important people in the world of music, 

obviously we had to start building up a little staff. Not much. We never had 

more than about seven, eight people.But it was a wonderful time. We became 

the most recorded and the most traveled orchestra in Britain. Over time we 

expanded the roster of conductors we had. Leonard Bernstein, for example. 

Leonard Bernstein hadn't been to London, I mean to conduct, since World War 

II. He hated it. Not enough rehearsal, cold, cold rehearsal rooms, etc., and 

nowhere good to play. We—Well, let me preface it by saying that I got to know 

[Mstislav] Rostropovich through the good offices of one of the real characters 

amongst the British impresarios, a man called Victor Hochhauser, who at that 

time produced mainly concerts with Russian artists. It was always very difficult 

because of the Cold War to get any Russians out. Victor somehow managed. 

He brought [David] Oistrakh, [Emil] Gilels, [Sviatoslav] Richter, [Leonid] 

Kogan, and Rostropovich, when they were totally unknown in many ways. He 

even brought the Leningrad Philharmonic with [Evgeny] 

Mravinsky.Rostropovich came, and we did a BBC television [program] with 

him, the Shostakovich Cello Concerto, with Charles Groves conducting, and it 

was obvious that this man was as an instrumentalist almost unsurpassed on any 

instrument in those days. It was wildly exciting. So Hochhauser and I cooked 

up a series of concerts in London to really establish Rostropovich, nine 

concerts at which he played thirty-six different cello concertos. A lot of it was 

crap, you know, it was from Khrennikov to Prokofiev, from Vivaldi to Dvo_ák, 



I mean anything and everything. And this went on over four weeks.During the 

last week I got news that Bernstein was in town with his family on a visit and 

that he was staying at the Savoy Hotel. I sent him a note over to the Savoy and 

said that "You must come and hear this amazing cellist." Madame [Yekaterina] 

Furtseva, who was then the Soviet minister of culture and quite a well-known 

international personality was going to be in town for the last concert, which 

included Shostakovich, and wouldn't Bernstein and his wife come to dinner 

with Rostropovich and Madame Furtseva after the concert, blah blah blah blah, 

and made it impossible for him to resist. He came to the concert and came to 

dinner, and it was the beginning of a wonderful friendship between him and 

Rostropovich, and him and myself as well.In fact, we tried to persuade him to 

write a concerto for Rostropovich. The only thing that ever emerged was those 

meditations from Mass for cello and orchestra. He never wrote a concerto. He 

was also sufficiently impressed with the orchestra to agree that I could talk to 

him about coming and working with the orchestra on a regular basis, and— He 

wasn't ready then. He had to go back to New York and talk to his people, and 

he'd let me know. A few weeks later I got a telegram asking whether I could 

come to New York on such and such a date and we could talk over what we can 

do.I'd also talked to John McClure of CBS Masterworks, now Sony [Records], 

and said, "It looks as though we're going to work with Bernstein. Is there any 

possibility of recording with him?" Because in the meantime we'd also worked 

with Seiji Ozawa and recorded Joan [of Arc] at the Stake, you know, 

the Jeanne [d'Arc] au bûcher by Honegger with him for CBS.So I flew to New 

York, and I saw John McClure and arranged— Bernstein was in the middle of 

conducting or recording his Mahler cycle, but the eighth symphony [No.8, in E-

flat, Symphony of a Thousand] was so big, too expensive, to do in New York 

that we decided it should be done in London where it costs a lot less. John 

McClure and Bernstein then left it to me to try to put that together, which was 

quite a job for somebody who wasn't used quite to that kind of thing, with all 

those soloists and all those choirs and stuff.I had worked things out with Lenny 

that he would do two programs. One was Mahler [Symphony no.] 8 in the 

Royal Albert Hall, and the other was Sibelius [Symphony no.] 5 [in E-flat 

Major, op. 82] and Shostakovich [Symphony no.] 5, Royal Festival Hall. A 

couple of things: I'd persuaded Humphrey Burton, who was then head of music 

for BBC television, to do a documentary on Bernstein rehearsing, because his 

rehearsals were marvelously interesting. He did a wonderful, wonderful 

rehearsal on Sibelius and Shostakovich. It was going out live in those days. It 

was so good that— I don't know whether it was supposed to be a one-hour 

program or two-hour program. Whatever it was, the rehearsal wasn't finished in 

time, and it was so intense and wonderful that Humphrey agreed to postpone 

the evening news in order to let the rehearsal run its course. It doesn't happen 



often that the news is postponed just for an orchestra rehearsal. [mutual 

laughter]The problem with Mahler 8 was this: it was short notice, and the 

London choirs were all busy, so I got a choir from Liverpool, I think it was, or 

Huddersfield— anyway, from up north. When it came to first rehearsal it was 

obvious it wasn't good; the choirmaster had not rehearsed it well enough. Big 

panic. But we got in a lot of professionals. This was an amateur choir, but we 

got a lot of professional strengthening.Then the tenor got sick the day before 

the performance, and there was just one British tenor who could stand up and 

sing anything and belt it out wonderfully, by the name of John Mitchinson. He 

just came there and then, and on the morning of the last—dress—rehearsal. 

That's where it all happened. And it's not nice when you have seven or eight 

soloists and a crucial part disappears on the morning of the performance, but he 

rescued it. Anyway, it was sensational.From that a long and happy relationship 

between the LSO and Leonard Bernstein developed, and then we remained 

good friends, good enough for me to be able to bring him to Los Angeles on a 

couple of occasions and to start the [Los Angeles] Philharmonic Institute here 

in Los Angeles. We can talk about that at a different time, when it comes in 

chronologically.As I said, the LSO became the most traveled orchestra in 

Britain, including a world tour. I think the world tour was in 1964, but before 

that we became the first British orchestra ever to go to Japan. That was in 1962. 

It was a wonderful time. We went with [Pierre] Monteux, Dorati, and Solti. 

That's quite a lineup. 

CLINE 

Really. 

FLEISCHMANN 

It was wonderful. Monteux then was about eighty-five, and he sat in the 

airplane peacefully, wonderfully relaxed, right through the trip from London to 

Tokyo, and got off the plane like so: [imitates Monteux's nonchalant manner] 

Nothing. It had been nothing to him. The next afternoon at rehearsal he was the 

only one who was with it; the orchestra was half asleep with jet lag. It was 

quite wonderful. He was by then our principal conductor, and the story of how 

he became our principal conductor is quite interesting. 

CLINE 

Can we talk about that just in a little while? Because I want to ask about that. 

FLEISCHMANN 

Yeah. 

CLINE 

I just wanted to ask a couple of things about the early years here. First off, I am 

very curious— You take an orchestra that's really got very little reputation. It 

doesn't have many concert dates. It's not doing anything significant recording-

wise. How did you go about turning this around so quickly? I mean, 



obviously— You said that you could only go up essentially. But I have to think 

that since there are four other orchestras in the area, and they're all fully 

booked— They're busy, they're doing concerts, they've got the reputations. 

How did you manage to turn this around, to convince people to give this 

orchestra a chance and to start filling in those dates and getting into these 

concert situations and recording situations? 

FLEISCHMANN 

Well, I got people to come and listen to the orchestra. The BBC were quite 

helpful. Monteux had conducted the orchestra before, and so had [Leopold] 

Stokowski, and they were two big figures. Also, what helped in those days was 

the recording industry— It was a time of terrific boom in LPs, long-playing 

records. Anything and everything was being recorded, and we made some 

records for Decca— Well, London-Decca had a tie-up with RCA Victor 

[Records], and we made some recordings with Monteux for RCA, some 

wonderful things, including, I still think, the best Enigma Variations [by Elgar], 

of all things, wonderful Beethoven Fourth Symphony [op.60, in B-flat], 

Dvo_ák Seventh Symphony, the D-minor, just glorious stuff.I'd managed to 

persuade Ernest Bean, the general manager of the Royal Festival Hall, 

whenever there was a cancellation to give us the dates, so we built up dates 

fairly quickly, so I could invite people like Monteux.István Kertész was another 

one, whom I had heard at the Hamburg Opera on my way to London, I think it 

was. Somehow or other I'd heard about him. He was pretty unknown. Was it 

Hamburg or Cologne Opera? One of those two. He was conducting The Magic 

Flute [by Mozart] wonderfully, and I thought, "He is a big talent, might become 

an important conductor." I asked him immediately to be exclusive to the 

orchestra and talked to John Culshaw, who went to have a look at him and sign 

him up for London-Decca Records. We made the first records with 

him.Usually, when we were making records, we did the repertoire in concert 

first, so it was circumstances partly and, you know, having a good nose for 

these things, I suppose, being able to spot a bit of talent. Same thing with Colin 

Davis. He was just beginning to be known a little bit. He stepped in for [Otto] 

Klemperer at the Royal Festival, I remember, and caused quite a stir. I 

immediately went to see him and asked him to come to the LSO. He was 

young, the orchestra was young, some of the players he'd known for a long 

time—they'd studied together—and that clicked very quickly. In his case it was 

Philips [Records] who made records with him. I mean, we recorded all over the 

place. It was amazing. 

CLINE 

So the press on this must have helped as well. I'm guessing that reviews were— 

FLEISCHMANN 



Yes, everything came together. Of course, we snapped up these opportunities to 

tour, which would get us into the press again, and created a little bit of a stir 

here and there. I suppose I was— What shall I say? I was naïve maybe, but I 

also had a lot of chutzpah.Because things like this would happen: our first tour 

of Japan, first British orchestra to be in Japan, we opened the Osaka Festival, 

which in those days—this is 1962—was a really big festival. For the opening 

concert the ambassadors of many countries came from Tokyo to Osaka. This 

was a big event. The only ambassador who didn't come was the British 

ambassador. I got very upset by this. Then, when we were in Tokyo, he didn't 

come again, except— His wife came, but she came half an hour late, and we 

had to hold the concert and so on and so forth. When I got back to London I 

gave an interview and complained bitterly. Here we were doing a good cultural 

propaganda job for Britain, and the British ambassador didn't even attend our 

concerts, etc. Well, then his son sent a letter—this was in the Guardian, 

the Manchester Guardian in those days—saying that he wished I had 

investigated the situation, because his father had been very ill, and he 

subsequently died.There's a sequel to this. A couple years later we moved. We 

bought a house in Westbourne Park Road. The ambassador's name had been Sir 

Oscar Moreland, and our neighbors— We met this charming young couple who 

were also called Moreland.It turned out this was another son of the ambassador. 

We'd become friends after what I'd done to his father. 

CLINE 

So you basically had sort of the run of things. You had carte blanche. They just 

trusted you to make all this happen, and it was happening. Is that correct? 

FLEISCHMANN 

Yes, to a large extent. I mean, there were obviously a lot of internal things had 

to be taken care of with the musicians, and although we didn't— Being a 

cooperative, the union was not in evidence, shall we say. But there were a lot of 

internal matters, and musicians had to be disciplined or worse when somebody 

wasn't performing up to scratch. Being a cooperative didn't mean job 

protection. On the contrary, I think musicians were judged more severely, more 

harshly, by their peers than they tend to be in American orchestras, where so 

often a lot of deadwood remains in an orchestra well beyond its time.Also, the 

question of when is an orchestra overworked. The trouble with no security and 

with no pensions, no sick pay, is that there is a tendency to accept whatever 

decent engagements we can get and to go out there and beat the bushes for 

more so that the musicians have a reasonable living. As a result, the orchestra 

had often done three services in a day—say rehearsal in the morning at the 

Festival Hall, then drive out about ten miles in heavy traffic to Walthamstow on 

the outskirts, a suburb of London, for a recording session, then drive back to 

the Festival Hall for a concert that night. And that would go on— There's no 



such thing as a free day. If the work was there, you worked. So we could go for 

weeks on end without a single free day. And then suddenly there was a fallow 

period where maybe for ten days there was no work. One tried hard to prevent 

that, obviously. 
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CLINE 

Obviously you're involved in the booking of the orchestra. When it comes to 

dealing with this potential for overwork and the situation with the status of the 

musicians in the orchestra, how much of a role did you have in that part of the 

orchestra management? 

FLEISCHMANN 

Well, obviously I was at every board meeting and took part in the discussion, 

but I had no decision-making powers. That was the board. The chairman of the 

board was pretty— I mean, it depended on the personality of the chairman. 

After a while Barry Tuckwell became the chairman, and he was a very forceful 

chairman. But I had no vote, unlike here, when I was on the board [of directors 

of the]Los Angeles [Philharmonic Orchestra], where I had equal status as a 

director with the others. I had no vote there [in London], and that gradually led 

to problems.Anyway, there was this tremendous competition between the 

Philharmonia and the LSO that developed. We emerged as the two elite 

orchestras in the sixties. The Philharmonia had Klemperer as its chief, a veteran 

conductor. We had Monteux as our principal conductor, another veteran, and 

there was a very healthy rivalry. I'll talk about that a little later, but I think I 

should talk a little about how Monteux— 

CLINE 

Right. Why don't you tell us the story. Obviously Monteux, at that point, in the 

later stage of his career, was one of the world's most eminent conductors. 

FLEISCHMANN 

Right. 

CLINE 

This must have been a rather interesting sort of situation to have come about. 

FLEISCHMANN 

It was a wonderful experience. Monteux was a very bright man, a wonderful, 

dry sense of humor. He didn't say too much, but when he spoke it was always 

to the point. He had this rather gushy, effusive wife, Doris [Monteux]. She was 

his Eroïca, his number three. I remember one day when we were doing 

Berlioz's Roméo et Juliette at the Royal Festival Hall, which he conducted 

beautifully—which he subsequently recorded—in the intermission, just after he 

had taken it to the end of the love scene within the first part, Doris Monteux 



came into his dressing room. I was there talking to him, and he was sitting in 

his armchair, and she came in and said, "Oh, darling, darling, so beautiful, that 

love scene. I've never heard you conduct more romantically." He says [adopting 

a deep, French-accented voice], "Yes, I was thinking of the woman I love." So 

she says, "Oh, darling, thank you, thank you." And he says, "Yes. Eleanor 

Roosevelt." [mutual laughter] That was sort of typical Monteux, who used to 

say, "I am not a French conducteur, I am an American conducteur." Because he 

lived in the States for a long time.We were at the Vienna Festival in 1961. You 

see, this is how I got the orchestra into the headlines—in musical headlines 

anyway—by badgering festival directors. For example, this was Egon Hilbert. 

He went on afterwards to become the director of the [Vienna] State Opera. He 

was the director of the Vienna Festival, and I somehow persuaded him to invite 

the orchestra, because I could produce three conductors whom he wanted, 

Monteux, Stokowski, and Colin Davis. That's not a bad lineup. In fact there's a 

recording, a CD, of Monteux conducting, of all things, a Tchaikovsky concert 

with the LSO at the Vienna Festival, with John Ogdon playing the no. 1 Piano 

Concerto, I think, Romeo and Juliet, and the Fifth Symphony, I think. Anyway, 

we had done Berlioz's Damnation of Faust [La Damnation de Faust], rather a 

good performance. After the concert we went to his hotel, the Imperial [Hotel], 

to have dinner in the restaurant. The date was the fourth of June, 1961. 

CLINE 

So you had been with the orchestra now—what—two years? 

FLEISCHMANN 

Two years, yeah, and an important date in American history, because it was the 

summit meeting between [John F.] Kennedy and [Nikita] Khrushchev in 

Vienna, and there was a big reception in the Imperial Hotel at the same time. 

Khrushchev had invited Kennedy and all the entourage. Now, Kennedy and 

Khrushchev were trying to reach some kind of agreement and failed rather 

miserably at that Vienna summit.We sat down to dinner in the restaurant, 

Monteux and a few friends and I. In the middle of the dinner he says to me, 

"You know, Ernest, I really like working with this orchestra. They're so 

marvelous. I enjoyed myself so much tonight. Isn't there something I can do for 

this orchestra?" I said, "Yeah, become our principal conductor." And he said, 

"All right, if you give me a twenty-five-year contract with a twenty-five-year 

option." He was eighty-five [years old] at the time. [mutual laughter] Yeah. 

And then I sort of sent him a formal note, and he sent me a telegram back and 

said, "I promise to be a good father to my children." And he was for the next 

three years, while he— He died at the age of eighty-nine.It was a very 

significant time for the orchestra. All that time the orchestra won a lot of 

respect, you see. The orchestra was judged by the conductors it worked with. 

CLINE 



Who was the principal conductor before that, when you came? 

FLEISCHMANN 

Well, when I came it was Josef Krips. Sorry, it had been Josef Krips, but there 

had been a parting of the ways between him and my predecessor. In '56, the 

Johannesburg Festival, Krips was supposed to come with the orchestra and 

cancelled with three days' notice. And all Krips had done really was every year 

a Beethoven cycle with the orchestra, and that was totally redundant, I felt, 

so— I mean, he was a good, solid Viennese repertoire conductor, underrated I 

think, not great but good, and he conducted here a bit in my early days and was 

perfectly fine, but then we had no principal conductor until Monteux. 

CLINE 

Oh, I see. But you had a lot of really stellar guest conductors. 

FLEISCHMANN 

Right. 

CLINE 

And that continued, I presume. 

FLEISCHMANN 

Oh, very much so. More so. I mean, we introduced not only István Kertész but 

also Claudio Abbado and Lorin Maazel to London.I'll tell you, Lorin Maazel 

was very young, but he had been a sort of boy genius. I think he conducted in 

knee pants when he was eleven or fourteen. Anyway, I got him to come, and he 

was doing, I think, Mahler [Symphony no.] 2 [in C-minor,Resurrection], as 

most young conductors in those days inevitably did when they made their debut 

somewhere important, because it ends with a lot of good noise that creates good 

applause. Anyway, here was this very smart, very gifted young American 

coming to a very British, skeptical British orchestra, and he conducted his first 

rehearsal with his left hand in his pocket, sitting on a stool looking all over the 

place. He knew it all, you know. The orchestra didn't like that at all and were 

highly unresponsive. And at the end of the rehearsal he spoke to me and said, 

you know, "What's happening? It's not working." So I said, "Lorin, let's go 

back to your hotel or wherever." It was a lovely spring day, and he stayed at the 

Connaught Hotel in London, I remember. There was a church nearby, and 

there's a churchyard with benches where you can sit. It's very nice. So I sat him 

down there and just told him in essence that this is an orchestra that loves to 

work and really wants to get things right and do well, and you just stand there 

and give them nothing with your hand in your pocket. They think you're just 

not interested. I must say, next rehearsal, God, he worked them like mad, and it 

worked extremely well.Sometimes I think the manager can have quite an effect 

on the relationship between musicians and orchestra and even in the way a 

performance goes, provided he has some musical knowledge and also has the 

guts to tell it as it is, or as he or she sees it. That's one of the big problems 



nowadays amongst many of the younger managers—and some of the older 

ones. There's very little musical know-how. 

CLINE 

Mostly bean counters? 

FLEISCHMANN 

Absolutely. And very little passion. I mean, why are we here when we might as 

well work in a cosmetics store or sell computers or sell soap? 

CLINE 

So I presume, then, you always had your ear to the ground about these 

conductors, and some of these conductors you mentioned are very famous now, 

but they were young then. How were you able to keep up with your awareness 

of what was going on out in the musical world with these young artists? 

FLEISCHMANN 

I don't know. You develop a networking system and keep your ear to the 

ground, and you read what's going on where, and you try to get around and see 

for yourself. London, of course, is a great place to spot talent, and it's— I've 

never stopped. Unfortunately, I read too few books and too many trade 

magazines and newspapers and stuff. But I'm curious still to know what's going 

on where, and I still enjoy discovering new talent.The other day in Sapporo, 

Japan, for example. I was at a concert where a youngish German was 

conducting. First I went to a bit of his rehearsal and his concert. It was really 

damn good, and the man is totally unknown. He's the conductor of the 

Capetown Philharmonic Orchestra; his name is Bernhard Gueller. I would think 

that he has it in him to do something quite important if people will listen. And, 

you know, some people still seek out my opinion. I want to try to help this guy 

get some recognition.Take Zubin Mehta, for example. When I first came to the 

LSO in April, Josef Krips again was down to conduct. I had changed his 

programs when I came on board.It was going to be a series of Beethoven 

concerts, and I made him change them to mixed programs. I had arrived in the 

late fall of '59, and this was April '60. Again, two or three days before the first 

rehearsal a message came that Krips is not well. To this day I don't know 

whether it was the programs that he was angry about or whether he was really 

not well, so I started calling around. I also called Zubin, who was in Vienna. He 

was still fairly new to it, but I'd heard about him, and he was free. He wanted to 

do the concerts. And I went back to the board, and they said no, because "He's 

too inexperienced." Which was a pity. He came to conduct the orchestra at a 

later stage, but if that had worked we would have got to know each other better 

right from then. 

CLINE 

On a nonmusical subject, at some point you moved your parents [Gustav and 

Antonia Koch Fleischmann] to London, as well, did you not? 



FLEISCHMANN 

Well, I didn't move them. My brother [Kurt Fleischmann] came to London too, 

and there was no sense for them to stay in South Africa. You know, we helped 

them as much as we were able to, but they stayed in pretty good shape, and 

semiretired. So my brother and my parents and I, we all lived in London. 

CLINE 

And how did you find that? How was life in London for you and your family at 

that point? 

FLEISCHMANN 

Oh, I suppose it was a little more difficult for them to get acclimatized. But we 

had relatives in London. They didn't feel lonely. And they had their children, 

obviously. We went to see them regularly every weekend, and my mother 

baked her famous cakes and spoiled us mindlessly. My brother was a much 

better son than I. I suppose I was busier than he, but he took care of them— I 

mean, he spent a lot more time with them than I was able to. I was traveling a 

great deal, and when I wasn't traveling, you know, I was on duty many nights. 

When we weren't performing we were recording or doing an out-of-town 

gig.There were a lot of bad concert halls that the orchestra had to play in at 

first. Thank God one or two better ones were built. The one in Croydon isn't 

bad. It's not great, but basically there were no great concert halls in the London 

area. There still aren't. I mean, Festival Hall, even with its electronic 

enhancement it's pretty dead. The Albert Hall has improved. They've made 

some acoustic improvements, but it doesn't have the impact of a great concert 

hall. And then surrounding halls, they're quite good. There were two halls that 

were used mainly for recording in Watford and Walthamstow, but there were 

no audiences in those areas.London orchestras have always suffered to a certain 

extent from not having an acoustically congenial home to develop their sound 

the way the Vienna Philharmonic has. I'm sure that the [Grosser] 

Musikvereinssaal has helped them develop that marvelous sound that they have 

in the same way that the Berlin Philharmonic in the Philharmonie— I mean, it 

helps determine the character of the sound. The Berlin Philharmonic is a more 

transparent orchestra than the Vienna Philharmonic, and that has to do with 

playing in a more revealing kind of hall—but a very good one, I must say.Now, 

I spoke about the rivalry between the Philharmonia and the LSO. The 

Philharmonia was run and owned as a commercial venture more or less by this 

amazing impresario-record producer, Walter Legge. He was a great discoverer 

of talent, from [Guido] Cantelli to [Carlo Maria] Giulini to Dinu Lipatti. And, 

you know, he rescued Klemperer, who had more or less sunk into obscurity, 

and built him up again into the great figure that he was. But Walter Legge was 

also very competitive, very arrogant, and I suppose in a way he and I were 

some sort of rivals with our orchestras.One day I got a call from him, and he 



asked would I come to dinner, he has something he wants to talk to me about. 

He was married to Elisabeth Schwarzkopf. I was amazed he would invite me to 

dinner to talk about anything. He made a proposal that we should think about 

amalgamating the two orchestras. We should try doing a couple of concerts to 

see how it works, where we need a big orchestra—Mahler 8 with Klemperer 

and a Berlioz requiem with Monteux. Well, we put this to our musicians in 

each orchestra, he to his, I to ours, and they were very skeptical. They were 

also worried about principals playing in nonprincipal positions and all that sort 

of thing, and it unfortunately came to naught.It would have made a lot of sense. 

I'll tell you why. Because, first of all, the London orchestras don't have as big a 

complement of players as the big American orchestras. Their permanent 

membership in those days consisted of 50 strings, as against a minimum of 60 

in American orchestras, a triple woodwind as against quadruple, 3 trumpets as 

against 4, 3 trombones as against 4—that sort of thing. So you are only talking 

usually about 88 or 86, not 110. So the total would have been about 160, 170. 

We wanted to field larger orchestras with 14 first fiddles, 18 first fiddles, and 

10 basses, which is what the really big orchestras do, and we wanted to be able, 

if necessary, to accept two engagements on the same night. I mean, very often 

we were offered lucrative engagements on nights that we were already doing 

something, so this way we could field a first-class orchestra in two places at the 

same time. But it didn't work out.There was one other attempt made to 

amalgamate or to change things, and that was with David Webster. David 

Webster was the general director of the Royal Opera, Covent Garden, and I met 

with him. We talked about it, and then I don't know whose idea it really was, 

his or mine, probably jointly out of our discussions, that we should combine the 

Covent Garden Orchestra with the LSO. Basically it would have meant that the 

Covent Garden Orchestra as such would play a minor role. The Covent Garden 

Orchestra again is an undersized orchestra. It had only about seventy-eight 

musicians in those days. There might be some attrition and so on, but basically 

it would mean that the LSO and the Covent Garden Orchestra would merge, 

and the LSO therefore would— It would be like the Vienna Philharmonic, like 

the Vienna State Opera, which has about a hundred and fifty musicians on its 

book, but only about a hundred or so are admitted into membership of the 

Vienna Philharmonic. Anyway, again the musicians in the end voted it down.I 

think there was one other attempt under Giulini to combine the Philharmonia 

and the London Philharmonic. Again, the musicians voted it down, and that's a 

pity, because there are too many orchestras in London. They just struggle to get 

audiences, and the subsidies are limited. There would be more to go around to 

each orchestra if there were one orchestra less. There have been I think three 

government inquiries, government commissions, looking into this. The first one 

was the Goodman report, the Goodman commission, during my time, which 



recommended that there should be two, not four, independent orchestras. I can't 

remember the second one. The third one was headed by a South African judge 

and came up with recommendations not dissimilar from those of the Goodman 

commission. 

CLINE 

How would that affect the management of the orchestras involved, though? 

FLEISCHMANN 

It never went far enough. I suppose one of us would have had to go. 

CLINE 

That's what I wanted to know, you or Walter. 

FLEISCHMANN 

Oh, in the case of Walter Legge? Oh, come on— Well, I'm sure he would have 

found a structure by which he was the overlord, the big pooh-bah, but there 

might have been a position for me as well. 

CLINE 

That's why I was curious. I mean, it's interesting to me that he would even 

propose it— 

FLEISCHMANN 

Well, he was older than I. 

CLINE 

—unless he could come out on top. 

FLEISCHMANN 

Oh, yes. No, I mean, he would be the grand seigneur. Look, this man has done 

so much for orchestral music and musicians. He was a wonderful, wonderful 

talent spotter and record producer, everything. 

CLINE 

Another thing that I wanted to ask about is— Now the LSO is really taking off, 

with all these recordings and media attention and bringing in these conductors. 

It's also moving into the period of the sixties, where sort of everything in the 

world is changing pretty radically. Did the climate of the sixties in any way 

help or hinder the direction of the orchestra? 

FLEISCHMANN 

I'm sure it helped. It helped from all kinds of points of view. When Leonard 

Bernstein was seen dancing with Princess Margaret at Tiberio, which was a 

very fashionable restaurant in the sixties, and I was in the party, and the gossip 

columnists wrote about it, it somehow reflected some of the with-it stuff, you 

know. Princess Margaret in those days was considered a bit of a rebel, and 

here's Bernstein, who's a musician, and there's a guy from the LSO. The LSO 

must be— 

CLINE 

—pretty hip. [laughs] 



FLEISCHMANN 

Yeah. Certainly the audience was much younger in those days. It was really a 

young audience, wonderful. I mean, it was a very proletarian audience, and it 

was— On the one hand, it was nothing special. I mean, you went to the 

symphony concert like you'd go to the rock concert or whatever. On the other 

hand, you enjoyed yourself very specially. I mean, it's a special kind of music 

you heard and so on. But there wasn't that elite, antielitism, this class 

distinction. And I suppose it has something to do with the British character, but 

I wish we had these young audiences here. Even now audiences in London are 

perceptibly younger. You go to the Festival Hall, the Albert Hall— The Proms, 

of course, at the Albert Hall— Have you ever been? 

CLINE 

I haven't been, no. I've heard a lot about them. 

FLEISCHMANN 

Yeah, that's a remarkable audience. Up to about three thousand people stand 

through a two-and-a-half-hour concert, and it's the best audience in the world. 

They're wonderfully enthusiastic.It was very interesting. I remember when I 

first came to the LSO, the following summer we did some Proms. In those days 

the Proms only had one rehearsal and three-hour programs—three hours, 

including usually a new work. I remember a disastrous performance of The Rite 

of Spring [Le sacre du printemps, by Stravinsky] with [Sir] Eugene Goossens at 

the Proms with the LSO. Couldn't get it together. Admittedly it was very much 

underrehearsed, but in those days a piece like that was still very rare. It was a 

very special undertaking.It's amazing how so much music that was considered 

so difficult—Bartok Concerto for Orchestra, real balls breaker—now it's like, 

you know, routine, routine repertoire. Shostakovich [Symphony no.] 5 [op. 

47]— I remember how Barry Tuckwell always used to get stage fright because 

of the high horn solo in the first movement of Shostakovich 5, and today— Oh, 

and the viola section also had some very awkward high passages, awkward 

intonational high passages in the first movement. How they used to panic 

anytime we put it on! Today it's just real water off a duck's back.The repertoire 

has certainly grown and changed, and I think the quality of the musicians in 

symphony orchestras now is higher than it used to be. I mean, there's just 

greater technical efficiency. I see it when the L.A. Philharmonic has an opening 

in the second violins, which means starting at the back— You have 250, 300 

applicants. I would say at least 50 to 100 are pretty highly skilled. 

CLINE 

With this whole climate of the swinging sixties, in London in particular, did 

this affect any programming decisions at the time? Or was there any conscious 

effort made to plug into that? 

FLEISCHMANN 



Not so much into the swinging sixties as into our constant striving, our constant 

struggle for recognition. And we wanted— You know, that competition with 

the Philharmonia was a very real thing. We wanted to be the best British 

orchestra and wanted everybody to recognize that. [tape recorder off] No, in 

doing so— Next session I'll dig up some brochures. But in doing so we saw to 

it that our programs made events out of concerts. And we surely did, and we 

had a lot of support at all levels.In the mid-sixties I started something called the 

London Symphony Orchestra Trust to get private money—which was unheard 

of in England; the tax system is much against it—and got the chairman to be 

the then Prime Minister Edward Heath. Foreign secretary. He wasn't prime 

minister yet. I remember one occasion where, before Britain had entered the 

European Union—he was a great proponent of Britain going into the European 

Union—there was this heated debate in Parliament, the crucial debate at which 

a vote was to be taken about entry into the union. Between the end of the 

debate and the taking of the vote, Heath came over and sat in my box in the 

Festival Hall listening to a Mozart concert conducted by István Kertész, just to 

show his support for us and at the same time, I think, to calm his troubled 

nerves.But there was a much greater interest in music, I think, by people who 

mattered in government and so on and so forth. Lord Harewood [George 

Lascelles, Seventh Earl of Harewood], cousin of the queen [Elizabeth II], was 

the artistic director of the Edinburgh Festival, for example. In fact, he 

subsequently married Barry Tuckwell's sister [Patricia Tuckwell Lascelles, 

Lady Harewood]. But that the arts can have that close relation with the royal 

family and with the future prime minister and so on I think helped in those 

days. It's not like that now, I'm afraid. But it was the sixties where classical 

music and particularly the orchestras began to be recognized as a very 

important, integral part of British life, everyday life.For example, when we 

went on another world tour in 1964, an eleven-week world tour, the British 

Board of Trade organized an exhibit of British industry in Tokyo to coincide 

with our visit to Japan. It was a remarkable tour. We went first to the United 

States— How did we go? United States, Japan, Korea, Hong Kong, India, 

[Iran], Turkey, Israel. And it's amazing; we chartered our own plane for the 

whole eleven weeks. In those days it was still a turboprop [engine], but we also 

handpicked, as it were, the crew, including the stewardesses. It was a perk for 

the chairman and the general secretary. One of my tasks was to help put 

together the menus of the meals served while we were in flight.I don't think any 

orchestra has ever done a tour like that. But it was again something that drew 

attention to the LSO, that helped build up its reputation, which to this day has 

lasted, as probably the leading British orchestra. Although after I left there was 

first a succession of inept managers, the whole thing stabilized after about six, 



seven years, when the present manager Clive Gillinson took over. He's first-

rate. You know, management does seem to make a difference. 

1.10. TAPE NUMBER: VI, Side One (May 13, 1999) 

CLINE 

We were talking just yesterday about your tenure as general secretary of the 

London Symphony Orchestra [LSO]. We want to continue with that today and 

maybe finish up on that subject. You had found some notes of yours about the 

time spent managing that orchestra. I think I'd like to begin asking a question 

about something that you'd mentioned yesterday, which was this world tour 

that the orchestra did: What year was that? 

FLEISCHMANN 

It was actually 1964, and it was to celebrate the sixtieth anniversary of the 

LSO, which had been founded in 1904. I think the tour did a lot for that 

orchestra in giving it that final touch of self-confidence that a youngish 

orchestra—although it was sixty years old, the personnel was pretty young—

required.We went through some very emotional times, particularly with Colin 

Davis, who was one of the two conductors for most of the tour. István Kertész 

was the other one.Colin Davis had previously done remarkable work with the 

orchestra, full of musical insight and full of terrific energy and a sort of 

rhythmical bounce and a really profound kind of view of certain types of music, 

particularly Mozart, Berlioz, Stravinsky. On that tour something seemed to be 

going wrong with him, and I discovered later he was terribly worried about a 

woman he was in love with who was Persian—Iranian. She was a student in 

England but had gone back to Persia to visit family and wasn't allowed to leave 

Persia, because I think the shah was afraid of students being subversive and 

making anti-shah propaganda outside the country and so on.We were going to 

do concerts in Tehran, and as we got nearer Colin seemed to get more 

depressed, and his conducting suffered. I actually went to the governor of Hong 

Kong when we were in Hong Kong and asked him if he couldn't intervene with 

the British embassy in Tehran, because I didn't think we should be playing 

concerts in a country where a conductor's fiancée was being held against her 

will, as it were. It didn't help too much, I'm afraid. I mean, she was let out later, 

and they were married, and they lived happily ever after and produced five 

children and all that sort of thing, but it was a very intense time for him.It was 

also a time— [Pierre] Monteux had died recently, and we were looking for a 

successor as principal conductor, and obviously Colin Davis was a strong 

candidate. In fact, he and István Kertész were the two leading candidates, and 

Kertész seemed much more easygoing. He was a lovely conductor; he was a 

natural musician.There were some strategic reasons why Colin Davis might 



have been the right choice.He was British, after all, and a British orchestra with 

a terrific young British conductor makes a lot of sense.But on the other hand, 

the orchestra felt they could at that stage make better music with István 

Kertész. He suited them better. Gave them an easier time, maybe? But he was 

much more consistent, and he produced wonderful concerts and wonderful 

recordings. There's a set of the complete Dvo_ák symphonies by Kertész and 

the LSO which has been unsurpassed even to this day. I mean, they are just 

glorious. Lots of other very good recordings from him, as there are with Colin 

Davis.Of course, the ironic thing is very much later—in fact, it was about four 

or five years ago—Colin Davis was finally appointed principal conductor of the 

LSO, and he's so happily today still. 

CLINE 

Thirty years later. 

FLEISCHMANN 

Yeah. 

CLINE 

Now, did you have a favorite in terms of the selection between those two? 

FLEISCHMANN 

Yes. Obviously I favored Colin Davis. I understood what he was going 

through, and I knew that anything that went wrong with his concerts was of a 

temporary nature. But when it came to a vote— First of all, I didn't even have a 

vote. But I think there were only about six votes for Colin and the rest all voted 

for Kertész.I then became the messenger who had to inform Colin of the sad 

result, and I think for a long time he sort of blamed me. He thought I was 

against him. He didn't understand that I was just the messenger—a servant, as it 

were.What was interesting, of course, was that by the time we got to Tehran to 

do our concerts it was just after India, [laughs] and in India a lot of the 

musicians got ill from eating what was in those days more likely to be 

contaminated food and stuff. So we were very undermanned and underpowered 

by the time we got to Iran.A little sideline: when we were in the bus going from 

the hotel to the place of the concert— The concerts took place in something 

called the Covered Stadium, which was a huge sports stadium and had about 

four to five thousand seats. The place was packed, except at one end there was 

this huge block of empty seats. But on the way on the bus, suddenly the bus had 

sort of stopped, and these thugs with machine guns got on and sort of tried to— 

Nobody could really speak Persian, but we understood that we couldn't go any 

further because the area around the Covered Stadium, sort of half a mile or a 

mile surrounding it, had been closed off, and only people with tickets for the 

concert could get through. Well, we didn't have any tickets, we were 

performing. [mutual laughter] And it was a very intense half-hour trying to 

explain that these were musical instruments and musicians who were on their 



way to play for their damned shah. So we got there and we found this huge 

block of empty seats. And finally it dawned on us: nobody was allowed near 

the shah and his entourage. It was partly security, I suppose, but partly just this 

terrible class kind of distinction that finally forced the Iranian revolution to take 

place.Anyway, from Iran I think we went to Turkey and to Israel. There Sir 

Malcolm Sargent took over the conducting. He was a funny coot. He was a 

very lonely man. I was always surprised that he was a musician, because he 

was much more like a chief accountant. He was very upper-class, yes. But he 

seemed to have no natural feeling for conducting. But he could conduct. I 

mean, technically he was superb. But no music came out. It was a very, very 

strange thing. I'd known him from before. He had come to the Johannesburg 

Festival, and certainly technically he got the orchestra to play very well. And 

he was very good with big choirs. But no sense of style and no flair, no 

marvelous, natural music-making.Anyway, the rest of the tour went off, I think, 

without any major incident.Did I speak about Korea? I haven't spoken about 

Korea. 

CLINE 

You said you went to Korea. 

FLEISCHMANN 

That's all I said? Well, as a matter of fact, we weren't originally going to go to 

Korea. When I was on a short trip to prepare for this tour to scout out locations 

and hotels and contacts with presenters and so on, I was in Tokyo. Somehow 

the British ambassador in Korea got to know about this and sent his cultural 

attaché over to Tokyo to see me and to plead with me to include Seoul in the 

tour, because the Koreans were hungry for music.It was still a very poor 

country then with very high unemployment. In order to get any kind of job you 

had to have a university degree, but if you had a university degree that was no 

guarantee of a job. There were a lot of well-educated people not earning 

anything, unemployed, etc. But there were two symphony orchestras 

functioning year-round in Seoul.He persuaded me to come with him to Seoul; it 

was only a two-and-half-hour flight. So I went with him. And there was a 

newspaper that was prepared to sponsor concerts by us. But our whole itinerary 

had already been fixed. Admittedly, we had a free day between our last concert 

in Tokyo and our first concert in Hong Kong; Seoul was sort of on the way. So 

I said, "Okay. Well, look, I'll go back and I'll talk to the orchestra. If they're 

prepared to give up their free day we can maybe do a concert in Seoul." Well, 

the musicians then agreed, and that concert was sort of sold out within a half 

hour of announcement. They asked us desperately to play a second concert the 

same day, and we finally agreed.However, on the tour, when we were going to 

fly from Tokyo to Seoul that morning— We had a four [o'clock] concert and a 



seven-thirty concert in Seoul. It was the only time that we had had engine 

trouble with our chartered plane. 

CLINE 

Okay, I saw that coming. 

FLEISCHMANN 

And we sat on the ground for hours. We finally took off at about four, when the 

first concert was to start. So we got to Seoul at about six-thirty, and they had 

provided motorcycle police escort for our buses, because we were going to stay 

across town at the U.S. army base, a recreation center. I think it was called 

Walker Recreation Center or something like that. So we had to drive all the 

way across the city, and it was the wildest ride ever—barely time for the 

musicians to shower and change.We got to the hall around seven o'clock to find 

what seemed like a riot going on—people fighting each other, standing in line 

for return tickets. There was really fighting going on there. Anyway, finally, at 

about seven-thirty, which was supposed to be the time when the second started, 

our first concert began, and it went on until about nine-thirty or ten [o'clock]. 

People for the second concert obviously were waiting patiently outside. In 

those days there was a curfew. Nobody was allowed in the streets after eleven-

thirty at night because of fear of North Korean infiltrators, things like that. So 

the musicians barely had time to have a sandwich between concerts, then we 

started the second concert about ten-thirty.I said, "We'll have to stop at eleven-

thirty," and the presenters said, "No, don't stop. Play your full program and 

encores. See what happens." And nobody got up. Three thousand people risked 

being arrested just to hear a concert. You know, that's the kind of audience one 

wishes one could always have. [mutual laughter] It was really, really touching, 

I must say. The musicians were very affected by it, as you can imagine. 

Anyway, I suppose things are different now. 

CLINE 

What was it like when you got to Israel at that point? 

FLEISCHMANN 

We had been to Israel before, so quite a lot of the musicians had originally 

made friends in Israel. They had been there at the end of 1960, four years 

earlier. Friends and— Girlfriends, particularly. Israeli women were— It was 

the best-looking army you could ever see. [mutual laughter] Because, you 

know, there was total equality. The women were drafted into the army like the 

men. It was unbelievable. I think the orchestra was very happy to come back. 

We all were. You see, on the first trip I was deeply impressed by what was 

going on in Israel at that time, in 1960. You could really see what the Israelis 

had achieved, because as you were driving along, say, the road from Tel Aviv 

to Jerusalem, on your right-hand side— I mean, as you were looking towards 

Arab territory you could see how suddenly the border was marked out by the 



fact that on the Israeli side everything was green and cultivated and beautiful 

and on the Arab side it was totally barren. They had done nothing about it, 

about getting irrigation and things going. It was basically desert. But the 

Israelis had turned it into fertile country.The spirit in those days was terrific. 

They were Israelis first and Jews long after. There wasn't all this— I mean, the 

religious zealots: one knew about them, but they were a tiny, tiny minority. 

They weren't anywhere as powerful as they are now. I mean, we have it in the 

United States, too. You know, when extremists get hold of religion it's pretty 

dangerous.Anyway, I'd made a lot of friends on that first trip in 1960, and I was 

actually asked by the British Council—I've explained the British Council, the 

British equivalent of the USIA [United States Information Agency]—to do a 

lecture tour about British music in Israel in the spring of 1961. I was so smitten 

with the country at the time, they asked me whether I would—they had an 

opening for manager of the Israel Philharmonic—whether I wouldn't take it on. 

Naturally I looked at it quite seriously, but I had only been with the LSO for 

less than two years, and I didn't want to go. Later I was very glad I didn't, 

because the Israel Philharmonic has lots of problems—and Israel, of course. 

Anyway, it was good for the orchestra to go back. The only problem was that 

Malcolm Sargent wasn't the greatest conductor, so we weren't at our very best. 

It was the tail end of the tour, after eleven weeks. [laughs] [inaudible] 

CLINE 

And with the sickness and everything else. 

FLEISCHMANN 

Yes. 

CLINE 

One thing I wanted to ask about, too— You were able to get Monteux, who, I 

presume, must have inspired the orchestra a great deal. 

FLEISCHMANN 

Yes. 

CLINE 

What was the climate like when he passed away? How did everyone react? I 

mean, you knew he was old— 

FLEISCHMANN 

Yeah. Obviously we were very sad, but we had to go on. Because by then the 

orchestra was in pretty strong shape both musically and financially. It was a lot 

of work and work of real quality, and with the possibility of having a fine new 

music director like Colin Davis or István Kertész we didn't feel lost or anything 

like that. To put it at its most cynical, some of the musicians felt, "Well, we've 

had all of the advantages of Monteux giving us this stability and making us 

respectable, as it were. We've got whatever he had to give us. Now let's go on 

and make music the best way we can."As I said, with Kertész they did some 



wonderful things. I remember a rather emotional time when we went to 

Budapest to play, and it was his— He was a Hungarian who had left when the 

Russians came in. It was the first time he was going to go back to conduct 

there. It was very interesting, because he wanted to go very badly, and the 

concert bureau, which was a government agency, were a little— They didn't 

want to make difficulties, but they felt he should really come and see for 

himself first. They wanted him to come just as a private individual before he 

came in triumph, as it were. So he and I went there, and it was obviously a 

highly emotional time for him. I mean, he had asked me to come with him. I 

was glad I could be there, because I think he was very appreciative to have 

somebody neutral, as it were, who was still a friend—somebody from the West, 

basically, to look after him in case anything happened. He was still worried that 

if he goes there maybe he'll be arrested or something like that. It was less likely 

to happen if I was with him.It was terrific. A very interesting little episode: On 

a previous tour we had played in Germany—I think it was in Düsseldorf. After 

the concert we went to a Hungarian restaurant in Düsseldorf, and there was a 

really hot little Hungarian ensemble with cimbalom, violin, cello— You know, 

the usual gypsy musicians playing. When they heard we were from the London 

Symphony Orchestra, the fiddle player started showing off, playing Bach's 

"Chaconne" and other pieces from the virtuoso violinist's repertoire, and we 

became quite friendly.The following year, when we went to Budapest, we went 

to a restaurant, [laughs] and there was that same band playing there with the 

same fiddler! So we invited him to come and sit in and play the back of the 

second fiddles in the next concert— 

CLINE 

Oh, really? 

FLEISCHMANN 

We had a rehearsal next morning at the Franz Liszt Academy, and he rehearsed 

with us and played in the concert that night, which was rather fun.Anyway, 

there were lots of really good times with the LSO. It was hard. You know, a lot 

of growing pains with the orchestra. And then came the— One of the big 

events was the beginning of the Barbican Centre. 

CLINE 

Before we get to that, though— I'm headed there but I wanted to ask a couple 

of other things first. While we were on Monteux, did he conduct all the way till 

the end? Or was there sort of a trailing off period? 

FLEISCHMANN 

Only the last three months. He fell off the podium in Rome, I think, at a concert 

about three months before his death. The last month he remained in bed, and as 

he was going, for the last few weeks I'm told—he loved the music of Brahms 

and felt very close to him—he was talking to Brahms. He must have been very 



happy. He knew he was dying, and he was already greeting Brahms in the other 

world and things like that. 

CLINE 

You had mentioned when you had traveled to Japan that he was the one who 

seemed to be completely with it, and everyone else was all jet-lagged and out 

of it. I wanted to ask a question about that trip. You said there were three 

conductors: Monteux, [Antal] Dorati, and [Georg] Solti. Now, I don't know any 

other way to ask this. What was that like? You see these three giant figures in 

music, especially conductors, and you imagine ego problems and all this kind 

of stuff. What was that like? 

FLEISCHMANN 

There weren't any real ego problems. I don't know. I suppose Dorati and Solti 

had some. They were both Hungarians. But we— I remember a party where 

they had something to drink and then started to— Solti played at the piano and 

Dorati sang Hungarian songs. [mutual laughter] And it's all captured on film. 

The BBC [British Broadcasting Corporation] made a television documentary of 

that first trip to Japan called Orchestra to the Orient. In fact, I have a tape of it. I 

just got it the other day. It is quite— I mean, it's slightly primitive. It was made 

in— what?—1962? Actually it was directed by someone named David 

Attenborough. Mean anything to you? 

CLINE 

Any relation to Richard [Attenborough]? 

FLEISCHMANN 

A brother or cousin. But David Attenborough in his own right is an 

anthropologist who made a lot of documentaries about anthropology and nature 

and so on which have been seen in this country. The whole television crew 

consisted of David Attenborough, a sound recordist, and a cameraman, just the 

three of them. They made a marvelous documentary. And that has some shots 

of the two Hungarians. [laughs] 

CLINE 

Well, you had so many amazing, at that time young guest conductors, and you 

mentioned most of them, I think. You had, obviously, Solti, and you had [Seiji] 

Ozawa and [Claudio] Abbado and all these people— 

FLEISCHMANN 

Let me try to find you a brochure. [tape recorder off] 

CLINE 

Okay, I was just asking about these guest conductors, and you've produced a 

brochure from one season of the London Symphony Orchestra that lists the 

conductors for that season as well as the soloists. 

FLEISCHMANN 



Yeah, the 1966-67 season. The conductors, in addition to our principal 

conductor, István Kertész— I'll read from the cover of the brochure: "Claudio 

Abbado, Leonard Bernstein, Pierre Boulez, Colin Davis, Jascha Horenstein, 

Lorin Maazel, Zubin Mehta, Eugene Ormandy, Seiji Ozawa, André Previn, 

Georg Solti, Leopold Stokowski, George Szell, David Zinman," conductors. 

And here were the soloists: "Géza Anda, Martha Argerich, Claudio Arrau, 

Vladimir Ashkenazy, Stephen Bishop—now Kovacevich—Clifford Curzon, 

Christoph Eschenbach, Malcolm Frager, Zino Francescatti, Claude Frank, Peter 

Frankel, Wilhelm Kempff, Roger Lord, David Oistrakh, Michael Roll, Mstislav 

Rostropovich, Peter Serkin, Isaac Stern, and Barry Tuckwell." Boy, even I'm 

impressed. 

CLINE 

It's extremely impressive. Of course, some of those names were not nearly as 

famous then as they are now. One has to wonder what your experience and 

expertise in the art of conducting had to do with this ability not only to find the 

talent that's out there but to bring them to conduct with the orchestra. How 

helpful was that? Or what was the dynamic like as far as that went? 

FLEISCHMANN 

Well, obviously, having studied conducting it was an advantage. I could tell the 

great from the good, the good from the okay, and the okay from the mediocre 

[laughs], and all that sort of stuff. And I suppose there was also— Again, it was 

the heyday of London as a center for orchestral recordings, so, I mean, we 

made records with a lot of those conductors—with Bernstein, with Colin Davis, 

with Horenstein, with Mehta.We even made one with Ormandy. And you 

know, it's funny with Ormandy. He had a long and honorable career with the 

Philadelphia Orchestra, but the critics were never terribly kind to him in the 

United States. And when he conducted the Philadelphia Orchestra there was a 

danger of routine setting in. But when he was away, with the London 

Symphony Orchestra, say, or in Vienna with the Vienna Philharmonic, he was 

a different man. There was much more vitality in his music-making and much 

more of a kind of a special feeling about it. You must listen, if it's ever 

rereleased— He made a New World Symphony [Symphony no. 9 in E-minor, 

op. 95, "From the New World," by Dvo_ák] with the LSO which is superb. It's 

got so much special character to it. Nothing routine at all.Seiji Ozawa: we 

recorded his Joan at the Stake [Jeanne d'Arc au bûcher, by Honegger]. Previn: 

we made what is still the best recording, in my opinion, of the [William] 

Walton First Symphony—his original recording of it, not the subsequent one—

and a great recording of Shostakovich [Symphony no.] 5. Solti: we made 

Mahler recordings with. George Szell—George Szell, that's a great story! He 

came to record with the orchestra in—it must have been—1963 to record the 

Brahms D-minor Piano Concerto [I, op. 15] with Clifford Curzon and 



the Water Music and the [Royal] Fireworks Music of Handel in the [Sir] 

Hamilton Harty arrangements. Let me just make sure that I've got my dates 

right. Where is he? Here? Yeah. 

CLINE 

While you're checking that, let me turn the tape over. It seems like a good 

opportunity. 

FLEISCHMANN 

Okay. 

1.11. TAPE NUMBER: VI, Side Two (May 13, 1999) 

CLINE 

All right, we're back on. 

FLEISCHMANN 

I see that an unknown tenor in that season— His name didn't even appear on 

the list of soloists, but there was a performance of the Verdi Requiem, a couple 

of performances conducted by Solti, with an unknown tenor by the name of 

Luciano Pavarotti singing. [mutual laughter]Anyway, I was going to talk to you 

about George Szell. I think it must have been about 1961 that we made these 

recordings with him, and they went very well, so we invited him back to 

conduct some concerts the following season—or later that season, I'm not quite 

sure what it was. In the meantime, we changed concertmasters. When we made 

those recordings he got on very well with the concertmaster then, Hugh 

Maguire. We changed concertmasters. Maguire resigned, and we finally found 

another concertmaster. I don't know whether I should mention his name, 

because it's not a very nice story. He's a good violinist, but—Szell comes back. 

We come to the first rehearsal. It was the Eroïca [Symphony no. 3 in E-flat, op. 

55, by Beethoven], and Szell starts to— He goes [sings opening bars of the 

symphony]. And he stops the orchestra. He says, "What is this? What's this 

down-up-down, these bowings? This is three down-bows." So the fiddle 

players show him how it's marked down-up-down. Now, George Szell's 

orchestral parts were apparently notorious for being very well marked, and you 

didn't dare tamper with them. Orchestral players throughout the United States 

knew about his parts. [mutual laughter] But the new concertmaster obviously 

didn't. When the parts came some weeks before the concert, he took them and 

changed all the bowings and the markings, and Szell was furious. I mean, the 

rehearsal just went downhill from there, and at the break in the rehearsal he 

called me over and said, "Ernest, I like this orchestra very much, but you are 

committing hara-kiri with this concertmaster. I'm going home. I'm not going to 

conduct."We were going to do two different concert programs and make a 

recording of Tchaikovsky [Symphony No.] 4. So I persuaded him to stay, but it 



was very unpleasant. And the recording of the Tchaikovsky 4 was not released 

then. It has subsequently been released. It shows the ways of record companies. 

It's not one of our greatest achievements. But he said, "I'm not coming back 

until you change this concertmaster. It's not because I have anything against 

you or the orchestra, it's just that you are doing yourself terrible damage, and 

I'm trying to help you. To show you that I really mean it, the day you call me 

and tell me that you've changed concertmasters, I'll look at my diary, and you 

look at yours, and the first open date that coincides I'll come back [and conduct 

for free]."Three years later— I mean, he was absolutely right. This 

concertmaster was a very good violinist, but he just didn't know how to run a 

section, and he was always— To show that he was the leader, he had to be a 

little ahead of everybody. Anyway, we were in Israel at the tail end of that 

world tour. We had a board meeting, decided we've got to now part company. 

We must tell this concertmaster he's not going to be back next season.So from 

Israel I called George Szell. I said, "George, you remember what you said three 

years ago about the concertmaster?" So he says, "What? Is he going?" [mutual 

laughter] I said, "Yes. And you remember, too," I said, "what you promised?" 

"Yes, I remember." "Well, what do you think of June so-and-so?" And he 

came, and conducted without a fee. 

CLINE 

Really? 

FLEISCHMANN 

Yes. I mean, that was his promise. The first concert he'd conduct without a fee. 

CLINE 

Wow, just amazing. 

FLEISCHMANN 

About the Barbican— The LSO was not asked to submit a proposal. Let's put it 

this way: I got to hear that the City of London, the financial district of 

London—it's called the City, and it had its own sort of council called the 

Common Council—was contemplating building a concert hall. It was trying to 

get people to move to live in the City and was working with developers to put 

up apartment blocks and things like that to get people to live there and to create 

facilities like a concert hall.I got hear that some guy, Anthony Besch, a theater 

director, was commissioned to do a study, and he asked the Philharmonia 

[Orchestra], the London Philharmonic [Orchestra], and the Royal Philharmonic 

[Orchestra] for proposals, but not us, as to how they would use the hall. But 

when I got hear to about this, I called him and I said, "Look, you can't leave us 

out of it." It was then Friday morning. He said, "Well, if you can put in a 

proposal by Monday we'll look at it."So we had seventy-two hours to put 

together a huge document. First of all, to think what we would do if we had our 

own home, I mean, this was such a great thing for London orchestras. None of 



the London orchestras had a home, and we were always scrambling for dates at 

the [Royal] Festival Hall. And we could never do more than our final rehearsal 

in the Festival Hall: the other rehearsals we had to do in some god-awful place 

somewhere that happened to be free. And musicians had to drive around for 

hours every day from rehearsal to recording to concert and whatever.So this 

was a big, crazy time. I stayed up without sleep for seventy-two hours and had 

a couple of people in the office with me as well as Barry Tuckwell and a couple 

of other board members. We put together this report, handed it in. That must 

have been in 1964, because we then went on our world tour, and it was when 

we were in Hong Kong that we got the news that we had been chosen on the 

basis of our report.However— That was 1964. I then for a couple of years 

worked with the architect, Mr. Chamberlain of Chamberlain, Powell and Bon to 

develop specifications and so forth. But then I left the LSO, and my successors 

were not as sanguine about running the hall, as it were—having a hall in which 

they had to basically bring their audience from the Festival Hall into the City. 

They got cold feet, and the project must have languished for at least ten years. 

In that time, because of the time that elapsed, it underwent fundamental 

changes. It's not what we had contemplated, but it's turned out to be a godsend 

for the LSO. It's given them much greater stability. It's made it possible for 

them to really attract their own audience, to plan their programs knowing there 

will always be a place to play, whatever. You know, they can do it in a 

systematic way. It turned out to be a great boon for the orchestra.Anyway, a lot 

of things like that happened. But increasingly, as the orchestra got better and 

got a better and better reputation, I suppose it went a little to their heads or 

something, and at the same time it was more and more difficult to get the 

musicians to do all the work that was being offered to them. We had a very 

heavy schedule, admittedly, but there was that immense pressure on me to get 

them the work, to get them masses of recordings and good concerts, good tours, 

great conductors, festivals. On the other hand, there were more and more 

complaints from the musicians that they were overworked.At the same time, 

there were all sorts of other decisions that had to be made, but always I had to 

defend the decisions to the outside world, to third parties. In the same way as I 

was the messenger to Colin Davis I was the messenger to a record company if 

two of our best principals weren't on a recording session. I was the messenger 

to the director of the Edinburgh Festival if we turned up with some of our better 

players missing. But I had no control whatsoever. I couldn't stop them from 

taking dates off and things like that. I also had no way to turn back 

engagements— I mean, turning away engagements would have hurt even more 

than working so hard, because always when the musicians had a few free days 

when they weren't making any money they started complaining. 

CLINE 



It's the famous professional musician dilemma: they complain when they work 

and they complain when they don't work. 

FLEISCHMANN 

Right, right. But I was the villain. At the same time, there was a— What shall 

we say? There were a few power-hungry people in the orchestra who wanted 

more power, and they sort of built up agitation against me. They called 

meetings saying that I'm usurping the powers of the musicians. The musicians 

are the shareholders, not I. I'm just an employee. I was saying, "I can't take on 

the responsibility without authority." They were saying I'm usurping the 

authority that is theirs. And that led to a sort of public lynching. I was given 

three days to clear my desk, basically.But the circumstances were rather 

interesting. On a Sunday night Barry Tuckwell and his wife [Sally Tuckwell] 

were at our house for dinner, and we were talking and eating and drinking until 

about three o'clock in the morning. That was on Sunday. Thursday night we 

had a concert in the Royal Festival Hall. Isaac Stern was the soloist, I believe. 

I'm going to try to look this up, try to pinpoint this a bit. Yes. It must have been 

the thirtieth of March or the twenty-eighth of March. He played twice with 

Kertész. One night he played the Bartók [Violin Concerto no. 2], one night the 

Mendelssohn [Violin Concerto]. I think it was the thirtieth [of March], 1967. In 

the intermission of one of those two concerts, I was handed a letter from Barry 

Tuckwell that said he was resigning from the orchestra, and as chairman of the 

board he felt basically that I was taking on the authority that should— The 

musicians had lost their authority as long as I was there. The orchestra didn't 

belong to the musicians but to me, more or less.I was totally taken aback. In 

fact, there was a party after the concert at Ava Gardner's apartment for Isaac 

Stern, which I should have enjoyed. I was obviously deeply disturbed. I tried to 

call Barry, but he had left town. I spoke to his wife; he'd left town. Because he 

wasn't playing in the second half of the concert, he had immediately left town. 

A few days passed. The musicians had meetings and stuff, and then the acting 

chairman, a violinist by the name of Jack Steadman, came and handed me a 

letter asking me to clear my desk within three days.So after nearly eight years 

of the most remarkable upward movement in the fortunes of the orchestra— I 

mean, there was not a hint. Barry and I were good friends. Our wives were 

good friends. Our children [Stephanie Fleischmann, Martin Fleischmann, and 

Jessica Fleischmann] were friends [with theirs]. Well, they were little, but they 

played together—tiny, tiny. There was really— I mean, I was never 

reprimanded as such: "Hey, you shouldn't say this or do this or—" Never. So 

the orchestra had this meeting and decided I had to go. I was given three days.I 

went to see Lord [Arnold A.] Goodman, who was chairman of the Arts Council 

of Great Britain, who was a very respected barrister. I wanted him to represent 

me in this as my attorney, and he couldn't as chairman of the Arts Council, but 



he recommended somebody who was absolutely remarkable. He made me a 

sort of cause célèbre. He was at our house day and night putting the case 

together. Anyway, of course it was settled. 

CLINE 

What was his name? 

FLEISCHMANN 

I'm trying to remember. The firm was called Charles Russell. I'll remember it 

eventually. He was a youngish man. He was in his early thirties. He was just 

quite remarkable. I'll ask my former wife [Elsa Leviseur] the next time I speak 

with her. I'm sure she'll remember his name.At the same time, well— Things 

happened with the LSO, and a few months later Barry Tuckwell made a move 

to become the general secretary, general manager, himself. 

CLINE 

Uh-huh. [mutual laughter] 

FLEISCHMANN 

Assisted by the tuba player, who was the treasurer of the board [Alan Jenkins]. 

Well, the orchestra, to their credit, rejected it completely. 

CLINE 

So this was almost like a plot, then? A conspiracy of sorts? 

FLEISCHMANN 

A putsch, or a coup [d'état]. In fact, they then came back to me through 

Gervase de Peyer and asked whether I would please come back. I was already 

in another job. 

CLINE 

How much time had elapsed at this point? 

FLEISCHMANN 

It all happened within about six months. I had barely started at CBS 

[Masterworks]. Anyway, I said I would come back provided I had a letter 

asking me to come back signed by every single voting member of the orchestra. 

And there was a letter, but it missed maybe six or eight signatures. I said, 

"Thank you but no thank you." It was interesting. There was a lot of uproar, 

quite a bit of press about this. 

CLINE 

I was just going to ask about the press fallout on this whole thing. 

FLEISCHMANN 

It was quite considerable. I've got some stuff there [indicates clippings at 

hand].As a result of that, within a day I got a call from Goddard Lieberson, who 

was then the president of [Columbia] Records. Goddard was one of the great 

record people in the history of the phonograph record. He was responsible for 

all of the Stravinsky recordings—Stravinsky Conducts Stravinsky, for 

example—a close associate and friend of Bernstein. All the Bernstein 



recordings, the early Webern and Schoenberg recordings with Robert Craft, etc. 

He was a legendary figure. I got a call from him offering me the director[ship] 

for Europe of CBS Masterworks.At the same time I got a telegram from Kurt 

Herbert Adler, who was the famous long, long, long-term director of the San 

Francisco Opera, who really built up the San Francisco Opera and brought it to 

an amazing quality that it's never reached since he retired, offering me a job as 

his personal assistant. So I didn't know what to do.I went to see Solti, with 

whom I was quite friendly at the time, and asked him for advice. And he said, 

"Well, I've worked at the San Francisco Opera, and Kurt Adler is fantastic. But 

he wants to do everything himself. If you go and work with him and you're too 

good, he'll fire you. And if you are not good enough, he'll fire you." [mutual 

laughter] 

CLINE 

Had you received other offers while you were with the LSO? Had anyone tried 

to lure you? 

FLEISCHMANN 

Oh, nothing as interesting as San Francisco Opera or CBS Records. Anyway, I 

accepted the CBS offer. 

CLINE 

Speaking of opera and before we leave the LSO, you had mentioned 

performances of Berlioz operas when you were in your South African period, 

and you said that this would come back around again when you were with the 

LSO. Did you want to say something about that? 

FLEISCHMANN 

Oh, yes. With Colin Davis, who was this great Berlioz conductor— First of all, 

we put on concert performances in the Royal Festival Hall of the 

complete Trojans [Les Troyens], which had never been done complete before, 

and revealed it as the great masterwork it is. I do believe those performances 

helped to bring this opera back into the repertoire. The Paris Opera had done 

a Trojans in a horribly cut version. Covent Garden had done it in a really cut 

version, too. It had never been seen since the first performance. There had 

never been a complete staging using all of the music uncut.I had somebody 

from the Royal Shakespeare Company rewrite the libretto of Béatrice et 

Bénédict so as to throw out the spoken text, which was really kind of a mish-

mash of the original Shakespeare translated into French translated into German 

translated back into English. I had John Barton throw it out and substitute 

dialogue from Shakespeare so that it could be spoken by four actors. You had a 

Beatrice and a Benedict and two narrators who also took the other male and 

female parts. I got Vanessa Redgrave and Ian McKellen— 

CLINE 

[laughs] Wow. 



FLEISCHMANN 

—young— 

CLINE 

Yes, I guess so. 

FLEISCHMANN 

—to play Beatrice and Benedict, and subsequently Vanessa came out here [to 

Los Angeles] to do it with us with Zubin conducting. 

CLINE 

Also, I was going to ask about this, and you brought it up yourself. During your 

time in London you evidently were married and started a family. Do you want 

to say anything about that? 

FLEISCHMANN 

Well, I got married in South Africa. I got married in 1952. So we had been 

married seven years already by the time we moved to England. But our kids 

were all born in England. 

CLINE 

So when you moved, this was a big thing. 

FLEISCHMANN 

Well, moving to England wasn't such a big thing. It was just my wife and I. 

CLINE 

Right. But you moved to Los Angeles— 

FLEISCHMANN 

But moving from London to Los Angeles, that was a move for the whole 

family. 

CLINE 

Well, we'll get to that soon. But you had children while you were in England, 

then. 

FLEISCHMANN 

Yeah. 

CLINE 

And they are—? Their names? 

FLEISCHMANN 

The first, Stephanie [Fleischmann], she was born in 1962. Martin 

[Fleischmann] in '64, and Jessica [Fleischmann] in '65. Tonight I go to CalArts 

[California Institute of the Arts] for a students' graphic design show. Jessica 

just did her finals this week. She went back to school last year to do an M.F.A 

in graphic design. A number of years ago she got her M.A. in Latin American 

Studies at the University of Chicago. Stephanie is a playwright and novelist. 

She's a writer. And Martin is an expert in Latin pop music, Latin jazz, and in 

pop music generally. He's a partner in the Conga Room, and he produces 

records. He's doing okay. 



CLINE 

How did you meet your wife, then, in South Africa? 

FLEISCHMANN 

How did I meet my wife? When I was a music student at the University of 

Cape Town, at the end of the year— I was driving up from Cape Town to 

Johannesburg to see my parents, and I put a notice up at the university calling 

for anyone who wanted a lift to share driving. It was nearly a thousand miles. 

Elsa, my future wife, was one of the applicants. 

CLINE 

And what is her maiden name? 

FLEISCHMANN 

Leviseur. She's South African. She lives in London, is an architect, a landscape 

architect and a land art practitioner. 

CLINE 

Okay, do you feel like you've done enough for today? The only thing that I 

would want to finish up on before we move to Los Angeles, which would be 

the next big thing, is anything you want to say about your employment for CBS 

Masterworks and— 

FLEISCHMANN 

Well, that's quite a long story again, first getting involved in a movie and things 

like that. 

CLINE 

Okay. Well, maybe we should do that next time. Does that sound agreeable? 

FLEISCHMANN 

Okay. 

1.12. TAPE NUMBER: VII, Side One (August 26, 1999) 

CLINE 

We were talking last time about your tenure with the London Symphony 

Orchestra [LSO], and you were about to talk about your employment with CBS 

[Masterworks]. But before we get to CBS, I wanted to maybe go back into 

some areas with the London Symphony Orchestra. First of all, you worked with 

a great many now very famous conductors, and of course your being a 

conductor yourself, as we discussed in the past, may have really assisted in 

your relationship with conductors. I was curious to know about some specific 

conductors. First off, you worked—I presume for the first time—with Zubin 

Mehta during this particular time. 

FLEISCHMANN 

Yes. 

CLINE 



And also another conductor that you wound up working with later with the Los 

Angeles Philharmonic [Orchestra], André Previn. Was this the beginning of a 

particularly notable relationship with either of these two gentlemen, or—? 

FLEISCHMANN 

Certainly. Actually, it's quite interesting in regard to Zubin— I reminded him 

of this. He was on a conductors' roundtable which I was moderating at the 

Salzburg Festival last week, and I reminded him that when I first came to the 

London Symphony Orchestra, about six months after I started we had a 

cancellation of three programs by Josef Krips, who was the former principal 

conductor of the London Symphony. And Zubin was virtually unknown. I'd 

sort of heard about him, this talented young guy who was in Vienna at the time, 

and I managed to get his telephone number and called him and asked him 

whether he could take over one or more of those programs. And he was most 

eager to do so. I told him, however, I had to check this with the board of the 

orchestra. The London Symphony Orchestra is a self-governing orchestra; the 

directors are all musicians. And the board said, "Oh, we can't afford to take a 

risk on somebody who's completely unknown and inexperienced" and so on 

and so forth, and "Thank you but no thank you." So it had to wait about five 

more years before I was able to invite Zubin. I wonder what would have 

happened had we started working together at that time already.As far as André 

Previn is concerned, he made a couple of— I was always interested in him, 

because here was somebody whom I knew even then was very much at home in 

both the world of jazz and symphonic music. I had heard a tape or a record of 

him playing a Mozart [piano] concerto, and also I remembered him from one of 

the great— One of my favorite jazz records in South Africa was a jazz version 

of My Fair Lady with Shelly Manne, and I thought his piano playing on that 

was just extraordinary.Then, as fate would have it, RCA engaged the London 

Symphony Orchestra to make a couple of records with André, and I believe it 

was the [William] Walton First Symphony and Shostakovich [Symphony no.] 

5. And they turned out particularly good. This was towards the end of my 

tenure with the LSO. Anyway, I did persuade the board that André should be 

invited to conduct concerts with the orchestra, and of course that eventually led 

to his becoming the principal conductor of the London Symphony Orchestra. 

That was quite a time after I had gone. But the relationship began then, and it 

continued sort of intermittently.When I was in Los Angeles he came and guest-

conducted [the Los Angeles Philharmonic Orchestra]—with only moderate 

success, I must say. Well, when we come to that— I felt there was a lot more to 

him than seemed to be apparent in his public appearances, that there was 

something locked up in this amazing musician. He's a terrific all-around 

musician. Somehow there was a spark, an electricity, an energy which was 

waiting to get out but somehow didn't ever seem to. I thought that by getting 



him to come to Los Angeles as music director— And Los Angeles to André 

was, I believe, a place that evoked a lot of bitterness and a kind of regret that he 

hadn't been recognized as the serious classical musician that he was, that in Los 

Angeles he was merely known as someone who worked in the movies and 

played a bit of jazz on the side or whatever. I thought if this was turned round 

and he were offered the position of music director, this would show total regard 

and respect and admiration for him as a serious classical musician. This would 

then get rid of that chip on his shoulder that he seemed to have in general but in 

particular about Los Angeles. It didn't. But that's another story. [mutual 

laughter] 

CLINE 

After the death of [Pierre] Monteux, you favored Colin Davis coming onto the 

conductor's podium over [István] Kertész, who wound up being the conductor. 

Did you lobby in any way for Davis with the board? 

FLEISCHMANN 

Yeah. I mean, I had almost daily contact with the musicians, which means also 

with the board, and I think they knew my preference. But they took a vote of 

the orchestra. It so happens that they weren't totally wrong. I think at the time, 

however, the combination of Colin Davis and the LSO was a pretty volatile 

one.And it was also all British. It would have shown the world that the Brits 

have got a lot of balls, a lot of guts. Also, of course, Colin Davis is a great, 

great conductor.But Kertész in his way, too, was a great conductor, and it 

worked pretty well, the relationship between Kertész and the LSO. And Kertész 

himself developed as a musician as part of that relationship, developed 

marvelously. By the time I was in Los Angeles and was able to invite him here 

and he came here, everybody recognized this was a very, very special talent 

and somebody, if not already great, destined for greatness. And here, too, he 

had a wonderful rapport with the musicians. If he had lived I wouldn't be 

surprised if he would have been asked to be music director, when Zubin retired. 

I mean, it's a huge tragedy that Kertész died of such a ridiculous accident. 

Swimming on the beach at Tel Aviv he was caught in an undertow. And 

ironically, he was at the beach with the cast for the Mozart Requiem, which he 

was conducting with the Israel Philharmonic. There are all sorts of tragic, 

mysterious stories surrounding the Mozart Requiem. Well, here's a real-life 

tragedy to add to them. Anyway, this was a great loss to the music world.I 

would say the two conductors I knew who might have been—who doubtlessly 

would have become—among the top half-dozen conductors of our time were 

Kertész and Guido Cantelli. The young Italian conductor was a protégé of 

[Arturo] Toscanini's, and he was music director of La Scala. I think we spoke 

about him in connection with the Johannesburg Festival. Those two I think 

would have been right there with [Claudio] Abbado, [Lorin] Maazel, 



[Riccardo] Muti, Mehta—that generation, I think. They would have been right 

at the top of it. 

CLINE 

How was your relationship with Kertész after his selection by the orchestra? 

FLEISCHMANN 

Okay. I mean, I left— I was kicked out very shortly after, but we remained 

friends, and the friendship was certainly reinforced when he came to Los 

Angeles. [tape recorder off] He liked the orchestra very much, too. And I don't 

know if there are too many musicians around now who were in the orchestra 

then, but they— As I said, he would have been invited every season, and who 

knows what might have happened. Of course, his repertoire was not dissimilar 

to Zubin's, so it would have carried on a certain tradition.But if he'd come, we 

wouldn't have had [Carlo Maria] Giulini. We did very well to get Giulini. 

Nonetheless, I suppose Kertész's tenure would have lasted longer and might 

have in the end been—what shall I say?—more productive. Giulini's six years 

were really only four years, because the last couple of years he had to cancel 

quite a lot. And they gave the orchestra an enormous status and resulted in 

some wonderful, wonderful music-making. But whether those years made it a 

better orchestra in the long run I'm not so sure. I mean, they were certainly 

amazing in the way they played for Giulini, but it wasn't that all-around 

excellence that we have now with, say, [Esa-Pekka] Salonen, which might have 

happened earlier with Kertész. 

CLINE 

After Monteux died and Kertész came in, was there any sort of critical or 

popular sort of shift in opinion? Was there any sort of audience drop-off or a 

sort of an unsettled period for a while? 

FLEISCHMANN 

No. It was actually quite a natural development, because Kertész had done a lot 

of guest conducting with the LSO and had made a lot of very good records with 

them. So no, it was a very natural succession. 

CLINE 

The orchestra also worked, as I recall that you mentioned in our last session, 

with Benjamin Britten, the great composer. 

FLEISCHMANN 

Oh, yes. 

CLINE 

Can you say a little bit about that and about Britten? 

FLEISCHMANN 

Yes, indeed. It was a good relationship between him and the orchestra. He was 

a— I won't say strange man, but he was certainly his own personality, and he 

wasn't an easy man. He had very specific ideas about what he needed 



musically, obviously, and some of his music-making was certainly not 

conventional. He was a wonderful conductor of Mozart, for example.I 

remember a Mahler Fourth Symphony [in G] at the Aldeburgh Festival. It was 

actually at Orford Cathedral in Orford, which is near Aldeburgh—it's in 

Suffolk. And it was just amazing. I remember that program very well. It was 

Gustav Holst, On Egdon Heath, which is incidentally a piece that does merit 

revival. It's a very strange piece. Interesting. Not at all what you'd expect from 

the composer of The Planets. It was On Egdon Heath by Gustav Holst and the 

Mahler Fourth Symphony. The Mahler was one of those natural— It was one of 

those performances that just happens— It was born there, you know, it was 

given birth. And it was an actual childbirth, I'd say. It was so beautiful, so 

simple. I do believe there is a BBC [British Broadcasting Corporation] 

recording of it. Look out for it. They may have issued it on CD.Of course, 

Britten liked to have certain musicians in mind when he wrote certain pieces. 

So it came to pass that his Nocturne for [tenor solo], solo instruments, and 

strings was very much written for the principal players, the solo parts, of the 

LSO.We also commissioned a piece from him for United Nations Day. God, 

what was it called? ["Voices for Today"] It's a forgettable piece; it was one of 

those occasional pieces. But we invited him a number of times to conduct, and 

as I said, his Mozart was glorious, his Mahler was just fantastic, and of course 

he conducted his own music extremely well, too.In the early days we played 

the War Requiem—actually in Coventry Cathedral, for which it was written. 

The trouble with Coventry Cathedral is the acoustics were horrendous, and the 

piece sounded much better in the concert hall, even in a lousy concert hall like 

the Royal Festival Hall with its sort of dead acoustics. He also did a lot of work 

with the English Chamber Orchestra, but of the big London orchestras we were 

the one that was closest to him. 

CLINE 

In the last session we were chronicling the sort of meteoric rise of the LSO, 

from the time you took the position as general secretary to the time you left. 

Since obviously a lot of recordings started to result from this, a lot of favorable 

press, and I'm sure a lot of good audience response, how much of this do you 

think was perceived by the press or other people as being your handiwork? I 

guess what I'm curious about is, if you were receiving credit or praise, then 

were you also receiving blame later when they sort of unceremoniously sacked 

you? 

FLEISCHMANN 

Strangely enough, when I was fired the press was very favorable to me. There 

was a lot of consternation about this, and in fact there were some editorials 

written questioning the value of musician-run orchestras. I suppose I got out of 

this with my head held high. I didn't have much money, and didn't know how 



we were going to live, because the pay wasn't great. There was no way to save 

money. I needed a job.The morning this story appeared in the newspapers it 

must have appeared in American newspapers, too. That morning I received, 

amongst others, two phone calls from the United States. One was from Kurt 

Herbert Adler, inviting me to come and work with him as his assistant or 

whatever, and the other was from Goddard Lieberson, who was the head of 

Columbia Records, actually—and not just Masterworks—but he had done an 

enormous amount for classical music. As the head of Columbia Records he was 

responsible for all those Stravinsky-connected recordings [Stravinsky Conducts 

Stravinsky], for the complete works of Webern—who'd ever thought of that?—

Schoenberg, and he'd signed [Pierre] Boulez eventually, as well as Bernstein. 

Anyway, he offered me the position of director for Europe of Columbia's CBS 

Masterworks.I didn't know what to do. This was another of those situations in 

my life, a bit like 1959. Capetown Orchestra music director or general 

secretary-manager of the London Symphony? Was my future going to be in 

opera or in—? Well, at least the recording field covers a wide variety of 

classical music. Was my future going to be with Adler or with Lieberson, both 

of them giants in their fields? So I cast around for someone who knew Adler, 

because I didn't. I had met Lieberson, because his wife, Vera Zorina, the actress 

and dancer, had once worked with the LSO.Anyway, there was this question, 

which of these two guys am I going to work with? I went to see Georg Solti, 

the conductor, who was a friend and I knew had conducted at the San Francisco 

Opera during the Adler regime, to ask him about the advisability— And he 

said, "Adler's a genius, but he's a very difficult man. He's also got an enormous 

ego. If you work for him and he finds that you are really brilliant, he will do his 

best to get rid of you because he'll feel threatened. On the other hand, if he 

finds that you're not very good he'll get rid of you as well." So the Adler job 

would not be a long-term project, said Solti, which was, I dare say, good 

Hungarian wisdom.His advice, more than anything else, caused me to accept 

the CBS job. 

CLINE 

On the subject of your unceremonious dismissal, first, I know that other 

London orchestras at the time were kind of having trouble, but was there a 

backlash against the LSO when this happened? 

FLEISCHMANN 

I've got a whole lot of letters that— I think it was John McClure, who was then 

head of [CBS] Masterworks, who had got others to write. People like Leonard 

Bernstein, Isaac Stern, George Szell, Rudolf Serkin—people who recorded for 

CBS—wrote these letters to the LSO saying how disturbed they were by this 

and that they wanted a proper explanation, because the explanation contained in 

the press release was inadequate. If they didn't get a decent explanation they 



were not going to work with the LSO anymore. Well— They continued 

working. 

CLINE 

But what about Philips [Records]? Didn't Philips cancel their association with 

the orchestra after that? 

FLEISCHMANN 

Well, I suppose so, but the Philips association was built mainly on Colin Davis 

and Monteux. And Monteux had died, and— Well, I don't know what happened 

with Colin. There was less of a drama for Philips, anyway. 

CLINE 

When this letter from [Barry] Tuckwell was first presented, which, I guess, 

based on your testimony last time, was the first you'd heard of any sort of major 

criticisms about your management style, was there any way that you felt you 

could respond to that? Was this just a total shock? Or was this— Were there 

any rumblings at all before that? 

FLEISCHMANN 

No, it was a total shock. It was, as I think I mentioned, on the Sunday before I 

got the letter that Barry and his wife [Sally Tuckwell] were at our house until 

about three [o'clock] in the morning. I mean, we were friends. 

CLINE 

As I recall, the allegations were that you were too independent, or that you 

weren't consulting the board, that you were assuming too much control. 

FLEISCHMANN 

Assuming too much authority, taking control away from the musicians, yeah. 

CLINE 

I mean, do you have any feelings about that? Do you think there was anything 

to that? Or do you think this was more of a power play? 

FLEISCHMANN 

There was— I needed a certain amount of authority, as I think I explained, in 

order to deal with the record companies, with the festival directors, with the 

people who represented our livelihood. I needed that authority in order to be 

able, on the one hand, to deliver the first team of the orchestra for all these 

important engagements, and on the other, in order to be able to negotiate 

programs and recording repertoire and so on. I mean, I couldn't every time say, 

"Hey, hold it. I've got to go back to the board." I mean, unless I had that 

authority I'd be useless. 

CLINE 

Was it, then, sort of built into the arrangement—? Maybe this wasn't the best 

way to run an orchestra. You said there were some editorials about this. 

FLEISCHMANN 



Yeah. Well, today and for a goodly long time, since he's been there, Clive 

Gillinson, who's the present managing director or whatever the title is, has a lot 

more authority, the kind of thing that I'd hoped— He's done a fantastic job, and 

I think eventually the musicians understood it. You mentioned "power play." It 

certainly seemed like that. I think a sort of a light went up in the musicians' 

minds when Barry Tuckwell, barely six months later—not even six months 

later—offered himself as managing director of the orchestra. And that is when 

the orchestra came back to me for the first time to return. 

CLINE 

So was there a backlash against Tuckwell within the orchestra? 

FLEISCHMANN 

Oh, yes. He then left the orchestra. 

CLINE 

What about in the music world outside the orchestra? Do you think there were 

any sort of repercussions there? 

FLEISCHMANN 

For a while. But you know, these things get smoothed over. It wasn't a big deal, 

I don't think. It was a big deal for a week or two. You know, it was a media 

story of some kind. I mean, how important are media stories about symphony 

orchestras? You've got to look at all that in perspective. But you know, 

Bernstein continued working with the orchestra. All those were fairly empty 

threats. 

CLINE 

More importantly, how did you deal with this emotionally? 

FLEISCHMANN 

It was very difficult. I told you, I think, about the attorney we got hold of, and I 

wanted to clear my name, obviously. And I'd loved my work. Of course, I 

plunged into other work straightaway, including conducting music for a movie. 

Have I spoken about that? 

CLINE 

No. 

FLEISCHMANN 

Even while I was already working at CBS I was offered an interesting project 

for a movie called Interlude, a movie about a conductor. Oskar Werner was to 

play the conductor. He had wanted to be a conductor all his life, but he couldn't 

read music. And I was engaged, first of all, to choose the music for the film and 

to go over the script, which involved quite a few symphonic performances—

bits and pieces of them— To choose the music and to conduct it on the 

soundtrack and to coach Oskar Werner in the pieces that I had chosen, which, 

after all, he would be seen conducting, and they wanted him to be credible. 

Little did I know at the time that he really couldn't read music. So I had to teach 



him note for note, bar by bar, things like excerpts from pieces like Brahms 

[Symphony] no. 3 [in F, op. 90], the opening—it's very difficult—the 

Rachmaninoff Second Symphony; Tchaikovsky First Symphony, the slow 

movement [Winter Dreams]; the Albinoni Adagio; the 

Dvo_ák Carnival overture, lots of stuff like that.So every day for about two 

months I worked with Oskar for at least six hours trying to drill this into his 

head. And finally— There were two major sessions when we'd engaged the 

Royal Philharmonic Orchestra, once in the Royal Festival Hall, once in the 

Royal Albert Hall. [For] the stuff in the Festival Hall we'd also engaged 750 

extras as audience. Well, Oskar was a very, very wonderful actor, but he hated 

directors, and he and the director, Kevin Billington, didn't get on that well. He 

also tended to drink a lot. Well, the night before the Royal Festival Hall session 

he sat up all night binging and could barely move in the morning. I mean, he 

was— Obviously the limo went to pick him up, and he arrived at the Festival 

Hall totally out of it. Here we had the Royal Philharmonic and 750 extras. What 

to do? 
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CLINE 

Okay, you were wondering what to do with Oskar Werner in his drunken state. 

FLEISCHMANN 

So, first of all, I then recorded all the bits that he had to conduct on— I had a 

portable Nagra [tape recorder]— 

CLINE 

Oh, yeah. 

FLEISCHMANN 

While backstage they're working on him, giving him the cold water treatment 

and God knows what to try to get him to wake up, more or less. So then they 

finally got him round. He came on, and he conducted to playback from what I 

had previously recorded, and that was filmed. Three months later I had to go 

into the studio and conduct the soundtrack to sync[hronize] it with his 

conducting. Can you imagine? [laughs] 

CLINE 

Oh no! And he still must have been pretty out of it at that point. 

FLEISCHMANN 

Yeah. 

CLINE 

When he was conducting, were the musicians also having to mimic playing? 

FLEISCHMANN 



That's right. That's the only way to do it. We couldn't possibly record then, you 

know. That's why I prerecorded it and got him to do it to playback with the 

musicians just going through the motions. I'd like to see it again. I think it 

worked, actually. 

CLINE 

I noticed, in fact, in your bio that it mentions that you would occasionally 

depart from your administrative duties to conduct movies and such. This would 

be an example of that? 

FLEISCHMANN 

Yeah. 

CLINE 

Were there others? 

FLEISCHMANN 

That was the last one. The others were in South Africa, actually. Interlude was 

while I was still in London, just after I was fired from the LSO. The movie was 

shot in England; it was a British movie. It's sometimes seen on late-night 

television. 

CLINE 

I believe I've heard of it, in fact. Anyway, also in the aftermath of this horrible 

incident— You had a small staff, as I recall, that you said worked with you at 

the LSO? 

FLEISCHMANN 

Yeah. 

CLINE 

Did they continue on there? Or what happened to them? 

FLEISCHMANN 

I think— I'm not sure. I'm really not sure. Sorry. 

CLINE 

How did you eventually make peace with Barry Tuckwell? 

FLEISCHMANN 

He was a soloist for the L.A. [Los Angeles] Chamber Orchestra. I went to the 

concert at— I think it was actually in Bovard Auditorium at USC [University 

of Southern California]. And I was once again so astonished by the quality of 

his playing that I felt I had to go around and congratulate him. 

CLINE 

That must have been pretty awkward. 

FLEISCHMANN 

No. 

CLINE 

No? It was all right? 

FLEISCHMANN 



Yeah. And we've seen each other since then. 

CLINE 

Sure. 

FLEISCHMANN 

He's tried to have a career as a conductor since then. 

CLINE 

Oh, really? 

FLEISCHMANN 

And it didn't work. 

CLINE 

So he's sort of an ambitious character, would you say? 

FLEISCHMANN 

Uh-huh. 

CLINE 

Also you mentioned in the last session that there was a proposed amalgamation 

between the Philharmonia Orchestra and the LSO that the orchestra didn't 

favor, but you thought it was actually a pretty good idea. 

FLEISCHMANN 

Oh, yeah. 

CLINE 

Do you think that created any sort of suspicion and distrust or tension between 

you and the orchestra? 

FLEISCHMANN 

It's difficult to say. I didn't feel it at the time. 

CLINE 

Many years later—and we'll get to it one of these days in the future—you wrote 

an address about what you called a "community of musicians" ["The Orchestra 

is Dead. Long Live the Community of Musicians." Address given at the 

commencement exercises of the Cleveland Institute of Music, May 16, 1987.] 

FLEISCHMANN 

Right. 

CLINE 

Was this sort of the seeds of that idea? 

FLEISCHMANN 

Well, I'm sure— I mean, all that had to do with it. And also the time when I had 

meetings with Sir David Webster, who was running the Covent Garden Royal 

Opera. We met occasionally and said, "Wouldn't it be nice if the LSO did some 

work at the Opera House?" And then one day Sir David called Barry Tuckwell 

and me to seriously discuss this, and the idea was for the LSO to amalgamate 

with the Royal Opera orchestra à la the Vienna Philharmonic and form a great 

opera orchestra that would also give concerts. That also came to naught, 



because the LSO musicians didn't want to spend most of their lives in a pit. So 

that was a pity, because it would have been good for both [orchestras]. It would 

have raised the standard in the pit, and it would have given the LSO musicians 

financial security. They didn't want that security.You see, first of all, from a tax 

point of view, they're self-employed. As long as they don't have a contract, 

don't have pension, don't have benefits, basically, and aren't guaranteed a 

salary— As long as they're paid by the gig, which they still are, they can have 

an at-home office with a telephone, waiting for the phone to ring [laughs]—you 

know how it is for musicians—and can claim all that and their car and part of 

their house and God knows what— You know, they can claim all those 

expenses, which would be very difficult to do if they were a contract orchestra. 

CLINE 

And taxes in England are pretty steep. 

FLEISCHMANN 

Yes. There are enormous tax advantages here. So that's one reason why they 

don't want to be on contract.Another is that they genuinely value their 

freedom—their freedom to accept or reject a date. And obviously if they're on 

contract that freedom disappears. There was a great independent spirit in these 

musicians. The orchestra was founded, as I think I mentioned, in a train going 

to one of the engagements in 1904—June the 9th, I think it was—at a time 

when they were very fed up with conductors in general and with Sir Henry 

Wood in particular. He wanted to put an end to the deputy system, where you 

can send someone to a rehearsal for you or— Someone does all the rehearsals, 

and then somebody else shows up at the performance. He wanted to put an end 

to it, was prepared to pay a little extra for it, but in return wanted guarantees 

from the musicians that they would do all the rehearsals and all the concerts. 

They thought that was a terrible interference with their freedom, and to this day 

some of that spirit has prevailed. 

CLINE 

Another thing that I had read is that after Tuckwell's resignation and your firing 

the orchestra begged Tuckwell to return. Do you think that's actually true? 

FLEISCHMANN 

At first, yes, they did. They absolutely did, to coincide with my firing. But six 

months later they fired Tuckwell, basically. They rejected his attempt to 

become managing director, and he resigned. 

CLINE 

You were asked to return as well, eventually. And you decided—you 

mentioned in the last session that you wanted a unanimous— 

FLEISCHMANN 

I wanted a letter signed by everyone. 

CLINE 



Right. Did you have any hope of that actually happening? Or was this really—? 

FLEISCHMANN 

You know, one always has a little hope. I didn't think it would happen, but I 

might have hoped it would. 

CLINE 

Did you really want to return? 

FLEISCHMANN 

I loved the orchestra and— I mean, they would play wonderfully, and it was 

much more interesting than working for CBS. 

CLINE 

Well, we'll talk about working for CBS now. [tape recorder off] You decided to 

accept the CBS Masterworks position rather than go to San Francisco, and this 

enabled you to stay in London for a while then. Was that a factor also in your 

decision? 

FLEISCHMANN 

It had something to do with it, sure. But basically it was Solti's summing up of 

Adler— Incidentally, I admire Adler greatly. What he did in San Francisco was 

just staggering, and since his time the San Francisco Opera has never been 

anything like this sort of pioneering and high-quality operation that it used to 

be.It is amazing what he did in the so-called boondocks, really amazing. 

CLINE 

So what did your job entail at CBS? What was your first responsibility upon 

assuming the position? 

FLEISCHMANN 

It was to supervise the release of classical recordings throughout Europe. The 

head office of CBS International—I worked for CBS International—was in 

Paris, and we had offices and subsidiaries that distributed— Some of them 

were I think directly owned and some of them were licensees, independent 

companies who were licensed to distribute CBS Masterworks—in Frankfurt, in 

the Netherlands, in Italy, in Israel, in Spain, these were some of them. And [my 

responsibility was] to coordinate, first of all to stir up the marketing of CBS 

Masterworks records, to coordinate the production. We owned a factory in the 

Netherlands which produced LPs, and we wanted to coordinate European 

production for all the companies there. Another thing was to publicize and do 

the PR [public relations] for CBS artists in Europe. So I was on the move quite 

a lot, and I spent usually one week a month in the Paris office, one week every 

two months in the New York office. In addition, I had to visit the various 

subsidiary companies quite regularly, look at the catalog, look at what had been 

issued in which countries and what had not, and to try and put together a 

rational program of releases for each country. You need a lot of diplomacy 

persuading the chairmen or the managers or whatever you call them of the 



various subsidiary companies to accept suggestions. So it was quite 

interesting.Also, to keep good relations with the press, which included an 

interesting incident. Leonard Bernstein's fiftieth birthday was in '68, I think—

yeah, he's eighty-one now—on the twenty-fifth of August, 1968. The New 

York Philharmonic was on a tour of Europe, and on the twenty-fifth of August 

they happened to be in Brussels, and there was to be a major birthday bash for 

him at the Brussels Hilton. CBS was playing a large part in this, and I had 

arranged for media people—that's press, radio, television—to come from all 

over the world to cover this event. So there were at least a dozen, if not more, 

televisions crews, plus forty or fifty journalists. All arrived in the morning or 

late morning. There's absolutely nothing open for them. What is more, the press 

director of the New York Philharmonic had chosen that day to go and look at 

Ghent and Liège. So I was alone left holding this media baby, looking after all 

these journalists and television people. I tell you, it was a nightmare. And why 

this guy had to take just that day—An interesting incident: in the morning, first 

thing, I get a call from Lenny. "Come up to my suite. I need to talk to you." 

And it was Lenny in his pajamas and robe, and he was crying, basically, saying, 

"Here I've lived for fifty years and I have nothing to show for it." He felt 

absolutely and totally inadequate and— Deep depression. Meanwhile, the 

phone was going, knocks on the door— I mean, I had to keep everybody out, 

obviously. It was a heartbreaking kind of scene. I mean, here's this man who by 

that time had already composed West Side Story and at least two of his three 

symphonies plus, you know, a lot other stuff, On the Waterfront, and a lot of 

his symphonic stuff. God, how he could have felt inadequate I don't know! But 

I'll never forget that morning, that day. 

CLINE 

So that was thirty-one years ago yesterday, eh? 

FLEISCHMANN 

Yeah. 

CLINE 

So it seems that in most of your jobs you wind up traveling a lot. You're still 

traveling a lot. 

FLEISCHMANN 

Yes. 

CLINE 

Does it agree with you? Or is it something you sort of tolerate? Do you like it? 

FLEISCHMANN 

I don't mind as long as I can get upgrades. I hate the idea of transatlantic travel 

squashed up in coach; I just can't do it. And usually my schedules are so tight 

that I start working within hours of arriving wherever I do, and if I don't sleep 

on the plane I'm just useless. 



CLINE 

Well, you've had years of practice.So what were some of your other 

responsibilities at CBS? Were you able to have any sort of— Did they consult 

with you at all? Or were you able to—? 

FLEISCHMANN 

About repertoire, yes. I was able to make suggestions and so on and so forth. 

But what I've described is already pretty full-time activity. And there were 

constant reports to head office and all that sort of stuff. But I can't say I was 

totally happy. It removed me from the hands-on sort of involvement with the 

music. And I was not a producer, not allowed to produce, although I did usually 

have to go and supervise the producers as it were. I'd much rather have done 

the hands-on work.But it did also involve this amazing time in Israel. The Six-

Day War in Israel was in 1967. Bernstein was in Vienna conducting 

[Der] Rosenkavalier [by Richard Strauss], I believe. I was there on behalf of 

CBS doing PR. The war broke out, and Lenny wanted to drop everything and 

go to Israel. So I went to the Israeli embassy to get permission for him to go, 

and they said, "Absolutely not. It's just too dangerous." But this was on the 

Tuesday. They said, "We have good reason to believe that this war is going to 

be over in a number of days." Anyway, by Friday the war was virtually over, 

and the answer came from Israel—What we'd meanwhile decided was that we 

should try to do a concert with the Israel Philharmonic on Mount Scopus, 

which is a holy mountain for the Jews as well as for the Arabs, but which the 

Palestinians had occupied for the past twenty years. We should do a concert to 

celebrate the return to Israel of Mount Scopus, which Lenny would conduct. In 

the meantime I'd got hold of Isaac Stern; he was ready to go with us. But the 

word came back and said, "Please, not yet. There are mines all over the place, 

and we are afraid Mount Scopus is heavily mined. It would be too dangerous to 

have thousands of people go up there."Three weeks later we finally went, and it 

gave me time to organize a television crew to do a documentary and also to 

organize a recording. In the meantime we'd decided it should be Mahler's 

Second Symphony [in C-minor], his Resurrection symphony, and Isaac Stern 

would play the Mendelssohn Violin Concerto [in E-minor, op. 64]. We'd also 

decided there would be a four [o'clock] p.m. performance of the Mendelssohn 

and the Resurrection finale on Mount Scopus free, and that night at nine o'clock 

in the auditorium in Jerusalem there would be a performance of the 

Mendelssohn concerto and the full second symphony.Well, first of all, the 

Israel Philharmonic had asked that we engage a certain Israeli soprano. I'd 

known about this soprano; she was very good in her day, but she was a bit over 

the hill. So I had resisted that on Lenny's behalf, but they absolutely insisted. 

Comes the first rehearsal, and Lenny calls me into his room in the break and 

says, "I can't work with her. She has no voice. She's terrible." As the 



mezzo[soprano] we had Jenny Tourel, who was Lenny's choice. She was 

lovely. I was given the task then to (a) tell the soprano that she wasn't wanted; 

(b) to find another soprano.This was Friday; the concert was on Sunday. I must 

say, the soprano took the news extremely well and graciously. As I knocked at 

her door and came into her room she said, "Ernest, you've come to tell me it's 

not going to work." I said, "I'm afraid you're right." And she said, "Well, I 

understand it. No ill feelings" and so on. Then to find a soprano on a Friday 

afternoon for a Sunday afternoon performance ain't easy at the best of times. To 

do so in Israel, where sopranos don't grow on trees like oranges—Anyway, we 

got hold of the best Israeli soprano, Natania Davrath. She, however, had a dress 

rehearsal of Madame Butterfly scheduled that afternoon. The idea was, as I 

said, to do a performance in the afternoon and one at nine o'clock at night in 

downtown Jerusalem in the auditorium—Binyanei Ha'oomah, I think. We 

finally arranged for an army helicopter to pick up Miss Davrath after the 

afternoon performance and take her into Tel Aviv, where the dress rehearsal 

of Madame Butterfly was going on. She would do her dress rehearsal, and, as 

she wasn't going to be on until about ten thirty or later, they would fly her back 

to Jerusalem so that she could sing this movement. It was quite a hairy 

situation. It's all documented on CD and on film.I got Richard Pennebaker and 

the Maysles brothers [David Maysles and Albert Maysles] to do the television. 

I mean, these are legendary documentary filmmakers. They helped to make this 

documentary, which was called Journey to Jerusalem with Leonard Bernstein 

and Isaac Stern.That was part of my job at CBS. [laughs] 

CLINE 

Not bad. So you obviously maintained a close relationship with many of the 

artists that you—? 

FLEISCHMANN 

Oh, yes. Absolutely. 

CLINE 

Did that make the job more enjoyable, less of a—? 

FLEISCHMANN 

Oh, sure. But, I mean, it wasn't hands-on kind of stuff except occasionally in 

this Israeli episode or the Bernstein birthday. 

CLINE 

Eventually that ended. The L.A. Philharmonic came knocking at some point 

that year? 

FLEISCHMANN 

Yeah. And CBS was very nice. I stayed on until the end of 1968, and then for 

the next five months, from the beginning of January until the end of May, I 

commuted between London and Los Angeles—two weeks in London, two 

weeks in Los Angeles. That was a crazy time.I remember when I flew out to 



Los Angeles I was picked up at the airport— usually by the general manager, 

the number-two person—and driven straight from the airport to Chasen's 

restaurant, where there was a bunch of board [of directors] members to talk 

things over with me. This happened about three out of four times.And I was so 

exhausted that every half-hour I asked to get up, go to the bathroom, pour cold 

water on my face. And as I was sitting at the table talking to the board I used to 

pinch myself on my bottom to stay awake. It was cruel. [mutual laughter] 

CLINE 

I think in the next session we'll talk in detail about how this all transpired and 

what your feelings about it were when this first happened. I did want to ask you 

about— You evidently wrote an article for High Fidelity/[Musical America] 

magazine criticizing the management of American orchestras— 

FLEISCHMANN 

Not only American orchestras— "Who Runs Our Orchestras...and Who 

Should?" [19:58-62, January 1969]. Have you had a copy of that? 

CLINE 

Yes. I wanted to ask you, because apparently this somehow caught the attention 

of the board of the L.A. Philharmonic. 

FLEISCHMANN 

Well, yes. When I was being recruited the then president, H. Russell Smith, 

came to see me in London, and I saw he had with him a copy of this article. 

And I said, "Have you read that article?" And he said, "Yeah. And, as a matter 

of fact, so has every member of the board." I asked, "Well, do they really then 

still want me?" And he said, "Absolutely. More than ever." Because in that 

article, amongst other things, I'd said that American orchestras are run by 

housewives and bankers and insurance executives and similar types. What can 

they be expected to know about orchestras? 

CLINE 

Well, what inspired you to write the article to begin with? And how did that 

actually wind up getting published? 

FLEISCHMANN 

The need for money. 

CLINE 

Oh, I see. [laughs] 

1.14. TAPE NUMBER: VIII, Side One (September 3, 1999) 

CLINE 

I had some follow-up questions about our last session. I'll start with those. We 

were talking about your position with CBS Masterworks, and I was noticing 

your general lack of enthusiasm about the job compared to the kind of work 



you were used to, based on your responses. One of the things I wondered, since 

it does come up with people who work with record companies, here you were, 

somebody with an extremely great knowledge, someone with a lot of expertise 

in the field of so-called classical music, and you had to work with producers for 

the label who were producing these projects. What was your feeling about the 

producers? And generally what was your assessment of them when you worked 

with them? 

FLEISCHMANN 

Well, I wasn't that much involved with the actual production of recordings. I 

mean, we did produce some, and I did attend some of the sessions, but once the 

session starts the producer is in charge. Inevitably I found them to be very 

knowledgeable musicians. They had to have fantastic ears, obviously, not only 

to spot any imbalances or rhythmical problems or ensemble problems or 

intonation problems or whatever—wrong notes and so on—but to create a 

sound.I think the record producer is maybe sometimes not given sufficient 

credit for being creative in producing, I think a very— They can produce their 

own personal sound. Obviously it must be closely linked to the basic sound of 

the artists they're recording, but in the same way as the space in which the 

performance takes place gives a particular color, a particular kind of 

atmosphere, to the sound, so do the ears of a producer. And a good producer 

you can actually tell. I mean, John Culshaw, for example, created, largely 

through the recordings of the Ring [Der Ring des Nibelungen by Wagner]— I 

mean, he recorded the first Ring on long-playing stereo records, let's put it that 

way, and largely through those developed a very personal sound picture. There 

are others—John McClure, lots of others—who have that special ability to 

create something, to make something creative out of a studio production. 

CLINE 

You've worked, then, both in the recording medium and of course in the live 

performance medium. Do you have any feelings about one versus the other? I 

mean, obviously they're very different— 

FLEISCHMANN 

Well, yeah. One is very much involved with the marketplace—the recording 

medium. My job, as I think I explained last time, was mainly to coordinate the 

production and marketing efforts of the European companies and the public 

relations and so on. If one of our artists came to Europe, for example, I looked 

after the media. For example, when an orchestra like the Cleveland Orchestra 

[with] George Szell came to Europe, I made sure that they got the right media 

attention. And particularly when the New York Philharmonic and Leonard 

Bernstein came to Europe in, I think, 1968, I was doing a lot of the media work 

that— We spoke last time about what happened on Leonard Bernstein's fiftieth 

birthday— 



CLINE 

Right, yeah. 

FLEISCHMANN 

Isaac Stern— [With] any of the major artists, I had to help coordinate media 

efforts and see that the artists were looked after properly and above all that we 

sold a lot of their records. In connection with the Bernstein-New York 

Philharmonic visit, I got the European companies to agree to the release of a 

European-made— Well, there was a new recording of Berlioz'sSymphonie 

fantastique by the New York Philharmonic and Bernstein. I got the European 

companies to agree on a joint packaging of that recording and to sell it at a low 

price. I think it was the equivalent of ten dollars, which for Europe was a very 

low price. Or was it ten deutschmarks? I'm not quite sure what it was.In most of 

the cities where the New York Philharmonic performed, Bernstein did 

autograph sessions at a record store. And I remember in Berlin, particularly. I 

think it was at the KaDeWe, this huge department store, probably the biggest 

department store in Europe, or in the world for that matter. There was an 

immense crowd of three to four thousand people lined up. No wonder that this 

turned out to be the best-selling orchestral record up to that point that [CBS] 

had ever released in Europe. It sold something like 200,000 copies. But it was 

useful having these tours to help the record sale. 

CLINE 

You partly answered it, but what was the European reaction to American 

orchestras and their performances? 

FLEISCHMANN 

Well, in the fifties and sixties there was still on the part of the European critics 

a rather snooty attitude to American "efficiency without soul, accuracy without 

style." They were still a bit snooty. And then when— Of course, Bernstein did 

a lot to change that through his work in Vienna. From the time he started in 

Vienna and started conducting Mahler and Richard Strauss and Verdi 

wonderfully and with the intensity and the honesty that only Bernstein was 

capable of, they started to take note.What became quite interesting was the sort 

of competition between [Herbert von] Karajan and Bernstein. Neither of them 

would really admit it, but there was— Certainly in the media it became more 

and more obvious that this was a very competitive situation. What is even more 

interesting is that now, at the end of the twentieth century, Bernstein is more 

and more admired and recognized as the total musician—great conductor, 

fabulous man of music, good composer, and articulate spokesman for music—

and Karajan is beginning to be recognized for what he was: a slick 

perfectionist, yes, with not very much heart. And obviously we're valuing 

Bernstein a great deal more for his qualities than Karajan for his. Well, I've 

never been a great Karajan admirer, I must admit. I was a great Bernstein fan. 



The way he made music with his whole being and his total— He was totally on 

top of all the music he conducted; he was totally at one with it. He knew it sort 

of inside out, and the technical aspects never bothered him. So in the 

competition as to who was the greatest conductor of the second half or so of the 

twentieth century, I think if there has to be a competition that Bernstein won it 

hands down over Karajan. 

CLINE 

Interesting. You said that what you were involved in was largely PR [public 

relations], marketing, that sort of thing. Were there any things you learned from 

that experience that then were applicable to orchestra management or your 

other [inaudible]? 

FLEISCHMANN 

I knew this before— The market for records, the record buyers, are a totally 

different breed from those who go to concerts. How shall I put it? The art of 

marketing for the live concert experience is much more complicated and 

sophisticated than that for buying records. Too many people still think that it's 

possible to reproduce the concert experience in their home. It isn't. There is 

something in that extra dimension, the sharing of a musical experience with a 

couple of thousand other people, the unpredictability about a performance—

whether it will go right, whether it will really take off or just sit there—you 

know, there's something so strange and wonderful and special about that. You 

can never get that just from [even] the very, very best recording.Record buyers 

are really two categories: the crazy enthusiasts, of whom there is a small but 

very vociferous number, and the average record buyer, who largely buys a 

classical recording as background. It almost becomes like classical Muzak in 

the home. But it's more of a mass market obviously than the concert market.I 

learned other things in my task of convincing the managers of the individual 

local companies— The German company, the French company, the Dutch 

company, the Belgian company, the Italian company, all these were 

subsidiaries of CBS Records. I became a diplomat. I was a sort of [Henry] 

Kissinger of CBS Masterworks, trying to make them all understand that they're 

in this together, that they really belong to one repertoire philosophy, one artist 

philosophy, and that they can save a lot of money by putting out recordings— 

Instead of going to the trouble and expense of designing a sleeve for 1,500 

copies, which they might—if they're lucky— sell in the Netherlands, and 

maybe 4,000 copies which they might sell in France, and 5,000 in England, and 

each time a different design, different printers, a different manufacturer, etc.— 

CLINE 

Different languages. 

FLEISCHMANN 



If they'd centralized it— We had a record pressing plant in Holland. If they did 

it from there they'd save an awful lot of money. If we pressed, say, 10,000 with 

the same cover in three languages— I had some success in persuading them, 

but it was a very good diplomatic exercise as well. 

CLINE 

Also, you mentioned in the last session that while you were employed at CBS 

you had this literal interlude in your work doing this film, Interlude, for 

which— in a rather bizarre manner, actually— you wound up returning briefly 

to your conducting. I wondered if that experience kindled in you any desire to 

take up conducting once again or what your feelings were about that experience 

in that regard. 

FLEISCHMANN 

I don't know. I knew my shortcomings. And it was a different kind of 

conducting in a way, because in the end— To go back into the studio three 

months after the film was shot and to try to coordinate my beat with that of a 

slightly intoxicated Oskar Werner had very little to do with conducting. We 

made a soundtrack LP. We went into the studio to record that, but even there 

there was very little time. I mean, there was not much chance to really work as 

a— It didn't suddenly make me want to throw everything over and say, "Oh, 

I'm this brilliant conductor. This is really where I ought to be." 

CLINE 

You mentioned earlier that one of the reasons you didn't pursue conducting was 

because of the ascetic sort of lifestyle that it requires, particularly during the 

training period. Is there any way you could elaborate a bit on that? What is it is 

about you personally that is in contrast to what you perceive as that discipline? 

FLEISCHMANN 

Well, you know, every would-be conductor comes to it from a different angle. 

Many of those who want to be conductors are already very good 

instrumentalists by the time they start to conduct. I was not a particularly good 

instrumentalist ever. I played a little of a number of instruments but not a lot of 

any. I was also not a natural. I had to learn every score. I had to really study. It 

took me a lot of time; it was a slow process. I realized in order to develop a 

repertoire in any kind of depth I would have to give up some of the more 

materialistic pleasures of life, and for a goodly length of time. I don't know. I 

had a feeling that I didn't have the self-discipline that would make it possible 

for me to develop that kind of repertoire in the kind of depth that I think is 

necessary for a conductor to be able to tell an orchestra what to do and to 

develop that acute ear that, when he sees a chord on the printed page, hears all 

its implications, normally, naturally [snaps fingers]—like that. 

CLINE 



Do you perceive a lot of the great conductors as at some point being sort of like 

musical monks in that sort of [inaudible]? 

FLEISCHMANN 

Well, some of them may have come to it much more easily than I would. I 

mean, there are some who can learn a score overnight almost. It's a facility, I 

suppose, that some are born with, particularly if they're good instrumentalists. 

That makes it easier for them, too. 

CLINE 

We also talked briefly about this article that you wrote for High 

Fidelity/[Musical America] magazine that later caught the attention of the 

board [of directors] of the Los Angeles Philharmonic Orchestra ["Who Runs 

Our Orchestras...and Who Should?" 19:58-62, January 1969]. You said that the 

main reason you did it was because you needed money. What was it about that 

particular subject that motivated you to cover it and state your opinion about it? 

FLEISCHMANN 

Well, as I made quite clear in that article, I felt that the situation with regard to 

the running of symphony orchestras had changed a great deal with the 

expansion of the season, with the development of jet travel, and that therefore 

we needed more than ever for the manager of an orchestra—who, after all, is 

there for fifty-two weeks of the year—to be a more complete musical animal, 

as it were, to be a creative impresario, somebody who knows how to exploit all 

the various services that an orchestra needs to provide, somebody who can be 

the artistic guardian of the orchestra even when the music director is away, 

somebody who can help the itinerant music director in keeping his eyes and 

ears open for new music, new talent, and provide this kind of information to the 

music director, who has enough knowledge of repertoire and artists to be able 

to be a real partner with the music director in making programs, and somebody 

who's able to gauge through being there year-round the needs of the community 

in which the orchestra operates. 

CLINE 

I guess what I'm wondering— Probably there are a lot of topics that one could 

have written on. Was there something about this topic that you had passionate 

feelings about it? Or was there an experience that led to it or—? 

FLEISCHMANN 

I felt strongly that the running of an orchestra must be entrusted to specialists. 

It's a very specialized type of management and must be entrusted to specialists. 

And the experience was getting fired from the London Symphony [Orchestra], 

getting fired by a board of musicians who couldn't possibly have any idea of 

the ins and outs of running an orchestra because they're so busy—particularly 

in London—rehearsing and performing and driving from one hall or studio, one 

end of London to the other every day. And it's a terrible job for most of them, 



being a musician in London with no security and the work being all over the 

place and of all kinds, as it were. But how could they possibly know what it 

takes to actually manage the orchestra, to sell it, to put together programs, to 

persuade great conductors to come and work with the orchestra, to persuade 

government agencies like the Arts Council of Great Britain to provide 

subsidies?Then that prompted me to think about the American situation, where 

you have a not similar but related situation. Where it's not the musicians but the 

lay board that calls the shots instead of it being done by the manager.Even to 

this day, I feel very strongly that the managing director, the executive director, 

the executive vice president, whatever you call this person, should be the CEO 

[chief executive officer], and the president of the board is just that, or the 

chairman of the board. And of course, the CEO is part of the board and can be 

fired by the board. 

CLINE 

You use the term, I think, "professional super-manager" in the article, and your 

assessment of the board situation in America was very honest and very blunt 

and even perhaps somewhat controversial for those who might have found 

themselves on orchestra boards at the time, and yet this still obviously caught 

the interest of the people at the Los Angeles Philharmonic.What I wanted to ask 

you about before we talk about that is, before you received word from Los 

Angeles that they were interested in your services, I wanted to ask you about 

your first trip to Los Angeles, which was considerably before that. I guess it 

was probably about ten years earlier. 

FLEISCHMANN 

It was 1957. 

CLINE 

Why was that trip taken? And what was your impression of Los Angeles at that 

point? 

FLEISCHMANN 

Oh, it was largely one of enormous disappointment. I had known Los Angeles 

and Hollywood obviously from the movies, and I arrived to find a tacky sort of 

city consisting of temporary structures. Nothing looked as glamorous in real 

life as it was on the screen, obviously. And I thought it wasn't very clean. I 

stayed at the Hollywood Roosevelt Hotel, and I had thought, "This must be a 

very special, glamorous kind of place where movie stars stay" and so on, and I 

found layers of dust on the windowsill. You know, things like that.Then I went 

to the Hollywood Bowl. Again, I'd known the Bowl from MGM [Metro-

Goldwyn-Mayer] musicals. And there was this really run-down place with a 

tinny sound system. And I happened to come to an all-Tchaikovsky program 

which was conducted by Milton Katims, who was a much better viola player 

than conductor.He was the music director of the Seattle Symphony [Orchestra]. 



And the soloist was György Cziffra, the B-flat Minor [Piano] Concerto [no. 1]. 

It was a decidedly third-rate performance. You know, I was really disappointed. 

CLINE 

What brought you out to Los Angeles at that point? 

FLEISCHMANN 

I was going around the world recording interviews with artists for a program I 

was doing for General Motors in South Africa on commercial radio. 

CLINE 

Describe now— You're working at CBS Masterworks. What happens initially 

to let you know that there's interest in your services in Los Angeles of all 

places? 

FLEISCHMANN 

Zubin Mehta actually called me. And we then met at the Salzburg Festival, 

where he was conducting. It was 1969. He asked me, would I be interested if I 

got an invitation? And I said, "Well, I'm always interested to talk about things. I 

would need to know more about it."Next thing was, there was a letter from the 

president or chairman of the board, Fritz Larkin Jr., and he said he understands 

that I might be interested in talking to the board; they're interested in talking to 

me. "Enclosing two first-class round-trip tickets to Los Angeles." 

CLINE 

And what was your feeling then based on your prior experience with Los 

Angeles? 

FLEISCHMANN 

I was very skeptical. But you know, this was so kind and so— And I had great 

respect for Zubin. I didn't know him that well at all, but I really liked meeting 

him and admired his conducting.I'd heard the orchestra, actually, as part of my 

CBS PR job. I went to Paris once— André Watts was playing with the Los 

Angeles Philharmonic on a world tour they were doing. They were in Paris. 

And I thought the orchestra was just okay. Nothing special. But Zubin was 

certainly special.So I came to Los Angeles, met the board, and was impressed 

by a number of things. Before I flew out, actually, I had had a visit also from H. 

Russell Smith, who was on the board at the time. He was sort of interviewing 

me on behalf of the board. He must have headed the search committee. I 

remember he came to dinner at our house when Colin Davis was at dinner. And 

he was obviously— You know, he had a good time. Then when we sat down 

the next day to discuss the job, he had a folder, and I saw he had that article in 

the folder. That's when I asked him, you know, "I'm amazed you're seeing me 

and you've got this article. Have you read it?" And he said every member of the 

board had a copy. I said, "And they really want me?" "They want you all the 

more," he said.And indeed, when I met with the board I made it quite clear that 

I believed everything I'd written in that article, and that if I were to come there 



to manage the orchestra I would hope there would not be day-to-day 

interference, but if I screwed up they could fire me. But as long as things are 

going right they should leave me alone to run it the way I see fit. And they 

absolutely agreed with that.Then I went to a rehearsal of the orchestra with 

Zubin. Again, I didn't think they were anywhere near the playing standards of, 

say, the London Symphony Orchestra, but there was a spirit. And I detected a 

willingness, a wanting to improve things, to make things better, that I found 

very moving, very touching. I thought this really looks wonderful from that 

point of view. There was obviously a good relationship between Zubin and the 

musicians, which I found fairly unusual. 

CLINE 

He had been there, I think, seven years already at that point? Is that right? 

FLEISCHMANN 

It was '69? Yeah. 

CLINE 

The orchestra had had some fairly illustrious conductors before him, especially 

going back into the past somewhat, in their older days at the Philharmonic Hall. 

Yet the orchestra itself, by your assessment, was less than spectacular? 

FLEISCHMANN 

It was a very good orchestra of the sort of second category. 

CLINE 

But you sensed that they were really willing to improve. And I would have to 

assume that you sensed from their interest in you that they were also looking to 

improve more than just the music but the whole profile of the orchestra in the 

city and in the world, would you say? 

FLEISCHMANN 

Well, they'd had a rather bad experience with my predecessor [Joe Salyers]. I 

kept on hearing rather unfortunate stories.But there was a wonderful man who 

was the number-two manager by the name of Jaye Rubanoff, who was a 

wonderful old pro. You know, he'd been conducting musicals in his earlier life. 

He'd been brought up in the theater. He was nice, had a dry sense of humor, 

loved Zubin, also had a wonderful family—wonderful young wife, who was a 

dancer, and two beautiful young children. He provided a kind of reassuring, 

solid working base for me. He was very supportive. He was a really great guy. I 

was sorry when he retired, and he's much missed even now. 

1.15. TAPE NUMBER: VIII, Side Two (September 3, 1999) 

CLINE 

When you came out, did you get any sense of what the audience for the 

orchestra was like here in Los Angeles? Any feeling about it? 



FLEISCHMANN 

It took some time. You can't just get that in one or two concerts. And then I 

found out that we're talking about two totally different audiences, the Bowl 

audience and the Music Center [of Los Angeles County] audience. And then 

even the Music Center audience is divided into the subscribers, [and] the 

Thursday night subscribers are quite different from the Sunday afternoon 

subscribers, and Friday night subscribers are different too.At that time, of 

course, the orchestra was only doing two concerts a week and had only a 

twenty-week season in the winter. It had started Sunday afternoons, but not 

every Sunday by any means. We had a Friday afternoon series—ten concerts, I 

think it was, ten concerts Friday nights, twenty Thursday nights, and we had 

some Sunday afternoons. I mean, the Friday matinee series was again a 

different series. Thursday nights were the old guard—you know, the Hancock 

Park, Pasadena, the old Los Angeles. If Los Angeles can be said to have a 

patrician audience, that's it. Friday afternoons were old ladies. I think the 

average age was probably about seventy or seventy-five. And it was a 

diminishing audience. Friday nights were more intellectuals, I suppose, 

academics. Sunday afternoons seemed to me real music lovers, people who 

would rather go to a concert than to the beach. And that's where I thought there 

was the most scope for expansion. 

CLINE 

I just wondered, particularly since L.A. at this point didn't have an orchestra 

that was considered world-class, and it was the sixties— Things were really 

changing in the country. There was a lot of upheaval, and there was certainly a 

greater and greater focus on the role of popular music in the culture. All these 

things were going on, and at the same time you're in a town that's really famous 

for showbiz. It's a movie town. I just wondered if you got a sense of the 

seriousness or the dedication of the audience compared to other cities you'd 

been in. 

FLEISCHMANN 

It was obviously different from the European audience in that it was not— I'm 

talking really in generalities here. It's not anywhere as sophisticated as the 

European audience. And there was a nice freshness, particularly in the Sunday 

afternoon audience, that you didn't get in Europe. I think the audience here was 

older than the European audience. And I was surprised that with all the colleges 

and universities around here there weren't more students. Obviously I was very 

interested in getting more students in.We did so many things to expand the 

audience. And there was more audience than anybody had assumed, obviously. 

With so few concerts at the time I came and so many concerts by the time I 

left— And the orchestra didn't have a fifty-two week season. I think it had a 

forty-four week season—at the time, anyway. There was obvious room for 



growth. And indeed, I began adding more and more Sunday series.Now there 

are three Sunday series—two long ones and one shorter one. There's an 

enormous number of series. There are three Saturday night series that we've 

added. The only thing I cut down was the Friday matinees, because the 

audience was really dying out. I wanted to abolish it altogether, but there was 

such an outcry that we couldn't afford to offend so many people who had been 

staunch supporters of the orchestra for so long. So I cut it down to six from ten. 

CLINE 

It appears that perhaps you found this an interesting challenge for you 

[inaudible]? 

FLEISCHMANN 

Oh, extremely. Everything was open. I mean, nobody used to go to the Bowl. 

Average audience was three to four thousand at the most. And there were only 

three concerts every week, and largely— Certainly the Tuesday and Thursday 

concerts, the symphony concerts, were just repeating some of the stuff from the 

winter season with the conductors of the winter season. So there was a lot of 

scope for improvement and for expansion. And slowly over the years we came 

to add enormous numbers of concerts. The Bowl, from thirty— It's now up at 

nearly seventy concerts. And from an average audience of about three and a 

half thousand, the average audience is— Well, at its height in the early nineties, 

end of the eighties, the average audience was about thirteen thousand. It's now 

down to about ten thousand, and it's climbing again. 

CLINE 

When you were sounded out about the job, obviously it was made clear to you 

that this entailed being executive director of the orchestra but also general 

director of the Hollywood Bowl. Did this look to you like two separate jobs in 

one? 

FLEISCHMANN 

Well, when I came it was two separate organizations. There was the Southern 

California Symphony Association and the Hollywood Bowl Association.They 

had merged into the Southern California Symphony-Hollywood Bowl 

Association and I got them to change the name to the Los Angeles 

Philharmonic Association for practical purposes. The Bowl is merely the 

summer home of the Philharmonic. And I was actually executive director of the 

association, which meant that I managed the orchestra and I managed the Bowl. 

That's what it amounts to. 

CLINE 

Right. And what were your feelings about the Bowl at that point? I mean, you 

had talked about this earlier experience where it was seemingly so dilapidated 

and with the poor sound system and— I think the acoustical and practical 



challenges of the Hollywood Bowl are an extremely well-documented history. 

What were your feelings about that upon assuming that particular task? 

FLEISCHMANN 

Well, it was obviously a gigantic task to get an audience, to make it musically 

more important, so that the Philharmonic wouldn't have to, as it were, lower its 

standards for three months every year. And it was terribly important first and 

foremost to do something about the sound.I tried various things. I brought in— 

Because the best sound on records had been with a recording engineer from 

London-Decca [Records], Gordon Parry. With the London Symphony I had 

been involved in the production of hundreds and hundreds, thousands of 

recordings, and then came CBS— I brought in Gordon Parry, who was the sort 

of sound designer for London Records. They were the ones who'd done the 

Culshaw Wagner Ring, and they had a reputation for the best sound amongst 

European record labels. Gordon tried to turn the Bowl into a recording studio, 

and that didn't work.In the meantime I met had Frank [O.] Gehry, and I asked 

him to try to create a better acoustic environment on the stage. At the same time 

I sought some advice about an acoustic consultant, and the name of Christopher 

Jaffe surfaced. I engaged Christopher Jaffe to design a way to improve the 

sound, and he came up with something called sonotubes, a whole lot of tubes 

that were placed inside the shell, and some were hung over the orchestra. But it 

didn't turn out right. It really didn't.And then— Oh, I tried various acousticians. 

Dr. Boner from Austin, Texas came up with a surround-sound system that we 

kept for a long time. About 150 speakers were placed in the bushes all over the 

Bowl and played at a low level to give a much more three-dimensional kind of 

sound experience for people in all areas of the Bowl. Of course, one thing we 

had to contend with was the sound of the freeway, which, according to Dr. 

Boner's measurements, provided a low-frequency hum of about 65 dB 

[decibels]. That was pretty noisy, particularly in the upper regions of the Bowl; 

you don't hear it much in the lower half. I also had someone called Dr. 

Elizabeth Cohen. We brought in Joseph Magee.And in the meantime Frank 

Gehry had designed these spheres which are hung over the orchestra, the main 

thing, so as to provide a better sound on stage and also that the orchestra 

musicians could hear each other better. The theory is: what we're trying to do is 

reinforce the sound on stage, and if it's a better sound that's being reinforced 

then it must be better for the audience, obviously.Joseph Magee is the sound 

designer for the Bowl these days, and, together with Dr. Elizabeth Cohen, he 

played a big part in the sound you hear nowadays. It's not perfect. In fact, I find 

this season and last the sound has really deteriorated a lot. I think we badly 

need someone in charge of the sound, one person who is a first-rate sound 

producer, goes for that sound, and rigorously sticks to it. 

CLINE 



Now, when you first arrived and you had to meet with the board— I guess this 

is a two-part question. First, how much did the board resemble the type of 

board that you had criticized in your High Fidelity article? And who actually 

was on the board at that time? 

FLEISCHMANN 

It resembled that kind of board. But they were far more respectful of the artists 

and management than I expected. They didn't interfere. 

CLINE 

That was going to be my next question. 

FLEISCHMANN 

There were people— I mean, Fritz Larkin and H. Russell Smith, of course. 

John Connell had been a longtime— The Connell family was a longtime 

supporter of the orchestra, and even now John Connell's son Michael [J. 

Connell] is very much in evidence on the board.There was a wonderful lady by 

the name of Olive Behrendt. She was a very close friend of Mrs. [Dorothy 

Buffum] Chandler's, but she was also a very close friend of Zubin's and of 

many of the artists. She was very sensitive to the artists and very supportive of 

them. And she became a very good friend. Very supportive. I mean, we argued 

like hell, but we respected each other a great deal.Another wonderful person on 

the board was the late Bronislau Kaper, who was a very fine composer who 

came to Hollywood to work in the movies. He had been quite a well-known 

musician in Europe—composer, pianist. He wrote music for many of the Marx 

Brothers films, for films like Lili, Mutiny on the Bounty [1962 version]. He 

was an amazing personality. An amazing judge of piano playing, particularly. 

He sort of— People like Daniel Barenboim and Alfred Brendel used to come to 

him for tips. [Artur] Rubinstein would never pass a recording without sending a 

master to Bronik and getting his okay before he would pass it. When Bronik 

finally got cancer it was Rubinstein who invited him to come to Europe, and he 

paid for Bronik's last trip to Europe, which was beautiful. He also was a great 

connoisseur of women, and the most beautiful young women were always at 

his house—I mean, even when he was in his seventies and his eighties. He was 

a wonderful man. Great sense of humor. There were personalities on that board. 

CLINE 

What about Mrs. Chandler? 

FLEISCHMANN 

She was not on the board, but I got to know her, became quite friendly with 

her, and got to like and admire her very much. We used to meet for lunch at 

Perino's [restaurant] and talk about the problems and the pleasures of the 

orchestra. She had a theory that she was there to support the artists, and she did 

it.Zubin Mehta, Gordon Davidson, and I had her absolute and complete support 

without her ever saying, "Do this, do that," and "Why don't you do this? Why 



are you doing that?" I mean, she was just solidly behind us.We had many 

wonderful discussions at lunch, and she opened up quite a lot. She was not a 

happy woman totally. She told me about not ever being totally accepted into the 

Chandler family because she came from the Buffums, who were, after all, 

tradespeople. They were shopkeepers, and that was beneath the Chandler line. 

And she actually confided in me that she and her husband Norman [Chandler] 

had very little in common for many, many, many years. So she put all her 

energies in a way into the newspaper, into the L.A. [Los Angeles] Times, but 

also into helping the artists, supporting them.I think I have to stop. 

CLINE 

That's fine. 

FLEISCHMANN 

Do you have a short question you want to just get in? 

CLINE 

Yeah. I just wanted to say— Zubin also was one of the conductors you 

described as being on the road a lot. He had other interests that he was 

pursuing—he traveled a lot, conducted other orchestras, was a busy guy. 

Between the character of the board and the quality but also the sort of busy-

ness of Zubin and this potential with the orchestra, did you see this as being 

sort of the perfect, fertile soil for the type of manager that you envisioned? 

FLEISCHMANN 

Absolutely. Absolutely. You hit the spot. 

CLINE 

Well, we'll talk more about it next time. 

FLEISCHMANN 

Good. 

CLINE 

Okay. Thank you very much. 

1.16. TAPE NUMBER: IX, Side One (September 9, 1999) 

CLINE 

We were talking in the last session about the end of your years in London, your 

work for CBS Masterworks and your eventual move to Los Angeles after being 

offered the position to manage the Los Angeles Philharmonic Orchestra. I had a 

few follow-up questions about that.First off, I wanted to ask— Generally, how 

would you describe your state of mind during the period before you were 

offered the L.A. Philharmonic job? 

FLEISCHMANN 

Before I was offered it? 

CLINE 



Yeah. You were working for CBS Masterworks. You clearly weren't overly 

thrilled with that. I just wondered what your state of mind was, how enticing 

the L.A. Philharmonic job seemed, as it was more along the lines of the kind of 

work that it seems like you would have been more inclined to do. 

FLEISCHMANN 

Well, you're right. I wasn't overly thrilled with the CBS job. It had some 

interesting aspects to it—the work with the artists, obviously—but most of it 

was— How should I put it? The corporate structure made it virtually 

impossible to make much of an impact, to achieve some of the innovations, 

changes, etc., that I felt were necessary to reach the goals that they were aiming 

at. So when the Los Angeles invitation came along, and with it, I must say, 

what was for that time a fairly generous financial offer— 

CLINE 

That was going to be one of my other questions. 

FLEISCHMANN 

—it was very difficult to resist it.With it all, I didn't know the orchestra well 

enough. I'd only heard it once in Paris, I think in '67, and wasn't overly 

impressed. And so at first— They sent me two round-trip tickets for my wife 

[Elsa Leviseur] and myself to come and visit and talk to them, and it was only 

then, really— And when I observed the orchestra and Zubin Mehta at rehearsal 

and saw how— First of all, they seemed to work wonderfully well together, 

and there was this striving to improve things all the time, which I hadn't 

encountered since the early days of my relationship with the London 

Symphony Orchestra. They all sort of had this energy, this enthusiasm, that will 

to improve things. Certainly with all Leonard Bernstein's genius and all George 

Szell's absolute mastery I didn't feel the same contact when I saw, for example, 

the New York Philharmonic or the Cleveland Orchestra at work during my 

CBS days.And then also, when meeting the board [of directors], I put it to them 

that the way I work was to be allowed to get on with the job without 

interference, as it were. If they don't like it they can fire me, but let them fire 

me for my mistakes, not the mistakes that arise because somebody tells me to 

do something. So all this made quite an impact on me, I must say. Because 

even with the financial incentives, to move into a totally new culture with a 

young family was not an easy decision by any means. 

CLINE 

I guess what I was wondering is, there was a newspaper article that described 

your state of mind before being offered the job as being "mildly depressed." 

Would you say that that was accurate? [mutual laughter] 

FLEISCHMANN 

Well, I don't think I was—Depressed is too strong a word. Mildly dissatisfied. 

CLINE 



So when you— 

FLEISCHMANN 

I don't know that newspaper article. 

CLINE 

I could tell you where it came from if I had it with me. So this, then, not only 

meant a change of job for you, it meant a change of location, a rather dramatic 

change of location for both you and your family. Your wife was, I believe, a 

landscape architect? 

FLEISCHMANN 

She was an architect and landscape architect. 

CLINE 

And was she working in London at the time? 

FLEISCHMANN 

Yeah. 

CLINE 

So this would have meant also uprooting her. 

FLEISCHMANN 

Right. She was working as an architect. 

CLINE 

So what was the family's reaction to this whole big potential change? 

FLEISCHMANN 

Well, she went along with it, let's put it that way. The children [Stephanie, 

Martin, and Jessica Fleischmann] were actually quite excited. I mean, we went 

over on the QE2 [Queen Elizabeth 2], which was an adventure for them, 

certainly. And the whole thing, when the QE2 landed in New York, where we 

spent the day with a very close friend of mine who worked for United Nations 

Radio and in the early evening flew off to Los Angeles— It was, as I said, a 

great adventure for the children. And in Los Angeles— I'm just trying to 

remember where we stayed.As a matter of fact, I started actually to work here 

at the beginning of January 1969 on a part-time basis, where I sort of was here 

for two weeks and in London for two weeks. For about five months I 

commuted between London and Los Angeles. And in those days I stayed at a 

hotel which was a rather strange sort of hotel, the Sheraton Townhouse, which 

was downtown near Bullock's Wilshire [department store]. Then I spent three 

weeks— In London we'd become friendly with Doreen Gehry, sister of Frank 

[O.] Gehry, and her then husband [Rolf Nelson]. They stayed with us. They'd 

been introduced to us by friends, by John McClure of CBS Masterworks. So I 

stayed with Doreen's and Frank's—I didn't know Frank at the time—mother in 

Westwood, who made the best chopped liver I've ever eaten before or since. 

And Mrs. Gehry—Thelma—and I used to jog around the dining room table in 

the morning. It was crazy. It was our exercise. It was really very weird. It was 



in the days before people sort of jogged in the open air and all that sort of stuff. 

Anyway, then [the family] came here, and the orchestra put us up for a few 

weeks while we were looking for a home at the Beverly Wilshire [Hotel], 

which was rather palatial.It was a strange time. Two people in particular were 

very helpful in getting me acclimated to Los Angeles and taught me a bit about 

Los Angeles and its mores, its way of life, way of driving. They were Jaye 

Rubanoff, who was the manager, the number-two at the Philharmonic—I think 

I spoke about him the last time— 

CLINE 

You did, yeah. 

FLEISCHMANN 

—a great man, lovely man—and Olive Behrendt, who was on the board of the 

Philharmonic and a close friend of Mrs. [Dorothy Buffum] Chandler's, and who 

was the closest friend—if he could ever be said to have had a close friend— of 

Jascha Heifetz. 

CLINE 

Oh, really? 

FLEISCHMANN 

There was a Russian family here who were also quite close to him.He was not 

an easy man. He was not a very outgoing man. Olive was also very, very close 

to Gregor Piatigorsky, the cellist, and of course to Zubin Mehta. She really was 

an incredible help to Zubin in what he wanted to do, and to me. We became 

very firm friends. We didn't agree on many things, argued like mad, but there 

was a really good friendship. And she typified an attitude on the board that I 

also found with Mrs. Chandler, and that is an attitude of respect for the artist, 

for the professional. It was a natural thing for her and other members of the 

board to really help the professionals— Zubin and myself—do what we felt 

needed to be done. Olive personified that sort of spirit, which made it much 

easier for me to sort of settle down than would otherwise have been the case. 

CLINE 

Where did you eventually settle? 

FLEISCHMANN 

In Brentwood Park. We bought a house which needed a little bit of work, but— 

I remember very well, I think, the house then cost $115,000. We sold it seven 

years later I believe for $750,000. And within two or three years of that it was 

again on the market for over $2 million. It was a lovely house with a guest 

house and a swimming pool. I mean, we'd never known— You didn't have 

those things in London; there wasn't the room, of course. There was no space. It 

was a house that used to belong to Carl Foreman, the film director, and 

apparently Rita Hayworth used to stay in the guest house, and the— Of course, 

in that part of the world almost every house has a movie star history. Anyway, 



it was really nice for the children to have a pool.Through one of the volunteers, 

Helen Wolford, who was, I think, chairman of the Philharmonic Affiliates, the 

children got into the University Elementary School at UCLA, which in those 

days was a fantastic school. The principal was Dr. [Madeline] Hunter. She was 

one of the leading education authorities in the country. We did carpooling with, 

amongst others, the children of Mr. and Mrs. Attiyeh [Robert S. and Linda], 

who lived up the road. It so happened that Bob Attiyeh later on in the 1990s 

became president of the board of the Philharmonic. 

CLINE 

Oh, really? 

FLEISCHMANN 

Yeah. We remained friendly with them ever since.Anyway, the only drawback 

about living in Brentwood Park, which was lovely and quiet and beautiful, was 

the commute. It meant that I hardly ever came home between early morning 

when I left—eight [o'clock], eight thirty, in the morning—and midnight. I 

mean, if there was a concert I certainly stayed downtown, and of course in no 

time I increased the number of concerts, therefore the number of nights I had to 

stay downtown. That meant I didn't see the family very much, which, well, led 

to the eventual breakup of the marriage.When I came here, the Philharmonic 

was in a fairly—well, I almost said "sorry" state. But [it was] in a sort of 

limited, unadventurous situation where it certainly wasn't fulfilling its potential, 

nor was the Hollywood Bowl being used to its full potential. I couldn't accept 

that there wasn't more audience than was necessary to fill the Dorothy Chandler 

Pavilion twice a week for twenty weeks in the winter. That's just forty concerts 

during the whole winter season, from sort of the beginning of October till the 

end of May.Of course, there were major breaks because of what was then the 

major tenant at the Pavilion, the [Los Angeles] Civic Light Opera Company. 

They had twenty-six weeks. There was also, I think, four weeks of opera. After 

a couple of years the New York City Opera came to perform at the Pavilion 

under the auspices of the Los Angeles Opera. And each time anybody came 

into the Pavilion the Philharmonic had to sort of stay out, obviously. So I 

engaged in an attempt to obtain more nights in the Pavilion for the 

Philharmonic, much as I'd done at the Royal Festival Hall in London when I 

first came to the London Symphony.There were a few Sunday afternoons. 

There was a short Sunday afternoon series. I don't think I started the Sunday 

afternoon series; I expanded it like mad. Because the Sunday afternoon series—

I think it was five, six concerts in the season— was selling extremely well. In 

any event, I increased the number of weeks for the Philharmonic slowly, sort of 

twenty to twenty-two to twenty-four to twenty-six, and the number of concerts 

per week, first from two to three, then in many weeks to four concerts, and 

eventually even in some weeks to five.How to do that—? First of all, I looked 



at the concerts during the days of the week that were doing well and that were 

not doing so well. Well, I saw the Friday matinees were not only not doing well 

but going down rather disastrously—I mean to less than half capacity. And it 

was difficult to sell single tickets to Friday matinees. There were ten Friday 

matinees; I reduced them to six. I wanted to cancel them altogether, but there 

was such an outcry, because they were attended mainly by older women.The 

Thursday night audience, while it wasn't the most enthusiastic audience— there 

were often empty seats which had been sold to subscribers that just didn't 

show— That was the old Hancock Park, Pasadena kind of audience, where a lot 

of financial support came from. So I left those intact and in fact added a few 

concerts to them. And the Fridays I then, as I said, reduced to six matinees but 

added to the evening performances. Sundays, I doubled the number of concerts 

first and after a time actually added two other Sunday series. They're still our 

best attended, best sold series. Then I began a Saturday night series for people 

who like to go out on Saturday nights. They never sold brilliantly on 

subscription but extremely well in single tickets.And then I also started a 

Wednesday night series, which has never been brilliant but steady. The reason I 

did this was— First of all, in such a large area as the greater Los Angeles area I 

believed there was more of an audience than we were getting, and therefore—

and this was very important—there was an opportunity to increase revenue. We 

badly needed more money, and we weren't going to get it from fund-raising to 

any large extent, because in those days virtually all the fund-raising was done 

by the then so-called Performing Arts Council of the Music Center [of Los 

Angeles County], which raised money for all the resident groups as a sort of 

unified arts fund [Music Center Unified Fund]. So here was a great opportunity 

by increasing the number of concerts to increase the incremental income for the 

orchestra, because once you've rehearsed a program and you've amortized the 

cost of that program over, say, four rehearsals, you can get— Every 

performance you do you earn a certain amount of incremental income, which is 

the difference between the total ticket sales and the cost of the artists for that 

evening, plus the rent, of course, and the house staff, both front and back of 

house, and any extra promotion. There's very little extra promotion you need to 

do. Whether you're promoting two performances of a program or four 

performances, it's still the same advertisement and in the same brochure.I also 

felt that we were doing a number of run-outs, particularly to Orange County 

and Santa Barbara and San Diego, which didn't bring in as much as the 

potential at the Dorothy Chandler Pavilion. So I reduced run-outs a bit and 

increased the home concerts, which also represented less wear and tear on the 

musicians. Obviously it's pretty tough going if, say, on a Saturday night they 

have to go all the way down to San Diego or up to Santa Barbara and come 

back at at least midnight or later, then very often next morning at eleven 



[o'clock], Sunday morning rehearsal, two thirty matinee concert. That's not 

conducive to a happy, fulfilled orchestra, or even maybe to the best 

performances. If musicians are tired they'll never be at their best. So one of the 

things I introduced was more home performances, fewer run-outs, fewer low-

revenue-producing concerts for the winter season.The other thing that was 

terribly important was getting some really good conductors. I mean, there were 

some good conductors already there, but there were also a number of 

conductors whom I knew personally who either hadn't been here or weren't 

coming often enough. So people like István Kertész, a great, wonderful 

conductor, Carlo Maria Giulini, and André Previn I invited as guests. And very 

soon I started looking for younger conductors. [Claudio] Abbado was another 

one. Unfortunately he became too busy for us to come back and— [Lorin] 

Maazel, he eventually became so expensive that I wondered whether the artistic 

results would justify the enormous fees he wanted. [Gennady] Rozhdestvensky, 

an amazing conductor who, if he would only rehearse more, could produce 

extraordinary results. And of course, Pierre Boulez.Pierre Boulez actually was 

here— In fact, he was here in the month of January '69, when I first came here 

on a commuting basis. I remember that was when there was the great flood of 

Los Angeles. It rained for three weeks solid, and houses got washed away in 

canyons and things like that. With Boulez, he was here sort of on a one-off 

basis, but because we were good friends he agreed to come here regularly, 

except when he was prevented by his contract with the New York Philharmonic 

where, during that period, he was music director there. He always came here. 

As soon as his New York Philharmonic contract ended he agreed to come back 

here as a guest conductor. At first we were the only American orchestra he 

conducted after the New York Philharmonic.Anyway, there was both on 

Zubin's part and mine a real strong attempt to upgrade the quality of the 

conducting, of the orchestra. That together with a greater number of concerts 

meant that the orchestra was exposed more, played together more.All that 

helped with improving the playing quality of the orchestra. 

CLINE 

Right. Which answered one of my questions, or many of my questions. And 

also, Zubin Mehta was dividing his time between the L.A. Philharmonic and 

the Israel Philharmonic, is that right? 

FLEISCHMANN 

Right. 

CLINE 

Did this allow for a lot more opportunity to have these guest conductors come 

in? 

FLEISCHMANN 



Well, obviously one wanted Zubin as much as one could get him. But he also 

took a sabbatical one year. Yes, on the one hand, you could say it allowed more 

time for guest conductors. On the other hand, you do want your music director 

at home for a good period of time so that he can continue working on 

improving the orchestra. 

CLINE 

And I would imagine expanding the programs, improving the quality of the 

guest conductors, the improvements that you began to implement in the 

Hollywood Bowl, all of these things obviously cost money. What was the 

financial picture of the Los Angeles Philharmonic like when you took over? 

And how did you start to increase the revenue to make these changes possible? 

FLEISCHMANN 

The finances weren't very good. They were problematic to this extent, that the 

board— A year or so before I came on board, the Ford Foundation had offered 

matching grants to a large number of American orchestras in various 

categories. The Philharmonic had the opportunity to apply in the top category 

or the category just below that. They decided to go for the top category—I hope 

I get these things straight—which would have given the orchestra I think $2 

million from Ford if the board raised $4 million. So they had to raise two 

dollars for every dollar.When I joined the orchestra only about $13,000 of the 

$4 million that had to be raised had been raised. And we had, I think, eighteen 

months or two years in which to raise what amounted to actually $4 million in 

addition to the annual deficit. I kept on bringing this up at board meetings, and 

I was told, "Oh, it's all right. We'll find it somewhere. It's not so serious. Don't 

worry about it." And this "don't worry about it" stuff went on till about three 

months before the deadline, when we still had only $13,000. And then suddenly 

the board got worried and sent off a couple of members of the board and myself 

to see the Ford Foundation about an extension of time, and we were 

unsuccessful in getting an extension of time.To cut a long story short, at the 

very last minute the Performing Arts Council—the Unified Fund—then kicked 

in about $1 million. One member of the board, H. Russell Smith, came up with, 

I think, $1,500,000, partly from himself, partly from his aunt. Another— Well, 

the money from the Performing Arts Council came out of a certain restricted 

fund that they had, and there were certain conditions that the then chairman or 

president of the board had to abide by, one of which was that we couldn't leave 

the Unified Fund fund-raising— We couldn't get out of that until all the money 

had been repaid. I think another million came from John Connell, a member of 

the board, from his family foundation. Anyway, at the very last minute they 

managed to scrape together the necessary money.But, of course, the annual 

fund suffered, and we had very little, if any, control over how the Performing 

Arts Council of the Music Center—the Unified Fund—went about its business. 



Although we found it very frustrating, the way they went about their business. 

Anyway, it was hard going, and I broke some of the rules by going out and 

raising some money for ourselves. But I couldn't do much; there were real 

shackles placed on us. 

1.17. TAPE NUMBER: IX, Side Two (September 9, 1999) 

CLINE 

You were talking about the money situation at the L.A. Philharmonic. One of 

the things I wanted to ask about in relation to this is, the time you came on is 

also the time that a lot of attention was put on the marketing of the orchestra. A 

lot has been said about that. But how do you view the necessity for PR [public 

relations], for marketing, for advertising, and all that, in order to increase 

audience and increase revenue for the orchestra? 

FLEISCHMANN 

Oh, it is highly essential. It's not easy in the Los Angeles area, with nearly 

eighty radio stations on the one hand and only one or two of them devoted to 

classical music— But somehow, you have to go beyond the classical music 

stations.The news stations are important, I think, and news and public affairs 

[stations]— KCRW—those are also important. But it is very difficult to cover 

Southern California the way we should.One the other hand, also, the 

newspapers— Well, essentially now it's only one newspaper. There used to be 

the old [Los Angeles]Herald-Examiner—it's a pity it went away—the Orange 

County Register, the Pasadena Star News, and some— But basically, with the 

movie industry taking up so much of the advertising space, newspaper 

advertising for symphony concerts is very difficult indeed. I mean, you just get 

lost. You have to look to all kinds of other means of marketing, and particularly 

direct mail. But in order to do effective direct mail with this large catchment 

area you have to spend a lot of money.Of course, a lot of this becomes really 

insignificant when you take into account the Hollywood Bowl. I think, as I 

mentioned in one of our previous conversations, the Bowl was in a bit of a 

sorry state when I arrived. I should say, of course, for me it made life easier in a 

way. I mean, if something is not doing very well it's so much easier to do a bit 

better, you know, rather than when something is doing well and you want to 

improve on that. So audiences were small at the Bowl; there weren't many 

interesting events. Most symphony-type concerts were rehashes of what had 

been done in the winter season, usually with the conductors who had conducted 

in the winter season, who, except for Zubin Mehta, were not a very 

distinguished lot.So by increasing the number of concerts in the Bowl, first 

rather gingerly— We had Tuesdays, Thursdays, and Saturdays. After a while, 

because the Saturdays were doing particularly well, we started adding Fridays 



and made the weekend concerts into a pair: Friday and Saturday the same 

program. It would have cost too much to produce a different program on Friday 

nights, and in any case, as there was such a demand for tickets— As we started 

promoting the Bowl—it had never been promoted properly—there was such a 

demand for tickets, it seemed an obvious thing to amortize the rehearsal for the 

Saturday into a second performance, i.e. on Friday.I must say that in the early 

days I really tended to almost exaggerate my own public persona in order to 

draw attention to the Bowl and the Philharmonic. I mean, for example, I did a 

classical disc-jockey show, late night from eleven [o'clock] until two [o'clock], 

on KPFK, with telephone call-ins and everything like that, to try to get across 

the message that music was for everybody, that music was non-elitist, and try 

to disabuse people of this sort of elitist impression they had of classical music.I 

also started adding Wednesday nights very gingerly, with some special events 

first, particularly marathon concerts. What were those? They were concerts 

with a theme, six-hour events, usually starting at six [o'clock] in the evening, 

going on until midnight, sometimes even longer, sometimes starting even 

earlier. But six seemed an adequate time to start. Programs that had, as I said, 

themes: a Viennese program, a French program, a Stravinsky marathon. That's 

when we started the "Great American Concert," which was, however, a lot 

different from the "Great American" concerts now. Nowadays it's a purely 

unadulterated pops concert. Then the Great American marathon was everything 

from [George Whitefield] Chadwick to Terry Riley, from Mrs. [H.H.A.] Beech 

to Lukas Foss.In fact, Lukas Foss, I found, was the ideal conductor-emcee for 

those marathons. He had a good, easy way of communicating with an audience. 

He also produced some remarkable performances—for example, a Beethoven 

Ninth [Symphony] which was totally off the wall but incredibly exciting, or a 

Tchaikovsky Pathétique [Symphony no. 6], things that you don't expect from 

him. But he also played the piano—I remember the Bach F-minor Piano 

Concerto—absolutely superbly. I mean, there was something very special about 

him, and of course, there was his own music as well.I remember there was a 

Stravinsky marathon at which, amongst other things, I'd engaged Vanessa 

Redgrave as the Devil in the Soldier's Tale—Histoire du soldat. She was 

supposed to arrive three days before the performance. The day she was 

supposed to arrive we got a cable regretting that she can't make it because the 

Americans won't issue her a visa. Now, it's not the first time that we've had visa 

problems with visiting artists. But this was very serious. I mean, she was still in 

some sort of political trouble. Anyway, the visa problem couldn't be solved, 

and at the last moment I had to go on as the Devil in the Soldier's Tale. Thank 

God it came on around midnight. There's only one other appearance I dared 

make—also Stravinsky— as the narrator in Oedipus Rex. And I will never 



forget Mr. Bernheimer—Martin Bernheimer, the then music critic of the Los 

Angeles Times—speaking of the "Kissingeresque" tones. That was a low blow. 

CLINE 

That's a whole subject unto itself which will eventually be discussed. Is it safe 

to say that there is a certain amount of entertainment value that you saw as part 

of the Bowl's potential? 

FLEISCHMANN 

Well, the whole Bowl experience is something very special. And I encouraged 

the use of the Bowl— [tape recorder off] 

CLINE 

Okay, we're back talking about the Hollywood Bowl. I guess one of the things I 

wanted to know is, with all this sort of capitalizing on the potential of the Bowl, 

one of the things you said in the last session was that it seemed to you that the 

key was to increase the audience and maximize the potential without lowering 

the standards. Do you feel that that was achieved? Did you feel that that was 

initially possible? 

FLEISCHMANN 

To some extent, by again getting better conductors and being much more 

careful with the programs, not just what I mentioned as a sort of a rehash of the 

winter season. However, it took some time—in fact, considerable time—for us 

to be financially strong enough to be able to start a second orchestra [the 

Hollywood Bowl Orchestra] so that the Philharmonic could utilize its services 

as per the contract. You know, the contract with the musicians union [American 

Federation of Musicians] predicates a certain number of services per week, 

whether you rehearse or play concerts. By starting the Hollywood Bowl 

Orchestra in 1991 I relieved the Philharmonic of most of its weekend duties, 

and instead of doing weekend concerts they could therefore have more 

rehearsals for the two weekday concerts. So instead of one or one and a half 

rehearsals they were able to have two and a half to three rehearsals per concert. 

Sometimes when we got top conductors like Simon Rattle and Giulini to come 

to the Bowl—and of course, Zubin Mehta—we bought extra rehearsals, which 

was expensive, of course.I was also concerned that the musicians hear 

themselves better on stage, and we got acousticians in. I think we spoke about 

them last time. 

CLINE 

Right, we talked about it last time. 

FLEISCHMANN 

But finally these spheres that Frank Gehry designed—"Gehry's balls," as they 

were commonly called—did help distribute the sound better on stage, so the 

musicians could hear themselves better and they could therefore concentrate 

more on ensemble and intonation. I mean, all this was a very gradual process. I 



certainly increased the amount and I hope improved the quality of the 

promotion and the marketing for the Bowl—with all those seats there was 

enormous potential—and did the sort of things at the Bowl that would create 

some press attention.The Star Wars concerts, for example— They happened, 

actually, by chance. And it was— When was it, 1977? We were supposed to go 

on a tour of Japan, and two weeks before the tour the presenter went bankrupt. 

The tour was cancelled. Two weeks' notice. So we had two weeks available 

with Zubin Mehta, and I'd just seen— Actually, I saw the first Star Wars [film] 

over the opening weekend; I took the kids on the Sunday. I thought, "God, this 

score—!" It's really the score and the sound effects that have made that movie 

what it was. And it was almost Wagnerian. So when we had this time on our 

hands, I asked John Williams whether it would be all right to do the Star 

Wars concert, and he certainly agreed, and Zubin learned the score. We got— 

whose firm was it?—Laser Media to design a sort of laser program for it, and 

we advertised it, and of course by then there was a lot of excitement about the 

film, and we managed to fill the Bowl. And there was a lot written about it. 

CLINE 

A lot of controversial things. 

FLEISCHMANN 

Yes. [laughs] Unfortunately I was stupid enough not to copyright these concerts 

or put together a package that we could have sold to others, because obviously 

Star Wars concerts took off all over the world and made a lot of money. 

CLINE 

Well, I imagine it cost a lot of money too, didn't it? 

FLEISCHMANN 

Yes, but when you have eighteen thousand seats, that's all right; you can still 

make some money. And the Bowl is the place that helped keep our deficits 

down. We tried to achieve a surplus in the Bowl that could be used to reduce 

the deficit on the winter season. 

CLINE 

And you eventually achieved that. 

FLEISCHMANN 

Oh, yes, fairly quickly. So we started the Friday concerts.And then came jazz. 

Jazz, at the time we started Jazz at the Bowl, which was more than twenty years 

ago, was very much a minority art form. I suppose it still is in some ways, but 

much more so [then]. When I first proposed the idea of doing jazz concerts in 

the Bowl, other people thought I was crazy. They could barely fill a club. I 

mean, a wonderful place like Shelly's Manne Hole went out of business 

because they couldn't get enough customers. But somehow— You see, there 

were a few stars around like Ella Fitzgerald, Sarah Vaughan, Miles Davis, B.B. 

King, Ray Charles, that really had star appeal. Somehow the combination of 



these wonderful artists and the Hollywood Bowl got people interested, and I 

soon hooked up with the man who was probably the best producer of jazz 

concerts in the world, George Wein, and asked him to be the producer of jazz 

concerts at the Bowl. And that turned out to be— I think it did something for 

popularizing jazz. It certainly did something for the Bowl. It brought an 

audience in on Wednesday nights, five Wednesdays a season. I think we started 

with three or four, went up to five.The other five Wednesdays I tried out 

something that again people said couldn't be done, to have solo recitals in the 

Bowl. It's a huge place to have just one performer, but again, by using sort of 

superstars like Itzhak Perlman it was possible to get an audience for a recital. 

And we found that the Bowl became a much more intimate place. With just one 

artist communicating with thousands of people, they became really close to one 

another. Unfortunately my successor [Willem Wijnbergen] has dropped what 

we called the Virtuoso Series, which was basically a recital series.In the early 

days for Perlman we got ten thousand people to a recital. Later on it was 

usually four thousand or five thousand for a recital. But that's still a lot of 

people for a recital. And what is more, it was profitable for the Bowl. If you 

only pay one artist and you have low stagehand expenses, it's a very simple 

production, and you do make some money. And I don't know whether the 

elaborate jazz concerts that are now taking place at the Bowl with a house 

band—the Clayton-Hamilton [Jazz] Orchestra, which is wonderful but very 

expensive—I don't know whether those concerts are making money. 

CLINE 

How did these solo artists enjoy playing in the Bowl, in that big a space 

outdoors, for these recitals? 

FLEISCHMANN 

Well, a lot of them seemed to either enjoy playing to a large audience or forget 

all about the audience and just do their thing. 

CLINE 

Another thing that was instituted pretty early on that I guess would be sort of a 

predecessor to the Star Wars concerts were things like the 1812 Overture [by 

Tchaikovsky] with cannons and fireworks. 

FLEISCHMANN 

Oh, yes. 

CLINE 

And of course, the fireworks at the Bowl have become a tradition in L.A. now. 

Was that started also when you took over the—? 

FLEISCHMANN 

Yeah, in my first year. I mean, it was ridiculous that somebody from 

conservative England should come to the showbiz capital of the world to put a 

bit of showbiz into the Bowl. But actually the idea I got from the Sunday night 



concerts at the Royal Albert Hall, which were presented by a certain impresario 

by the name of Victor Hochhauser. Victor Hochhauser made a lot of money by 

putting on sort of all-Tchaikovsky programs, all-Beethoven programs, all-ballet 

music programs, engaging an orchestra for one rehearsal with a usually third-

rate conductor and third-rate soloist, but in the Royal Albert Hall, six thousand 

seats, and people came there for these popular programs. And when he had 

the 1812 Overture, he advertised it "with muskets and cannon." I thought, 

"Well, first of all, the cannon is in the score. But let's go one better; let's have 

the cannon and fireworks, let's have the visual stuff, which you can't have 

indoors, but you can certainly have it outdoors." And that seemed to capture the 

imagination of a lot of people, and obviously one then started thinking, "Where 

else could one use fireworks? If fireworks bring in the crowds, let's think up 

more fireworks concerts." And the most obvious next one was the Royal 

Fireworks Music by Handel. And for many, many years, until John Mauceri put 

an end to that, we closed the season with the Royal Fireworks Music with a 

wonderful fireworks display.Then I thought, "What can one dramatize? Where 

can one use fireworks?" Well, of course, "Stars and Stripes Forever." And that's 

where the Fourth of July concerts with fireworks came in. Then I also 

remembered Beethoven's "Battle Symphony"Wellington's Victory at 

Vitoria [op. 91], you know, this rather tacky piece by Beethoven which has a 

very graphic depiction in sound of the victory of the Brits over the French. I 

thought, "All right, let's make a visual spectacle of that and have a Beethoven 

spectacular." We had a Tchaikovsky spectacular; you can have a Beethoven 

spectacular, where we actually enact the Battle of Vitoria on the stage of the 

Bowl and dressed up students in British and French uniforms and got them to 

fight that battle, and then for the "Victory Symphony," which is the last part of 

the piece, we have the fireworks. And so it goes.Fireworks have now become 

an intrinsic part of weekends at the Bowl. And I must say, they can give one 

quite a sort of stirring feeling. It's rather marvelous. But as I say, it was sort of 

crazy that somebody should come to Hollywood from a place that certainly 

isn't known for its flamboyance, England, and bring a little bit of flamboyance, 

color, spectacle into it. 

CLINE 

Indeed. One of the other things that seems to have started early when you took 

over your duties with the L.A. Philharmonic was collaboration with rock artists, 

notably, Jethro Tull and Frank Zappa. I know the Frank Zappa concert 

happened at Pauley Pavilion at UCLA, which had to have been a first for the 

L.A. Philharmonic at that point. Last time I mentioned how at the time you 

took over it was a very significant historical time, the late sixties. A lot of 

things were happening in the world, a lot of changes, and probably, I would 

imagine, a lot of questioning of the relevance or the importance of so-called 



European classical music. How did these collaborations come about? Or is that 

maybe too large a question for the amount of time we've got? 

FLEISCHMANN 

No, very simple. I was obviously concerned to bring young people to the 

Philharmonic and to break down some of the barriers between classical music 

and rock. So I got to know a television producer by the name of Pierre 

Cossette, who was actually quite a successful producer, and sold him on the 

idea of doing a music special that had both classical and rock on it. It was 

called the "Switched-on Symphony." And that's how Jethro Tull came into our 

orbit.The Frank Zappa encounter started at KPFK—I think it was KPFK—in 

some interview program where both Frank and Zubin were on the show. I 

asked Zubin to come on to a program where I was talking to Frank, and I 

introduced them. We started talking, and one thing led to another. We also did 

a concert with Joni Mitchell, I remember, at Pauley Pavilion, and Lawrence 

Foster conducted that. It was not an easy marriage. Frank Zappa, in writing 

music for a symphony orchestra, was ultra-careful and also tried to be ultra-

intellectual—used twelve-tone music, which made it not so easily 

accessible.But it was worth trying, at least, together with an antiwar concert we 

did at UCLA, an anti-Vietnam concert, at which ten thousand students sang the 

"Hallelujah" chorus [by Handel], amongst other things, with Zubin Mehta and 

the Philharmonic. I think it helped, that together with the marathons. The idea 

of the marathon concerts at the Bowl, of course, was that you can come and go 

as you like. You can stay for an hour, you can stay for six hours, and it was 

loose and relaxed. They served their purposes in the seventies. 

CLINE 

What was the reaction like of the more sort of regular subscribers to these 

changes? 

FLEISCHMANN 

Never heard from them. They weren't there. 

CLINE 

And evidently the board was supportive of these things. 

FLEISCHMANN 

Oh, yes. So was Zubin. 
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CLINE 

We were talking about your taking over the management duties of the Los 

Angeles Philharmonic Orchestra, the changes that you were beginning to make 

in their programming and their scheduling both in the winter season and at the 

Hollywood Bowl. I had more questions regarding these years and the years 



with Zubin Mehta and the board [of directors] then. One is, when you arrived, 

how did you perceive the relationship at that time between the musicians in the 

orchestra and the management? 

FLEISCHMANN 

Certainly between the musicians in the orchestra and— Zubin Mehta was 

absolutely— One of the factors that brought me here was, I went to a rehearsal 

in a terrible rehearsal room on the third floor of the Music Center [of Los 

Angeles County]—which is still just as bad as it ever was—the third floor of 

the building where the Dorothy Chandler Pavilion is. And, you know, it's loud, 

has no resonance, and so on. Yet they were so totally involved in the work. 

There was a dedication there and, I felt, a wish, a strong wish, just to do better 

all the time. They seemed to work together extremely, extremely well. 

CLINE 

How about with the board and—? 

FLEISCHMANN 

The board was— Well, let's put it this way: they were not a hands-on board by 

any means. The main part of the fund-raising was done by what was then called 

the Performing Arts Council of the Music Center, which raised funds for all the 

resident companies—that's for the [Los Angeles] Master Chorale and the 

Center Theatre Group, and later on for the [Los Angeles] Opera as well.There 

were some wonderful people on the board who were very committed and very 

supportive, and there were other members of the board who did it as a "civic 

duty." There was still the feeling that you don't get so much throughout the 

country in boards of arts institutions, that they're doing it for their cities as 

much as for the institution. I don't think the board as a whole realized the fiscal 

implications of running an orchestra that they wanted to become world-class. A 

good illustration was this total neglect of the need to raise the matching funds 

of $4 million for the Ford Foundation that I spoke about. And I don't think they 

realized that a lot of what the orchestra does just cannot be revenue 

producing.Educational activities, for example, were, I felt, kind of a token 

thing. There were these Symphonies for Youth, Saturday morning one-hour 

concerts at the Music Center, and they were prefaced by the then music 

superintendent of the school system coming on stage and saying, "Now, 

children, remember you're in the Music Center, and this is serious, and you'd 

better keep quiet and you'd better sit down and behave yourself—" Enough to 

just make everybody hate it, you know, to make them feel like they were in a 

straitjacket. One of the first things I did—I did have a lot of chutzpah, you 

know; I thought I was going to change everything in six months—I sort of 

asked not very gently that this gentleman not do this kind of thing anymore. [I'd 

much rather] make the kids feel at home, and if they want to stretch and so on 

they should, but this music maybe gives them something that they want to give 



attention to.One of the first things I did—that I'm happy to say has lasted to this 

day—was to start Open House at the Bowl. There was a wonderful lady who I 

think was head of the Hollywood Bowl volunteers; her name was Helen 

Wolford. And together she and I started Open House at the Bowl, which— I 

felt the Bowl wasn't being used for kids at all. Above all, I wanted children to 

come in and watch an orchestra, listen to an orchestra at rehearsal to get some 

idea of what it sounds like, looks like, and at the same time to get a wider range 

of arts experiences. So in the box office circle at the Bowl we erected a small 

stage, and every morning from nine-thirty to twelve o'clock we opened it, at 

first totally free of charge. We engaged singers, dancers, actors, folk 

performers, jazz, all kinds of arts performances for kids. We found a couple of 

people who were good emcees, dealt with kids very well. The idea was to bring 

them in, give them some arts performances, and then invite them down into the 

rehearsal. And that started off right from the beginning. It drew good crowds.A 

few years later I added workshops to the Open House performances, and the 

workshops were usually related to the kinds of performances that went on. For 

example, if you had Japanese musicians performing on Japanese instruments in 

Japanese costumes and so on, there might have been an origami workshop. If 

there was country music there might be a workshop in cowboy poetry and 

things like that. That goes on right to this day. As costs went up, we've had to 

charge a nominal fee. But for groups it's very— I think they still come in for a 

dollar a head.Anyway, you asked about relations between management and 

musicians. You know, there wasn't much in the way of management. 

CLINE 

You said there was a problem with the management before you came. 

FLEISCHMANN 

There was this wonderful guy, Jaye Rubanoff, and the musicians were very 

fond of him too. But there wasn't anybody at the head; there wasn't anybody 

who could really make decisions and so on. I understand that three years 

previously or so there had been a strike. I went very soon into union 

negotiations. 

CLINE 

Right. I was headed there, in fact. But before I get to the labor side of things, do 

you have any sense of what the musicians' perception of you was when you 

arrived? Any feelings? 

FLEISCHMANN 

Very difficult to say. Apprehension, I dare say. [laughs] 

CLINE 

Change is always scary. 

FLEISCHMANN 



Right. You know, in London I had become close personal friends with a 

number of musicians and in the end been rather hurt by that, that good friends 

had just turned against me. There was the Barry Tuckwell story, as you know, 

and there were others who were not totally supportive, who'd been, as I said, 

close friends.Neville Marriner, who all his life has sort of gone with the wind, 

as it were, whether the wind blew in the right direction [or not], he— 

CLINE 

Blew with it. 

FLEISCHMANN 

—blew with it. But there are others like Gervase de Peyer, the wonderful 

clarinettist, who was supportive to the end, and some who were somewhat two-

faced, like Stuart Knussen, who was the principal double-bass, the father of that 

marvelous composer, wonderful musician, Oliver Knussen. He used to come to 

my house while all this trouble was going on and tell me how sorry he was 

about it and then go back to a meeting of the orchestra stirring up trouble 

against me. Anyway, that's not so important. But I didn't want to get close to 

the musicians; [I wanted] to be cordial, friendly, but not close.The close 

relationship that began to develop was with Zubin, and I think that was very 

productive for the association, that we were able to really work understanding 

each other. I mean, we didn't agree on everything, but there was a— I think 

Zubin respected me. I certainly respected him. And there was a great warmth. 

We knew that there was a big job to be done and spent a lot of time on it. I 

mean, Zubin wasn't there that much, so we had to cram in a lot of time when he 

was in Los Angeles. And I was obviously concerned that he should give more 

weeks to the orchestra, but I didn't want to— You know, I didn't want to 

interfere with what he assumed was the right musical path for him to follow. 

He obviously had a wonderful audience following here, and obviously it was 

easier to sell tickets with Zubin conducting than with guest conductors.He also 

had this great friendship with a number of terrific artists—Daniel Barenboim, 

Itzhak Perlman, Pinchas Zukerman, and Alfred Brendel. Jacqueline Du Pré, of 

course— In fact, the first concert I heard here, actually, before I even started 

the job, was conducted by Daniel Barenboim with Jacqueline Du Pré, soloist, in 

[the] [Edward] Elgar [Cello] Concerto [op. 85]. What was also nice was that 

when I began here on the commuter basis—you know, commuting between 

London and Los Angeles—Pierre Boulez was guest conductor here, so I felt 

very much at home. My family, of course, still were in London, and I lived at 

the time at the Sheraton Townhouse [Hotel]. Zubin had also lived there for a 

long time.It's not easy to put together the whole picture, but one thing I 

certainly remember at the Music Center was that the audience even then was 

old and formal. You know, they wore suits and ties. Of course, I realized we 

needed them from a financial point of view, but I didn't think they were 



enthusiastic enough nor sophisticated enough. But anyway, be that as it may, I 

tried to do all sorts of things to bring in the younger audiences. One of the first 

things I did was try to use radio— 

CLINE 

KPFK, right. 

FLEISCHMANN 

I don't know if that really works, because in the research we've done—when 

we've given the audience questionnaires and asked them "Where did you hear 

about this concert?" and so on—radio comes very far down the list, strangely 

enough. One would have thought that if people listen to classical radio they will 

also listen to the messages on classical radio. 

CLINE 

How did they usually hear about it, then? What was at the top of the list? 

FLEISCHMANN 

The first thing was the brochures, the mail, and then newspapers, friends— 

Radio, as I say, was much further down the list. 

CLINE 

What were some other ways you tried to reach out to a younger audience? 

FLEISCHMANN 

Well, I obviously was concerned that the orchestra didn't just go into the 

schools— I went with the orchestra to a number of schools where they played 

short little programs with usually a not very good assistant in a gymnasium or 

some other acoustically very unsuitable, dead sort of place, either too dead or 

too resonant. Either way the orchestra made no impact, and the kids were 

obviously bored because they didn't know what was going on. So I started 

getting small ensembles—not necessarily of Philharmonic musicians, because 

they were working during the day; you know, we had rehearsals most 

mornings—but getting wind ensembles, brass ensembles, string ensembles, 

percussion ensembles, four or five musicians in each case, who were also able 

to talk to the kids and got them to go to the classrooms on a sort of one-on-one 

basis and prepare the kids for a visit by the Philharmonic. So when the 

Philharmonic came to school they could at least recognize some of the tunes. 

Also, where possible, some of the musicians were musicians from the 

Philharmonic, and sometimes I could see the kids recognized a musician in the 

orchestra because that musician had been to their classroom before.Then, of 

course, I wanted to establish close contact with the universities. And that's a 

difficult thing here. University music departments seem to a large extent sealed 

off from what's going on in the musical world. And of course, the students have 

a lot of work to do. I'm also told many of them don't have transportation; I'm 

not so sure I believe that. There were student tickets, but nobody knew about 

them. So I started a student representative program on various campuses to try 



to drum up interest on the campuses for low-priced student tickets. We tried to 

sell student tickets on campus, but there were problems about administering 

that both from the university's point of view and from the box office personnel's 

point of view. But it seemed to be working.The student representatives were 

people we identified—they were probably already buying student tickets—as 

enthusiasts for the Philharmonic. We offered them a free subscription, and we 

invited them to the Music Center, where if possible Zubin as well as I talked to 

them about the season. This was at the beginning of the season. Then they went 

out and started promoting the orchestra to such an extent that within a couple of 

years we were selling anything from three hundred to five hundred student 

tickets per concert, which is, I believe, a kind of a record for an American 

orchestra.Over the years we tried to make it easier. At first it was a matter of 

student rush tickets half an hour before the performance. I changed that to two 

hours before the performance so that in case a concert was almost sold out they 

still had a chance to get in. Because if a concert was going to be sold out, by 

half an hour before the performance it was usually sold out, and I didn't want 

them to have to come downtown for nothing. But then after some years we 

changed that to making student tickets available at all times, and also half-price 

student subscriptions. They've worked extremely well. Of course, [there is] 

always a danger of some abuse. You have to show student I.D [identification]. 

For a long time nobody bothered to find out whether it's an extension student 

I.D. or a real student I.D.In addition to a student program, we started a senior 

citizen program. We tried to sell tickets in what were, if you'll pardon the 

expression, called leisure worlds. And one thing that happened, and you can't 

do anything about it, is that sometimes students and sometimes even senior 

citizens bought tickets at $5 or whatever the student ticket price was, and then 

sold them at full price. 

CLINE 

Made a little profit on it, yeah. 

FLEISCHMANN 

That's not nice. But look, there's not much you can do about it, and the main 

thing was to get younger people in.We also started talking about working with 

rock groups, and— How should I put it? I suppose I tried too hard to— I was 

too naïve and not knowledgeable enough about rock to understand that rock 

and symphonic music are not an easy blend, except in some cases with specific 

artists like Jethro Tull, or these days someone like Sting or Paul Simon. But by 

and large pop and rock and symphony— One shouldn't force the marriage. 

Where it's natural, where the artist feels comfortable, then yes. 

CLINE 

You mentioned your radio program. Did it have a name? Your regular show on 

KPFK, did it have a name of some kind? 



FLEISCHMANN 

You know, I don't remember. I really don't remember. I think I started doing it 

not every night but three times a week. I'm so sorry. 

CLINE 

That's okay. One of the other things I wanted to ask you, because we're sort of 

bouncing around here, hitting on everything, you mentioned the sort of 

patrician audience of the Music Center, and this is a question that in a way 

relates to the board as well. These people are coming from Pasadena and 

Hancock Park and such places, and that geographic delineation is reflected in 

the board as well in the sense that—I know that it used to be much more 

pronounced in L.A.—things were divided in terms of the more affluent 

community between these kinds of communities and Beverly Hills, with the 

distinction being that in Beverly Hills it was more of a Jewish community than 

in Pasadena and Hancock Park. And in fact, the board, when you came on, I 

think only had one Jewish member. Is that right? Olive Behrendt was the one 

Jewish member? 

FLEISCHMANN 

Well, and Bronislau Kaper was Jewish. There were not many Jews. I can't 

remember who the other Jews were. There's an impression around that Jews 

were not welcome at the Music Center on the board level. I didn't find that so. 

First of all, I'm Jewish, and they employed me. Zubin has very deep ties to 

Israel and Judaism. It was more a perception on the part of Jewish people 

somehow. Indeed, at one stage I tried to form a Beverly Hills committee for the 

Philharmonic, and it just didn't get off the ground. I would say it's never too 

late; somebody should try once again. I can't believe that people in Beverly 

Hills are any the less enthusiastic about the Philharmonic and the Bowl than 

people in Pasadena or in Pomona or in Palm Springs or—One thing—talking 

about Palm Springs—I found we were not charging very much for our run-outs. 

We used to play at the Claremont Colleges in that acoustic graveyard, Bridges 

Auditorium—deader than dead. Of course, we played in San Diego about six 

concerts a season and about four or five in Santa Barbara, ten concerts a season 

in Orange Country in a school in Anaheim, actually, which was surprisingly 

good acoustically. In all these places we were paid what I perceived to be a 

sub-economic fee. It was also causing a lot of wear and tear on the orchestra 

and even on their instruments, because the larger instruments had to be trucked. 

I tried to reduce the number of so-called run-outs and substitute more concerts 

here at the Music Center. For one thing, we grossed a lot more here than 

playing, say, in Santa Barbara.We also, I think, profited musically in that the 

orchestra was less tired and it helped us to build up an audience here.We 

obviously had to do some very aggressive marketing, and there was a constant 

running battle between Martin Bernheimer, the gentleman who wrote reviews 



for the L.A. [Los Angeles] Times, and the Philharmonic about what he 

perceived to be the excessive marketing efforts. But they were absolutely 

essential. So many people were unaware that musical activity on a pretty high 

level was the norm here in downtown L.A. at the Music Center. They believed 

everything that Bernheimer wrote, and I do think he had a detrimental effect on 

audience size. I know he was genuinely trying to protect, preserve standards— 

CLINE 

Right, the integrity of the public forum and everything. 

FLEISCHMANN 

—but I think he was rather misguided. Not that I think we deserved good 

reviews all the time—far from it. But it was the tone. 

CLINE 

Well, he is a very caustic individual. He had a big ax to grind about what he 

perceived to be the glamorization of Zubin Mehta himself as a marketing tool 

for the orchestra. What's your feeling about that? 

FLEISCHMANN 

People obviously identify with individual personalities rather than group 

personalities. Therefore, whether we like it or not, the conductor and the soloist 

are the ones who most strongly remain in the audience's consciousness. 

Naturally, regular concert goers get to know the musicians of an orchestra—

what they look like, what they sound like. And sometimes they even care to 

befriend them. But in order to personalize an orchestra, you have to start with a 

conductor. So we just had to go ahead and do it.You know, the guy didn't have 

a sense of humor. At one stage I sort of mocked what we were doing. Because 

the audience here is maybe not so knowledgeable about who the artists are, in 

our advertisements we used to very often have a line of quote from a 

newspaper, from a critic. Once about Janet Baker I said something like, 

"'Simply the greatest mezzo in the world'—Ernest Fleischmann." And he 

thought— 

CLINE 

Right, and he really took to you task on that one. 

FLEISCHMANN 

Right. And I was trying to be funny! [mutual laughter] 

CLINE 

One of the things that's ironic to me is that he was forever bellyaching about 

how much publicity you seemed to generate for yourself by promoting the 

orchestra, when so much of the press that you were getting was from him 

talking about how much he didn't approve of what you were doing. 

FLEISCHMANN 

Exactly. [mutual laughter] 

CLINE 



Well, it definitely developed into a long-term sort of contentious and interesting 

relationship.There's one thing that I wanted to ask about in relation to this, too, 

which is, you were mentioning, for example, the way you were trying to reach 

out to a younger audience, and we talked about the rock bands and some of 

these more controversial programming things such as the Star Wars concerts, 

which Martin Bernheimer was very critical of. Considering those kinds of 

decisions, the more adventurous programming decisions, how was the decision-

making divided between you and Zubin Mehta? Is there a way you can 

characterize that? 

FLEISCHMANN 

It was a very easy kind of relationship. I don't think there was ever any question 

of him saying "Oh, I'm in charge" or me saying "Are you in charge?" We 

reasoned with one another. There were a number of sort of guidelines we used 

to adopt. First of all, every season, before we even began looking at a season's 

programs, I would ask Zubin what he wanted particularly to conduct in the 

season we were planning. We used to write down those pieces and then try to 

begin to build programs around them. "What pieces do you want to conduct, 

Zubin? What soloists would you like to see?" Then I would make more 

suggestions: "What about so-and-so, so-andso, and so-and-so?" Same thing 

with guest conductors. But it was very much a two-way street. I think he relied 

on me quite a lot for proposals and stuff. It was a true collaboration. 

CLINE 

Do you ever think sometimes that in the press you got the rap for ideas that 

were very much his? 

FLEISCHMANN 

Could be. Or vice versa. 

CLINE 

Okay. [laughs] And speaking of this press controversy with Mr. Bernheimer, 

this brings into question also another ironic situation. Dorothy Buffum 

Chandler, of course, in running the Los Angeles Times and also being one of 

the great supporters of the orchestra also had to contend with her music critic, 

whom I guess she did not hire but her son [Otis Chandler] hired, I think. How 

did that play out? That must have been quite awkward.Actually, let me ask a 

more specific question. I asked about her in a previous session, and I know she 

wasn't technically on the board, but she's often perceived as being very much a 

power behind the board of the orchestra and sometimes is referred to as an 

honorary member of the board. 

FLEISCHMANN 

Well, she is officially an honorary member of the board. 

CLINE 



How much influence and power was she able to wield with the board and with 

these kinds of decisions? 

FLEISCHMANN 

None that was perceived. It was said that she worked through Olive Behrendt, 

but Olive was also not— I mean, there was never once any hint of interference 

on the musical side, either "Why do we play this?" or "Why don't we play 

this?" "Why do we have this soloist?" or "Could we please have such-and-such 

perform with the orchestra?" Never once! No one, neither Mrs. Chandler nor 

Olive Behrendt nor any member of the board, hinted at programming 

suggestions. We were never told we're doing too much contemporary music nor 

were we told we were doing too much Tchaikovsky or, you know, whatever. 

Nothing. 

CLINE 

Hold that thought. Let me turn the tape over. 

FLEISCHMANN 

May I just say, talking about Martin Bernheimer, who was incidentally as 

charming off stage as he was cantankerous and irascible in his writing, I think 

one of the things that motivated him was he had to constantly proclaim his 

independence of Mrs. Chandler. He had to make a point of it, and therefore I 

think he went overboard in this very often cynical, sour attitude that came 

across in his writing. 

1.19. TAPE NUMBER: X, Side Two (September 17, 1999) 

CLINE 

You were saying that you felt that Mr. Bernheimer did a lot of damage, but— 

FLEISCHMANN 

I mean, he did good in that he at least proclaimed the need for standards. I don't 

think he knows enough about symphonic and chamber music, and certainly not 

enough about contemporary music, to have been in the powerful position that 

he was. I think his knowledge of the operatic repertoire is much greater. I do 

believe that over the years he was responsible for the public holding a less-

thanpositive opinion of the Philharmonic, which held back the Philharmonic's 

development as an important component in the life of Los Angeles, the way 

even the St. Louis Symphony or the San Francisco Symphony are considered to 

be important components of their communities. I know there's the extra 

problem of the geographical layout, the vastness of Los Angeles, the lack of a 

center, and therefore an orchestra in the center is not perceived to be an 

orchestra that belongs to the people on the periphery. But even so, I think 

Bernheimer did a lot of harm.I'm glad that the Times has Mark Swed. 

Bernheimer's writings seemed to get across a distaste, a dislike for much of the 



music, as though he went to concerts under duress, almost—this was a terrible 

chore. In Swed's writing, a love for music comes across, an enthusiasm. He 

may criticize something very severely, but there's still a warmth and a passion 

for music that I think is very important. Also, Swed is an advocate of new 

music; Bernheimer tore it to pieces wherever and however he could. There was 

also a monotony to Bernheimer's witticisms; he repeated himself so often. It's a 

pity, because the man is very smart, can be witty, and as an opera critic, 

certainly, he could be— It's a pity that he doesn't write regularly for one 

newspaper. I know he now writes for the Financial Times in London, but that's 

just as a stringer, occasional pieces. 

CLINE 

You describe the difficulty of the orchestra being perceived as being a 

difficulty in being able to reach the larger Los Angeles community. This kind 

of brings to mind the way you were talking about the run-outs that you 

curtailed to some degree. What do you think the relationship was between the 

Los Angeles Philharmonic and some of these cities that you were running out 

to do concerts in, which had, in fact—some of them, anyway—their own 

symphony orchestras? 

FLEISCHMANN 

There was certainly resentment in one or two cities, particularly in San Diego 

and Long Beach. But we were able to establish it quite conclusively that there 

was virtually no overlap between the audiences for the San Diego Symphony 

and for the L.A. Philharmonic. Of course, we cut down the number of concerts 

in San Diego rather severely, but it was only after we virtually stopped playing 

in San Diego that the San Diego Symphony had its big problems. When it 

began to have problems we actually supported the orchestra; we handed out 

leaflets at our concerts in their support and so on and urged people to support 

them. But the dissolution of the San Diego Symphony, if I remember correctly, 

happened after we stopped playing San Diego.In Long Beach, well, we didn't 

have the best audiences in Long Beach. We had support, but concerts tended 

not to be sold out, particularly after the opening of the Terrace Theatre. So we 

stopped going there. I believe the Long Beach Symphony is doing pretty well. 

CLINE 

Yeah. And Orange County didn't have an orchestra when you first came, did 

they? 

FLEISCHMANN 

No. The Pacific Symphony [Orchestra] is fairly new. And of course, we only 

play there— We used to have our own series there, which cost a lot of money. 

We get engaged occasionally by the Philharmonic Society of Orange County, 

which has nothing to do with the L.A. Philharmonic. They have a very, very 

big following. A very large audience has been built up in Orange County.You 



see, San Diego, Orange County, Santa Barbara, they all have a population base 

that lives not far— They all are concentrated more, all more central to their 

population, wherever these orchestras perform. And the Music Center is 

unfortunately still kind of a desert outpost. You have to get to it. And the 

architecture, of course, doesn't help. You know, the theater's sort of standing up 

above the street. They don't look approachable, not welcoming. 

CLINE 

Was that your impression when you first arrived? 

FLEISCHMANN 

I'm afraid so: "They don't seem welcoming." And that's one of the things I 

worked on quite a lot the first few years, to get house management both at the 

Music Center and at the Bowl to be friendlier, more welcoming, just to help 

make people feel at home. I always said that the box office personnel are the 

vanguard of our army, and the ticket-takers and the ushers are then sort of the 

troops that not so much defend us but fight the good fight on our behalf, as it 

were. I mean, they're the real people whom our audiences encounter; they do 

not usually encounter the musicians. So box office personnel and the ushers 

need to be very much aware of who the Philharmonic is and of what the 

programs are about and that sort of thing. And it's so difficult, because 

particularly the ushers keep on changing, and there's no one at the Music 

Center who can, as it were, train the ushers in being more knowledgeable about 

the programming so that they can speak to audience members and answer their 

questions. 

CLINE 

Going back a little bit, were you ever in any exchanges with Mrs. Chandler 

about this position she was in at the time, between her support of the orchestra 

and her music critic? Did this ever come up? 

FLEISCHMANN 

No. I mean, maybe once or twice she sighed about it. [laughs] But there was 

certainly a very honorable division between church and state, as it were.I mean, 

I've once or twice spoken to people at the Times and pointed out extreme 

unfairnesses. I remember once we [had been on] a European tour, and we put 

out a press release and put something in our program with quotes from critics 

on the tour. Then Bernheimer wrote an article belittling those quotes, saying, 

"Oh, they came from second- and third-string critics," which was a total lie. I 

mean, it was so unnecessary.Sad. 

CLINE 

And it is true that Olive Behrendt was perceived as sort of the voice of Mrs. 

Chandler in a sense, that she was close to Mrs. Chandler. You mentioned she 

was not only one of your greatest supporters but that at times you and she 

"argued like hell" about things. What sorts of things would you argue about? 



FLEISCHMANN 

Oh, just about the merits of a performance, about the merits of a piece of 

music—I mean, the way friends argue. 

CLINE 

Right. Just opinions? 

FLEISCHMANN 

Yes. 

CLINE 

I see.When you took over the job, your enemies and friends evidently didn't 

really think you'd last six months in the job. Why not? 

FLEISCHMANN 

There was this myth that nobody can last in this job, that Mrs. Chandler 

interferes. That was the big— A "bogey-woman." You know, I'd read things 

about her, and indeed there was a very hazy history of some predecessors who 

didn't last long. But there was a myth about that Mrs. Chandler runs the 

orchestra, and no manager can do it, and you'll be out after six months.When I 

came here I was paid a salary of $50,000, which was far more than any other 

manager had ever received either in this country or in England. And that was, 

of course, of some concern. 

CLINE 

Well, it hit the papers. 

FLEISCHMANN 

Yes. So much so that— I never kept it; I wish I had. I believe Ronald [A.] 

Wilford, who is a well-known artists' manager, took out an advertisement 

in Variety basically saying "How could they do this?" that I was being overpaid 

and so on and so forth. Did you ever come across that? 

CLINE 

No. I mean, I know plenty about him, and I know that there was all this flap in 

the British papers, you know, "Is this man worth £20,000?" and all that sort of 

thing, but I didn't realize that he had done that. 

FLEISCHMANN 

I don't quite remember— It was because of something I had said. I think I had 

said something about a wonderful guy who ran the concerts in Chicago. What 

was his name? I can't remember his name. [Harry Seltzer] And I'd meant it to 

be an admiring thing, and Wilford misread it— 

CLINE 

Oh, he thought you were being sarcastic? 

FLEISCHMANN 

Yeah. 

CLINE 



This unprecedented salary, was this something that you achieved in sort of 

heated negotiation? Or was this essentially what you were offered? 

FLEISCHMANN 

No, I was very— I mean, if I was going to move countries, leave what was a 

good job—if not a very exciting one, CBS—move my whole family, I wanted 

to know that I was being adequately compensated and could live at least 

reasonably. 

CLINE 

How did you work out your citizenship situation through all that? 

FLEISCHMANN 

In those days it was easy to get a green card, and within a year, I think, you 

were able to apply for citizenship. And I had people vouch for me, including 

Mrs. Chandler. It wasn't a problem at all. 

CLINE 

So you became an American citizen? 

FLEISCHMANN 

Yes. 

CLINE 

And you mentioned Ronald Wilford, which actually leads right into something 

I wanted to ask you. In your job and certainly in the job you had with the 

London Symphony Orchestra previously, you obviously have to deal with 

artists' managers, agents, as it were, who are in the classical music world some 

of the most influential and powerful people in the business that they're in. As it 

relates to any other business, they're kind of famously powerful. This may be a 

difficult question to answer, but when you are engaging artists and planning 

programs, how much do you have to contend with the politicking and the sort 

of backstage influence peddling, to use a political term, since it's very much a 

political arena we're discussing? All these people are vying for their artist to 

have preference, I would imagine. [tape recorder off] We were talking about 

the role of these powerful agents and artists' managers. 

FLEISCHMANN 

I hate the word "powerful" in relation to an agent. There are only a handful or 

less who are really dedicated, knowledgeable, and who have real credibility, as 

far as I'm concerned. There are some wonderful people both here and in 

Europe, some really great people, who've given their lives to what they believe 

in and to artists they believe in. They certainly don't become wealthy on it and 

work incredibly hard. I've come across very little politicking as such, only on 

the part of Ronald Wilford, who I believe has contributed to the fact that 

conductors like James Levine and Colin Davis have not appeared with the Los 

Angeles Philharmonic except early in their careers. But we've managed to get 

on without him. The only one of his artists who's been a music director here in 



Los Angeles is André Previn, and there he was a neutral figure, Wilford, until 

the end, when I think he actually precipitated the non-renewal of Previn's 

contract. 

CLINE 

Just coming out of a legacy of operations that eventually even came under 

investigation by the federal government, the whole Columbia Artists 

Management legacy— 

FLEISCHMANN 

That was a long time ago. 

CLINE 

That was a long time ago, but that whole pursuit is tainted, I guess, by all that. 

It's perceived as being this very political, very backstabbing, power-play kind 

of world. [Fleischmann makes doubting sound] You mentioned that there was 

only Previn and then these earlier appearances by Levine and Davis. You don't 

think that was because of any sort of maneuvering on the part of their 

management? That they didn't want them to perform here because of any 

feelings they may have had about the artists that were—? I mean, for example, 

Zubin Mehta and some of— 

FLEISCHMANN 

Zubin Mehta didn't have a manager. 

CLINE 

Oh, he didn't? Because sometimes you read about this kind of conflict between 

the Columbia artists and the so-called "[Isaac] Stern gang," which Mehta was a 

part of. You didn't have any sort of sense of that when you were doing 

bookings or anything? 

FLEISCHMANN 

No, I think that's exaggerated. Neither Zubin nor [Carlo Maria] Giulini had a 

manager. I mean, Giulini's son [Franco Giulini] used to do that. Zubin had a 

manager in his very early days, Siegfried Hurst, and when he died he had no 

other manager. He had someone who was a sort of a secretary in Germany who 

kept track of his engagements, basically, but didn't perform a managerial 

function. Zubin felt, "Why should he—?" He had two or three orchestras, and 

there was so little time to guest conduct, and the little guest conducting he'd do 

his secretary looked after. 

CLINE 

So you didn't feel that there were artists that were made inaccessible to you? Or 

that—? 

FLEISCHMANN 

As I say, Levine and Davis. I think Wilford did contribute to the fact that they 

didn't appear here except early in their careers. And it's a pity; they had both 

been good friends of mine.Levine in his early years did a lot of wonderful 



things here. In fact, I came across him because I'd heard about him from 

George Szell. And Szell, who was a very hard taskmaster with young 

conductors, said, "This is one kid," he said, "you've really got to take note of." 

And when Levine—it was in 1970—conducted a tacky production of Tosca [by 

Puccini] with Dorothy Kirsten at the Greek Theatre with a pickup orchestra, I 

went. I just wanted to see what this was all about. And by the second act I felt, 

"God, there's somebody really terrific in charge here. I must find out." Then I 

went round backstage and told him that at the first possible opportunity I'd like 

him to come and conduct. This was in June.In July, Zubin got sick and had to 

cancel five programs at the Bowl, including a concert performance of La 

Traviata [by Verdi] with Beverly Sills, Placido Domingo, and Sherrill Milnes. 

So I called Jimmy, and he was able to take over three of them. I still remember 

the first rehearsal was an orchestra rehearsal without the singers for Traviata, 

with a lot oom-pah, oom-pah stuff, which could be very boring. And at the end 

of the rehearsal the orchestra gave him a terrific ovation. From then on, for a 

good few years, for about five years, Jimmy conducted here a lot. Every year, 

wonderful things. And then the Met [Metropolitan Opera] came along, etc., and 

he was gone as far as we were concerned. Which is sad. 

1.20. TAPE NUMBER: XI, Side One (October 7, 1999) 

CLINE 

We were talking last time about the years spent in Los Angeles working with 

Zubin Mehta and the L.A. [Los Angeles] Philharmonic Orchestra, especially 

the earlier years. You were talking about some of the changes that you made to 

promote the Hollywood Bowl and the orchestra, promotion coming from a lot 

of different angles—from mailing, radio, advertising— Just marketing the 

orchestra. We talked a little bit about Zubin Mehta's image, Martin Bernheimer, 

and all these various things, and we are going to continue in that vein.For 

example, you said that you had a lot of chutzpah when you came to the job and 

that you wanted to change everything at once. I imagine that you couldn't 

change everything at once, but what exactly did you want to change? And how 

did you go about changing some of the things that you found when you arrived 

at the L.A. Philharmonic? 

FLEISCHMANN 

Well, first of all, the programming at the [Hollywood] Bowl, which had really 

been neglected. What had been done was just to provide a rehash of what went 

on during the winter season and hope for the best. So one tried to look at the 

Bowl as a very specific venue with its own character, with its own ambiance, 

and tried to program for the natural surroundings to make use of this wonderful 

venue.First of all, I thought that there is some music that is suitable for visual 



enhancements. The very first thing that very obviously came to mind was to 

take Tchaikovsky's 1812 Overture and at least do it the way Tchaikovsky had 

wanted, that is with cannon actually in the score. But as it is an outdoor venue, 

I thought we could enhance the— First of all, we should have real historic 

cannon there. And we managed to find a gentleman who is a collector of 

cannon—Civil War—and he lent them to us. Then it was a matter of having 

fireworks to go with the music, and particularly with the battle and the final 

triumph of the Russians over Napoleon's army, the time at the end, in the coda, 

when the Russian national anthem comes in— the czar's national anthem, of 

course.The thing is this, the original idea I got from London. In the Royal 

Albert Hall on Sunday nights there was a gentleman by the name of Victor 

Hochhauser, who was a very smart concert promoter. He used to hire whatever 

London orchestra was available for one rehearsal and a concert on Sunday 

nights with very popular programs—an all Tchaikovsky or ballet or opera 

or New World [Symphony no. 9 in E-minor, op. 95, From the New World, by 

Dvo_ák] and [the Hebrides Overture,] "Fingal's Cave" [op. 26, by 

Mendelssohn] and the Unfinished [Symphony no. 8 in B-minor by Schubert] 

and all that sort of thing. He used to sell the place out. And whenever he had 

the1812 Overture he had cannon and muskets and some lights. But we went 

one better. After all, this is Hollywood. 

CLINE 

We talked about this before, and I know you are concerned about not covering 

things again, so I should be more specific. What I wanted to know is, were 

there administrative changes you wanted to make? Were there changes that 

were difficult to make or that you even couldn't make that you wanted to make? 

What was implied before was that you had all this chutzpah and that perhaps 

you were trying to do too much all at once. Were there repercussions from your 

drive to make these changes? 

FLEISCHMANN 

Well, I suppose the repercussions were that we sold more tickets. [mutual 

laughter] And that was the idea.I didn't make huge changes on the staff. There 

was a business manager, who was not terribly skilled at accounts, however. He 

was supposed to be sort of the CFO—the Chief Financial Officer you would 

call him today. But he was not an accountant. He didn't even have a business 

degree. He was quite a smart guy, but he was not skilled at numbers, so after a 

while we had to let him go. I mean, at that time a member of the board [of 

directors] had somehow or other worked with this CFO to establish a ledger 

that had, I believe, two thousand heads of account. I mean it was completely 

ridiculous. You could never find out what really was going on and this was a 

matter of not being able to see the wood for the trees at all financially. So we 



had to get some kind of financial order into the organization, which meant 

making some small personnel changes. 

CLINE 

What was the makeup of your staff at that point? How did you organize it? 

FLEISCHMANN 

Well, there was the manager, Jaye Rubanoff, who was a great guy, who was a 

real old pro. He had come out of the theater. He had conducted some variety 

shows and musicals and so on. He was a marvelous man. He helped me a great 

deal to sort of orient myself. He was someone everybody loved. There was 

obviously the CFO. There was not a development director. There was no 

development department as such, because at that time all the fund-raising was 

done by what was called the Performing Arts Council of the Music Center, 

which ran the [Music Center] Unified Fund for the resident companies at the 

Music Center [of Los Angeles County]. In fact, there were strict prohibitions, 

restrictions on the individual resident companies doing their own fund-raising; 

they weren't allowed to. 

CLINE 

You mentioned that you broke the rules a bit to bring in more finances. 

FLEISCHMANN 

Well, it was absolutely necessary, because what we got from the Performing 

Arts Council was insufficient. And I think I spoke about the Ford Foundation 

grant. 

CLINE 

That's right, yes. 

FLEISCHMANN 

For somebody who was totally strange to the American type of funding of arts 

institutions, with virtually no government funding, all of it coming from private 

or foundation sources, this was all very new, and I had to learn a lot. It wasn't 

easy.There was also not the best of, shall we say, help or cooperation from the 

landlord at the Music Center, the gentleman who ran the Music Center 

operating company, a man by the name of William Severns. I think he 

somehow resented a foreigner coming in. He had worked for the Philharmonic 

before, and when the Music Center was built he was given the option of 

becoming the head of the operating company, i.e. the landlords, or managing 

the Philharmonic, and he chose the Music Center operating company. But he 

somehow didn't like somebody else running the Philharmonic. So I didn't get 

the best cooperation in the world there, but one managed.The staff— There was 

a publicist. I just was impatient for the Philharmonic to get more recognition in 

the community. I felt it wasn't being acknowledged even at that time for the 

quality musical performances that it was capable of producing, particularly 

with Zubin. I suppose I was a little aggressive. I made changes in the publicity 



department, the marketing.As I have mentioned before, there was the constant 

problem of the enmity that Martin Bernheimer represented—the enemy, as it 

were [laughs]—who had this particular obsession with Zubin just because 

Zubin was successful and was an expressive conductor. He called him showy 

and flashy and superficial, which was totally unfair. I think Bernheimer was 

being superficial in his inability [to see] or his not wanting to see the more 

subtle, the deeper side, of Zubin. I think the boot was on the other foot: he just 

refused to acknowledge in his own mind that Zubin was in fact a very 

wonderful—still is, even more so—natural, and perceptive musician who 

happened to have a very expressive conducting technique. He also happened to 

be rather good-looking. I think Bernheimer resented [him] or was jealous in 

some ways.I mean, I am not going to psychoanalyze Bernheimer, but I 

understand he started off as a singer and didn't make it, a failed performer, and 

obviously it is a normal thing for them to resent a successful performer, which 

Zubin certainly was.Anyway, we had improved the quality of the guest 

conductors. And amongst them was Carlo Maria Giulini, who really impressed 

everyone—orchestra and public—in his wonderful way. There were wistful, 

sort of longing looks—you know, wanting to get more of Giulini. He came a 

couple of times as guest conductor, and these were real highlights of the 

season.Then, before too long—I think it was in '77 or '78—Simon Rattle 

appeared with the orchestra for the first time. My only experience of him had 

been in the Hollywood Bowl when I had invited the London Schools 

Symphony Orchestra to come and give a concert. The London Schools 

Symphony Orchestra made a tour of the United States which was funded by a 

marvelous old gentleman by the name of Sir Robert Mayer, who at the time 

was 102 years old, but he still had all his marbles, so much so that I sort of 

persuaded him to give a lecture at the USC [University of Southern California] 

Music School, which was wonderful. He was an amazing gentleman, and he 

was very proud of the orchestra. Indeed, they weren't bad at all, but best of all 

was their young, tousle-haired conductor, who I believe was all of twenty or 

twenty-one [years old]. His name was Simon Rattle. I thought there and then 

that this was an extraordinary talent, and talking to him afterwards I said to 

him, "When you're ready for a professional career I would love it if you made 

your American debut right here in Los Angeles." And that, of course, did in 

fact happen. 

CLINE 

Right. 

FLEISCHMANN 

In addition, there were other sorts of little discoveries. I think we spoke about 

James Levine, didn't we? 

CLINE 



Yes. 

FLEISCHMANN 

The L.A. Philharmonic became known for taking risks with young conductors 

and succeeding in those risks. Meanwhile, by intensifying publicity and 

promotion and restructuring the programs, trying to put together programs of 

music that are really suitable for the open air—extrovert kinds of music, 

largely—we managed to increase the Bowl audience quite considerably.The 

question then arose: Are three concerts a week enough? They obviously 

weren't. The basic program at the Bowl was Tuesdays, Thursdays, Saturdays; 

Tuesdays and Thursdays symphony concerts, Saturdays pops concerts. Well, 

the Saturday nights were obviously the best sold, so I decided I would get my 

feet wet with Friday nights and make that the same as the Saturday night 

program. At first we started with five Friday nights out of what was then the 

ten-week season, and they very soon sold extremely well. Then we added the 

other five Friday nights so that the weekends consisted of two performances of 

the same program.The next thing I did was add jazz. This must have been 

around— When did Jazz at the Bowl start? It must have started around '75, '76, 

maybe '77. It was at a time when jazz was not really popular—small clubs and 

so on. Some people thought I was being really foolhardy in starting a jazz 

series, but somehow the combination of the Bowl and jazz seemed to work. 

The Bowl was on a roll, as it were. I mean, people wanted to go to the Bowl, 

began to really come in large numbers.I had heard about George Wein as being 

a very successful jazz impresario. I contacted him, and he was eager to work on 

this. I mean, it had to be jazz for a large space, and we had to have the big 

names in order to attract an audience. Ella Fitzgerald, Miles Davis, and Sarah 

Vaughan were all alive. They drew big crowds. So did Oscar Peterson; he still 

does. But it couldn't be, shall I say, the most subtle kind of jazz. Sarah 

Vaughan, for example, I put on the weekend with the Philharmonic. There is a 

wonderful arranger, Marty Paich, who arranged a number of songs for Sarah 

and the Philharmonic, and they were wonderful concerts. Also we did a 

[George] Gershwin songbook, and Michael Tilson Thomas conducted a 

Gershwin concert in the Bowl first with Sarah, and that led to a Gershwin 

concert in the Music Center, which was recorded live by CBS [Records]. It's 

still a damn good record.The trouble with Jazz at the Bowl is we don't have 

those stars anymore. There aren't these superstar jazz artists. There are 

wonderful singers like Diana Krall and Diane Schuur, but somehow they don't 

have the broad public appeal that Ella and Sarah used to have. Miles Davis, of 

course, was a phenomenon in that he was a very introspective performer. He'd 

usually turn his back to the audience, and yet the audience went wild. It was 

always a very interesting thing. One of the last concerts that Bill Evans played 



happened at the Bowl. I remember that very vividly. It was so beautiful. What a 

loss, what a great pianist. 

CLINE 

You mentioned that in order to promote the Bowl you had to, in your words, 

"somewhat exaggerate your public persona." You mentioned your radio 

program on KPFK. Were there any other ways that you exaggerated your 

public persona in order to promote the Bowl concerts? 

FLEISCHMANN 

Yes. I actually got a regular weekly spot on a local television talk show, on 

[KHJ] channel 9. I actually had an hour a week, which was fantastic. I used to 

bring in artists with me. That helped a great deal, too. I went around and gave 

talks all over the place.Also, we gave some concerts at Royce Hall, where we 

did some really interesting programming. We did a festival of Music Made in 

Los Angeles with Michael Tilson Thomas conducting. This was composers 

who lived here for a while and wrote some of their music here, like Hanns 

Eisler, for example, and of course Schoenberg and Korngold— I mean, it was a 

wonderful series of concerts.We produced a very interesting book with 

program notes which were written by Lawrence Morton and by Peter 

Heyworth, a very distinguished British critic who did a lot of research here for 

a two-volume biography that he did of Otto Klemperer, who had been music 

director of the Philharmonic in the thirties. Peter Heyworth was the music critic 

of the London Observer, a very distinguished British critic, and I would say that 

the Klemperer biography that he wrote [Otto Klemperer, His Life and Times. 2 

volumes, 1983/1996] is probably the best biography of a performing artist, of a 

classical performer, that I have ever read, because it is also a social history of 

music, a sort of sociological history of music in the places and at the times 

where Klemperer was active.By going on campus I thought we would interest 

students, but as a matter of fact students hardly came to those concerts at Royce 

Hall. In fact, I would say fewer students came to them than used to come to the 

Music Center—although I started a student representative scheme, whereby we 

got students on campus who were interested in the Philharmonic to act as 

agents and promote the sale of student tickets, which were of course very 

cheap. They're still very cheap. I mean, five dollars for a student, it doesn't 

seem to be a lot of money. The student tickets are now a bit more expensive, 

but that's all they were in those days. And we managed to drum up enough 

student interest that we got probably the largest student audience of any 

American orchestra. Very often four to five hundred students were at a concert 

in the Music Center.I also went on campus and gave talks to music students to 

try and enthuse them about coming to the Philharmonic, but I found a lot of 

resistance. One very obvious point of resistance is the distances in Los Angeles. 

There is no public transport to speak of. I offered to rent buses that would take 



student groups to a concert, but there was never sufficient interest. I mean, 

there would have been too many empty seats on the buses. It's a continuing 

problem. In other cities—New York, Chicago, San Francisco—the students 

somehow [manage] by using public transport, or else if their residences are not 

far from universities or colleges— So the students go to concerts in those cities 

much more easily than they do here. 

CLINE 

You mentioned Michael Tilson Thomas, and of course he eventually became 

one of the assistant conductors of the L.A. Philharmonic. Who were some of 

the assistant conductors during this period when Zubin Mehta was the music 

director? 

FLEISCHMANN 

A wonderful one was Calvin Simmons. 

CLINE 

Right. 

FLEISCHMANN 

Calvin was an enormous talent, a good pianist and a natural musician. He had a 

lovely personality, a sort of bubbling personality. I do believe he had been an 

assistant conductor at the San Francisco Opera before he came here, and he 

loved opera and was a good coach for singers, but— There was a huge talent, 

and a most horrendous tragedy when he got killed. I mean, it was such a fluke. 

He was on a vacation back east. He had gone out alone on a little canoe and 

then wanted to stretch his legs, apparently— I mean, he was reading on the 

canoe or a little rowboat. He got up to stretch his legs and got up at one end of 

the boat so that the other end came out of the water, hit him on the head and 

stunned him. He became unconscious and drowned. I mean, it was so 

horrible.Another assistant was Neil Stulberg, who was quite a talented 

conductor, who was doing quite a bit of work and doing it well. David Alan 

Miller, who went on to become the music director of the Albany Symphony 

Orchestra. The Albany Symphony is renowned for doing a lot of American 

music. He carried on that tradition, and he also started a contemporary music 

group called the Dogs of Desire. He plays chamber music. He is doing all right. 

1.21. TAPE NUMBER: XI, Side Two (October 7, 1999) 

FLEISCHMANN 

Of course, before that Michael Tilson Thomas was an assistant here, and 

Lawrence Foster. In the case of Foster, Zubin told me he had to let him go 

because he was too good and that the job of assistant was too comfortable. He 

sort of needed to push him out into the great big world because he was ready 

for it. He is a good conductor, Lawrence Foster, whom we are always happy to 



see back here, and I hope that Michael Tilson Thomas will soon come back to 

conduct the Philharmonic too. 

CLINE 

He is in San Francisco now. 

FLEISCHMANN 

He is doing a wonderful job in San Francisco. It's rather sad, because Michael 

is a very gifted conductor and musician, and he conducted some wonderful 

concerts with the Philharmonic, and he was then made one of our two principal 

guest conductors. 

CLINE 

Along with Simon Rattle. 

FLEISCHMANN 

Yeah. The trouble with Michael was he was inconsistent. He would conduct a 

fabulous concert one week, and the next week, I don't know— Something got 

in his head, and he used to drive the orchestra crazy going over and over and 

over a certain passage. I remember in the Beethoven Fourth Symphony [in B-

flat, op. 60] the musicians almost couldn't play it anymore. Sometimes, of 

course, he was also a little over-exuberant, shall we say, and the orchestra just 

didn't respond altogether positively to him. I mean, I think everybody realized 

what an incredible talent he has, but the inconsistency was such that when it 

eventually came to a choice of music director the musicians just weren't 

interested in him.Also—I'm jumping around—when André Previn came to the 

Philharmonic he immediately said that there is no need for us to have two 

principal guest conductors, "That's ridiculous, there is only room for one." I 

think he felt that Michael's repertoire covered largely the same repertoire that 

he, André, specialized in. So he asked that Michael's contract as principal guest 

conductor should not be renewed, which was not very smart, I thought. I've 

always felt that there was maybe a little envy on André's part. Although 

Michael is somewhat younger than André, they are both Americans and, as I 

said, their repertoire is very similar. André did not seem to relish the idea of 

guest conductors whom he perceived to be more gifted than he himself was. 

How can I put it? André was very insecure. But we are jumping, aren't we. 

CLINE 

We'll get to him. Somewhat related to this general topic, obviously there are a 

lot of internal dynamics that go on between the music director and the orchestra 

and what the chemistry is that happens with guest conductors and with assistant 

conductors and all these various people coming in. Then you have your 

relationship with the music director. What influence, if any, did you have on 

the internal dynamics of the orchestra in terms of the musicians and their 

feelings, opinions, their role in the whole structure of things? 

FLEISCHMANN 



First of all, as far as the musicians are concerned, I saw myself as a sort of go-

between between musicians and the board of directors and musicians and music 

director. I felt I had to in a way represent the musicians to the board and to the 

music director and the board to the musicians and the music director.I should 

say that all of my life I have had this very high respect for musicians in a great 

orchestra. They have to go through a rigorous weeding out process before they 

can get into an orchestra. I mean, the audition process is pretty ruthless. You 

can get two or three hundred applicants for a single position in an orchestra like 

the L.A. Philharmonic. They will not all come and play, once they see what the 

repertoire is and what is demanded and so on, but still you can get dozens or a 

hundred or more having to play auditions, and only one gets chosen. That 

seems to say to me that this one must be quite the chosen one, quite 

exceptional.Also, I look at it from the point of view that there may be fifteen, at 

most twenty, orchestras of the caliber of the L.A. Philharmonic in the whole 

world, and each of those orchestras has about a hundred musicians on its 

payroll. That means that there are maybe fifteen hundred to two thousand 

musicians of that caliber in the world. 

CLINE 

Right. It's a very exclusive club. 

FLEISCHMANN 

They must be pretty damn good, and they deserve all of the respect they can 

get. Now, on the other hand, in any orchestra there is always a musician or two 

or three who are not up to the standard of the rest of their colleagues. They 

might be getting old or whatever. I think the [executive] director's job is to give 

the music director courage, to prod the music director to do something about 

these musicians.Indeed, there were some incidents with Zubin where for 

months he said, "Oh, I have to do something about so-and-so and so-and-so and 

so-and-so, and he did absolutely nothing until the contractual deadline for 

giving notice to the musicians had expired, and he actually gave the notice sort 

of a day late. This resulted in arbitration for three key players. It was a very 

unhappy and unhealthy time in the orchestra, because the arbitration process is 

not only a prolonged one but one in which a lot is said that you wouldn't want 

to be said, you know? It all becomes public record, because the arbitrator has to 

produce a written judgment, as it were. It was very sad, and it caused some 

unnecessary hurt, but— I mean, I can understand Zubin. He was very fond of— 

Zubin loved the musicians, and he was fond of the players, but he realized they 

were dragging the orchestra down.We also had a concertmaster, who— He and 

Zubin got on extremely well. They were good friends to each other. It's a pretty 

traumatic experience, and Zubin really did need to be encouraged to do 

something about these things. There was a concertmaster, as I said, whom 

Zubin was really friendly with but who was obviously not up to the 



sophisticated playing standard that the orchestra was beginning to reach.It was 

left to me to negotiate a deal out of the orchestra. He was not the only one. I 

tried to raise some extra money in order to have enough cash to reach these 

settlements. In fact, I would say that I had to do this with every one of our 

concertmasters. It's very strange that conductors will appoint concertmasters 

and agree to certain conditions of employment, which could include conducting 

and could include being an assistant conductor, and they'll agree to these 

conditions. Because the music director himself wasn't going to be there when a 

certain concertmaster cum assistant conductor was conducting. Anyway, I not 

only had to negotiate the deals that persuaded these concertmasters to leave the 

Philharmonic, I also had to find the money to pay them, which was not 

inconsiderable. 

CLINE 

It's been mentioned before that Zubin Mehta was a conductor who seemed to be 

gone a lot. I remember you said one of your goals was to try to get him to stay 

more to develop the rapport with the orchestra and work with the orchestra, but 

he was portrayed frequently as the typical jet-set conductor. Did this pose any 

problems? What are your feelings about the jet-set conductor image that sort of 

evolved in connection with him? 

FLEISCHMANN 

First of all, this is again Mr. Bernheimer. He portrayed him as such and without 

taking into account that virtually every music director does conduct elsewhere, 

virtually every music director is with his orchestra for no more than fourteen, 

sixteen, or at most eighteen weeks every season. I mean, there is a good point 

to be made, I suppose, that a music director should stay with his orchestra— 

Let's put it this way, whatever a music director does with his orchestra cannot 

be measured in time spent on the job.Look, until about 1950, '55, or even 1960, 

when there were no fifty-two week seasons, when jet travel was not so highly 

developed, it was natural for conductors to stay with their orchestras for the 

best part of the season, because if they were to leave they had to take a train 

and a ship and all that sort of thing, and with a shorter season and the difficulty 

of getting around the world. [Serge] Koussevitzky would stay in Boston for 

twenty-five weeks out of the twenty-six week season. It's also not the healthiest 

thing. I think it is really healthy for an orchestra and even an audience to get the 

occasional infusion of a different way of making music.Today they average 

about fourteen to sixteen weeks that the conductor actually conducts his 

orchestra out of, say, a twenty-six week season and a summer season. Here, if 

you add up the winter and the summer, conductors usually spend rather more—

eighteen to twenty weeks—with their orchestra. And when they are not 

conducting the orchestra, someone like Esa-Pekka Salonen, for example, may 

still be in town and keeping an eye on things and working on future plans and 



other administrative issues.Zubin, just because he was also friendly with some 

of the Hollywood actors and so on, was perceived as being more of a 

glamorous jet-setter than he probably was or is. Of course, Zubin did have 

another orchestra. In fact, for a while, when I was first here, he had two other 

orchestras: Montreal [Symphony Orchestra] and the Israel Philharmonic. 

CLINE 

If one has to do so many concerts, flying all over the world, do you think that 

allows for the best possible amount of time setting the repertoire, the scores that 

one is supposed to conduct? 

FLEISCHMANN 

No, and that's why most conductors do take time off during the year where they 

don't do anything but study scores. That's why many conductors take a 

sabbatical. Zubin took a season sabbatical when I was here. Esa-Pekka Salonen 

is about to do so. A conductor's life can become pretty complicated. It's not 

much fun traveling and living in hotel rooms; however good the hotels are there 

is something very impersonal and so on.Many conductors like Simon Rattle 

and Esa-Pekka say that they would rather work with a few orchestras whom 

they know than to go constantly having to prove themselves to new groups of 

musicians, trying to create something from the first bar of the first rehearsal 

rather than spending the first one or two rehearsals trying to get some contact, 

some understanding with the musicians.So I don't think Zubin was an 

exceptionally jet-setting conductor. He cared very much, particularly, for the 

Israel Philharmonic. He has a close emotional tie to Israel in spite of the fact 

that he is not Jewish. But I wouldn't call that jet-setting. 

CLINE 

Maybe it was partly this hobnobbing with Hollywood people.I had wanted to 

ask something related to that. We talked a little bit about the difficulty of 

getting the Beverly Hills crowd in to support the L.A. Philharmonic, and of 

course that crowd is largely people related to the movie business— 

FLEISCHMANN 

Not all— I don't know. There are a lot of wealthy business people, and in many 

cities you find the sort of middle-to-upper-class, wealthy, Jewish crowd 

supporting the orchestras of their city, which hasn't really happened here to any 

large extent. 

CLINE 

Of course, the movie industry is one of the larger economic contributors to the 

city. Were there ways that you tried to reach that crowd? And were you 

successful in getting the movie industry somewhat more interested in 

supporting the orchestra? 

FLEISCHMANN 



I tried to reach them in all sorts of ways. For example, I tried to have an Oscar 

night at the Bowl, a tribute to Oscar-winning movie scores. I wanted to get a 

couple of replicas of the Oscar statue to put on the stage. I tell you, the agonies 

I went through trying to get permission from the Academy [of Motion Picture 

Arts and Sciences]— What the hell—! What is the big deal? But it was such a 

big deal! Then also to get the music— Many studios used to— They didn't 

want to store the scores and just burnt them. There is so much good stuff that 

has been composed for the movies that doesn't exist anymore. That's one 

way.Latterly, of course, we tried by starting this Filmharmonic project where 

we try to put filmmakers and composers together, but it's barely got off the 

ground. It's so difficult. The filmmakers and the composers are always getting 

other work, and it's very expensive. It is very difficult to raise money. At one 

stage we thought that the [Walt] Disney Company was going to fund some of 

these films and use them with a view of getting the rights to them. You know, 

so much goes on in Hollywood that never sees the light of day. There is an 

interesting article in The New York Times this week in the Sunday edition: 

novelist Warren Adler, whose novel [Random Hearts] was optioned for a 

movie fifteen years ago and what he went through until it was finally made this 

year.I think the movie industry is very capricious. It also has no— The people 

running the movie industry and the big noises and many of the actors and 

actresses have no idea about stuff like music. If the people who work in the 

industry were more solidly grounded in their work, in their city, maybe then 

there might be more support. They're all so insecure! You know? They are only 

as secure as their latest movie. 

CLINE 

That's the reality of their job, too, because they could be out of work tomorrow, 

I suppose. 

FLEISCHMANN 

So even if they're very wealthy, that kind of insecurity, I think, comes in the 

way of their becoming big contributors to cultural causes. 

CLINE 

East Coast orchestras, of course, have a legacy of being financed by old money, 

old business. 

FLEISCHMANN 

Right. 

CLINE 

Here I think people assume that the movie industry in some ways is arts-related 

enough that there would be this kind of support, and I think they forget that the 

entertainment industry is really a business more than an art form, perhaps, and 

it's a totally different mentality than people expect. 

FLEISCHMANN 



Well, we are hurt both ways. In one way the movie industry is not interested in 

classical music and doesn't understand the value of a great symphony orchestra 

to a city and therefore doesn't really give much in the way of money or help.On 

the other hand, the non-movie-industry potential givers consider that the 

entertainment industry is obviously supporting the Philharmonic and therefore 

they don't have to. 

CLINE 

So is this frustrating for you? 

FLEISCHMANN 

Yes. 

CLINE 

How did you deal with this, especially early on? Did it take you a while to get 

kind of a sense of what this dynamic was like with these different factions—? 

FLEISCHMANN 

I am still a bit of a bull in a china shop. It took me a long time to understand 

why this couldn't be— I mean, I didn't let up.There was the other obstacle of 

the former Performing Arts Council, subsequently called the Music Center 

[Unified Fund], which put these restrictions on our fund-raising. I pushed all 

the time for the restrictions to be lifted. It's taken virtually until now for this to 

happen. 

CLINE 

Speaking of that, I wanted to ask: Because they have to raise funds for all the 

venues of the Music Center and those others geared more towards theater and 

musical theater, was there any crossover between the donors to the theater 

world and the music world? Or were they pretty segregated? 

FLEISCHMANN 

Well, the theory was that by having a unified fund for the Music Center you ask 

people only to give money to the performing arts once rather than five different 

times. In actual fact, the various resident companies of the Music Center each 

have their individual strong support. There are people who love opera and are 

very generous to opera and who don't give a penny to the Philharmonic. There 

are people who like the Philharmonic and who don't give money to the Center 

Theatre Group, people who love the theater who don't give money to [the Los 

Angeles] Master Chorale or don't want to, basically. 

CLINE 

Does any of that movie money go more towards theater than music? Do you 

know? 

FLEISCHMANN 

If you talk to Gordon Davidson he will complain that the movie industry isn't 

supportive [of theater] either. I don't know. The movie industry is just not 

supportive of anything but itself. 



CLINE 

What about the fact that— For example, Dorothy Buffum Chandler was able to 

obviously interest Mark Taper in this dream of hers, and we were talking about 

this earlier, the factions of where the money comes from in Los Angeles. That's 

a well-known Jewish person right there. We were talking about the old money 

coming from, say, Pasadena and Hancock Park and that being a WASPish or 

non-Jewish faction. Did you see any of those communities maybe donating 

more, say, to the Center Theatre Group or to the theater than to the 

Philharmonic? 

FLEISCHMANN 

No. The Philharmonic still has the largest group of supporters. Opera is running 

it a close second. Theater actually has a much harder time, it seems, than music, 

largely, I suppose, because it tends to be more controversial. 

1.22. TAPE NUMBER: XII, Side One (November 11, 1999) 

CLINE 

Welcome back to the sessions, and welcome back to the land of the living. 

FLEISCHMANN 

[laughs] Thank you. 

CLINE 

After your horrible accident, you seem to be at least—thankfully for us— 

willing to talk to us today. 

FLEISCHMANN 

Thank goodness, yes. I feel a lot better than I did two weeks ago. 

CLINE 

By way of refreshing your memory, we were talking about your years with 

Zubin Mehta, and when we left off last time I had mentioned that I wanted to 

ask about some of your work on behalf of the musicians with regard to the 

musicians union [American Federation of Musicians], the labor side of things. I 

think there are a couple of rather remarkable, somewhat landmark contract 

negotiations that you were part of on behalf of the Los Angeles Philharmonic 

Orchestra, and I wanted to ask you about those. One in particular, during the 

Mehta years, had to do with a topic that we were actually discussing from 

another angle, which is dealing with the issue of dismissal of musicians. There 

is a new sort of approach to this that you were able to negotiate with Local 47. 

Can you tell us a little about that? 

FLEISCHMANN 

I think you've got to look at it in a wider context. Coming from the London 

Symphony Orchestra, which is a player-owned orchestra, where I was 

employed by the musicians, I think there was more of a tendency on the part of 



the musicians to trust me here than is usually the case with a manager who is 

associated with management—the bosses, etc. Because of that, I think the 

musicians here right from the beginning felt that I wasn't against them, that it 

wasn't going to be a situation of "them" and "us," which at that time, 

particularly in the late sixties, early seventies, was still rather prevalent 

amongst most of the orchestras in this country. So that was already an 

advantage.The other thing was that the orchestra was an up-and-coming 

orchestra. I think the musicians themselves were very committed to improving 

the orchestra as a whole. I think there was some realization that in fact one or 

two musicians could hold back the artistic progress. And indeed, I think Zubin 

too had a very friendly relationship with the musicians. I think anybody who 

gets to know Zubin knows that he is a very warm, caring kind of person, that he 

really is what we commonly call a "mensch." The musicians also knew that 

Zubin had brought me here, that he was really responsible for my being here.So 

I had a lot going for me in these negotiations, and basically we started from a 

position of trust. That together with the ambition on the part of the musicians as 

much as on the part of management to keep on improving the orchestra led to 

this clause in the contract. I can't remember it word for word, but at the end of 

clauses dealing with hiring and firing it said nothing in these clauses is intended 

to provide job security at all costs: rather, it is intended to help improve the 

playing quality of the orchestra. I mean, I am paraphrasing it. For that to appear 

in a contract was unheard of. There are some orchestras that to this day have 

the kind of contracts that make it virtually impossible for any musician not to 

be renewed because of the quality of his or her playing.What is very interesting 

is that in the early years, in one or two cases where Zubin did want to make a 

change, he hesitated so long that we missed the deadline for giving a musician 

notice, missed it maybe by a few hours or a day or so, and that led in one or 

two cases to arbitration. [tape recorder off] There were these arbitration cases, 

which actually management—the [Los Angeles Philharmonic] Association— 

won, and the people were therefore not renewed. There was also one other 

case— Let me put it this way, we got some new clauses into the nonrenewal 

section of the contract which stipulated a voting procedure where, in fact, a 

series of votes would take place. A musician could only be— Let me try to 

remember exactly how it worked. I know that the music director had, I think, a 

deciding vote. But a musician would have to be voted out by his colleagues, 

basically. And indeed that happened once or twice. Since that happened it's 

never gone to a vote. A musician either just resigned or an accommodation was 

reached. I mean, there wasn't much in the way of dismissals or nonrenewals at 

all; it was very rare that this happened. Because of its rarity and because of the 

voting procedures—musicians didn't want the disgrace of being voted out by 

their peers—that has worked extremely well. In maybe thirty years that I was 



with the orchestra there was hardly anyone who was being, as it were, fired.We 

did, later on— In the last contract I negotiated we changed our pension plan 

and moved from one administered by the association to the AFM [American 

Federation of Musicians] employers' pension plan, which gives far better 

benefits for the same money. Because we had rolled over into this new plan it 

was possible to negotiate a window with the union where anyone who resigned 

within the next three years—who had reached I think the age of sixty, who had 

been in the orchestra for a certain number of years—was given an additional 

benefit so that they wouldn't have to stay in the orchestra in order to get a 

decent pension and wouldn't have to go on working beyond the time they 

wanted to go on working. So as a result of that eleven musicians actually 

retired at the end of this last season. I mean, it is not a great pension but so 

much better than the pension we had before. I think that was very good for 

everybody's morale, as well. 

CLINE 

All those things must make a difference to the players. It seems that you were 

very much on the musicians' side. 

FLEISCHMANN 

Well, I look at myself as being the intermediary in a way. I represent the 

musicians to the board and I represent the board to the musicians to get each to 

understand the position of the other. I think that has worked. Look, there are 

always musicians who distrust management. This is sort of an inbred kind of 

thing, and whatever you do, they are suspicious. I think there is far less of that 

in the L.A. Philharmonic than in almost any other orchestra, and by and large I 

think we were all fighting the same battle. 

CLINE 

What are some of the things you did to give the musicians more of a voice to 

the management, perhaps more than some other orchestras? 

FLEISCHMANN 

Well, the voting on hiring and firing, but I don't think more than some other 

managements. In our artistic liaison committee, for example, I think the 

musicians got to realize that if there were artists, particularly conductors, whom 

they found inadequate, they wouldn't be invited back. If we discussed openly 

questions of repertoire and so on, the musicians' voice was very strongly heard. 

Touring conditions— I mean, you name it. In my philosophy of orchestra 

management, you don't take any action that you know is going to be opposed 

by the musicians. Or if there is something you need to do that the musicians 

may not like or understand, you try to have a dialogue, try to reach 

compromises, agreements, and so on.I think musicians knew—well, they did 

know—that the door to my office was always open, and if anybody had 

anything that was on their mind they would be more than welcome to come and 



discuss it with me. We also had regular meetings between the orchestra 

committee and management, usually after Friday matinees, at which we 

discussed anything that had cropped up since the last meeting and would try to 

resolve it in some— There was a constant dialogue, and I think it was 

something very normal.If anything bothered anyone on either side they would 

come and talk to each other. Surely that's a very normal, sensible kind of way 

of working together. 

CLINE 

When there were any kind of issues of contention between the musicians and 

the board, what were some of the most common issues? I would have to 

assume that money, or salary, was a frequent— 

FLEISCHMANN 

Of course salary was a question, but I think the orchestra certainly kept near 

parity with the other leading orchestras. There weren't any terribly contentious 

issues, you know? There were more contentious issues between musicians than 

between musicians and management. I mean, there really were. There were 

sometimes arbitration cases between musicians. But there was hardly ever 

anything that bothered us. Things like— If one musician in a section was 

earning more than a colleague they used to get upset. But by being honest and 

open with one another we were all right. We were usually all right. We reached 

agreement. There were very few times when we didn't resolve something. 

CLINE 

You have portrayed the board as being somewhat of a hands-off board. You 

basically had to have been the voice to the musicians, then. You were really 

that person in the middle. I have to assume that this was very much your 

responsibility if there was anything that had to be discussed. 

FLEISCHMANN 

Yes. The board was very understanding in that way, and also, I suppose, like 

the musicians, the board had a certain amount of trust in me. I think the board 

realized that I had a fairly decent relationship with the musicians, and that 

pleased them. In all the years I was there there was never so much as a hint of 

strike, of a labor dispute. 

CLINE 

Which was quite unusual. Particularly during a certain period I know there was 

a lot of that going on. You mentioned in an earlier session that when you came 

to Los Angeles you were concerned to not become too close to the musicians 

because of your experience in London. Was that difficult, particularly because 

of this position that you were in? 

FLEISCHMANN 

Yeah. I mean, a lot of the musicians I would like to have been closer to and 

would have liked to have had as personal friends. I mean, we were friends, but 



not intimate friends. But I think it was right. I think it was best that way.And 

we respected each other. I certainly respected the musicians, and I think quite a 

few of them may have respected me, too. 

CLINE 

Regarding the issue of salary, I know that the musicians wanted a salary 

increase shortly after you came, and you came up with a rather ingenious way 

to make that happen. [tape recorder off] There was a request for a higher salary, 

and there wasn't money for it, as I recall. There was a rather clever way that 

you were able to renegotiate the recording contract with the orchestra in order 

for there to be more money available, which required going around union 

regulations. Can you talk a little bit about that? 

FLEISCHMANN 

Well, you mean the chamber orchestra? 

CLINE 

Yeah, paying the musicians who were actually performing on a record rather 

than the entire orchestra. 

FLEISCHMANN 

Yeah. Max Herman was the president of the local at that time. Only those who 

were on a session [would be paid], provided that over the contract period 

everybody would get roughly the same money, that no one would actually 

suffer by getting less than their colleagues. Unfortunately, although the local 

accepted it, the national squelched it. 

CLINE 

Was this still the James [C.] Petrillo era? 

FLEISCHMANN 

No. I can't remember who was the president. It was after Petrillo.We thought 

we'd really made a breakthrough, so that we could record Haydn and Mozart 

symphonies and things like that, which otherwise is absolutely impossible for a 

symphony orchestra if you have to pay a hundred and six musicians and you 

are using forty. I mean, that is just impossible. It was such a pity. Our 

musicians and the local were ready for it. It could have been a national 

breakthrough, and I am sure that there would have been a lot more income, a 

lot more recording work for members of American symphony orchestras if the 

AFM had accepted this. 

CLINE 

So you weren't able to actually make that happen? 

FLEISCHMANN 

No. I think we did one lot of sessions. 

CLINE 

Because I seem to recall reading that by changing the semantic from "recording 

session" to "special session" there was some way that it was engineered— 



FLEISCHMANN 

Yeah. We just couldn't take it any further, unfortunately. 

CLINE 

However, after you came, and as the orchestra started to improve, there was a 

lot more recording that took place. 

FLEISCHMANN 

Yes. 

CLINE 

And touring, as well, right? 

FLEISCHMANN 

Also, when I came we had a financially very unfavorable contract with London 

Records—London-Decca. I believe it had been negotiated by my predecessors 

that they were going to pay only what they were paying for London orchestras. 

Of course, rates in this country are much higher, and the difference would have 

to be paid by the association. We didn't have that sort of money. Anyway, I 

managed to renegotiate the contract. We were actually paid in full, even though 

the royalty clause was constructed in such as way that we would never have 

earned— Even to this day we haven't recouped enough of the costs to get 

royalties, but at least we managed to renegotiate that in such a way that the 

association didn't lose its shirt on its recordings. 

CLINE 

The orchestra did begin to improve, and we talked a little bit about factors like 

bringing in really fine guest conductors to broaden the experience of the 

orchestra, working on the repertoire, playing more concerts. What do you think 

may have been some other factors that led to what you felt was the noticeable 

improvement of the orchestra after you came? 

FLEISCHMANN 

I think encouraging chamber music, forming what we call the L.A. [Los 

Angeles] Philharmonic Chamber Music Society. The idea behind it was not just 

that the musicians should play chamber music and management would manage 

the chamber music concerts, do all the production and presentation, but also 

that wherever possible we would have chamber music with a distinguished 

soloist, somebody who might be playing with the orchestra that week—playing, 

say, a piano quintet or playing Brahms's sextet, playing the cello, the principal 

or second cello. Even having a Lynn Harrell or Yo-Yo Ma playing chamber 

music with the musicians.The big problem about the musicians getting together 

seriously for chamber music is always all the hassle of marketing and 

production, and we took that over and did it for them. I think the Chamber 

Music Society—it must be nearly twenty years since its [founding]—has been 

functioning extremely well. We played concerts at the University of Judaism, 

which has an acoustically quite reasonable sort of auditorium, four hundred and 



fifty seats or thereabouts, but the concerts are going to move to a new hall that's 

being built at the Skirball [Cultural] Center. We also managed to get 

underwriting for these concerts from Norman [H.] and Sadie Lee, who have 

been really faithful sponsors of chamber music by Philharmonic musicians 

since the very beginning. I really do believe this has helped the ensemble 

playing of the orchestra.Also, I think our real facility for playing really difficult 

modern scores, contemporary scores, has a lot to do with the [Los Angeles] 

Philharmonic New Music Group. I started this maybe twenty-five years ago as 

a series of concerts called Composer's Choice, where we invited composers to 

put programs together and to introduce them. But we wanted to go more 

broadly based, and the Philharmonic New Music Group is now almost twenty 

years old as well. I started that with Bill [William] Kraft. It has its regular 

subscription series, most of them at the Japan America Theatre. Of course, 

there is never going to be an enormous audience, but very often we have 

anywhere from 500 to 850 people at these concerts. Most times they were 

conducted by composers or by composer-conductors like Pierre Boulez. Oliver 

Knussen did a lot with them. Of course, Esa-Pekka Salonen is ideal for this 

purpose.The orchestra's composer-in-residence—first Bill Kraft, then John 

Harbison, and then Steve [Steven] Stucky—conducted these concerts, and each 

composer-in-residence worked with the music director, the artistic 

administrator, and myself in putting together these programs.I think the 

Philharmonic is the only major American orchestra that has a regular new 

music group giving a regular series of concerts, which we call the Green 

Umbrella concerts. Green Umbrella means absolutely nothing; it was 

something I pulled out of the air. There was a slight relationship with CalArts 

[California Institute of the Arts], and I thought, "There's contemporary music 

being created at CalArts, we are creating contemporary music downtown, and 

this 'green umbrella' stretches from downtown to Valencia." [laughs] You 

know, that sort of thing. 

CLINE 

Of course, Zubin Mehta is not exactly known for his work in new music, and 

some people have criticized him for having somewhat of a limited strength in 

terms of his repertoire. But this obviously had quite a broadening impact— 

FLEISCHMANN 

You know, it is also not quite fair to criticize Zubin for not being open to new 

music. Did you know that even before I came he did all the orchestral works of 

Schoenberg in one season? I mean, subscribers objected strenuously, obviously. 

He did a lot of new music: [Luciano] Berio, [György] Ligeti, etc. He and 

Boulez, for example, are good friends. Boulez admires Zubin very much. I 

think Zubin, because he has a sort of charisma and so on and was good-looking, 

people didn't somehow give him sufficient credit for being a total musician, 



which he was.He was and still is, even more than ever. It's really interesting; at 

long last critics seem to be coming around. I remember not so long ago Mark 

Swed writing after a Mahler [Symphony no.] 9 [in D] performance with awe 

and admiration in a way that he hadn't expected to have for Zubin's approach to 

a work of such profound emotional and spiritual quality. 

CLINE 

Well, you answered the question I was leading into, which is, do you think this 

was actually a fair characterization of Zubin? Eventually, of course, Zubin did 

leave and went to New York. It was interesting what you just said about the 

admiration of Boulez for Mehta, since there is obviously a connection there 

with the New York Philharmonic. And yet Zubin was very harshly criticized 

when he went to New York. I think he was not very well accepted. 

FLEISCHMANN 

It wasn't a good match. It had to do with so many things. I hate to speak ill of 

colleagues. I believe, however, that much of this was due to the fact that the 

then executive director of the New York Philharmonic just didn't understand 

Zubin. There was no chemistry between the two of them. I don't think Zubin 

respected Nick Webster's musical knowledge or vision—he didn't feel he cared 

sufficiently about music—and I don't think Nick Webster quite understood 

where Zubin's strong points were. They were never brought out enough. 

Anyway, it just wasn't the right chemistry.You get Zubin in front of the Los 

Angeles Philharmonic and, boy, there's great chemistry! Get him in front of the 

Vienna Philharmonic or the Berlin Philharmonic and there's fantastic 

chemistry, or as now in Munich at the Bavarian State Opera [Orchestra]. I 

remember also going to Chicago, where Zubin was conducting the Ring [Der 

Ring des Nibelungen by Wagner] and how that orchestra, the Lyric Opera 

Orchestra, which is not the greatest orchestra in the world, responded. They 

played like musicians possessed for Zubin.It happens sometimes that an 

orchestra and a conductor just don't jell. Before Kurt Sanderling came to Los 

Angeles he went to [the] San Francisco [Symphony] and had an awful 

experience. The orchestra didn't think he had anything for them, and he 

certainly didn't like the orchestra. He vowed never to go back again. Yet here 

musicians loved him, and he gave fabulous concerts. At long last, at the age of 

eighty-eight, he is being recognized all over the world as one of the great 

conductors of our time. There is a very interesting review I read in theFinancial 

Times of London. He had conducted a concert with the Philharmonia 

Orchestra, and they said that this was obviously some of the greatest 

conducting in its honesty and naturalness. It reminded them a lot of Karl Böhm, 

except that Sanderling is at least twice as good. [laughs] 

CLINE 



This actually brings something to mind, because Sanderling was one of the 

most popular guest conductors here, at least with the orchestra, and I think with 

audiences as well. You had mentioned in our last session how the Los Angeles 

Philharmonic became known for its sort of visionary booking of guest 

conductors, risk-taking. There were a lot of young conductors being tapped for 

their services. Since I know that this is an area that you keep very close tabs on, 

how much of this was really your doing? 

FLEISCHMANN 

I suppose finding people like Simon Rattle or Franz Welser-Möst or Esa-Pekka. 

It was part of my job to constantly keep up with what's going on in the music 

world. And when I could, which wasn't nearly often enough, I traveled to do 

some talent scouting. My contract actually stipulated that I could take off at 

least four weeks every year to talent scout, but I hardly ever managed to take 

advantage of that because of the enormous amount of work that had to be done 

here.It's interesting that everyone who comes here who has been with another 

orchestra, the first thing they say is "My God!", the scope of activities here is 

so much greater than that of any of the other major American orchestras, with 

the New Music Group, the Chamber Music group, the Celebrity Series of 

recitals, all this in the winter, and then the enormous, the monstrous, 

Hollywood Bowl season. No orchestra has anything like that except, to a 

certain extent, the Boston Symphony with Tanglewood and the Boston Pops. I 

think that's the only orchestra that runs its own summer series. Chicago 

[Symphony Orchestra] and [the] Ravinia [Festival] are separate boards. The 

Cleveland Orchestra and [the] Blossom [Music Festival], the Cleveland 

Orchestra only presents its symphony concerts at Blossom. The popular 

concerts, etc., are all run and managed by a commercial entity, by MCA. 

Philadelphia [Orchestra] and the Mann Music Center, they are completely 

separate boards again. So no other orchestra has this amount of varied 

activities, is responsible for this amount of productions. 

1.23. TAPE NUMBER: XII, Side Two (November 11, 1999) 

CLINE 

We were talking about guest conductors, and we mentioned Sanderling as one 

of the more popular guest conductors. One of the other most popular guest 

conductors at the time was Carlo Maria Giulini. 

FLEISCHMANN 

Uh-huh! 

CLINE 



I guess I wanted to ask, first of all, when there started to be rumblings that 

Zubin Mehta was actually going to leave Los Angeles, what kind of impact did 

that have on the orchestra and on you personally? 

FLEISCHMANN 

When Zubin came into my office one day— He said, "I have to tell you 

something. I am going to the New York Philharmonic." I thought he was 

joking. 

CLINE 

Wow. 

FLEISCHMANN 

I really thought he was joking. I couldn't believe it. I couldn't envisage this 

orchestra without Zubin. This was in 1978. 

CLINE 

Could you imagine the New York Philharmonic with Zubin? Was that also hard 

to believe? 

FLEISCHMANN 

Yes and no. Actually, I thought Zubin would have a much better relationship, a 

much bigger success, in New York. Anyway, once the shock had worn off I 

realized we have to do something. That's when this crazy idea about Giulini 

began to germinate in my mind. As you say, he was really a beloved guest 

conductor, did wonderful concerts, and both the orchestra and the audiences 

adored him. In fact, I would say that of the senior musicians Giulini, Sir John 

Barbirolli—who conducted some of his last concerts here—Pierre Boulez, and 

Sanderling, those are in my time amongst the sort of giants whom both the 

orchestra and the audiences loved enormously.Giulini didn't have real 

management, so I wrote to him to ask him to do some guest conducting. I had 

to either see him or write to him for dates and so on. Around that time I had 

written to him. I heard nothing for a while. Then I got a letter which was quite 

formal from his son [Franco Giulini]. Because in the past Giulini had just 

written back to me in a friendly way and said, "These are my dates, I can accept 

these dates," etc. This was a formal letter from his son saying that his father 

decided that he can't afford to come back to the United States after his next lot 

of concerts in Chicago for the simple reason that he was losing money on these 

concerts. The tax situation in the United States for a foreigner, a guest 

conductor, was such that he just couldn't afford it anymore.So I thought to 

myself, "What does this mean? Does it mean he really doesn't want to come? 

Or is it a discreet way of saying, 'If you help me with my tax situation, or even 

give me a little bit more money, well, then, we'll see. We can do 

something.'"So I went to see a tax accountant, and we managed to put together 

a way whereby the tax bite wouldn't be quite as dreadful as Giulini thought it 

would be. And I thought that this may be a door opening with Zubin leaving, 



because if he stayed here for a certain amount of time, had a certain amount of 

expenses, lived here, etc., the tax situation would become far better. So I 

thought, "The hell with it. I have nothing to lose!" I spoke to the president of 

the board—then it was this wonderful woman Olive Behrendt—and I said, "I've 

just got this hunch. Do you mind if I go to Chicago and see if I can do 

something?"It so happened that he was also recording at that time for Deutsche 

Grammophon in Chicago, and Günther Breest, who was then the head of 

Deutsche Grammophon—head of artists and repertoire or whatever it is—was 

there, and I knew him quite well, and I asked him to help me too, because they 

were trying to build Giulini into a big figure. They had lost [Herbert von] 

Karajan at that time, I think. They needed another major international figure, 

and they were very interested in Giulini. I suggested to Günther Breest that we 

could work out some interesting deals with Giulini recording for the 

Philharmonic, particularly if he became closely associated and had a title with 

the Philharmonic. He had never before accepted a music directorship of an 

orchestra, and I knew why: because he couldn't be bothered with the 

administrative chores. He also has a limited repertoire. However, what he does 

he does do fabulously that it— It's worth having a conductor with a limited 

repertoire if he does it so well.To cut a long story short, four days of meetings, 

meals, discussions— I sort of put together a proposal whereby he would not 

have to conduct more than ten programs a season. That doesn't mean to say that 

he would only do ten weeks, because he'd be touring. He'd also be recording 

with wonderful recording projects, including his return to opera [Falstaff by 

Verdi]. He hadn't conducted opera for many, many, many years. He is such a 

great opera conductor. Anyway, by the end of those four days we had worked 

out the basis of an agreement, of a contract, which also made the tax situation a 

bit easier for him. I had gone on a hunch, and I came back with a music 

director.It was wonderful. I mean, many of the orchestra were in tears when 

Zubin told them he was leaving, but they were absolutely overjoyed to hear that 

Giulini would come. It meant much more than just great concerts and a great 

personality and great recordings, it meant that the musical world overnight took 

the L.A. Philharmonic far more seriously than they ever had done. If a Giulini 

would take on the music directorship, would first of all take on a music 

directorship at all, and do it in Los Angeles, then this orchestra must be taken 

seriously. It gave us a lot of prestige. It gave the musicians a lot of self-respect 

and pride. They were wonderful, wonderful years. [tape recorder off] 

CLINE 

Also, wasn't Giulini known for insisting on more rehearsal? Wasn't that 

sometimes an issue? 

FLEISCHMANN 

No. I mean, he rehearsed very intensively. [tape recorder off] 



CLINE 

The other thing that is interesting is that, from what I have been able to detect, 

Giulini was not one of the names being speculated about when it was 

announced that Zubin Mehta was leaving. There were a lot of other names 

being bandied about, names like Daniel Barenboim and James Levine and all 

kinds of other names that didn't come to pass at all. Were you looking at any of 

these other people? Were there any other negotiations or beginnings of 

negotiations that ever took place? 

FLEISCHMANN 

No. Simon Rattle was always of interest to us, but he didn't want to live in Los 

Angeles. Obviously whenever there is an opening there is a long list of 

candidates. There is a wish list. I mean, these are all good names. This really 

was a hunch. I mean, it was a dream situation because of Giulini's special 

stature in the world of music, because of the wonderful relationship he had 

established with our musicians, and then there was this recording situation 

which was so interesting and important for us. What should I say? It wasn't 

planned. It all happened— 

CLINE 

It seems like it must have been a huge surprise to everybody. 

FLEISCHMANN 

Yes, absolutely. 

CLINE 

Anyway, a remarkable, and must have been, reassuring thing for the orchestra, 

especially after the loss of Mehta. 

1.24. TAPE NUMBER: XIII, Side One (November 18, 1999) 

CLINE 

How are you this morning? 

FLEISCHMANN 

Fine. 

CLINE 

Very busy. 

FLEISCHMANN 

It's ridiculous. Just because I feel a little better everybody— 

CLINE 

Is this what happens when you are actually home for a while and everyone 

knows they can actually get you? They're after you. 

FLEISCHMANN 

Right. 

CLINE 



Last time we were talking about the end of the Zubin Mehta years with the Los 

Angeles Philharmonic Orchestra and the beginning of the reign of Carlo Maria 

Giulini. There were some questions I wanted to ask about this general period 

before we started talking about Giulini per se.A few sessions ago you 

mentioned that the nature of the hours of your work and the commute and all 

the pressures of your job here in Los Angeles had its toll on your family. For 

the record, I wanted to know where things stood when things started to sort of 

fall apart during this period and where you wound up after living in Brentwood. 

FLEISCHMANN 

Well, I first moved to a condo in Santa Monica, then to Ocean Park, and 

finally, I think in 1980, I got this house in the Hollywood hills because, even 

though I was separated from my wife [Elsa Leviseur], I was still on the 

Westside, and it was still using up valuable commuting time. I felt I just had 

to— If my position with the Philharmonic kept on growing the way it did, and 

if I was to really put everything into it, as anybody in that position would need 

to, I've got to stay as close to my work as possible. So I was very lucky to find 

a pleasant house three minutes' drive from the [Hollywood] Bowl, maximum 

fifteen minutes from the Music Center [of Los Angeles County].Interesting 

thing about this house was that I was looking at some houses, and I was with a 

realtor who'd showed me a couple of houses in a certain price range. None of 

them appealed, and I said, "Is there nothing maybe a little more expensive but 

more agreeable, etc.?" He said, "Well, a house has just come on the market 

today." It was on what he called the best street in the Outpost [Estates] area, 

and he said, "Do you want to have a look at it?" I said, "Show me." He took me 

up here to Maravilla Drive, and the house was exactly opposite the one where 

Giulini lived. 

CLINE 

Oh, really? [mutual laughter] 

FLEISCHMANN 

Yes. That's only part of the coincidence. So we rang the doorbell.A man 

opened the door, and I immediately felt this was a house that I felt really 

comfortable with. It turned out that the owner, the man who opened the door 

[Warren Leslie], had been the chairman of the board of the Dallas Symphony 

when [Georg] Solti was music director in Dallas. Solti and Giulini, of course, 

were both associated with the Chicago Symphony [Orchestra], Solti as music 

director, Giulini as principal guest conductor. There was sort of— It seemed 

absolutely right. 

CLINE 

It was meant to be. 

FLEISCHMANN 



There is serendipity here somehow. So I have lived here ever since, nearly 

twenty years. 

CLINE 

Where did the rest of your family wind up? 

FLEISCHMANN 

In Santa Monica. My wife eventually, when the children were grown up, 

moved back to England. She originally came from South Africa, but she moved 

to England, where she felt more at home. 

CLINE 

She is still there, then? 

FLEISCHMANN 

Yeah. 

CLINE 

What about your children? Where are they now? 

FLEISCHMANN 

My eldest daughter [Stephanie Fleischmann] is in New York. She is trying to 

eke out a living as a writer, and a very good one, but not one that's of obvious 

popular appeal. She is an uncompromising artist. She has done really well in 

her field, but that often doesn't pay the rent. She has been well recognized by 

her peers. She is a member of New Dramatists, which is an organization that 

young writers try hard to get into. They take in about five or six every year 

from anywhere from six hundred to a thousand applicants. She has got a lot of 

important grants and so on.My son [Martin Fleischmann] lives in Los Angeles. 

He is deeply involved in popular music, particularly Latin jazz. He produces 

concerts and records and works as a partner in the Conga Room club.My 

youngest daughter Jessica [Fleischmann] has gone back to school. She is at 

CalArts [California Institute of the Arts] doing her MFA in graphic design, 

working oh so hard! Considering the fact that she was diagnosed with 

lymphoma a couple of years ago, it is amazing what she has accomplished and 

is accomplishing. They all turned out to be wonderful people. Jessica is 

somebody absolutely special as a human being. I mean, they are, all of them, 

but she has had to show a kind of strength, a spirit, that is just remarkable. 

CLINE 

We had the pleasure of having her come through on a couple of these sessions 

earlier. 

FLEISCHMANN 

Yes. 

CLINE 

I also wanted to ask you, since you gave obviously so much to your work, and 

obviously the board [of directors] was very pleased with the results of what you 

were doing— 



FLEISCHMANN 

One never knows. 

CLINE 

Well, they certainly kept you. 

FLEISCHMANN 

Yes, they kept me longer than my successor [Willem Wijnbergen]. [mutual 

laughter] 

CLINE 

Much longer. And yet a lot of the press on you is less about your 

accomplishments than about your personality and your management style. A lot 

of talk about a lot of chaos with the staff and a lot of emotion— 

FLEISCHMANN 

Interesting thing. Why haven't they inquired into my successor's management 

style? Why haven't they spoken to the staff about the man who succeeded me? 

CLINE 

Well, we haven't heard anything about that at all, as a matter of fact. 

FLEISCHMANN 

Yeah, well, I think there is a legal situation as the result of which nobody is 

supposed to speak, but why didn't they do it while he was there? 

CLINE 

Well, for one thing, Martin Bernheimer was no longer the main music critic for 

the Los Angeles Times at that point, and he seemed to be very, shall I say, kind 

of fixated on almost trying to derail your accomplishments in some ways. But 

there are many articles using words like "egomaniacal," "megalomaniacal," 

"rude," "contentious," all these kinds of things, lots of rumblings from staff 

who wanted to remain anonymous talking about how controlling you would be 

or how you couldn't delegate, how you couldn't trust other people to do their 

jobs, just amazing amounts of press dedicated solely to that. 

FLEISCHMANN 

Was there such an amazing—? I mean, if this were all true, how come 

everything functioned the way it did? How come the orchestra flourished, that 

financially it remained in pretty good shape? How come all the senior staff 

remained with me—forever, it seemed? How come I had to beg people to stay 

on after I had left? 

CLINE 

Well, this is what I want to know. Obviously, things businesswise and 

artistically were going extremely well, and yet there was so much attention paid 

to what seems like a sort of personality-level sort of press— 

FLEISCHMANN 

Do you not think—? I don't know how much you know about how the press 

functions, but what happens is somehow, somewhere, someone gets a story, 



and it's published. Then it's kept on file, so every time somebody else comes 

along and does a story they do research, and they read about this, and they will 

repeat it again and again. The same thing gets repeated all the time.Yes, I don't 

suffer fools gladly, and if somebody was not pulling their weight I let them 

know about it. But it is so very interesting that in almost every case—and there 

weren't that many where I got rid of people—these were people who have 

subsequently had not the easiest of time in their next employment either. I think 

the proof of the pudding is in the fact that the important people have all stayed 

for a very long time and many of them are still there. They suffered through the 

period of my successor and came and talked to me and unburdened, but 

because of their loyalty to the Philharmonic and to what we had achieved as a 

team— In the earlier days I may have been rougher on people, but I don't 

believe in beating about the bush.There was one occasion where a fairly new 

employee in a fairly senior position [whom] I had disagreed with [on] 

something he wanted to do went behind my back to a board member and 

complained that he wasn't allowed to do his job properly. I asked him to pack 

his bags—you know, to clear his desk—within ten minutes when I found out 

about that. There is another occasion where somebody consistently turned out 

copy that failed. He was supposed to do press releases and never got— I mean, 

the cardinal rule, press releases 101, is to put the most important part of your 

story in the first paragraph, and he consistently buried it sort of halfway down. I 

finally let him have it for that, and the guy just couldn't take it and screamed 

and said "I can't go on like this" and threw paper in the air and ran down the 

corridor, and that was the last we saw of him. Those were the two instances that 

I think may have given rise to the myth. 

CLINE 

Don't you think that it's sort of a matter of course in doing the kind of business 

that people like you are doing that these kinds of things happen? And yet do 

you think maybe this was the result of your putting yourself more in the public 

eye than many other orchestra managers? 

FLEISCHMANN 

I didn't do it consciously. I think one of the causes for my being in the public 

eye was paradoxically the fact that Bernheimer kept attacking me or the 

Philharmonic—unfairly, I felt. I remember once we did a European tour, and 

we got marvelous reviews, and we put out a press release with excerpts from 

the reviews, as one obviously does at the end of such a tour, and he wrote an 

article saying that the Philharmonic is claiming to have great reviews but they 

were all from second-string critics. 

CLINE 

Yes, I saw that article. 

FLEISCHMANN 



I replied [in a letter to the Los Angeles Times] that in many cases I knew those 

critics personally, and they were certainly no second-stringers, and that 

certainly compared to the quality of Mr. Bernheimer's writing they were 

geniuses. But because I dared to write and question the veracity of Mr. 

Bernheimer's observations, for about three months the Philharmonic couldn't 

get any editorial publicity. We were in the doghouse. I mean, what kind of a 

way is this to run a music department of a paper that pretends to be a paper of 

record? It was just ludicrous.Bernheimer had this bee in his bonnet, this 

complex, about Mrs. [Dorothy Buffum] Chandler. He had this idea that Mrs. 

Chandler ran the Philharmonic, that we all had to do as Mrs. Chandler wanted 

us to do. Therefore he, working for Mrs. Chandler's newspaper, had to be 

contrary to show his independence. He was totally wrong in that never once in 

all the years while she was alive and able to do so did Mrs. Chandler ever 

interfere, ever tell us or me or anyone else connected with the Philharmonic 

how we should program, how— Whatever. She never interfered. Never. She 

was very supportive, obviously. [Bernheimer thought] the Philharmonic was 

run by the board, and I was the board's, as it were, representative. [tape recorder 

off]When the board was interviewing me before I started here, I made it quite 

clear that if I was going to come here I would wish to run it the way I felt it 

should be run, work with Zubin as a partner. I can't run it with interference 

from anyone on the board, but that the board has to judge my performance, and 

if they think my performance is lacking they must get rid of me. But I don't 

want to be fired for something that somebody else wanted me to do. 

CLINE 

Sure. In many of the articles I've read, when they were interviewed the board 

people always seemed to be very supportive of you, and it was usually 

anonymous staff people or sometimes even a musician here and there who 

expressed certain qualms. 

FLEISCHMANN 

Isn't it funny how whenever anybody is trying to criticize something they 

remain anonymous! 

CLINE 

Of course, fear is really what makes people do that. 

FLEISCHMANN 

Why don't they come and tell me? 

CLINE 

Well, you said that you always felt that your door was open to anyone. 

FLEISCHMANN 

Lots of people came and discussed ideas and things with me. Lots of people 

came and questioned the things I did, and we talked it through, and sometimes 

they convinced me of the error of my ways. [laughs] And sometimes they 



didn't! It's funny that— My door was open, and I learned a lot all the time, even 

to this day. 

CLINE 

I felt that I had to bring that up because there has already been so much said 

about that, and we hadn't talked about it. It seems to me to be so unbalanced 

just looking at it as an outsider and looking at the press that there has been on 

you. It seemed always to focus so inordinately on that aspect. 

FLEISCHMANN 

I only remember three major articles—I mean that were really major. One was 

a profile in the New York Times Magazine— 

CLINE 

That was fairly balanced. 

FLEISCHMANN 

—by Tommy [Thomas] Thompson. One was Bernheimer in the L.A. [Los 

Angeles] Times Magazine. 

CLINE 

Right, that was later. There seemed to be more of this coming out after the 

whole [André] Previn thing, too. 

FLEISCHMANN 

And one was when I retired, and the Los Angeles Times and the [other] articles 

on my retirement seemed to be extremely positive. 

CLINE 

Yes, glowing. 

FLEISCHMANN 

The Bernheimer one, he tried to do a hatchet job. 

CLINE 

Well, even he got a little bit civilized toward the end for him. 

FLEISCHMANN 

I don't know. [mutual laughter] There were a lot of things that were so easy to 

twist and just slight— The half-truth is worse than the lie in many ways. The 

insinuation. You say that around that time there were a lot of— 

CLINE 

There was one in the Los Angeles Herald-Examiner, for example, where you 

admit that sometimes you had to be "ruthless," and almost the entire article was 

talking about all this kind of stuff. This was an earlier article. 

FLEISCHMANN 

Yeah, but who took that seriously? 

CLINE 

This is what I wanted to address, just to kind of get it out of the way, because 

what we are talking about here is your life and your history, and this press 

image following you around is part of your history. 



FLEISCHMANN 

That image only happened in the case of Bernheimer and some other people 

around here who wanted to be Bernheimer whom nobody took any notice of. 

Nationally and internationally I thought the press I had was probably far too 

good to me. I kept on getting the kind of accolades that I felt weren't even 

warranted. 

CLINE 

Maybe that's where the balance lies, then. Also one of the other reasons I 

wanted to bring this up is because towards the end of Mehta's years—we talked 

a bit about the Star Wars concerts and this big second Star Wars concert in 

Anaheim Stadium— 

FLEISCHMANN 

But that was with Michael Tilson Thomas conducting. 

CLINE 

Really? At Anaheim Stadium? 

FLEISCHMANN 

Oh, yes. 

CLINE 

I seem to recall an entire article about— 

FLEISCHMANN 

No, it was Michael Tilson Thomas who conducted. 

CLINE 

Oh, okay. Well, I take it back, then. Because this was certainly cannon fodder 

for Bernheimer, this Star Wars thing. 

FLEISCHMANN 

Yeah, but it was still cannon fodder. I mean, so what? Why shouldn't we play 

this music if it appeals to a very large audience? [Why shouldn't we] take it out 

and try to bring the orchestra to a new audience? It also included some 

projections, I think, with Daphnis and Chlöe [by Ravel] and a couple of other 

things. It was definitely Michael Tilson Thomas. 

CLINE 

Oh, okay. Let me get the article here. This was the article from Los 

Angeles magazine. 

FLEISCHMANN 

Well, that's also not very reliable. [Fleischmann scans the article] 

CLINE 

I seem to recall that it described the scene at the stadium with the orchestra 

coming in and the big sound system being set up, and that Mehta was actually 

the one present to conduct. This is towards the end of his reign. 

FLEISCHMANN 

No, no. 



CLINE 

It wouldn't surprise me if it wasn't accurate. 

FLEISCHMANN 

I'd like to get a copy of this. 

CLINE 

Okay. 

FLEISCHMANN 

Oh, yeah: "They are on August 17th, 18th, and 19th, with Michael Tilson 

Thomas." 

CLINE 

I thought that it described Zubin Mehta being driven by a golf cart from the 

dugout or something. But you are saying that Mehta never conducted any of 

those concerts. 

FLEISCHMANN 

I'm pretty sure it was Michael. 

CLINE 

Anyway, that's really not the point I was headed toward. What I wanted to get 

toward was that if— 

FLEISCHMANN 

I'd love to get a copy of this. 

CLINE 

Okay. Did you find that reference to Mehta at all? 

FLEISCHMANN 

No. 

CLINE 

Okay, let me pause here. [tape recorder off] 

CLINE 

All right, we straightened it out. Zubin Mehta conducted at Anaheim Stadium, 

and Michael Tilson Thomas conducted immediately thereafter at the Bowl. 

FLEISCHMANN 

That's what it must have been. 

CLINE 

And some people tried to make a lot of this, that this was maybe somewhat of 

an undignified way to end a somewhat distinguished reign. And I can already 

tell, based on what you said earlier, that you probably would not agree with 

that. 

FLEISCHMANN 

I certainly don't. First of all, let's also be quite clear: John Williams is a damn 

good composer. He may write music in a style of an earlier period, but he does 

it brilliantly. That's number one. Number two, before the movies there used to 

be incidental music for plays. I mean L'arlésienne [by] Bizet, for example, 



[Beethoven's music for Goethe's] Egmont [op. 84]. All the great composers 

wrote incidental music. Great film music is like incidental music for a play; it 

underscores the action or reinforces it and so forth. So I cannot see where the 

basic criticism is valid. In the same program, I remember, we did 

Ravel's Daphnis and Chlöe, which is certainly not second-rate music. I still fail 

to understand what was wrong with playing to the largest possible audience, 

and not only because it brought the orchestra a lot of publicity and a little bit of 

money, but also because in any of these events there are always some people on 

whom the music makes a lasting impact, and they will come back again and 

again and get hooked on classical music, on symphonic music. So I fail to see 

what's wrong with it. I wish somebody would explain it to me. 

CLINE 

I know, for example, some other conductors or music directors across the 

country adopted this program for themselves, and others were very critical of it. 

FLEISCHMANN 

Well, the Star Wars concert concept went around the world. I wish I had 

patented it; I would have made a lot of money. It has been a very successful 

concert format, so I can't be all wrong. Music is a very rich and varied art, and 

there are all kinds of aspects to it. Luckily it's a wide-ranging kind of art, and to 

look down one's nose at good film music shows the worst kind of elitism 

imaginable, the worst kind of snobbery. 

CLINE 

I gathered from what you'd said earlier that Zubin Mehta himself was 

enthusiastic about it. 

FLEISCHMANN 

Very. 

CLINE 

Where I'm leading with this is that some people expressed concern with the 

departing of Mehta and the coming of Giulini, that this would somehow create 

more of an opportunity for you to have even more influence over the direction 

of the orchestra. Because it seems that you had been, I could say, scapegoated, 

but at least you had personified a certain direction or certain qualms that some 

people may have had with the direction of things. And given Giulini's distaste 

for administrative procedures, there was a little concern that sometimes started 

to come up in these articles that continued this image that we are talking about, 

this seemingly distorted picture of you. 

FLEISCHMANN 

Again we have this same sort of media distortion that we talked about earlier. I 

had never even— Nothing could have been further from my mind as to think 

of— How did you phrase it, that I would have more power? 

CLINE 



More influence. 

FLEISCHMANN 

More influence. Well, I was so excited to get a giant like Giulini to come here 

and what it meant musically and what it meant to the reputation of the orchestra 

nationally and internationally, what it meant to the self-respect of the 

musicians. I mean, these dwarfs, these pygmies who write this crap, they 

obviously cannot imagine, they have no idea what it means to have a great 

artist like Giulini heading an orchestra. Their values are totally different to 

those of— Certainly to mine. These are contemptible hacks. I have nothing but 

contempt for people who think this way. I mean, God—! It was one of my 

greatest strokes of luck ever, one of the most wonderful things that has ever 

happened to me, to be able to persuade Giulini to come and take over this 

orchestra.And don't ever think for one moment that he wasn't running the 

orchestra. He was tough. I mean, I had to execute his wishes. It was not in his 

nature to get involved in the day-to-day hurly-burly of things, but he laid down 

the law on programming, on personnel, on where we played, what tours we did, 

and so on. Giulini had very, very strong opinions. He was the boss. 

CLINE 

Yeah, we are going to talk more about that coming up. Did his coming in any 

way change your responsibilities in your position? Or did it continue pretty 

much the same? 

FLEISCHMANN 

It's not so much the responsibilities, but the workload was increased, because 

he was not in the office every couple of days the way Zubin was. I had to do a 

lot on my own. I also spent a lot of time with him at his home, long discussions 

about programming philosophy, about personnel, about soloists, and all that 

sort of thing. There was a lot more for me to do during the Giulini period, 

certainly. 

CLINE 

It seems to me quite ironic that when there was this concern arising it was also 

at the time when, as you pointed out in our last session, the securing of Giulini 

for this post was not only a great artistic achievement for the orchestra but 

certainly upped the credibility of the orchestra in the eyes of the rest of the 

world. Did you sense that this was very much the feeling of the orchestra at that 

time? 

FLEISCHMANN 

Oh, yes. They responded to him wonderfully. I mean, there were always a 

couple of people who didn't quite understand the intensity, the passionate 

nature, of his work, but as a whole they were tremendously— It gave them 

added self-respect. It was really good for the morale of the orchestra. 

CLINE 



What kind of changes did Giulini make when he took over? 

FLEISCHMANN 

He did make some changes in the front of the first violin section. Those were 

the most significant ones. Of course, his method of rehearsal was very intense. I 

think he was responsible for an increased warmth and— "Intensity" is the 

word, I think, particularly in the string playing. He did a lot of interesting 

things. [We did] quite a few television programs with him, not all of which, 

unfortunately, were seen in this country. They were produced for a German 

company, and unfortunately PBS [Public Broadcasting System]— Public 

television in this country is not terribly interested in the arts, and they didn't 

show many of these programs. It was really very sad. 

1.25. TAPE NUMBER: XIII, Side Two (November 18, 1999) 

CLINE 

Okay, we're back, with some of the unpleasant things behind us. Going back to 

the coming of Giulini, I wanted to ask— Obviously you were very personally 

acquainted with many of the world's greatest conductors, and before this 

amazingly serendipitous event happened with the securing of Giulini, how 

would you describe the sort of conductor you really were seeking at that point 

to replace Zubin Mehta, someone who had been with the orchestra for so long 

and developed such a relationship? 

FLEISCHMANN 

I was interested in getting the best possible conductor, and that could be a 

number of types. Someone obviously who was very much at home in the 

central repertoire and if possible also was interested in new things. The 

marvelous thing about running a fifty-two-week-a-year orchestra is that you 

can complement the work of the music director with guest conductors who can 

fill in those parts of the repertoire that the music director doesn't do or doesn't 

like to do or doesn't do particularly well. I was always interested in getting the 

best possible person all-round, because I knew that the best possible person will 

continue to improve the orchestra's playing, enrich the repertoire, make 

interesting programs, be an interesting public figure.That doesn't mean to say 

that he has to go and speak at Rotary [Club]luncheons and ladies' gatherings all 

the time, by any means. I believe that much of that job has to be done by the 

executive director and maybe by some board members. One of the better things 

about my becoming a bit of a public figure was in fact that I could speak at 

Rotary luncheons and ladies' teas, and they would be quite happy, it seemed, to 

see me there and not the music director. It is a way of protecting the music 

director. In the end I do believe the music director's job is to make music, and a 

conductor needs to be given time to live, to grow, and to study. If a conductor 



is going to have his hands full all the time fund-raising and doing all the social 

things, there is always a danger that the music will suffer. At one stage one was 

hoping that Simon Rattle would become music director here, but one of the 

reasons he didn't want to was in fact a fear that all these extramusical activities 

would encroach on his work as a musician. So there is no stereotype of a 

conductor I have in mind.There are so many different kinds of great 

conductors. I mean, we've worked with [Pierre] Boulez, with [Kurt] Sanderling, 

and with [Leonard] Bernstein, for example, three totally different but totally 

great musicians. Bernstein: the complete musician, who put all of his humanity 

into his music, as well, was a terrific artist, a terrific brain. Boulez: the thinker, 

the visionary, the analyzer, but who still has a warmth as a human being that 

comes across if you listen to him conduct Mahler [Symphony no.] 9 [in D], for 

example. [tape recorder off] And Sanderling, who was the rabbi, the wise 

teacher, who lived, breathed music. Great humility. For example, I asked him 

to conduct the Eroïca [Symphony no. 3 in E-flat, op.55, by Beethoven]once, 

and he said, "I haven't conducted it for many years, ten years or more, and I 

don't know whether I can conduct it. It is such a difficult symphony. Give me 

some time. I'll let you know in six months' time. I'm going to restudy it." So he 

studied it, and six months later he called me and said, "You know, I have really 

been looking at the Eroïca very intensively, and I don't think I'm up to it." 

CLINE 

Wow. 

FLEISCHMANN 

This tells you a lot about the man.They are all great conductors, all different. 

All would have been wonderful as music directors, and we are lucky to have 

worked with them all. They have all given the orchestra something very 

special. 

CLINE 

You mentioned in an earlier session that different conductors help teach the 

orchestra different things and increase their experience and their talent, and you 

brought this up into the present with [Esa-Pekka] Salonen. What do you think 

Giulini had to offer the orchestra that could build on what Mehta had laid as a 

foundation? 

FLEISCHMANN 

He gave the orchestra a real enrichment in their approach to the standard, 

particularly the nineteenth century, repertoire: Beethoven, Brahms, Mahler 

[Symphony no.] 1 [in D, Titan], Mahler 9, and of course something fairly new 

for the orchestra, Verdi and Rossini. To do a Verdi or Rossini overture with 

him, it was an absolute revelation for the musicians. Then the crowning glory, 

in 1982, a production of Falstaff [by Verdi]. 

CLINE 



Yeah, we're going to talk about that later. 

FLEISCHMANN 

Total joy. He really enriched their musical experience, broadened it and 

deepened it, and I think he gave them a new respect for the music because of 

his awe in front of the music. In that he had a lot in common with Sanderling. 

CLINE 

Who also, from what I've been able to tell, was one of the orchestra's favorite 

guest conductors.At the time there were a couple of assistant conductors. We 

talked about Calvin Simmons, and there was also Myung-Whun Chung at this 

time. Were they able to assist in the broadening—? 

FLEISCHMANN 

Calvin had his own brand of brilliance. He was young, but he was getting better 

all the time. He was a fine musician, and music came easily to him and he 

loved it. He was also a delightful person. I think he would have been the next 

really important American conductor had he lived.Chung, a very talented 

musician, indeed, a very fine pianist he was before he started to conduct. He 

wanted to work with Giulini, which was to his credit. How can I put it? It was 

very difficult to make programs with him. Why? He was a slow study, but he 

was also very concerned about his own musical persona, shall we say. Maybe 

overly so? Yet when Giulini's wife [Marcella Giulini] became ill and Giulini 

had to cancel three weeks of concerts, I was obliged to offer them to Chung as 

the assistant conductor, who presumably had understudied and studied the 

pieces that were being programmed by Giulini. I thought maybe he will take on 

at least one program and then we will find guest conductors for the others. No, 

he took on all three programs, and this was a terrible mistake, because he could 

obviously not know them that well yet. He'd never conducted some of the 

pieces before, and he wasn't Giulini. The orchestra was very disappointed in 

him—I mean, partly unfairly I think. Chung has gone on to a pretty good 

career. 

CLINE 

He went into a very contentious situation with the orchestra at the Bastille 

Opera of Paris. 

FLEISCHMANN 

Well, he did pretty well there, but something has happened to him as a human 

being. He has become very self-centered. And even in his conducting, when the 

musicians— I've spoken to musicians in other orchestras—in Cleveland, in 

Philadelphia, and even New York—and they find him very difficult to follow. 

He doesn't look at them during the concert. His eyes are closed or whatever it 

is. As a human being he— Well, let's say that he has not been re-engaged by 

any of these major American orchestras.I tried to get him to come back here. 

He was hurt a lot, because I felt it was necessary to his development as a 



musician for him to hear from the musicians what they found lacking in him, 

that it might help him. I therefore arranged some meetings between a 

committee of musicians and him so that they could speak openly, because he 

wasn't happy, they weren't happy. I think he took that very badly. He resented it 

rather than using it as a learning experience. So for many, many years he just 

refused to come back here.Finally I persuaded him to do so— I mean, I went to 

see him in Italy and in Paris. In the meantime, he got a recording contract with 

Deutsche Grammophon, who wanted him to record in Cleveland and 

Philadelphia and not Los Angeles. So he conducted those orchestras and chose 

not to do any concerts with us, because it wasn't worth his while if he couldn't 

make records with us. Finally he accepted a week. This was about two years 

before the date, and six months before he was supposed to come back here he 

cancelled again. I felt it was not worth pursuing him any further. I have had 

these reports from other orchestras too that he is just not very loyal, and also 

that even now musicians have difficulty following his beat, that nothing 

happens, that his face is really blank when he conducts. 

CLINE 

That's too bad.Were you offered the chance to go to New York with Zubin 

Mehta? 

FLEISCHMANN 

No. I was invited to go to New York when Boulez was there. They have a 

president and a general manager, and I was invited to go there as general 

manager with a view to becoming president when the president retired, but it 

was too early in my time here. 

CLINE 

Then Zubin Mehta went on to New York, and you stayed here with Giulini, and 

we will talk more about Giulini in our next session. 

1.26. TAPE NUMBER: XIV, Side One (December 2, 1999) 

CLINE 

We were talking last time about the Giulini years with the Los Angeles 

Philharmonic Orchestra. In the way of a follow-up question from last time, one 

of the things that I'd like to talk about is that you mentioned how, despite a lot 

of negative press that had come out locally about things going on in your office 

at the Philharmonic, you had some senior staff who stayed with you for many 

years and in fact were reluctant to stay after you left. Can you name some of 

these people and say a little bit about them and who they were? 

FLEISCHMANN 

There's the wonderful Norma [L.] Flynn, who was the publicity director and 

who has been with us for well over twenty years. She is a person of tremendous 



strength, and also she is extremely well liked by the media, which is obviously 

a great advantage in her position.There's Leni [Isaacs] Boorstin, who is the 

director of community and government affairs. In fact, she has continually 

taken on extra responsibilities. She is a person of incredible calm and strength, 

also very, very smart, very good with the politicians. It's a very critical position. 

Her relationships with the [Los Angeles] County Board of Supervisors and 

their staff are amazing. Through a number of different supervisors— First Ed 

[Edmond D.] Edelman was the supervisor for the district that included the 

[Hollywood] Bowl, and then there was Zev Yaroslavsky, and then, of course, 

Gloria Molina, whose district includes the Music Center [of Los Angeles 

County]. All five of them. The Philharmonic has some of the best relations of 

arts institutions, and Leni is really responsible for that.There is Vanessa Butler, 

who is the director of promotions. These are all people who have been with us 

fifteen or twenty years. Vanessa is another smart person and has got us many a 

wonderful deal on the marketing side. There are plenty of them. Gene 

Pasquarelli, chief financial [and administrative] officer. Emily Laskin, the 

director of development. These people are wonderful in their jobs and 

extremely loyal, and they've developed a great pride in working with the 

Philharmonic. These are all senior people, and they've remained good 

friends.During the difficult times after I left, difficult times with my successor 

[Willem Wijnbergen], some of them were tempted to leave. They have stayed, 

and I suppose in some small way I helped persuade them to stay on and not 

give up, because we needed them so badly at a time when things weren't going 

so well. The staff has really hung in there in a wonderful way.Then there are 

alumni, people who have been with me for a good number of years who went 

on to hold positions of tremendous importance. Robert Harth, who was my 

number-two for ten years, is now the president—very successful—of the Aspen 

Music Festival and School. Deborah [R.] Card, who was the orchestra manager 

for many years, has made a great success as the executive director of the Seattle 

Symphony [and] helped to build a hall. Ara Guzelimian, who was artistic 

administrator for about ten years, first became the artistic administrator at 

Aspen, and now he is the artistic adviser for Carnegie Hall, where he plays a 

very crucial role. There are more junior alumni all over the place. And these 

have all remained good friends.These are the good people. The ones whom I 

got rid of—and there are not too many—were just not up to snuff in the work 

they did. I really think this is one area where the media have tried to 

sensationalize something out of nothing. 

CLINE 

And undoubtedly there had been changes in the board of directors during the 

period leading up to the Giulini years. Where there any such changes that 



changed your relationship with the board? Or did it run pretty much as it 

always did? 

FLEISCHMANN 

No. Last night I had dinner with David Maxwell, who was the treasurer for a 

good number of years before he left Los Angeles to run Fannie Mae. He 

became one of my very best friends. And some of the older board members 

have been there for a long, long time. I was very, very lucky in that I had 

wonderful support on the board all through the period I was there. And I made 

some really worthwhile friendships, first with people like the late Olive 

Behrendt and the late Bronislau Kaper, who were great, great individuals.There 

are some who are still on the board, like Rocco [C.] Siciliano, Royce Diener, 

Norman [H.] Lee, Michael [J.] Connell, and before him his father John 

Connell, Joe [C. Joseph] LaBonté, and in later years the amazing Bob [Robert 

S.] Attiyeh—oh, what a great guy—these are people who have really devoted a 

lot of time and in many cases money (Bram Goldsmith, another one) to the 

Philharmonic very unselfishly. It's the sort of exemplary kind of board person 

that we have, incredibly supportive and noninterfering as long as things were 

going okay. 

CLINE 

How do people become board members? 

FLEISCHMANN 

They are invited, and they are interviewed. Not everybody who wants to come 

on the board is invited to come on the board, let's put it that way. There is 

always a fairly rigorous interview process. And they have to make certain 

commitments, both financial and of time. 

CLINE 

Speaking of financial matters, during the Mehta years there was an increase in 

government funding for the arts, and then at the beginning of the Giulini years 

a recession began, and there started to be a lot of government cutting of money 

for the arts and things like this. How did the fluctuation in state funding and 

government funding affect the financial picture of the Los Angeles 

Philharmonic at this point? 

FLEISCHMANN 

Not very much, because even at its height government funding didn't amount to 

more than one, one and a half percent of the budget. It has never been a 

significant factor—but a very useful one. We have been fortunate in that both 

the National Endowment for the Arts and the California Arts Council have 

always evaluated the Philharmonic in their top category, and we've always 

gotten the top money in the category.The county funds were cut very severely, 

largely because the [Los Angeles] County Performing Arts Commission 

wanted to spread the limited funds they had over a lot more organizations, so 



they took money from the Philharmonic and gave it to a lot of smaller 

organizations. 

CLINE 

This period also saw an increase in educational activities for the orchestra, and 

I wanted to know if you could describe what some of those were and how much 

you were involved in their genesis and in their maintenance during these years. 

FLEISCHMANN 

First of all, the traditional educational concerts, Symphonies for Youth. When I 

came on board I found them absolutely boring. Also, the music superintendent 

for the school district always used to come on stage before the concert and say, 

"Now, children, remember you are in a concert hall. You have to behave 

yourselves. Keep quiet," and all that sort of stuff, which immediately put a 

damper on the proceedings. I actually asked him not to do that in the future, 

and he complied.Then I tried to develop programs that have ideas behind them, 

themes, etc. What used to happen is that they just picked up a few pieces or 

movements that the orchestra had played during the week and played them on a 

Saturday morning instead of putting together programs that have a theme to 

them, tell a story, etc., that could engage the minds of the kids.Then, of course, 

there was this great opportunity, the Hollywood Bowl, which wasn't being used 

at all for children. My first year, together with wonderful help from the woman 

who I think was the president of our volunteers, Helen Wolford, we started the 

summer arts activity at the Bowl called Open House at the Bowl. This consisted 

at first of forty-five-minute performances, fifty-minute performances, in music, 

dance, storytelling, jazz, little theater pieces, and so forth. After a few years we 

added workshops, if possible related to the performances that took place. This 

has proved to be exceedingly helpful and popular. They're always packed 

houses. The idea was that the kids would come to one of these performances in 

the box office circle and then go down into the Bowl and listen to the orchestra 

rehearsing so that they can at least have some idea of what a symphony 

orchestra looks like and sounds like.Unfortunately, the Philharmonic is going 

through some tough financial times. In the fifteen months that my successor 

worked there he accumulated an enormous deficit, spent a lot of money in the 

hope of selling more tickets, but didn't actually. Ticket sales didn't come 

anywhere near the budget forecasts while his expenses went up considerably. 

So in fifteen months what was a pretty healthy financial situation turned into a 

really dicey one, and I fear they may have to put Open House on hiatus if they 

can't find a funder. There used to be a funder, but they have now withdrawn, 

which is unfortunate.I also felt that, okay, we are providing educational 

programs, going into schools, doing our Symphonies for Youth, Open House at 

the Bowl, etc., for young children up to the age of about ten or eleven. Then, of 

course, we were providing musical services for adults. It was the in-between—



high school, college kids—that we weren't really reaching. So I started 

something called A Night Out at the Music Center, A Night Out at the 

Philharmonic. These were low-priced symphony concerts, a full symphony 

program but with programs designed to appeal to teenagers and young adults—

you know, Stravinsky, The Rite of Spring, Mahler symphonies, things like that, 

at the cost of a movie ticket. It was wonderful to see kids dress up to the 

hilt.They really took it as a night out.To develop an audience we had a contest 

between schools. The school that sold the most tickets for A Night Out at the 

Music Center got a visit from the Philharmonic to its campus and, if necessary, 

also some career guidance from Philharmonic staff, etc. That worked quite 

well. And as part of the Night Out project we also started a high school honors 

orchestra. We auditioned kids from high schools all over the greater Los 

Angeles area and gave them about two months' worth of coaching, sectional 

rehearsals every Saturday morning or Saturday afternoon, and then this honor 

orchestra played one of the pieces at the Night Out and also played a piece 

sitting next to the Philharmonic musicians, which is— In most cases you get 

students sitting next to their teachers. It was pretty wonderful.Another 

educational initiative I began, and this I founded together with Leonard 

Bernstein, was the [Los Angeles] Philharmonic Institute for young conductors 

and instrumentalists. Again, it worked like a dream. We managed to attract a 

very high level of student. Of course, the name of Leonard Bernstein didn't 

hurt. He came and worked with the Institute for the first two years. Then 

Michael Tilson Thomas took over as director, and after him Lynn Harrell, the 

cellist. We ran it for ten years, and then it became a victim of the financial 

situation during the recession.The idea was for various conductors and soloists 

who came to perform at the Bowl also to rehearse and, if possible, perform and 

coach the students in the Institute, and they got wonderful tuition then. We got 

very good teachers. Joseph Gingold was head of the violin faculty, and Lynn 

Harrell, cello, and members of the Philharmonic did a lot of the coaching of the 

winds and the brass, etc. Each year the Institute orchestra gave a number of 

concerts in the Bowl, including one where they played sitting next to the 

Philharmonic musicians—wonderful sounds, two hundred and some musicians 

playing, oh, something like Bernstein conducting Francesca da Rimini, with 

two hundred plus musicians. You can imagine, the sound was just 

staggering.Anyway, those are some of the education initiatives. Of course, we 

sent ensembles into classrooms—string, wind, brass, percussion ensembles. For 

a time we had a project called Composer in the Classroom. First of all, we 

trained teachers to help us with this, and it was always supervised by a 

composer. Each semester we chose a different school where the composer and 

some members of the orchestra went into a classroom and analyzed—I mean, 

"analyzed," that sounds very highfalutin— explained to the kids how a 



composer puts a piece of music together. It was really interactive. Got the kids 

to write a piece, which they then performed at one of our Green Umbrella 

concerts. It is pretty useful. It is on hold at the moment, but I think it is coming 

back. 

CLINE 

And of course we had talked about the [Los Angeles] Philharmonic New Music 

Group, which was also founded during— 

FLEISCHMANN 

Well, that's not so much educational. 

CLINE 

No, this is a separate thing. Because this also happened at the same time, and 

the Green Umbrella concerts were part of their activities. Speaking of 

education, though, since you mentioned you had people going into the 

classrooms, even though the educational activities of the orchestra may have 

continued fairly consistently, the musical activities in the classrooms here in 

Los Angeles certainly did not—very much the victim of massive budget cuts, 

largely due to Proposition 13 and other things. How did that affect your 

activities? And what were your feelings about that? 

FLEISCHMANN 

We had to do all the more. Obviously, my feelings were pretty explosive. I 

think music and the arts should be so much a part of our lives that they should 

be a normal, natural part of our education. But when these budget cuts 

happened in the school system we increased our activities tremendously. That's 

when we started really sending ensembles into the classrooms and providing 

educational documentation to the teachers. The idea was the ensembles went 

into the classrooms, prepared the kids for visits of the orchestra to their school, 

and in many cases then the kids could relate to the musicians who had been in 

the classroom, and then they saw them in the orchestra. It just made them a lot 

more involved. We ended up with one of the most active educational programs 

of any orchestra in the country, a good education department, and we put a lot 

of money into it and a lot of time, a lot of thought. Still not enough.I am 

wrestling with a proposal to create an organization that will send a professional 

musician, whether it is an orchestra musician or somebody who is a soloist, into 

every classroom in the country—in the world, in fact. To bring that about I am 

going to propose that every member of a full-time orchestra, of a fifty-two 

week contract orchestra, should donate a week each year to go into the 

classrooms and really try to turn the kids on to music. Not to do dry-as-dust 

kind of theoretical classes but to play the hottest possible recital. To make the 

kids realize that sport at its highest level and musical performance are pretty 

much related, and they both need an enormous amount of practice and 

discipline, and both then lead to superhuman achievements. The same thing 



should hold good not only for orchestral musicians but for every soloist who 

earns above a certain level, whether it's a quarter of a million [dollars] or so, to 

be required to devote one week each year towards giving free performances 

right in the classroom, not in a big assembly. It's the one-on-one intimate 

contact that would make all the difference to try to excite the kids about 

classical music. What do you think? 

CLINE 

It makes me actually think back to when I was in elementary school and they 

sent in one of the city music teachers to interest people in starting an orchestra 

at my elementary school. She was a flute player, and she came right into the 

classroom and started playing the flute, which most people in the classroom 

had never heard. I have to admit that it made me want to take up an instrument 

at that point. I took up the clarinet, which I wound up not liking, but I did have 

some experience playing in a terrible elementary school orchestra. But just her 

going in and playing in the middle of the room in that small environment really 

was pretty galvanizing, and I would imagine someone who is much more gifted 

and had much more of a real sense of musical vision would be really helpful. 

FLEISCHMANN 

That's why I think it has to be soloists and members of full-time top orchestras. 

CLINE 

Also, I wanted to mention that during this time—obviously going back to the 

New Music Group briefly—it seems an interesting time to start the New Music 

Group.I didn't know if there was any significance to when it was started with 

William Kraft, but it was during the Giulini years that it was started—Giulini, 

of course, being known mostly for conducting nineteenth-century repertoire. 

Was there any significance to that? Or was it just something that happened at a 

fortuitous time? 

FLEISCHMANN 

It actually grew out of a series of concerts that I put on called Composer's 

Choice. Well, before that we did a new music series—what was it called?—at 

the Ahmanson Theatre. I remember one of the pieces we did was [Hans 

Werner] Henze's Essay on Pigs. I had at that time a secretary who wrote a letter 

to the board accusing me of being antipolice for putting on the a piece 

called Essay on Pigs.It has absolutely nothing to do— It was the Vietnam 

[War] era. I mean, this woman was completely obsessed with— She turned out 

to be one of those women who saw a commie under every bed. We did a series 

of concerts of new music at the Ahmanson Theatre. Gerhard Samuel, who was 

an assistant conductor with us, conducted most of them. Then came Composer's 

Choice—that was in the early to mid-seventies—where we invited composers 

to put together a program not only of their own music but music that had 

influenced them.It became quite clear that there was a need to have really first-



rate performances of new music in this city. Of course, the Monday Evening 

Concerts do a terrific job, but performances used to be rather variable. There 

just wasn't enough money for rehearsal and so on. The whole point about the 

New Music Group was that there would be adequate rehearsal, and we would 

work with new music specialists. It started with Bill Kraft, and after him John 

Harbison. But we invited people like Pierre Boulez, Oliver Knussen, to come 

and conduct, who are, of course, the best in the world in their field. At first I 

thought that not many members of the orchestra would be interested, but it is 

amazing how more and more orchestra members wanted to play in the New 

Music Group. It added to their heavy work schedule, but they found it exciting 

and interesting. Over the years they developed incredible skills in tackling very 

complicated types of new music so that nowadays the New Music Group is one 

of the crack new music ensembles in the country.One other educational activity 

which I think is very important that I started was— I have always felt that 

audiences tend not to get everything out of a concert that they could, that 

audiences by and large don't come with a lot of music education in their bag, 

that if they were helped more, prepared more, for the concerts they would get 

more out of them. We started a magazine called Upbeat, which we sent to our 

subscribers every month, which had interesting articles about music and artists 

they were going to hear in the following month. But much more important, I 

felt, instead of having isolated—they were called symphony previews at Friday 

matinees—we needed top-rate introductions to the programs by the very best 

possible people before every concert. So we started Upbeat Live. We were the 

first in the United States to start this kind of activity. I thought, "Well, we'll get 

about 150, maybe, if we're lucky, 200 people to come to these things," which 

start an hour before the concert. To my surprise, we get anywhere from 600 or 

700 to 1,200 or more. It's amazing. Even after all these years—it must be 

twenty years now—we get these enormous crowds.You know, something 

interesting happened. The audiences here used to be fairly noisy—coughing, 

turning pages of their programs, rattling their jewelry, and so on. Well, you 

could even notice it after the first week: right from the beginning of Upbeat 

Live the audience was listening much more quietly, with much greater 

concentration, because a large part of the audience is listening for something 

and that seems to infect the others. 

CLINE 

The first one was done by Mary Ann Bonino, is that right? Does that ring a 

bell? 

FLEISCHMANN 

I can't remember. 

CLINE 

Who is now well known for her work with the Da Camera Society. 



FLEISCHMANN 

I know she did a lot of them. Robert Winter did some originally. Anyway, it's 

been a very, very useful development. Now, of course, quite a few orchestras 

do the same thing. That's good. 

CLINE 

Related to that and related to the New Music Group, what was the audience 

response like for the increase in new music activities, not only with the New 

Music Group but with the Philharmonic in general, due to these preconcert 

lectures? Did you notice any difference? 

FLEISCHMANN 

The New Music Group gets a steady audience. Nowhere in the world does new 

music attract a large audience, except for Phil [Philip] Glass, Steve Reich, and 

on the other side Arvo Pärt and, I am delighted to say, Pierre Boulez, whose 

music is much more difficult to approach. There is a steady audience for the 

New Music Group. And if there is something particular— I mean, when Boulez 

comes, of course, it's sold out.As far as mixing new music into our subscription 

program, Zubin Mehta did that already. Under Giulini and [André] Previn there 

was less or very little, but with [Esa-Pekka] Salonen, of course, there is a good 

mixture. The audience is sort of divided. When we have done audience surveys 

and asked them about contemporary music—too much, too little, or just 

enough—they were sort of evenly divided between too much and too little.My 

successor reorganized the subscription programs and put all the new stuff into a 

specific series and all the traditional stuff into a specific series. Well, you don't 

need to be an expert to predict what would happen, that people pulled out of the 

new music series and changed to the traditional series. I think it was a terrible 

mistake. The whole point about a subscription series is that you get some big 

box office attractions together with some lesser-known music and lesser-known 

artists and discover— So many people are so glad when they hear something 

different. Many people don't want to hear the same damn thing week after 

week, year after year. 

1.27. TAPE NUMBER: XIV, Side Two (December 2, 1999) 

CLINE 

We are talking about Los Angeles and new music and the changing in the 

programming in the various periods here with the L.A. Philharmonic. I was just 

saying that it's unusual, that you look at the Los Angeles Philharmonic, and it's 

one of the few orchestras that has a new music group component— 

FLEISCHMANN 

I think the only one. 

CLINE 



It certainly was the first of its kind to do so back in the early eighties. Yet 

people don't think of L.A. when they think of new music. I don't even know if 

people in L.A. think of L.A. when they think of new music. I think people tend 

to think that Los Angeles has a fairly unenlightened and somewhat 

conservative audience. Do you think there's anything to that? 

FLEISCHMANN 

The audience is conservative and unenlightened, but so is the audience in many 

other places. I think the audience for new music everywhere, unfortunately, is 

limited, and so it is in Los Angeles. But there is a lot of interesting new music 

activity here. The Evenings on the Roof, which led to the Monday Evening 

Concerts, is one of the oldest and best series of its kind in the country. Pierre 

Boulez came here in the fifties and conducted works that were totally new at 

the time.Stravinsky had first performances here. In fact, he dedicated his 

instrumental miniatures to Lawrence Morton and the Monday Evening 

Concerts. Lawrence was the intrepid and wonderful director of those concerts.I 

don't think it's fair to single out Los Angeles as being overly conservative, but 

we have to realize that symphony audiences are extremely conservative, that in 

Los Angeles there is an absolute plethora of other entertainment possibilities. 

Except for New York, nowhere do you have this enormous number of different 

types of entertainment, almost all of which is, shall we say, after a hard day at 

the office a lot easier to come to grips with than a symphony concert. I think we 

have more venues for rock and pop than anywhere else, including New York. 

So we are constantly, constantly competing against so many forms of 

entertainment, and I am sure that impacts on the size of the core audience for 

symphonic music. 

CLINE 

Hence all your efforts to educate the audience, which has to help.Speaking of 

rock music, pop music—we've talked about it before in connection with the 

L.A. Philharmonic, particularly earlier in your years with Zubin Mehta—what 

are your feelings about that kind of music? Do you have any feelings about it at 

all? 

FLEISCHMANN 

What, you mean a symphony orchestra playing—? 

CLINE 

No, just the music in general. Particularly since you had children, I imagine 

they listened to this music, and you had to have heard a fair amount of it. 

FLEISCHMANN 

Well, there is terrific rock and there is lousy rock. There's terrific classical 

music and there is boring classical music. Same goes for every kind of music—

jazz, whatever. But there is a lot of interesting stuff that has been created. I 

think in recent years, since the end of the Beatles and the aging of the Rolling 



Stones, the end of the Doors and Pink Floyd, there has maybe been less 

adventure, less imaginative creativity, but I'm sure some others will arise, as it 

were. 

CLINE 

Speaking as we were last time about this move into the Giulini years, I had a 

couple of questions. First off, I know that you made it a lot more possible for 

the orchestra to voice its opinion about things and have some say and be heard. 

Did they have any strong feelings about people they would have liked to have 

seen become the music director after Mehta's departure? 

FLEISCHMANN 

After Previn had been here for some time there was quite a large section of the 

orchestra who became disenchanted, bored. They felt they weren't making any 

progress. But that was the only— There was a short period where the orchestra 

was a bit upset with Zubin, but that didn't last. But there was a definite feeling 

that Previn's heart wasn't in it, or that they felt there was a lack of leadership, a 

lack of energy. They weren't making progress. 

CLINE 

Did they get to have any sort of say? Did they put their two cents' worth in that 

they would like to have this guy if it were possible? 

FLEISCHMANN 

Well, when we talk about the Previn years maybe I'll explain how that worked. 

CLINE; But this didn't happen leading into Giulini's years? There weren't 

people saying that "We would really like," say, "[Kurt] Sanderling" or—? 

FLEISCHMANN 

No. 

CLINE 

Were there a lot of artists' agents or managers lobbying to get their artists into 

this position at the time Mehta had announced his departure? 

FLEISCHMANN 

No, because I think they all realized that we'd make up our own minds. Nothing 

in what an agent or a manager says. 

CLINE 

They don't start just hammering away anyway? 

FLEISCHMANN 

No, because it would have the opposite effect. They're smart enough to know 

that. 

CLINE 

You explained a few sessions ago about how one of the reasons you were able 

to entice Giulini was this straightening out of his tax situation with regard to his 

salary and how this might be worth his while. How much did you have to 



financially really sweeten the pot, as it were, to attract Giulini into becoming a 

music director and taking on those responsibilities? 

FLEISCHMANN 

No more than we would have had to do it with anyone who was worthwhile. 

There is a sort of going rate. But music directors are expensive—good ones. 

CLINE 

Giulini was known for having very specific requirements when it comes to the 

amount of performing he likes to do, the amount of rehearsal he likes to have, 

the number of recordings he does per year. Was his output of recordings with 

the L.A. Philharmonic smaller than past music directors? 

FLEISCHMANN 

Not really. Over the years the market for new recordings shrank somewhat. But 

we recorded a lot with Giulini, and, what is more, we recorded a lot of standard 

repertoire: Brahms [Symphony no.] 1 [in C-minor, op. 68] and 2 [in D, op. 73], 

Schumann [Symphony no.] 3 [in E-flat, op. 97, "Rhenish" Symphony], 

Beethoven [Symphony no.] 5 [in C-minor, op. 67], Ravel's Rapsodie espagnole, 

a lot of standard works which we hadn't recorded for a while. Then we 

recorded Falstaff [by Verdi], the opera, with him. We recorded Tchaikovsky 

[Symphony no.] 6 [Pathétique], Debussy's La Mer, etc. It was quite a bit of an 

output. The Eroïca [Symphony no. 3 in E-flat, op. 55, by Beethoven], a 

wonderful recording of the Eroïcaand Beethoven 5; they are really 

tremendous.Late last night on the radio, on Jim Svejda's show [The Record 

Shelf], he played Brahms's Second [Symphony] conducted by Giulini, L.A. 

Philharmonic. It was very interesting to listen to it again after all this time, how 

free with tempo and rubato Giulini was, much freer than I had remembered. It 

sounded, I must say, a little mannered at times. I was surprised. It didn't sound 

totally spontaneous, whereas at the time he was such a compelling presence on 

the podium that it was totally spontaneous.We also did a lot of television with 

Giulini. 

CLINE 

Right. There were some Getty Oil [Company]-funded projects.Also, it is sort of 

normal during any sort of transitional phase for people who are enthusiasts, 

followers, in this case the audience, to slightly drop off. Did you see any of that 

when you were moving from the Mehta years into the Giulini years? Any 

audience drop-off? 

FLEISCHMANN 

No, Giulini was very big box office. The drop-off occurred with Previn. 

CLINE 

Right. We'll get to that.Also regarding Giulini, around the time of his 

appointment, just coincidentally, there was a lot of flap with certain critics, 

certain people, writers, whatever, and it became a subject of an American 



Symphony Orchestra League panel that was reported in the press: the idea that 

there were not enough openings in the conducting world with major orchestras 

here in the United States for American conductors. A kind of American 

conductor chauvinism started to arise, and in fact you were part of that panel of 

the American Symphony Orchestra League. Obviously you were clear in your 

response, that this was not something you thought really should be an issue. 

But was this something that was considered at all during the time that you were 

thinking about a music director, these sorts of outside considerations? 

FLEISCHMANN 

Not at all. What we wanted was the best possible conductor who fulfilled all 

our needs—first of all musical, then also to give the orchestra stature and to 

attract an audience and get us recordings and tours and stuff, all of which 

Giulini did and did magnificently. 

CLINE 

Do you think there is any reason to give that argument credence at all? 

FLEISCHMANN 

No. 

CLINE 

Do you think it has any importance? 

FLEISCHMANN 

No, because— I mean, look at Germany. Germany's top orchestras are 

conducted by foreigners: the Berlin Philharmonic, first [Claudio] Abbado, and 

now Simon Rattle; the Munich Philharmonic, [Sergiu] Celibidache and now 

James Levine; the Bavarian Radio Symphony, first Colin Davis and now Lorin 

Maazel. Germany, the great musical country, isn't producing conductors. We 

are doing better in this country, much better. 

1.28. TAPE NUMBER: XV, Side One (January 14, 2000) 

CLINE 

We were talking last time about the years Carlo Maria Giulini spent with the 

Los Angeles Philharmonic. 

FLEISCHMANN 

Right. 

CLINE 

I had a few questions I wanted to ask about Mr. Giulini and your work during 

his tenure as the music director of the L.A. Phil. First, we have gotten 

something of a sense of your relationship with Zubin Mehta and the closeness 

that you had with him while he was here. Of course, he is the one who in fact 

brought you here. How would you describe your relationship with Maestro 

Giulini? 



FLEISCHMANN 

I would say that if Zubin was my brother, Giulini was my father. It was more of 

a father-son relationship, but it was pretty close. We saw each other daily when 

he was here and, as you know, two years after he arrived I bought a house 

directly opposite him. So I was very often there for breakfast—certainly for 

lunch— to eat Mrs.[Marcella] Giulini's pasta, which would be made fresh every 

morning. I remember that fabulous pasta. And I also remember he taught me to 

pour red wine over vanilla ice cream, which makes for a great dessert. 

CLINE 

Really? 

FLEISCHMANN 

Yes, that was his favorite dessert. 

CLINE 

Never heard of that. This answers the question I was headed for, since I knew 

you lived across the street from him eventually. So you did see a lot of him, 

then? 

FLEISCHMANN 

Actually, it was rather interesting how I came to get this house. I wanted to 

move closer to work. I was spending too much time on the freeway. So I 

looked in the Hollywood Hills, but I really didn't seem to be able to find 

anything. I was with the realtor, and I said, "Look, is there something that is 

maybe a little more expensive than my price bracket is?" So she said, "Oh, 

something just came on the market today on the best street in the Outpost." It 

happened to be Maravilla Drive, and I got very worried. And we drove up 

there—here—and indeed it was the house opposite Giulini. I rang the bell, and 

the person opened the door, and I walked in, and I felt this is the house I 

want.What is more, I found out that the owner [Warren Leslie] had been the 

chairman of the board of the Dallas Symphony when Georg Solti was the music 

director there. Solti had a fairly close but uneasy relationship with Giulini, 

because when Solti was music director of the Chicago Symphony Giulini was 

principal guest conductor. And I think there was always a little bit of a— 

CLINE 

Bit of a rivalry? 

FLEISCHMANN 

Yes. [laughs] Yes, yes. Anyway, above all I thought, "Can I, should I, live 

opposite Giulini? What will he feel?" So I went across the road and rang the 

bell and saw him and said, "You know, I really like the house across the road, 

and I was thinking about buying it, but I don't know how you would feel having 

me live on top of you, as it were." He said, "I would be delighted." So he 

seemed genuinely delighted. And we saw each other from then on daily. It 

made working together— I mean "daily" whenever he was in Los Angeles, 



which was for about four or five months or so of the year. He and his wife and 

then usually one of his sons was here. He has three sons. It really made our 

work together very much easier. Every conductor and managing director should 

live across the road from each other. [laughs] 

CLINE 

Do you have a sense of what Giulini thought of Los Angeles? 

FLEISCHMANN 

He loved the ocean and the mountains. He didn't venture much into other parts 

of it except to the Music Center [of Los Angeles County] or if we played 

Orange County. I don't think he got to know a great deal more of Los 

Angeles.He was quite a homebody. The relationship between him and his wife 

was very close, so that when she became ill, when she got this aneurysm on the 

brain, he felt dreadfully guilty, because she had done everything for him in the 

past. She had washed his shirts, ironed his suits, cooked his food, negotiated his 

contracts. 

CLINE 

Oh, really? 

FLEISCHMANN 

I mean, she was certainly involved in it, she and her son. There was no agent in 

between. 

CLINE 

Which son? 

FLEISCHMANN 

It was one that had a clothing store at the time in Canada. Franco [Giulini] was 

his name. Because she had done everything for him, he now felt that he would 

need to do everything for her. He is a very emotional man, intense person. I 

think he suffered deeply through her illness, and that is what eventually caused 

him to have to resign from his position here and also give up any sort of 

conducting in the United States—or as he said, anywhere more than an hour or 

ninety minutes away from their home in Milano. One exception was London, 

where he said, "Well, it takes an hour and forty minutes to fly from Milan to 

London," and he said, "There are enough flights every day that if anything 

happened I could be back in no time."Everybody was obviously very, very sad 

when he had to resign, because, although he didn't conduct more than about ten 

weeks of the season, he was still with the orchestra in addition for tours and 

recordings. He also usually conducted a number of concerts in the Hollywood 

Bowl, which was very strange, because he never had conducted in the open air. 

But I remember a wonderful Verdi Requiem, for example, that really worked 

extremely well. His presence was always felt, even when he wasn't conducting. 

He used to usually conduct for two weeks or, at the most, three weeks and take 

a week or two off. But he stayed here, you see, so he was still looking after 



things as the music director.Just to give you one example, people used to say 

that he wasn't a strong music director and that basically I ran the shop, which is 

not so. I did what he asked me to do. He was the boss. So we were scheduled to 

make a recording, the first American recording—I think it may still be the only 

one—with Riccardo Chailly, who was still very new in those days. This must 

have been about 1980. I had heard him conduct Turandot [by Puccini] at the 

San Francisco Opera and found him a very interesting and exciting conductor 

there in the pit, and I invited him to come work here with us for a couple of 

weeks.London Records heard about this and wanted to make a recording with 

him— of course, he had just been signed by them. They decided on [Richard 

Strauss's Ein] Heldenleben, and we planned one of the programs 

around Heldenleben. About four weeks before he was to arrive here, London 

Records called and said, "Please, we are very sorry, but instead 

of Heldenleben we would like to make the first ever digital recording of Le 

sacre du printemps"—The Rite of Spring, Stravinsky—"Do you mind?" Well, 

yeah, we minded, but we changed the program accordingly.Came the first 

rehearsal, it became obvious very quickly that the orchestra knew the 

Stravinsky better than Chailly did. I mean, considering where he is these 

days—he is quite a skillful conductor of complicated music, particularly of 

Stravinsky—it was amazing. He had obviously not learnt it well enough. 

Obviously the decision had been made only four weeks back, and he probably 

didn't have enough time to look at the score much. But as the rehearsals went 

on, it became even more obvious that this wasn't going well at all, so much so 

that I telephoned the head of artists and repertoire of London Records in 

London and said, "Look, we have a problem on our hands. Can you get 

someone from your company to speak to him about whether he should really be 

recording The Rite of Spring?" Anyway, I got a message back that they had 

spoken to him, and he had promised to stay up all night working on the score, 

and the producer who was here spoke to him, and they would be very, very 

careful, etc. "Let's see how the concerts go."The first concert wasn't good at all. 

He was just not secure, and inThe Rite of Spring, which is rhythmically 

complicated— But it's the sort of piece that every budding conductor learns and 

tries to master right from the beginning. It wasn't good.The second concert 

wasn't much better. Now, I told Giulini about this. He was very worried. A very 

good friend of his and mine— The late Peter Diamand, who had been the 

artistic director of the Edinburgh Festival, was a close friend of Giulini's, as I 

said.He had been the general manager of the Royal Philharmonic Orchestra in 

London and then artistic adviser of the Orchestre de Paris in Paris. He was 

staying with Giulini for a few days on a visit. He came to the third concert 

Saturday night, and he was also horrified by what he encountered and told 

Giulini as I had told him. So Giulini came the next day to the Sunday afternoon 



concert, and he himself was horrified. Knowing Giulini, I could see he was 

really upset, really in a state. It transpired that he didn't sleep all night that 

night.The next day Peter Diamand and Giulini and I had lunch, and we talked 

about this. Sort of in the middle of lunch Giulini said, "I cannot go on. I am the 

music director of this orchestra, and I cannot allow my orchestra to make a 

recording with somebody who doesn't know the piece that is supposed to be 

recorded. Please go and cancel the recording," he said to me. And the first 

session was scheduled to start that afternoon at three o'clock. This was about 

one thirty. 

CLINE 

Nice job for you. 

FLEISCHMANN 

Can you imagine how— And the London Records people had sent their 

equipment, their technicians, and their producer from Europe to Los Angeles, 

had hired Royce Hall at UCLA, had hired the orchestra, and had a contract with 

Chailly. Giulini was just adamant. That was the end of our relationship with 

London Records, the end of our relationship with Chailly. I suppose to this 

day—although I have seen him since then and we are very cordial—I'm sure it 

still rankles with him. 

CLINE 

Yet in an way you saved him a lot of other potential suffering. 

FLEISCHMANN 

Embarrassment, yes. But to those who say Giulini was a puppet and I was 

really the one who ran the show artistically, it's not true. This is just one 

instance of him being in charge. 

CLINE 

While we are on that topic, you are also somewhat famous for writing very 

honest and very direct letters to artists who have perhaps not delivered in a way 

that would be considered satisfactory. [Fleischmann laughs] Is that safe to say? 

I have heard a lot about that. There are some letters in the archives at the L.A. 

Philharmonic. 

FLEISCHMANN 

Really? I'd love to see them. 

CLINE 

[laughs]. But related to that— In this case, obviously, you didn't work with 

Chailly again. Are there other instances where people, for whatever reason, 

whether it be dissatisfaction on the end of the L.A. Philharmonic or 

dissatisfaction on their end, just refuse to work here again? 

FLEISCHMANN 

There are many artists we don't engage, but that pertains to any orchestra or any 

organization. It will only engage those artists whom it considers of the kind of 



quality and considers to be on the same kind of artistic level as the orchestra. 

So one could just look at our season brochure and understand that certain 

people don't come here. They are usually artists of the sort of middle category. 

They are neither young and gifted nor old and brilliant. They are in between, 

where if you wanted to do, say, a Rachmaninoff piano concerto, it doesn't 

really matter so much whether Mr. A or Madame B or Miss C is there as long 

as it's somebody who is known to be a good musician with a formidable 

technique and has a certain radiance and is able to communicate musically very 

well. No, I don't think there is any— There is no black book. Nobody is being 

blackballed. 

CLINE 

At the risk of bringing up a repeatedly unpleasant topic, there is an instance that 

our recurring irritant, Martin Bernheimer, brought up and went public with in 

the Los Angeles Times ["The Case of the Missing Maestro," Sunday, 22 July 

1979, 1, 56.] about a dispute that appeared to be between the management of 

the orchestra and Erich Leinsdorf, which he turned into a big public flap. 

FLEISCHMANN 

Hmmm— 

CLINE 

He used it as an example to call into question this issue of who is in fact 

running the orchestra, and this was during the Giulini years. The reason I bring 

this up is not only because it exists but because you were very cooperative and 

actually supplied information to him so that he could see more of the full side 

of this. And this is an issue that somehow, at least he said, was brought to his 

attention by one of the musicians in the orchestra who was upset about 

Leinsdorf pulling out of some sort of commitment. I think it probably stands 

out as the most classic example of what I would say appeared to be 

Bernheimer's ambition to personally drag you down. [Fleischmann laughs] 

What about that? Is there any light that can be shed on that incident, since it 

was published in the L.A. Times? 

FLEISCHMANN 

Did that involve the concertmaster? I think it must have— Sidney Harth. 

CLINE 

I don't remember about the concertmaster. There was some issue about 

adequate rehearsal time and scheduling and his agreement to— 

FLEISCHMANN 

No, no, no. There was no issue of adequate rehearsal time or scheduling, 

because the rehearsal schedules have always been worked out and agreed to in 

advance with a conductor.I remember there was an issue of the concertmaster 

being released for one of Leinsdorf's weeks. Sidney Harth was also a conductor 

and still is a conductor, and I think he had a conducting engagement, or he 



might have had a solo engagement, because he was a superb violinist. 

Leinsdorf got very upset. And it may have been that one of the other principals 

may also have been missing. I certainly don't determine releases from 

engagements unless they are absolutely crucial, but when one has an associate 

or an assistant concertmaster who is perfectly capable of acting as 

concertmaster it's not a big deal. This happens all the time. Leinsdorf was 

known in the business as particularly picky, and—what shall we say?—he liked 

to make trouble.We were quite good friends—I mean, we got over this thing—

right to the end, and I still correspond with his widow. But I'd like to refresh 

myself about Bernheimer's— 

CLINE 

I can pause the recorder and you can take a look at it. 

FLEISCHMANN 

Right. Please. [tape recorder off] 

CLINE 

We're back. 

FLEISCHMANN 

There were other little incidents with Mr. Leinsdorf where Giulini was 

supposed to go on tour with us to Mexico City and Texas just as his wife got ill. 

He canceled at very short notice and Leinsdorf took over kindly. There was a 

press conference in Mexico City, and we had prepared a press book, which of 

course had Giulini's photograph as music director on the cover. After the press 

conference Leinsdorf called me in and complained bitterly, how dare we have a 

press conference with Giulini's photograph on the cover when he, Erich 

Leinsdorf, is conducting this tour! That's number one. On that same tour we get 

to Dallas, I get to my hotel room, and there is a message to call Leinsdorf's 

manager, the lovely, late Shelly [Sheldon] Gold, a wonderful guy whom I miss 

terribly in this business. Shelly says, "We've got a problem on our hands. I just 

wanted to tell you. Have you seen the local newspaper and the advertisement 

for the concert?" I said no. "Well, it says in the advertisement, 'We regret to 

announce that Mr. Giulini is unable to conduct and his place will be taken by 

Erich Leinsdorf.' Well, Leinsdorf is very upset at that word 'regret' and that you 

said nothing to thank him for taking over." I said, "You know perfectly well, 

Shelly, that I have nothing to do with the advertisement. That is put in by the 

Dallas Symphony; that's none of my business. I can't control this." Well, 

Leinsdorf wanted to leave the tour and cancel that night's concert. He was that 

sort of guy.Of course, if you read this article and if you read this letter of 

Leinsdorf's and my reply, then you understand that Leinsdorf had his facts 

wrong. 

CLINE 



Yeah, exactly. I just felt that to try to turn this into some sort of sensationalist 

issue— 

FLEISCHMANN 

This is typical Bernheimer. 

CLINE 

Right. It is one of the most blatant examples to me, and this is my opinion, 

which doesn't matter to the historical record, but I think it was really kind of 

disgraceful, honestly. It's kind of pathetic. 

FLEISCHMANN 

Yes. 

CLINE 

But anyway, to use this to call into question who is running the orchestra— I 

had to bring it up, because this is the kind of thing that people remember, 

because they read it. 

FLEISCHMANN 

I'm afraid it is in fact a blatant instance of how the printed word usually has the 

last word whether it is right or wrong, and, as you say, that's what people 

remember. 

CLINE 

And this kind of exchange going back and forth between management and 

artist, is this unusual in any way? 

FLEISCHMANN 

Not unusual. Nothing like it. It happens in the general round of business. 

CLINE 

Since you mentioned it, is there anything else that you can say about Giulini's 

feelings about playing at the Hollywood Bowl? 

FLEISCHMANN 

He was at first a little hesitant, but then he loved the idea of large audiences 

hearing music that mattered a lot to him. In the end he was quite— I wouldn't 

say happy. He didn't feel it was wrong for him to conduct at the Bowl. 

CLINE 

He was very philosophical about it? 

FLEISCHMANN 

Yeah. He did, amongst other things also, a concert with a lot of soloists from 

the orchestra at the Bowl, which was very, very nice, with half a dozen 

concertos and baroque concertos and others featuring orchestra soloists. 

CLINE 

One thing that I wanted to ask that we haven't hit on yet, since it actually goes 

back to the Mehta years and continues through this period, is that one of the 

people and entities you consistently had to work with would have been Roger 



Wagner and the Los Angeles Master Chorale. I don't imagine that you had too 

much direct contact with him— 

FLEISCHMANN 

With Roger? 

CLINE 

Yeah. 

FLEISCHMANN 

Oh, quite a lot. 

CLINE 

Yeah. Obviously the music directors had to. What was the relationship like 

between the orchestra, you, and Roger Wagner? 

FLEISCHMANN 

It was a mixed one. I wouldn't be honest if I said it was always smooth. There 

were a number of problems. Roger was a wonderful choral director, but his 

musical philosophy or vocal philosophy concentrated on making the most 

beautiful sounds that the human voice is capable of making—very valid. In the 

opinion of Zubin Mehta, Giulini, Simon Rattle, and Esa-Pekka Salonen, the 

words are as important as the sounds. One of the problems always was 

therefore that there was a singular absence of consonants in their singing. 

[mutual laughter] It was all "ah-ooee-oo-oh," you know. And once the chorus 

was prepared by Roger Wagner, or to a lesser extent so by Paul Salamunovich, 

the conductors had to work very hard on articulation of the words and clarity 

and a rhythmic incisiveness and so on. That's one thing. I mean, please! It's a 

very fine chorus. They make a wonderful sound, but it's a one-sided sound.The 

other thing is the extreme unionism of the chorus. I'd come from England, 

where most choruses are amateur choruses. There were wonderful professional 

singers who sometimes were used as ringers in amateur choruses and who did a 

lot of the commercial work and also contemporary music work. In fact, the 

sight-singing on the part of professional choruses in England was amazing. 

They needed next to no rehearsal, whereas here the Master Chorale, even for a 

Verdi Requiem or a Mozart Requiem, would need a goodly number of piano 

rehearsals before they rehearsed with the orchestra. When it came to a less 

well-known work, Oedipus rex [by Stravinsky], say, or Gurrelieder [by 

Schoenberg]—with Gurrelieder there's a lot of notes—then they needed an 

unconscionable number of rehearsals. A choir like London Voices, an all-

professional choir which is absolutely stunning, of course, is very experienced 

at singing contemporary music and would need maybe half or less the number 

of rehearsals that the Master Chorale needs.And what is more, the Master 

Chorale is extremely expensive. And what is even more, there is a sort of 

unwritten rule at the Music Center that because the Master Chorale is a resident 

company and they're professional, they're unionized, it is impossible to have 



amateur choirs work with a professional orchestra. I feel that this is really 

detrimental to music in general, because, first of all, anybody and everybody 

should be encouraged to participate in making music. They can get so much out 

of that, and it would be so good for the orchestras and for the music presenting 

organizations to have a lot more people actively engaged in making music as a 

hobby.Also, they would bring in their families in the audience and things like 

that. There is a kind of community thing when you get an amateur choir 

working with a professional orchestra that makes the community come closer 

to the orchestra and none of this is possible here because of the strict rules of 

the Master Chorale. And as I said, they are exceedingly expensive. I mean, to 

have the Master Chorale work with the Philharmonic is much more expensive 

than to have to the most expensive soloist, but the most expensive soloist will 

bring an audience in the hall, whereas our audiences used to often complain 

that we had too much choral music in our programs. They said, "We subscribe 

to a symphony season, not to a choral season." Choral music is not popular, 

although some of the greatest music ever has been written for chorus.So having 

said that, the relationship between the Philharmonic and the Master Chorale is 

still a good one, and some marvelous performances have resulted, but there 

have been complaints from a number of conductors, and in light of those 

complaints and in light of the cost of having the Master Chorale, in the light of 

their preventing the use of a totally amateur choir, I would say that having the 

Master Chorale as a resident company at the Music Center is not the most 

productive way of cultivating choral singing in this town. I mean, it stopped, I 

think, in many ways the development of a real choral tradition in Los Angeles. 

CLINE 

Interesting. 
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CLINE 

We were talking about the L.A. Master Chorale and the L.A. Philharmonic. 

What about Roger Wagner personally? How was the relationship between him 

and those for whom it would matter, say music directors or you? 

FLEISCHMANN 

It was quite cordial. Roger, of course, needed a lot of ego boosting. [laughs] He 

liked that, and we did as much as possible. In a way I wish that some of the 

conductors had been more vocal— I mean, they did point out problems when 

they occurred, and Roger was incredibly cooperative in trying to please the 

conductors. You know, it wasn't— He didn't get, shall we say, unqualified 

praise coming from people associated with the Philharmonic, including myself, 



but when praise was due it always came in shovels full, in bags full. He was— 

Much more than Paul Salamunovich, Roger— Roger was full of himself, yes. 

CLINE 

Right. I guess what interests me—and you've touched on this—is that you have 

someone like him who is so well known and refined in his field to the point 

where— Of course, he also has his own chorale, the Roger Wagner Chorale, 

and he is very much focused on refining his sound. Then you have to pit that 

against the desires or demands of a music director or a guest conductor, 

somebody doing a specific work, and there could be, I guess as you described 

with this consonants and vowels example, disagreement in terms of what they 

want. 

FLEISCHMANN 

Absolutely. 

CLINE 

How big of a problem was that? Or was it usually easily solved? 

FLEISCHMANN 

It was fairly easily resolved. It was a problem. What worried me was that we 

had to pay for the damn thing. [mutual laughter] We had to pay for more 

rehearsals than might have seemed necessary at times. Now, I often found 

myself arguing at the beginning of the season with the management of the 

Master Chorale when they used to tell us: "Well, for this piece we need so 

many rehearsals, for that piece we need so many rehearsals," and I used to ask 

if it was really necessary, because every rehearsal we had to pay for. 

CLINE 

Well, let's move from the choral vocal world to the opera world. One of the 

most headline-producing and certainly most memorable highlights of Giulini's 

tenure with the orchestra was the production in 1982 of Falstaff [by Verdi]. 

What can you tell us about the genesis of this idea and how it took shape and 

then eventually took form? 

FLEISCHMANN 

I'd asked a number of times and— Giulini was renowned for being a great 

opera conductor. He had made some remarkable recordings, including a 

fantastic recording of Don Carlos, Verdi. He had brought the Rome Opera to 

the Metropolitan [Opera] and done some memorable performances with them, 

but he had withdrawn from the opera house. He just felt he couldn't get the kind 

of working conditions in which he could realize his artistic vision and had 

stopped conducting opera by the time he came to us.Of course, after a while I 

plucked up enough courage to ask him whether he wouldn't think about doing 

some opera in Los Angeles with the Philharmonic—his orchestra. At first he 

said No. Then he said, "Well, maybe." Before he had time to even get those 

words out, I typed a letter to Günther Breest, who was the artistic head of 



Deutsche Grammophon. I remember, we met in Milan with Giulini and started 

talking a little about how wonderful it would be if he started thinking about 

opera with his own orchestra, and if he had his druthers what opera would he 

like to conduct more than any. He sort of beat around the bush a little bit, and 

he came out with Falstaff. So Günther Breest said, "Look, if you'll do it, we 

will record it." With a little bit more work, with the help of his son [Franco], we 

managed to persuade Mr. Giulini. He said that as long as the Philharmonic 

personnel, the Philharmonic staff, whom he knows and loves, would be 

involved in making sure that everything works, he trusts us, and he is prepared 

to conduct.Then came the long and arduous task of casting and getting set and 

costume designers and lighting designers, all those kinds of people. He 

obviously was in his element by the time he came to conduct it. My colleague 

and friend Rebecca Rickman, who was our artistic administrator, was given the 

task of being the production coordinator, the liaison between the technical and 

the musical people, and did a terrific job.We had people who were from Covent 

Garden, and I sort of negotiated with Covent Garden's Sir John Tooley and the 

Teatro Comunale in Florence to make this a coproduction, to have the sets and 

costumes made in Italy, where it would be the least expensive, but for the 

premiere to take place in Los Angeles and then to travel to London and then to 

Florence.The big problem in many ways was deciding on a director. Giulini 

had worked quite a lot in Italy with Franco Zeffirelli, and he wanted Zeffirelli. 

We were all rather scared, because Zeffirelli was known for being very 

unreliable. Giulini wanted him not only to direct but also to design the sets and 

costumes. So finally we had arranged for Zeffirelli to come out here and meet 

with Giulini and with Sir John Tooley, who is the general director of the Royal 

Opera, Covent Garden, and myself to spend a day talking over the production 

with Giulini and Zeffirelli. Sir John Tooley flew out from London, and he came 

straight from the airport to meet with Zeffirelli at Giulini's house. We were all 

waiting for Zeffirelli to show when we got a message that Zeffirelli had gone 

direct to Palm Springs because he had a meeting with the bishop of Palm 

Springs and he couldn't be with us that day. So John Tooley came all the way— 

Well, we decided thank you but no thank you. If he is this unreliable we can't 

afford to have him in our business. And that is where we engaged Ronald Eyre, 

a British director who did a beautiful job. Unfortunately he is no longer with us. 

I think in a way we were saved an immense amount of— [mutual laughter] 

CLINE 

Grief? 

FLEISCHMANN 

—trouble and tension and so on. And costs! Zeffirelli is renowned for spending 

fortunes on his productions. 

CLINE 



I'm guessing this must already have been a major financial undertaking. 

FLEISCHMANN 

Oh, yes, but it was a great and wonderful adventure. Musically those 

performances were absolutely memorable, and thank God we have the 

Deutsche Grammophon CDs to document these performances. They were 

really extraordinary. So beautiful. Something so worthwhile, such a joy to have 

been involved in Giulini's only return to the opera stage. It was really a great 

privilege. 

CLINE 

You had had a lot of experience in the past with opera but evidently not much 

opportunity to re-experience it yourself. If you can articulate, or even just 

summarize, what were some of Giulini's conditions that you were able to make 

happen for him that he hadn't been able to have facilitated before and that 

prevented him from doing opera? Do you remember what those were, 

generally? 

FLEISCHMANN 

For him to do opera? 

CLINE 

Yes. 

FLEISCHMANN 

I think most important for him was to know that he would work with a familiar 

team, people he trusted, and he really trusted Rebecca Rickman and our staff. 

And I must say that the people from Covent Garden who came out and worked 

with us were fantastic. They quickly won his confidence and ours. There was a 

wonderful collaboration between Covent Garden and our people. The third and 

final stop for this production in Florence was more like a tour, but they were 

very nice there, too, but not nearly as efficient as our friends from England. 

And incidently, the department heads at Covent Garden all said that stagehands 

here are by far the most expert and efficient that they had ever worked with. 

CLINE 

During this period, did you receive any job offers to leave Los Angeles? 

FLEISCHMANN 

Yeah. It happened once or twice or three times at various stages of my being 

here. Early on, after about five years I think, 1974, I was asked by the chairman 

of the London Symphony Orchestra [LSO] to come back and not only run the 

LSO but also to become the artistic head of the Barbican [Centre], which was 

the home of the LSO. There are two reasons I didn't accept this. One was I had 

only been here five years, which I didn't think was enough to— I mean, I had 

helped to improve the whole structure of the organization, its financial 

situation, but above all its artistic situation. I had helped to put some focus and 

structure onto the winter season and to turn around the moribund Bowl season. 



But my job had only been not even halfway done, and I didn't want to give it up 

so soon. The other was that it became obvious in my discussions with the 

chairman of the board— Put it this way. At that time André Previn was the 

principal conductor of the LSO, and they were rather unhappy with him and 

wanted to get rid of him. They felt that if I were to come and become the 

artistic overlord he would bristle at that and would be sort of inclined to think 

about resigning. I didn't want to be used as the sort of chopping block on which 

the head of Previn or any other conductor would be chopped off. So I turned 

that down. 

CLINE 

What about the Metropolitan Opera? 

FLEISCHMANN 

Yeah. I was in London, I remember. We were staying, my wife [Elsa Leviseur] 

and I, at the Savoy [Hotel], and I came in and found a message to call Bill 

[William] Rockefeller. What would a Rockefeller want with me? He turned out 

to be chairman of the search committee for the new general manager and asked 

me whether I would be interested. I can't remember when that was. I can 

remember seeing the telephone message on a piece of paper. 

CLINE 

Was it 1983? That's the information I saw. 

FLEISCHMANN 

Somewhere around there, '83 or '84. It was in the early summer, I think, late 

spring. It may have been the beginning of June. Anyway, I said "Okay, I will 

come on my way back to Los Angeles. I'll spend a couple of days in New York 

and talk to you or anybody that you want me to talk to." It began a series of 

meetings, the first with three or four people. I remember Frank Taplin was 

involved. Oh, God, I can't remember all the names. Anyway, it got more and 

more serious. And I remember sitting in the University Club or one of the 

clubs, in one of these venerable rooms in New York at one of those long, 

beautiful tables surrounded by portraits of former presidents of the club and so 

on and so forth, and meeting with about forty people, the board, etc.Well, 

before that I'd had dinner—I think it was at Lutèce—with Bruce Crawford, who 

I think was the chairman of the board at the time or president. I found him 

wonderfully interesting and stimulating. He knew so much about opera. I mean, 

Bruce was—still is, I think—a very distinguished and well-known advertising 

executive. He ran BBD&O, one of the big advertising agencies. But he knew so 

much about opera. I remember in the middle of the dinner where he was trying 

to recruit me saying to him, "Bruce, you don't want me.You should do this job." 

And eventually he did when they had a disaster with the person they appointed 

instead of me.I remember, at that meeting with the whole board saying to them, 

"You must understand that I've looked at the forward commitments that have 



been made for the next five years by Joan Ingpen"—who was the artistic 

administrator at the time—"and I see an unusually large number of names of 

singers who are getting to the ends of their careers or are already at the end of 

their careers at this moment, about whom I have major doubts as to whether 

they will be able to perform up to the level of the Met now, let alone in five 

years' time." I said, "Will there be any possibility to buy out contracts where I 

really feel seriously that it would do us harm?" And they said absolutely no, 

there would be nothing to prevent it provided it's within the budget and 

provided Jimmy [James] Levine agrees.So my next move was to see Jimmy 

and say to him, "Are you aware of all the singers who have been engaged for 

the next five years?" He said, "Yeah." I asked, "Have you agreed to all these 

engagements? Do you know who they are and how they'll sing?" He said, "If I 

haven't heard them myself, people whom I trust have heard them, and I've 

agreed to them all." Then the penny dropped, because however friendly Jimmy 

and I were I could see the seeds of terrible dissension in my disagreeing with 

him violently about casting. I said, "For this I am not going to give up the job I 

love and go into a job where I don't even know whether I will be capable of 

handling it, it's so vast." And that's when I wrote a letter to Bill Rockefeller 

withdrawing from consideration. 

CLINE 

And this was coming up on what turned out to be the end of Giulini's years 

here, as he, as you described, was able to do less and less and eventually had to 

withdraw because of his wife's health problems. Were there any other factors 

that you are aware of that influenced his decision to leave? 

FLEISCHMANN 

Those were the— I mean, it was really his wife's health problems.Basically he 

had already had to cancel a number of weeks to be with her, because she 

deteriorated so. She refused to see any doctors. She actually hit, physically 

attacked, doctors. She went through about five different doctors. It was sad, 

because her aneurysm was such that it was sort of a bit like a stroke. She 

couldn't speak very well.She couldn't communicate. She could read, and she 

could hear, but [mimics incoherent vocal struggling], that sort of sound she 

used to make. It was so heartbreaking. As she got worse he had to cancel to be 

with her, and he finally said, "Look, I can't do this to you or to Marcella. I have 

to step down." 

CLINE 

Maybe it doesn't require much elucidation, but what were your feelings about 

this announcement at the time? 

FLEISCHMANN 

Oh! Obviously I was extremely sad and worried. But of course, we had to carry 

on. It was even sadder because it was so obvious that it meant he wouldn't 



come back to the United States until she died. But she stayed alive for a long 

time. In the meantime, his own health deteriorated. I saw him a number of 

times. I saw him conduct once or twice, once in Florence, once in Berlin, and it 

wasn't the old Giulini. He conducted to himself. He was such a communicator 

to the orchestra. His eyes, his whole body, spoke to the orchestra as he 

conducted. Even though he didn't have the clearest technique, he made 

everything very clear with his face and his body and his eyes. He didn't do this 

later on at all. He looked down usually and at himself.He didn't look at the 

orchestra at all, did not give out anything. It was so sad, knowing what he was 

capable of. And everything got slower and slower and slower. I mean, he was 

never a very fast conductor. His tempi were never the speediest, but it got 

slower and slower.I don't know if this is a good point to stop for today. 

CLINE 

Right. And then you embark upon the search for a new music director, who 

winds up being André Previn, and I'm sure there is plenty to say about that. So 

I think we should leave that for the next session. 

1.30. TAPE NUMBER: XVI, Side One (January 27, 2000) 

CLINE 

We left off last time with the end of Carlo Maria Giulini's years as director of 

the Los Angeles Philharmonic Orchestra. Before we get into discussing what 

led to the selection of André Previn as his successor, I wanted to ask you 

something. [tape recorder off] We've gotten the impression, I think, from our 

various sessions, that this isn't exactly your average nine-to-five administrative 

office type of job. 

FLEISCHMANN 

That's putting it mildly. 

CLINE 

So I wanted to know if you could give us a sense, first off, of what your 

average work schedule entailed, but particularly when the workday is over— I 

know you've said earlier that you went to many of the concerts. I'd like to get 

an idea for the record of how often you went to the concerts and what your 

activities were once you were at the venue, the Dorothy Chandler Pavilion in 

this case. 

FLEISCHMANN 

Well, in the winter season I used to attend usually at least three out of the four 

concerts that the orchestra gave, depending on the conductor. Sometimes I 

would be there four times, depending on how much attention needed to be paid 

to the artists on behalf of the Philharmonic.You must remember that Los 

Angeles, particularly for artists from abroad, means virtually an extra day's 



travel. To entice artists to come to Los Angeles, (a) you've got to deliver a great 

orchestra, and (b) you've got to make them feel really wanted and welcome and 

at home. Therefore, you've got to look after them better than, say, if you're 

running an orchestra on the East Coast, particularly because orchestras like the 

New York Philharmonic, Boston Symphony [Orchestra], and the Philadelphia 

Orchestra have long-standing reputations as top orchestras, whereas the Los 

Angeles Philharmonic's reputation is—of more recent vintage, let's put it that 

way. Therefore, with some artists one still has to persuade the artist that it is 

worthwhile from a career or other point of view to play in Los Angeles.So if 

management looks after the artist and is there, that's noticed, that's appreciated 

by most artists. Because there may be little details that they need— And many 

artists after the concert want to go out for a bite and to wind down, so not only 

do I have to attend the concert and be around in attendance backstage, but I 

often have to take the artists out for supper, which means I get to bed at one 

[o'clock] or two a.m.And unlike the artist who the next morning can sleep in, I 

have to be at the office, sometimes for seven thirty breakfast meetings, but 

certainly by nine [o'clock], nine thirty. So it's a pretty time-consuming job.I 

found this natural, the TLC [tender loving care] for the artists, but at the same 

time that's also noticed by the [orchestra] musicians, who appreciate very much 

that management is interested in their performance and is present. That became 

very clear, because my immediate successor [Willem Wijnbergen] didn't go to 

many concerts. Particularly in my Christmas cards that I got from orchestra 

members for this last holiday season, many of them actually quite 

spontaneously and independently wrote how much they appreciated my still—

because I still go to concerts, maybe not quite as much as before—how much 

they appreciated seeing me at concerts and how they felt they were neglected 

by my immediate successor, who was hardly ever seen at a concert.Another 

thing one has to do at concerts is look after donors: during the intermission, 

before the concert, greet them, maybe give them a drink in the founder's room 

during intermission and that sort of thing, just make them also feel welcome 

and looked after. So it's very much a sort of public relations thing. This is a 

very normal part of top management's job. 

CLINE 

What about during the summer season at the Hollywood Bowl? 

FLEISCHMANN 

Yes. During the summer season I had to be at everything, partly to supervise 

the operation in case anything goes wrong. I mean, as little a thing as if one of 

the park-and-ride buses breaks down or one of the group buses is likely to be 

late or there is a big traffic jam on one of the freeways, it may mean that we 

need to hold the concert by a few minutes to enable that part of the audience to 

get there. There may be unruly behavior on the part of some members of the 



audience that will need some kind of instruction to the house staff, and 

supervision. There may be problems with the food services. Anything.And of 

course, there is the actual running of the concert: getting it started, getting 

artists on and off quickly, just giving the stage managers that kind of support, 

and also sometimes pressuring them a little bit to get on with it. Or the lights 

may be wrong— There may be lights left on in the parking lot that are 

disturbing. A car alarm may go off somewhere which they can't hear from the 

enclosed backstage, and I have to call back. Or in the case of airplanes, when I 

hear an airplane approaching I get the word to backstage, who are in contact 

with the various airports, with air traffic control, to try to forestall them, head 

them off. Those kinds of things. Obviously I also have to look after the artists, 

just wish them well, etc., etc.Then, once the concert starts, I'm in charge of the 

sound. I give instructions to the sound engineers about balances and levels and 

general sound quality. I work with them. Basically, the end result of what you 

experience in the Bowl depends very much on management as much as it does 

on the artists. 

CLINE 

How often do you just get to sit and listen to the music? Ever? 

FLEISCHMANN 

Oh, I do that all the time. I work in something that I love, so once the sound 

balances are adjusted— In recent years the sound equipment is so sophisticated 

that when at the beginning of a concert levels and balances are set, it's hardly 

ever necessary to interfere. Sometimes with a concerto, you know, the soloist 

or the singer, you have to help them a little, but then you sit back and get 

caught [up in it] and, if it's any good, carried away in the performance. 

CLINE 

You don't find that you constantly have to stop your mind from thinking of all 

these details that normally you'd have to take care of? 

FLEISCHMANN 

I am aware of them, but one can still listen and enjoy. 

CLINE 

When you say the "artists," you are referring to not only guest soloists but guest 

conductors and then the people you would work with day to day—the orchestra 

members, the concertmaster, and the music director. Right? 

FLEISCHMANN 

Right. 

CLINE 

What about your workday? Obviously this is more of an office-related sort of 

scenario. Is it a common practice to have to get there early, say, to make 

international phone calls—? 

FLEISCHMANN 



Many of the international phone calls are made from home, very often late at 

night or early in the morning before I came to work—or speaking to the East 

Coast—but made from the office, as well. The workday consists of enormous 

numbers of things: brainstorming meetings on marketing, on fund-raising, on 

[public] relations, or artistic planning, union problems if any crop up, selling 

the orchestra to festivals or presenters, and meetings with board committees, 

meetings with volunteer groups, giving speeches to volunteer groups and other 

organizations around town, dealing with the media, programming sessions. 

There is no end. 

CLINE 

You are involved in all of those aspects? 

FLEISCHMANN 

Yes. 

CLINE 

Even though I assume that you have staff who are in charge of each particular 

aspect. 

FLEISCHMANN 

Indeed, but in the end I am responsible for it. I give whatever help I can. I 

mean, it is very much a cooperative thing, but I made it a point to—not edit 

everything that goes out, but—read and point out problems. Of course, with 

marketing and PR [public relations], I like to be involved in the development of 

concepts and ideas and so on. Some people may think I was too deeply 

involved, but after I'd retired and when my immediate successor was in the job, 

senior staff members constantly called me and asked me for advice and told 

me—and still tell me—how much they miss my caring and involvement. [tape 

recorder off] 

CLINE 

Your immediate successor being Willem Wijnbergen. You painted a picture of 

him as not being at as many concerts and this kind of thing. The kind of 

dedication—and I'll use that word—that you're describing in terms of the time 

and energy commitment that you gave, how common would you suppose that is 

for management figures in symphony orchestras in this country? 

FLEISCHMANN 

Not quite as common as I think it should be, but there are many of my 

colleagues who are very deeply involved in everything. There are some 

wonderful colleagues I have. In Cleveland there is Tom [Thomas] Morris. The 

new managing director of the Philharmonic, Deborah Borda, who was in New 

York. In Chicago Henry Fogel; San Francisco, Peter Pastreich. These are all 

very dedicated and very effective professionals, really first-rate people. I don't 

think it's quite understood what a demanding job this really is and what a 



tremendous passion and involvement is brought to the job by the best 

managers. 

CLINE 

It's also become a concern that many orchestra managers now who were hired 

for that sort of position are merely accountants, merely business specialists. Do 

you find this often a problem? Or is this the case these days? 

FLEISCHMANN 

I have come across numerous cases where they're good business managers. 

There aren't many people who know about business and know about music, 

who have all those kinds of qualifications. It's a fairly rare, specialized kind of 

field. Yes, it can lead to problems. Nowadays in my consulting career I have 

come across cases of perfectly good managers who are perfectly sincere and 

hardworking but lack knowledge of the repertoire or knowledge of music 

completely. One or two of them— [laughs] here's an advertisement for 

myself—have been smart enough to call me and ask me to consult and help 

with the programming and the musical side of things. But it does unfortunately 

happen more frequently than not [that managers are business people but not 

music people]. 

CLINE 

Do you think that is often because when symphony orchestras are in trouble 

financially they think that calling in some sort of big business head is the best 

solution? 

FLEISCHMANN 

Exactly. This is the problem with the boards of symphony orchestras. Many 

board members themselves may be very bottom line oriented, and they think 

you run a symphony orchestra like a business. Well, that's only a small part of 

the story. You have to equate the art form with the business. You have to also 

understand, for example, from a ticket sales point of view the impact of 

programming on the box office and all that sort of thing. You certainly have to 

be adept, skillful, at marketing, but what you are marketing is not toothpaste, 

nor is it hamburgers, nor is it a soft drink. You are marketing something that 

needs specialized knowledge and specialized sensitivity and therefore needs 

much more than the average bright, well-trained marketing person brings to 

their job. 

CLINE 

Do you see this as a somewhat unique requirement in this country being as it is 

that government funding is so much smaller here than in other parts of the 

world? 

FLEISCHMANN 

Well, it's required everywhere, not only in this country. However much 

government funding there is, you still ought to sell tickets, you still ought to 



bring a good business sense to how you manage your institution. You don't 

want to just spend money like water because you know the government is 

going to make it up.But actually government funding is getting to be less and 

less. It is being reduced all over the world, and more and more orchestras and 

other arts institutions are having to rely, as we do, on fund-raising, sponsorship, 

and box office. So the American way of running an orchestra is becoming a 

universal, international, worldwide way of running an orchestra. I would think 

in another ten years it will all be similar. 

CLINE 

Do you find that this is perhaps one of the areas that you are frequently called 

upon to supply some expertise in your consulting work since this is a lot of 

your experience? 

FLEISCHMANN 

Yes. I've been called upon to help with marketing, with programming, with 

conductor searches, music director searches, all those kinds of things. 

Generally it turns into— Even if I'm only brought in on the programming 

and/or music director side, sooner or later I get drawn into the marketing and 

the fund-raising side as well. 

CLINE 

So as a segue into where we are headed now, at this point historically in your 

story with the L.A. Philharmonic, you once again need to embark on the search 

for a new music director. Giulini has announced that he must leave due to his 

wife's health problems, and you are confronted with this challenge once again. 

What were some of your thoughts as to which direction to go at that particular 

point? What were your feelings about some of the people that maybe you were 

considering for the job at that point? 

FLEISCHMANN 

Obviously we were spoiled, first with Zubin Mehta and then with Giulini. We 

had two tremendously powerful, charismatic musical figures, and so one 

needed someone with an international reputation, one needed someone who is a 

superb musician, one needed someone who was an articulate spokesman for the 

art form. Looking at available people and those who might be interested in 

coming to Los Angeles, there was one obvious choice. André Previn is a 

fabulous musician, and he has a big international reputation.When I got to hear 

one day that he was having problems in Pittsburgh and was probably about to 

resign or his contract [with the Pittsburgh Symphony] wasn't being renewed, I 

got on the phone to him, knowing of his Los Angeles background and how he 

had long wanted to show Los Angeles audiences what he was made of. He felt 

his side as a serious musician had been neglected and that he had always been 

tarred with a Hollywood brush, as it were. He wanted to prove himself. I was 

fairly sure that an offer from Los Angeles would really interest him a great 



deal.Now, I had worked with André at the London Symphony Orchestra [LSO] 

and he had done some very good things, a marvelous recording of the Walton 

First Symphony and Rachmaninoff's second symphony [Symphony no. 2 in E-

minor]. I was aware of what he had done with the London Symphony 

Orchestra, how there was, shall we say, divided opinion about him. That he was 

a wonderful spokesman for music; he had his own show with the orchestra on 

television, which became extremely popular and popularized music. He had 

made many, many recordings with the London Symphony. But I also knew that 

there was a certain amount of unhappiness within the orchestra with him as a 

conductor. As a matter of fact—I think I have mentioned this before—about 

four or five years after I arrived here I was invited to return to the London 

Symphony Orchestra. 

CLINE 

Right. 

FLEISCHMANN 

As I went more deeply into this whole situation—why would they want me 

back?—the overriding reason was to get somebody whom they perceived to be 

of strong personality to more or less take over the artistic side. They had 

problems with Previn as an artistic leader with programming or policy or 

whatever and also some problems on the podium with his stick technique or his 

lack of inspiration on the podium. When I saw I was being used as a stick to 

beat Previn with— 

CLINE 

Right, you turned them down. 

FLEISCHMANN 

—I didn't take it any further. And also I felt I hadn't been here long enough 

anyway. It wasn't fair to the work I was trying to do here. So I was aware that 

there were certain problems. And in fact, after I asked him, I arranged to meet 

him in Vienna where he was conducting Mendelssohn's Elijah, if I remember 

correctly, with the Vienna Philharmonic. Here's an interesting thing: it was a 

perfectly sound performance, but it again lacked that kind of backbone, that 

kind of toughness and strong leadership. But in my anxiety to get— In a way I 

almost talked myself into overlooking that aspect of it, because I somehow felt 

he would be right for Los Angeles. And I also always felt with Previn that he 

keeps something buried within himself. He never quite opens up as a musician 

or otherwise, and I thought by bringing him back to Los Angeles in triumph, 

the place that he had left very unhappily, bitterly, because he wasn't recognized, 

to bring him here in triumph might open up this inner thing, which, when added 

to his incredible musicianship, would make him one of the greatest conductors 

the world had ever known. 

CLINE 



Did this situation in the past with the LSO, when they wanted to bring you in to 

help push him out, give you some trepidations about a working relationship 

with him? 

FLEISCHMANN 

Because I admired him as a musician, I was convinced that I could really help 

him be that great conductor, that by bringing him here we would get the best of 

Previn which was yet to come. So when it was finally time for him to open his 

first season, we made a lot of hoopla. We got television and a bit of a 

documentary around him. I think we called it "Mr. Previn Comes to Town." We 

even— At the end of the concert, as people came out, they were greeted by 

fireworks and "Welcome André Previn." I mean, everything was ready for him 

to be a triumphantly successful music director, and indeed there were some 

good concerts—for example, Benjamin Britten's Spring Symphony. We took 

that on a tour, actually. I remember in Philadelphia half the audience walked 

out. They found it too modern! 

CLINE 

Really? 

FLEISCHMANN 

[laughs] The Spring Symphony of Benjamin Britten, yes. Anyway, a wonderful 

Vaughn Williams fifth symphony [Symphony no. 5 in D-major], he did that 

beautifully. Prokofiev's Fifth Symphony wasn't bad at all, either.Little problems 

began to appear after a short time. One was the difficulty in sitting down and 

really talking policy, getting his attention. His attention span was very brief. 

Getting him to give thought to larger issues, getting him to interact with 

volunteers, was very difficult. He just found them boring and, you know, not up 

to his intellectual level. He is a very witty man and a wonderful 

conversationalist in a really smart, old Hollywood kind of way. He is very good 

company when he is in form. But in all the years I worked with him I have 

never gotten to know André Previn. He will not disclose who he is. There is 

no— That closed-up thing that I spoke about appears in his personal life as well 

as in his music making. We were talking about his short attention span. When 

we had programming meetings, after an hour he would get up and pace up and 

down. It was obvious that he was getting tired. His mind was on other things, if 

on anything at all.There were complaints from the volunteers, the affiliates, 

after he had been there about a year or so. [The complaints] became stronger 

and stronger, so that when his first contract—I think it was after his first three 

years—was up for renewal, the board [of directors] was very divided about 

renewal. 

CLINE 

What were some of these complaints? 

FLEISCHMANN 



That he wasn't interested in them and generally was not a community figure. 

He couldn't be bothered with the media stuff and so on that is needed at a local 

level. It wasn't important enough for him, apparently. So these complaints came 

to the board. Finally we agreed, and I helped to persuade them that he should 

be kept on. But the board sent me to England to talk to him about the 

complaints. In negotiating the extension of his contract, I was to try to get him 

to play a larger part in the community, amongst the volunteers and in the 

community in general, as a spokesperson for the Philharmonic.Also, there were 

situations amongst the musicians that caused some unhappiness, where he 

promised certain musicians that they would be promoted and he had no 

contractual right to do so according to the musicians' master agreement. He 

couldn't commit the [Los Angeles Philharmonic] Association to breaking the 

master agreement and just promoting somebody. There were procedures set out 

involving internal auditions and things like that. In one case it led to an 

arbitration issue between the musician and the association, where he'd promised 

a certain position to the musician and the position didn't exist to give to 

him.Anyway, so there were these kinds of difficulties. And then when it came 

time to renew his contract a second time, after four years— 

CLINE 

I'm going to turn over the tape, and I want to back up a bit before we get to that 

particular point of the story. 

1.31. TAPE NUMBER: XVI, Side Two (January 27, 2000) 

CLINE 

Before we get to the details about Previn's second contract renewal, I wanted to 

go back a bit. It seems clear that Previn was interested in coming to Los 

Angeles. Was there any sort of long or contentious negotiation? Or was it an 

immediately accepted offer? How did that go down? 

FLEISCHMANN 

It was very quickly accepted. 

CLINE 

In terms of the procedure— At this point maybe you can describe exactly how 

this happens. Who is involved? Who are the players in making this big of a 

decision about the direction of the orchestra and its leadership? 

FLEISCHMANN 

Like any artist, they have a manager, and I would deal with that manager. In the 

case of Previn I had to negotiate with Ronald [A.] Wilford, who looked after 

him at Columbia Artists Management. But then you very often also sit down 

with the music director designate to explain idiosyncracies and details of the 

orchestra, the master agreement with the musicians, and generally give them a 



sort of good background briefing on the situation here with the orchestra, with 

the audience, with the community, with the board, all that sort of thing. It 

varies, the extent of the manager's involvement.In the case of Giulini— Well, 

first of all, he didn't have a real manager. There was hardly any. In the case of 

Zubin, he doesn't have a manager at all. I mean, his contract renewals were 

very, very simple. I just gave him a piece of paper and said, "Okay, here is 

another three-year contract, and your remuneration goes up seven percent. Will 

you sign it?" "I don't care what's in it," he said. "I'll sign it." 

CLINE 

How does the board play into this scenario? Say, in the selection of Previn, did 

they once again go with your ideas? Or do people contribute their own ideas? Is 

there any sort of lobbying that goes on? 

FLEISCHMANN 

Oh, yes, sure. Again it varied. In the case of [Esa-Pekka] Salonen, there was a 

fairly lengthy negotiation in which board members took part as well with 

Salonen's management. In the case of Previn, I think I did it myself. In the case 

of Mehta, of course, he already had his contract; it was just renewals. Again, it 

varies [depending] on the personalities who are on the board at the time. 

Usually the president and the chairman of the board are most intimately 

involved. 

CLINE 

How did they receive the idea of bringing Previn in to succeed Giulini? 

FLEISCHMANN 

Oh, very well. 

CLINE 

Did you have any other people you were considering that were discussed at the 

time? 

FLEISCHMANN 

Not really. You know, you have to be practical, and here, when I got to hear 

that Previn was having problems in Pittsburgh, I of course immediately got in 

touch with the board president, and I was told to go for it. 

CLINE 

I know you had always favored the idea of getting [Simon] Rattle to somehow 

commit to conducting here. Was he a candidate at any point? Or was he just out 

of the running? 

FLEISCHMANN 

He had made it very clear that he didn't want a job here. He didn't want to settle 

in California. 

CLINE 



So now we are up to this point where you got Previn, and you are having some 

mixed feelings about the results he is getting, and you just described some of 

the problems that you were having. 

FLEISCHMANN 

There was one other problem. You mentioned Rattle, for example. He was 

principal guest conductor. There were two principal guest conductors when 

Previn came on board, Simon Rattle and Michael Tilson Thomas. After a short 

while—almost immediately, actually—Previn said, "What do we need two 

principal guest conductors for? Let's just have one. I would prefer only to have 

one, and Michael Tilson Thomas is American and is a bit like me in repertoire, 

etc. Maybe we don't need him anymore as a principal guest." We stopped that 

appointment—rather, he stopped it.However, over time I got the impression, 

which was borne out more and more by his actions, that Previn was—what 

shall I say?—not jealous but was not too happy about competition from other 

conductors, particularly those whom the orchestra liked very much. Two little 

instances: Simon Rattle became more and more involved with the practice of 

early music, and I think we were doing Mozart's G-minor Symphony with him. 

He wanted to get rid of a lot of the vibrato and all those kinds of things that 

practitioners of early music performance excel in and emphasize. The orchestra 

was resisting it rather, particularly the then concertmaster Sidney Weiss. It was 

the first time in all those years that Simon Rattle worked with the orchestra so 

wonderfully that there was tension between them. Previn kept on saying, "What 

does he want all this sort of early music crap for?" He talked to some of the 

musicians and egged them on— 

CLINE 

He fueled the tension? 

FLEISCHMANN 

He did, which was very unfortunate. Another thing, he didn't like the way 

Alfred Brendel plays Mozart, and we weren't supposed to have Alfred Brendel 

as a soloist. Nor Mitsuko Uchida; he didn't like her Mozart, either. You know, 

he played Mozart himself. 

CLINE 

That's right. 

FLEISCHMANN 

Another interesting instance of this resentment of other conductors: Zubin 

Mehta had not been here for a few years, and he was going to come back after 

about three or four years. I was to go and talk to Zubin about programs, so 

André said— We were talking about how he wanted to do Schoenberg's Pelleas 

und Melisande [op. 5], which we felt wasn't a strong enough piece for his 

comeback, and we talked about a Mahler symphony. André said, "Any Mahler 

symphony except the first [Symphony no. 1 in D, Titan] and the fourth 



[Symphony no. 4 in G], which I want to do myself." So I finally settled with 

Zubin on the second [Symphony no. 2 in C-minor, Resurrection], and André 

was absolutely livid when I told him. He said, "Oh! I wanted to do the second!" 

And he had never said so. The reason why was that this was Zubin's comeback 

after a number of years, and the second is a big audience pleaser and rabble-

rouser, applause getter. 

CLINE 

And Mehta is famous for conducting Mahler. 

FLEISCHMANN 

Yeah. Of course, André suddenly realized, you know, this will be a big, big 

success—too big a success. That's not very— 

CLINE 

Professional? 

FLEISCHMANN 

No. That's not very pleasant. 

CLINE 

What about box office and critical reports during this period? 

FLEISCHMANN 

Box office— The audience got bored with him, and box office declined quite 

seriously. [Martin] Bernheimer rather liked Previn. He called him a first-rate 

conductor of second-rate music. [mutual laughter] 

CLINE 

Is this in relation to some of the English composers? 

FLEISCHMANN 

[laughs] Yes, and some of the French stuff. Bernheimer and Previn got on quite 

well, because they both have this nice, dry wit, and they both share a German 

Jewish background. 

CLINE 

Well, which you do, as well. 

FLEISCHMANN 

Yes. 

CLINE 

Which leads me to something I was going to ask. Both you and Previn were 

born in Germany and both grew up essentially in exile from there. Did this 

create any sort of common ground for you? 

FLEISCHMANN 

Apparently not! 

CLINE 

Interesting. 

FLEISCHMANN 

Apparently not. Anyway— 



CLINE 

But with Bernheimer it was different. They liked each other? 

FLEISCHMANN 

Yeah, I think so.Anyway, the time came for the next contract renewal, and this 

time the then president, Michael [J.] Connell, wanted to be absolutely sure 

about renewing André. He was a Previn fan. He had become very friendly with 

Previn and was obviously charmed by him in private. So he arranged to have 

sandwich lunches with members of the orchestra in groups of about eight to 

twelve at a time to get their opinion. It became obvious that the vast majority of 

the orchestra, on the order of eighty to twenty, didn't want Previn to be 

renewed. [tape recorder off] 

CLINE 

We were talking about the orchestra vote. 

FLEISCHMANN 

It was also quite obvious that I didn't think it would be good for the orchestra to 

renew Previn's contract, and I made that clear to the board. I wasn't part of the 

board committee that dealt with contracts and salaries and things like that, and I 

was kept out of the most significant discussion about Previn's renewal. In fact, I 

thought it would be best if the week before— This committee was to report to 

the board on a Friday at a board meeting, and the week before that board 

meeting I took off on a vacation, because I knew there were a lot of discussions 

going on.When I came back I got these rumors, but I never got facts. Rumors 

were flying around the orchestra, so much so that on the Thursday morning 

before the Friday board meeting, before the rehearsal, the chairman [Boyde 

Hood] and three or four other members of the orchestra committee came to my 

office and said, "Look, the orchestra is very disturbed. There are all sorts of 

rumors going around that Previn has been renewed." In fact, there was a rumor, 

which incidentally afterwards was confirmed as being true, that [the day 

before], namely Wednesday afternoon, Michael Connell and Previn met, and 

Michael Connell told him, "Well, you can take Heather [Hales Previn], your 

wife, out to dinner and celebrate. We are going to renew your 

contract."Anyway, the orchestra committee wanted to know what the facts 

were, and I said, "I am terribly sorry, I don't know. I can only tell you that 

officially nothing has been done, that the board meets tomorrow, and they will 

then decide." So they asked me to please come down on stage and just tell the 

orchestra so that they can calm down, that they would know that no decision 

has been made. So I said okay. As I was in the middle of telling this to the 

orchestra, André walked on stage, and he, of course, thought I was rabble-

rousing against him, that I was turning the orchestra against him, etc. But all I 

was doing was calmly telling them the facts, i.e. there is no decision yet. So he 

perceives me as being the main architect of his exit.What happened is that he 



immediately called Ronald Wilford and said, "Look, Fleischmann is trying to 

get me out, is trying to stir up the orchestra against me. Come here immediately 

and— You've got to talk to the board."Apparently what happened at this board 

meeting— I was kept out of it again— 

CLINE 

Is this unusual, that you would be kept out of these kinds of meetings? 

FLEISCHMANN 

Sometimes there is a sort of executive session. It is unusual. It doesn't happen 

often.So Wilford got onto a plane and arrived late that afternoon. He came to 

the board meeting and said to the board, "Either Fleischmann goes or Previn 

goes." That did it. Even Michael Connell said, "To hell with that. We're not 

going to be blackmailed like this." [tape recorder off] 

CLINE 

We were discussing the ultimatum issue by Ronald Wilford at the board 

meeting and the results of that. 

FLEISCHMANN 

They worked out that Previn could make a press statement, and one of the big 

points, as I remember, of the press statement was that with Fleischmann there 

there's no need for a music director. Fleischmann makes [the decisions]. The 

point was that it was so difficult to get Previn to make decisions. He was a very 

lethargic man. One of the complaints of the orchestra was that Previn used to 

come in a sweatsuit and sneakers to rehearsals and say, "Hi, guys. What are we 

supposed to be rehearsing today?" The orchestra needs leadership. We need 

somebody strong up there who is firm and determined. So often I couldn't get 

decisions from him, or he made those difficult promises where we then had to 

pick up the pieces because they conflicted with the master agreement. I was 

sort of forced into making certain decisions because I couldn't get him— 

CLINE 

He dropped the ball? 

FLEISCHMANN 

Yeah. 

CLINE 

What were some of the changes he implemented in the orchestra while he was 

music director? 

FLEISCHMANN 

Changes? 

CLINE 

Yeah. Any? 

FLEISCHMANN 

Nothing much. I mean, he was not inclined to fire anybody. That's fair enough. 

Although he didn't like— I don't think he ever spoke to a musician about his or 



her playing, even when it might have been useful to do so. Yet the decisions— 

Some of the negative things, he would hide behind them. I mean not being able 

to engage Brendel or Uchida, for example, because he disapproved of their 

Mozart playing. Also the uncomfortable situation that developed with Simon 

Rattle I fear was partly due to him. 

CLINE 

Now, he must have realized at this point, if only for the reason that it's also 

clear that the orchestra feels the way they do, that you were not in his corner. Is 

that true? Previn must have known that you really weren't supportive of him 

after a while.I mean, he is conducting an orchestra that clearly doesn't really 

like him at this point. 

FLEISCHMANN 

He wouldn't accept that. 

CLINE 

Oh, I see. 

FLEISCHMANN 

I mean, there were some people who did like him, and he spoke mainly to 

them. 

CLINE 

Was there ever any kind of contention in rehearsal or performance between—? 

FLEISCHMANN 

No. It's not that they didn't like him. [pauses while searching for the appropriate 

word] They didn't respect him. 

CLINE 

And he couldn't feel that? 

FLEISCHMANN 

Uh-uh. I think they rather liked him as a person. He was entertaining and all 

that sort of stuff. But they missed musical leadership. 

CLINE 

He seems to have wanted to keep his job despite all these problems. How does 

Esa-Pekka Salonen figure into all of this? 

FLEISCHMANN 

There is a very interesting situation there, too. It was obvious that the orchestra 

and I were very fond of Esa-Pekka and admired him a great deal. We were 

supposed to do a tour of Japan with Previn, which had been negotiated through 

[Joeske] Van Walsum, who was Esa-Pekka's manager. Was it negotiated 

through him?I think so. Then it turned out that Previn was asked by the Vienna 

Philharmonic to do a Japan tour doing Mozart with them, so he backed out of 

our Japan tour. So I asked Esa-Pekka if he would do it, and I asked Van 

Walsum to check with the Japanese promoters whether they would accept Esa-

Pekka. It was fine.Then Previn met Esa-Pekka for the first time here, and Esa-



Pekka said something about the Japan tour—and I hadn't told Previn about that 

yet. Previn had been here a couple of days. Esa-Pekka was conducting at that 

time, and I had not had a chance to speak to Previn about it. So he became 

furious and insisted that we cancel the tour. He kept on saying that I appointed 

Esa-Pekka principal guest conductor.That's not true. He never was principal 

guest conductor. I can't do that. I couldn't without Previn. It was over that Japan 

tour. But what was I to do? I mean, Previn cancels on us because he thinks the 

Vienna Philharmonic is more important—or Ronald Wilford does. 

CLINE 

Would this have been a situation where you normally would have had to clear 

this kind of a decision with Previn? 

FLEISCHMANN 

Oh, yes. I was going to when I found the right moment. 

CLINE 

Since he has come up before, and since I was headed there anyway, and you 

just mentioned him again, what about Ronald Wilford? I mean, he is quite the 

looming and controversial figure in agent circles. 

FLEISCHMANN 

Previn was the only music director in Ronald Wilford's stable that I had to deal 

with, and by and large we had a very easy time over him—until the troubles, of 

course. I mean, he didn't interfere much. I first came across Ronald Wilford 

when I was still at the LSO, because he looked after Pierre Monteux. There was 

something he didn't want Monteux to do with the LSO, and I sort of wrote a 

letter to Monteux and said, "Who the hell does this guy Wilford think he is?" 

[laughs] 

CLINE 

A few sessions ago you mentioned a bit of a problem over James Levine. 

FLEISCHMANN 

Yes. 

CLINE 

Now, wasn't Michael Tilson Thomas also represented by him? 

FLEISCHMANN 

Well, by his associate Judy Janowski. 

CLINE 

So it is just kind of a coincidence, then, that there were problems with some 

people who were Wilford-aligned? 

FLEISCHMANN 

Yes. Well, there wasn't a problem with Levine, but Wilford didn't think Levine 

should continue wasting his time, as it were—in his opinion—in Los Angeles. 

CLINE 



Right. So then how does this story end? The board evidently chose 

Fleischmann over Previn. 

FLEISCHMANN 

Yes. [mutual laughter] 

CLINE 

And Previn made a press statement. One of his quotes that has been reprinted 

again and again about the situation is that "Fleischmann was incapable of 

uttering the words 'I will first check with the music director'." You have 

referred to this to some degree, but what do you have to say specifically about 

that statement? 

FLEISCHMANN 

It is absolutely untrue. It comes from the Salonen Japan situation, obviously. 

Naturally, when something like that happens it suddenly becomes something 

that has happened many a time, even though it only happens once. But it was a 

fairly serious situation, obviously. 

CLINE 

So I assume things are now thrown into chaos. Now you don't know what you 

are going to do, I assume, and you have to scramble to figure out what to do. 

You've lost your music director. Is that true? 

FLEISCHMANN 

Yeah. I mean, there is no chaos. You go about it in a very orderly way: a 

search, which we did. And we involved the orchestra very much in it. We felt, 

particularly because of the Previn situation, they should [be involved].A 

member of the orchestra, Jeff Reynolds, bass trombone, who was on the search 

committee, proposed something very intelligent, namely asking every orchestra 

member to take two pieces of paper, on one to list all of the conductors whom 

they would like to see as guest conductors in no specific order, just put down 

names whom you'd like to see, on the other piece of paper all the conductors 

whom you would like to see as music director, no specific order. They could 

put down one or a hundred, you know, whatever. From that you had five names 

that appeared virtually on every one: [Pierre] Boulez, Rattle, Mehta, Salonen, 

and [Kurt] Sanderling. Well, Boulez wouldn't take on any music directorship. 

And Mehta— Obviously you can't go home again. Sanderling won't take on 

any music directorship. 

CLINE 

He was an older man at that point, anyway. 

FLEISCHMANN 

Yeah. Rattle didn't want an American orchestra and certainly not West Coast. It 

was obvious that we should make a beeline for Salonen, which we did. 

CLINE 

Who was a very young man at that point. 



FLEISCHMANN 

Uh-huh. 

CLINE 

Well, we will talk more about that in the next session. Before we end, I just 

wanted to say that around this same period you also relinquished your 

directorship of the Bowl to Robert Harth, is that right? 

FLEISCHMANN 

I didn't relinquish it. I was still— He ran the everyday— 

CLINE 

Oh, I see. You were still involved in the programming and all that— 

FLEISCHMANN 

Oh, yes. Oh, yes, very much so. 

CLINE 

So when we hear the line "He took over the Bowl," it wasn't really lock, stock, 

and barrel. 

FLEISCHMANN 

No, no, no. I was still in charge. He was my number-two who ran the Bowl for 

me, as it were, but mainly operationally. 

CLINE 

So in the next session we will talk about this transition that led into the 

appointment of Esa-Pekka Salonen and other related topics. Thank you for 

talking so frankly about the Previn years with us today. 

FLEISCHMANN 

Well, what's the use of doing anything else? 
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CLINE 

Last time we were talking about the André Previn years, the controversy-laden 

André Previn years with the Los Angeles Philharmonic Orchestra. We pretty 

much got all the way up to the introduction of Esa-Pekka Salonen's character 

into the story, but I first had a few follow-up questions I wanted to ask about 

this period—not just about Previn but about this period during the eighties in 

general. First off, since you had a sense of what you wanted to see happen with 

Previn regarding his potential, and since it seems he didn't live up to those 

expectations, what were your personal feelings at having to go through that 

experience? 

FLEISCHMANN 

Obviously massive disappointment. I blamed myself. I still believe that Previn 

is an extraordinary musician. I still believe that somewhere inside that man is 

one of the great re-creative musicians of our time, but he's never really let 



himself go.It's the same thing with his compositions. They're sort of pale, gray. 

Even A Streetcar Named Desire. There is the surface sort of incidental to the 

drama, but nowhere do you find— It is unfair to compare him to Mozart or 

Verdi, but if you write an opera you set yourself up for that sort of thing. 

Nowhere does the music in Streetcar, for example, for a minute transcend what 

is going on on the stage. In fact, the drama is stronger than the music, which 

merely underlines it rather than reveals the essence, the deep human passion, 

the deep human doubt, the terror that you get— oh!—in an opera like Don 

Giovanni [by Mozart] or Otello [by Verdi], or the slightly bemused standing 

aside that you get in Così fan tutte [by Mozart] or Falstaff [by Verdi], or the 

heartbreaking love, tenderness, plea for forgiveness, for example, that you get 

in the finale of The Marriage of Figaro [by Mozart]. Everything in those operas 

transcends what you are seeing on the stage, transcends the very words that the 

characters are speaking. In Streetcar the words and the actions are so much 

stronger. The music you forget. The characters you would always remember. 

Of course, he set himself a very difficult task by taking a play that in itself is so 

powerful, and those in the audience who are familiar with the play will come to 

it already knowing the characters and what is happening. It's tough to add to 

their knowledge. 

CLINE 

Or even meet their expectations probably. 

FLEISCHMANN 

Right. So there he set himself a very difficult task.But it comes back to the way 

he makes music. He does not seem to be able to open up himself to the music 

and therefore open up the music to us to reveal that sort of inner meaning, that 

inner soul that great music has. He loves conducting Mozart, but nothing 

happens when he conducts Mozart. There are some composers, like Vaughan 

Williams, whom he conducts beautifully, where what you hear is what you get. 

It goes only so far. It's marvelous and moving and lovely, but that's it. With 

Mozart or Beethoven there's a revelation every time you hear a good 

performance.Last night, for example, David Zinman conducted the Beethoven 

Seventh Symphony [in A, op.92] in the New Bärenreiter Edition. Admittedly 

there are some things where notes are shortened, rhythms are tightened, and so 

on and so forth, and where things are revealed, as it were, by slight alteration of 

dynamics. But it was fresh. It was incisive. Somehow things came to you in this 

music that you were never aware of. I've never heard that in a performance by 

Previn, ever. 

CLINE 

So there seemed to be not only disappointment for you with this, but also there 

was a disappointment financially in terms of box office. All these things were 

not going really well. 



FLEISCHMANN 

Let's face it, a disappointment amongst the musicians of the orchestra, who felt 

comfortable with him but never got anything more. For that we had to look to 

Simon Rattle and Kurt Sanderling and Pierre Boulez. It's a pity when your 

music director isn't the one with whom the orchestra can produce its best 

performances, or at least performances as good as those it does with the best 

guest conductors. 

CLINE 

How did this affect your relationship with the board [of directors] or with the 

orchestra? 

FLEISCHMANN 

It didn't. I mean, it was just— Previn is a very amusing, charming 

conversationalist and so on. He had his friends on the board. On the board there 

were discussions. There was by no means total agreement as to the merits or 

demerits of keeping him as a music director. I think I mentioned to you that the 

president at that time, Michael [J.] Connell, had these meetings with the 

musicians and in spite of that felt it would be better to continue with Previn, 

because of the uncertainty, I suppose, of finding somebody good to replace 

him. I think that played a larger part in the board's thinking than anything else, 

the uncertainty. If not Previn, who? In a way they had a bit of an inferiority 

complex about the orchestra, thinking that we couldn't attract an outstanding 

conductor. They also didn't quite understand the quality as well as the potential 

of somebody younger like Esa-Pekka Salonen. But there was not by any means 

total happiness with Previn on the board.I think I mentioned that two years 

before this contract renewal there was another contract renewal where they 

were by no means unanimous about renewing his contract and actually sent me 

to London to talk to him, not about his musical capabilities but about his lack of 

interest in working with the volunteers and fund-raising and being part of the 

community and all that sort of thing. 

CLINE 

So you didn't have a sense, for example, that the board felt they had been 

burned by Previn? 

FLEISCHMANN 

No, on the contrary. I think I've also mentioned that I was deliberately kept 

away from the last few discussions about his renewal and deliberately went on 

a week's vacation as the crucial moment arrived. So to this day I did not— Let's 

put it this way: I never discussed this any further with board members.I just 

accepted what they had in their minds. They knew what I thought. I felt if we're 

going to have to have Previn for another two or three years we'll have to make 

the best of it. I will do my darnedest to work with him and also to reinforce him 

by getting the best possible guest conductors. 



CLINE 

So you didn't feel any sort of decline in the board's confidence in you? 

FLEISCHMANN 

No. I suppose in the end the fact that when they were confronted by Ronald 

Wilford with the choice between Previn and myself they opted for me suggests 

that they did have some confidence in me. 

CLINE 

Did you feel any sort of disgruntlement on the part of the board due to the 

messiness of this whole situation? Or were you pretty much out of it at that 

point? 

FLEISCHMANN 

I was really out of it. I think, in fact, the board behaved very businesslike and 

said, "Okay, he's gone. Now let's get on with it. Let's start the search." They put 

together a search committee and started an interesting search process. The fact 

that I was then very much involved in that search and the board chose to ask me 

to accompany the president [Stanley Beyer] and chairman of the board 

[Michael Connell] to London to negotiate Esa-Pekka's contract must denote 

that they had a certain amount of confidence in me. 

CLINE 

Right. Of course, there's been a fair amount of press on this particular affair, 

and it's been suggested that some insiders thought that you never actually 

intended to renew Previn's third contract and that you actually were angling to 

get Salonen appointed the whole time. At least that's what Previn seems to say. 

FLEISCHMANN 

You must understand that part of the deal—let's put it that way— in this very 

unhappy situation was that we all shut up. I wasn't going to tell the press I 

didn't think Previn was a good enough conductor or all that sort of thing. Let 

him say what he wants to say. He's gone. Those who can read a little behind the 

lines, I suppose, recognized sour grapes when they saw them. 

CLINE 

Right. 

FLEISCHMANN 

Or tasted them. 

CLINE 

You may not have an answer for this, but you had said earlier that Zubin Mehta 

was rather like a brother to you and that [Carlo Maria] Giulini was like a father 

figure. And then we have Previn. Anything to say about Previn in that regard? 

FLEISCHMANN 

There was never that closeness. In all the years that we worked together I was 

never invited into his home for a meal. I suppose he was a good acquaintance. 

You must understand— I mean, I'm sure you understand that his was not a 



happy situation. By the statements he made to the press at the time he tried to 

bolster himself as much as— He was protecting himself. The point is that I 

obviously was constrained from talking at that time, but I don't feel those 

constraints exist at this distance. I think sooner or later the record has to be put 

straight. 

CLINE 

You painted a picture of somebody who's fairly inaccessible, emotionally and 

otherwise, despite his sort of charming personality. It seems that part of the 

difficulty had to have been with communication. What was communication like 

with him? How would you characterize it? 

FLEISCHMANN 

It was flip. It was always amusing, but as with his music making it was 

virtually impossible to probe into the man. In the same way he didn't open 

himself up to the music he didn't open himself up—certainly to me, but others 

who know him seem to have had the same experience. It's really very 

entertaining to be in his company. He's witty, has a story for everything. But I 

think the wit and those stories are in a way a defense mechanism, a wall that he 

creates between himself and the outside. It may— I don't know. I cannot, 

obviously, judge men's private lives, but possibly he's aware of this wall, and 

that is why, for example, he gets married so often.I think he possibly— I hate 

being an amateur psychologist, but the pattern is becoming so obvious in his 

relationships with women, not only marriages but also affairs he has, that he 

enters them with great conviction because he feels this time "I can get close," 

and that in the end they fail because the closeness can't happen. If somebody 

wants to write a psychobiography of a musician, Previn is an extremely 

interesting case. 

CLINE 

Did anything good come out of the Previn years artistically, in your opinion? 

FLEISCHMANN 

Oh, yes, certainly. I think the orchestra's ability to relax, to play rhythmically 

complicated—particularly American—music without giving it a second 

thought, so it became natural. He also taught the orchestra a lot of beautiful 

English repertoire—Walton, Vaughan Williams, Elgar, Britten. There were 

some wonderful performances: Britten's War Requiem, Britten's Spring 

Symphony, of course the Walton First Symphony, Vaughan Williams 

[Symphony no.] 5—gorgeous, gorgeous. Surely it wasn't all negative, but the 

overall effect— His concerts were hardly ever events except when he was 

conducting British music and so on. Of course, unfortunately, he did not have a 

very interesting podium personality. He did not attract an audience just because 

he's André Previn, and therefore they would come and hear what they 



perceived to be a totally unknown Vaughan Williams symphony. Audiences 

stayed away for some of his best performances. 

CLINE 

You mentioned last time that he has some policies that were fairly rigid and 

which perhaps some might consider eccentric. I was thinking specifically of 

how you said that he didn't like the way certain soloists played Mozart. I take it 

that as part of your job description you're the one who gets to basically turn 

these people down in terms of performing. How did that feel for you? And how 

did you deal with that? 

FLEISCHMANN 

Well, it's not so much I turned them down. I couldn't engage them for a while, 

but I kept my friendships with somebody like Alfred Brendel or Mitsuko 

Uchida. I just kept quiet. I remember one morning Simon Rattle was rehearsing 

Mozart or Beethoven and was explaining some of the period style, 

ornamentation or vibrato or non-vibrato, all those sorts of things. Previn was 

sort of standing offstage, turning around to me or nobody in particular, and 

saying, "Why is he bothering with all that stupid shit? Let him just play the 

music."Allegedly Simon Rattle was a good friend of Previn's. I don't think their 

friendship is very close these days. I think it soured over the Los Angeles years. 

Unfortunately, it also led to a bit of a deterioration in the relationship between 

Simon Rattle and the Philharmonic musicians. Simon thought they were either 

incapable or unwilling to play the way he wanted them to play. 

CLINE 

Another one of Previn's decisions was to let Michael Tilson Thomas go, and we 

talked a little bit about that. How was that handled? How did you have to deal 

that particular task? 

FLEISCHMANN 

Well, I was the messenger. [laughs] 

CLINE 

The hatchet man? 

FLEISCHMANN 

Yeah. I had to speak to Judy Janowski, Michael's manager. I felt bad, because I 

had what I thought was quite a good relationship with Michael. In fact, it was 

quite close. I think Michael at an earlier stage felt I was quite helpful to him 

and his career. It wasn't all a bed of roses with Michael. I think I've mentioned 

that in those days he was far less consistent and predictable in his music 

making. Sometimes his rehearsals tended to get quite out of hand. Other times 

he made the musicians feel that he didn't trust them. I suppose this is something 

he learned over the years. It was just a lack of experience in how to handle 

musicians and rehearsals at the time.The talent was overwhelming, as has been 

shown in San Francisco, where he's really come into his own. He's a very, very 



wonderful, exciting musician, conductor, composer. Interestingly enough, the 

little I've heard of his compositions, it seems to have a little more personality 

and a little bit more of a compelling nature to it than Previn, who's a far more 

prolific and accomplished composer. But I think Michael has something to say. 

It comes out, obviously, in his conducting. It has excitement, a depth to it, a fire 

that we lacked in Previn. I think there's that in the music he writes. We shall 

see. 

CLINE 

What was the reaction like within the orchestra and the general orchestra 

community to his dismissal? 

FLEISCHMANN 

It was done really quietly. We didn't make an announcement. His name was 

just dropped from one season to the next from the masthead. 

CLINE 

Going on to a new topic, another conductor that you mentioned earlier this 

morning and we've talked a bit about that I wanted to get a little more of your 

personal relationship and feelings about is Pierre Boulez. 

FLEISCHMANN 

Yes! [laughs] 

CLINE 

Someone who I gather is a close friend of yours. You've been involved in the 

Boulez/LA concerts here. Can you speak a little bit about your relationship 

with Boulez and your feelings about his work both as a conductor and a 

composer? 

FLEISCHMANN 

Well, that goes back to the early sixties. In fact, I think it was 1960 or '61. We 

decided at the London Symphony Orchestra—"we" being the board of the 

orchestra—that this very interesting up-and-coming composer had something 

special to give, and we should invite him to conduct a work of his that was 

being talked about a lot. It was incredibly difficult. We needed a lot of 

rehearsals, special instruments, and so on. Pli selon pli. Boulez was virtually 

unknown in England at the time. In England he was represented by a manager 

who was a friend mine, a wonderful man by the name of Howard Hartog. With 

Howard's help we managed to persuade Boulez to accept an engagement to 

conduct Pli selon pli. We knew we'd lose our shirts because of all the extra 

rehearsals involved and because it was hardly likely that much of an audience 

would come, but we felt it was something we had to do, and it would be good 

for the orchestra and for its image. I mentioned special instruments, particularly 

plate bells, which were very difficult to find. They had to be specially made by 

a percussion maker by the name of Harry Harms in Hamburg. I ordered them at 

great expense.Through Howard Hartog, Boulez agreed to one hundred pounds 



being his fee, which even in those days wasn't a big fee, but he was unknown, 

and I felt he knew how much money we were going to lose anyway. It was a 

token fee. Well, a few months later I got a letter from a Dutch agent saying he 

had taken over the representation of Pierre Boulez, and he understands that 

Pierre Boulez was coming to London the next season to conduct Pli selon pli, 

and his fee would be three hundred pounds.In those days, the LSO didn't have a 

huge budget. In fact, we were very, very poor. The extra two hundred meant a 

great deal. So I thought, "Gee. I think I'll have to ask Boulez about this. This 

can't be true." So I wrote a nice letter to Boulez. I said, "There must be some 

mistake. I made a deal with Howard Hartog for your services at one hundred 

pounds, and now this man wants three hundred." I got back a four- or five-page 

letter. Now, Boulez's handwriting is minute at the best of times. You know, 

some people need a magnifying glass. It was this really closely written letter 

calling me every dirty name under the sun. "I wasn't fit to lick the shoes of the 

servant of a peasant," that sort of thing, more or less telling us to go to hell. We 

didn't go ahead with the engagement, although we'd already had the plate bells 

manufactured and things like that.Well, I was intimidated by this man. I had 

heard some of his music and had read some of his comments and writings. This 

was a formidable intellect, one of the great brains of our century. I was totally 

intimidated.It was— I think it must have been 1964. Was it 1964? Or was it 

1962? [1962] Whatever it may have been, the London Symphony Orchestra 

was invited for the first time to the Vienna Festival. This was one of my 

dreams, my goals; I managed to get them invited. We went with Leopold 

Stokowski, Georg Solti, and Colin Davis as our conductors—not bad. No, no. It 

was Stokowski, [Pierre] Monteux, and Solti or Davis. It may have been 

Davis.While we were there, Stokowski and I went to a Sunday morning or 

Saturday morning concert given by the Vienna Philharmonic conducted by 

[Herbert von] Karajan. One of the pieces in the program was Anton Webern's 

Symphony [for Chamber Orchestra, op. 21]. It really made no sense at all. It 

just was a disjointed, boring performance. Mr. Stokowski, who was in his late 

eighties at the time, and I were much more interested in the beautiful woman 

who was in the box next to us. [mutual laughter] As a matter of fact, that night 

we were doing a concert with Monteux in the festival, and after the concert that 

beautiful woman came backstage with Mr. Karajan, who was an admirer of 

Monteux's and wanted to congratulate Monteux. I took Karajan in to Monteux, 

and he says, "Oh, by the way, Mr. Fleischmann," said Mr. Karajan, "I'd like 

you to meet my wife." She says, "Oh, I think we know each other"—from that 

morning. It was rather embarrassing. However, the op. 21 Webern, I couldn't 

understand that performance at all. This was in June.In August, late August, I 

was at the Edinburgh Festival. Boulez came with the NDR [Norddeutscher 

Rundfunk] Symphony Orchestra from Hamburg, and on the program was 



Webern op. 21. The NDR's a good orchestra, a very good orchestra, but nothing 

like the Vienna Philharmonic. But that Webern suddenly made every bit of 

sense in the world. My ears were cleaned. [mutual laughter] It suddenly 

revealed itself to me in this amazing performance. I was so overwhelmed that at 

the end of the concert, in spite of being so intimidated by— I'd never spoken to 

Boulez. That letter was the last communication we had had. In spite of that, I 

felt I just had to go around backstage and congratulate him. So I took my 

courage in both hands and went backstage and did that. He said, "Oh, it's very 

nice that you should come see me." Howard Hartog was there as well. He said, 

"Why don't the two of you get together some time?" Boulez said, "Well, I'm 

coming to London next week. Why don't we meet at such and such a 

pub?"From that started a friendship which led, in the first place, to a historic 

series of concerts in London in 1967 in which Boulez introduced and conducted 

the music of the Second Viennese School—Schoenberg, Berg, and Webern—

which really caused a total change in audience attitudes to that music in 

London. It was not only the Webern Symphony, [op.] 21, that Boulez 

conducted in such a revelatory way. All that music he made so clear and so 

beautiful. The audiences were huge, and he was really eloquent in the way he 

introduced the music and all that sort of thing. That's one thing that resulted 

from it.Then, afterwards, fired from the LSO— This was when I had already 

begun to work for CBS [Masterworks]. I one day got a call out of the blue from 

Howard Hartog, Boulez's manager. He said, "Pierre's coming to town next 

week. He suggested that the three of us should have dinner together. Are you 

free on such and such an evening?" I put everything else aside. At that dinner 

Pierre said to me, "Well, you will not believe it—" Well, I should put this in 

context. Boulez had been an absolute rebel in France. He had spoken out very 

strongly against government musical policy in France being conservative, that 

it encouraged third-rate quality performances and repertoire, etc. He said, 

"France, as far as I'm concerned, is a dead country musically." So at that dinner 

Boulez said, "You will not believe this, but I got a letter from Mr.[Georges] 

Pompidou"—who was then head of the government— "inviting me to become 

the director of the Paris Opéra and to reform the Opéra and musical life in 

France."The Opéra was in a dreadful state. They never rehearsed anything. 

Throughout the whole year they had about twelve rehearsals. That's all. 

Virtually every night performances went on without any rehearsal, with lousy 

conductors, and so on and so forth. 

CLINE 

Hold that thought. I'm going to have to turn the tape over. 

1.33. TAPE NUMBER: XVII, Side Two (February 25, 2000) 



CLINE 

All right. Back about Pierre Boulez taking over the Paris Opéra. 

FLEISCHMANN 

The Opéra was overstaffed. It was just totally inefficient and musically dead. 

Anyway, Boulez said, "You won't believe this. Pompidou has invited me to 

become the general director of the Opéra in Paris. Of course, I'm not going to 

do it, but in order to make it possible for whoever they do get to really institute 

some reforms and improve the place, I wrote a long letter, seven pages, in 

which are outlined what needs to be done to bring the Opéra into some kind of 

important musical force, not only in France but in the world. One of the 

proposals I made was that you"—i.e. Ernest—"should become the general 

manager, the intendant de la musique." Since Rossini they hadn't had a 

foreigner do that, he said. He overlooked the fact that Rolf Liebermann actually 

ran the Opéra for a while in the fifties. I believe that was before then. Yeah. 

Anyway, to cut a long story short, Pompidou accepted all Boulez's conditions 

and said, "Go ahead. Reform the Opéra."As a result, Boulez asked whether I 

would work with him and Maurice Béjart—you know who he is, a famous 

choreographer—to head the dance and Jean Vilar, who's a legendary stage 

director, to head the dramatic side of the Opéra. Pierre would be the chief 

conductor. I would be the general manager. But first the government asked us 

to prepare a report on how the Opéra should be reformed. If that report was 

accepted by the government, the idea was that the four of us would take over, 

Boulez, Béjart, Vilar, and myself. As a result, we got a contract to prepare this 

report.I was then working at CBS Masterworks in London. Every Friday 

afternoon I took a plane over either to Marseilles or to Paris. We met. In Paris 

on Friday night, Saturday night, and Sunday afternoon, I attended performances 

at either the Opéra or the Opéra-Comique, which I analyzed critically for this 

report. We had to make the case, first of all, for all of what was wrong and 

whether there was anything that could be retained from the existing regime. All 

day Saturday and Sunday morning, Sunday night, we met developing this 

report. This happened either in Paris, where I attended these performances as 

well as the meetings, or we went to Pierre's home in Provence, Saint-Michel. I 

flew to Marseilles, and there he usually was and met me with his car, and we 

drove to his home where the other two were already waiting as well as a 

representative each time in these meetings of the Ministry of Culture and a 

representative of the Ministry of Finance, who worked with us. The six of us 

formed the Commission pour la réforme de l'Opéra—the commission for the 

reform of the Opéra. Part of my job was to put together the opening season, 

basically to create a three-year performance plan and fill in the details of the 

opening season. For that I contacted many conductors and singers, people like 

Leonard Bernstein and George Szell, etc., etc., and all the great people 



around.We worked happily along starting in October '67 until the 

famous événements—events of spring, April '68, when the students went on 

strike, when the very people— Incidentally, one of our big platforms was that 

we have to attract young people to the Opéra, including a huge series of 

concerts to be given by the Opéra orchestra and/or members of the orchestra 

chamber of music, new music, etc., and we were working out schemes and 

plans to attract young people, to make it possible for them to afford it, to have 

a théatre gonflable, an inflatable theater that we could set up in a marketplace 

anywhere and put on performances throughout the country, but largely for 

students and younger people. Well, here the events of May '68 came along, 

where [Charles] de Gaulle's police, soldiers, were firing on the very people that 

we were hoping to attract to the Opéra.Jean Vilar was a communist, a leftist. 

He was most famous for having started the Avignon Theatre Festival, which is 

still today one of the great theater festivals of the world. Vilar drafted a letter of 

resignation, which the four of us signed, condemning the actions of the 

government vis-à-vis the students and asking to withdraw from the reform 

project for the Opéra. We had signed contracts. At least our first contract was to 

deliver the report, and they held us to that, the government did. They were 

going to sue us. So we thought we'd better finish the report, but we weren't— 

Whatever happened, even if they offered us the jobs, we weren't going to take 

them as had been contemplated.So this was in 1967, '68. But throughout all this 

my friendship with Pierre deepened. Everything that he got involved in he 

wanted me to work on with him, whether it was the BBC [British Broadcasting 

Corporation]— When he was conductor of the BBC Symphony [Orchestra], he 

wanted me to become head of music for BBC television, which I obviously 

wasn't qualified for, but nonetheless— When IRCAM [Institut de Recherche et 

Coordination Acoustique Musique, Centre National d'Art et de Culture Georges 

Pompidou] was still just a flicker of an idea in his head, he asked me to meet 

with him in New York to go over the whole thing and said, "Well, you're going 

to run this for me," and I said I just couldn't. It was very complicated. I was 

new in my job, and I just felt I couldn't leave yet. Then, when he became music 

director of the New York Philharmonic and the general manager's position was 

becoming available, again he asked me to become general manager of the New 

York Philharmonic, but I'd been in Los Angeles too short a time to do that. It's 

a pity, but it just wasn't right. Later on it was— I finally got offered the 

directorship of the Paris Opéra, and of course I accepted it and then withdrew a 

few days later. But he was very much behind that, obviously. 

CLINE 

And that was during the first year of Previn's time here. How did that actually 

go down? What happened there? You accepted the job and a week later you 

were back in L.A. 



FLEISCHMANN 

I'd actually gone over to Paris to negotiate my contract and also to do some 

work, start some work with people who were in senior positions whom I'd be 

working with, etc. I flew back to L.A. and told the chairman-president of the 

board—Rocco Siciliano, I think it was. We talked about who would succeed 

me, etc., make an orderly transition and all that sort of stuff. The more I talked 

and the more I thought about the political uncertainty of France, where a job 

like the Opéra is purely and simply a government job— If there's a change of 

government it would be by no means certain that they'd keep me on. I liked it 

here. Shall we say, there was a loyalty to the L.A. Philharmonic because it had 

been really good to me. The board had been good to me. I had, I think, 

reasonable relationships with the musicians. I had a good staff. By the 

Thursday of that week I decided, "I can't go through with it."So on Thursday 

night, Friday morning, I didn't sleep. I wrote a letter to Jacques Lang. He was 

then the minister of culture in France, and a very astute thinker and politician 

he is. I wrote this letter explaining why and put it in telex form, which I sent off 

Friday morning just before I got onto a plane to go to New York. To cut a long 

story short, there was something wrong with the telex communication between 

Los Angeles and Paris that afternoon. The telex didn't— Before I got on the 

plane I called the L.A. [Los Angeles] Times and said, "Look, I've just sent this 

telex. I am withdrawing. Since you carried the story that I got the appointment, 

you'll probably want the story that I'm not going after all."I got onto the plane, 

and all hell broke loose when I got to New York. The telex didn't get through to 

Paris for some reason, but the L.A. Times, whoever it was here, called their 

Paris bureau chief, because they wanted comments from French musicians. So 

this bureau chief called friends of his at Figaro and La Monde and asked them 

did they know about this and their comments, and they didn't. So Saturday 

morning Figaro andLa Monde both had this story that I'd withdrawn, and 

Jacques Lang hadn't got my telex. There was no fax in those days; it was telex. 

So he read it in the newspaper before he got my official letter withdrawing, 

which didn't endear me to him. And yet a number of years later he asked me 

again to take over the old Opéra, the Palais Garnier, and to guide the transition 

into the Bastille and to help advise on the construction of the Bastille, what 

facilities they needed, and in all probability to run the Opéra Bastille when it 

opened. He couldn't guarantee it, but that's how it looked at the moment. I 

didn't accept it because, again, of all the political uncertainties in Paris and also 

because it was a three-year job. Here I had a job, more or less, as long as a 

lifetime, as long as I wanted it, until I retired. However, I was retained, together 

with Gérard Mortier, who's now director of the Salzburg Festival. I was 

retained as a consultant on the design and construction of the Bastille Opera in 

Paris. All because of my friendship with Boulez, I'm sure. 



CLINE 

The music situation in Paris is famous for being sort of a veritable hornet's nest 

of political— 

FLEISCHMANN 

It's much better now than it used to be, but it went through very bad periods. 

You must have read that Daniel Barenboim was unceremoniously dropped and 

then Myung-Whun Chung, the same thing. 

CLINE 

Right. It sounded very hellish. What, if any, was the fallout here with the 

announcement of your new position and then your reinstatement, your sudden 

return? 

FLEISCHMANN 

Well, the board was very nice. They indulged me, shall I say. The one who 

tried to make a lot out of it, of course, was Mr. [Martin] Bernheimer. 

CLINE 

Right. 

FLEISCHMANN 

It was fodder to his malicious mill, but— So what? 

CLINE 

Another thing that happened during the Previn years that also created a certain 

amount of controversy was a commencement address that you made under the 

name of "The Orchestra is Dead. Long Live the Community of Musicians," 

May 16, 1987, the Cleveland Institute of Music. This was an incendiary sort of 

address where you suggested a very radical restructuring of the existing 

structure of the symphony orchestra into a much larger pool, what you termed 

the "Community of Musicians." This sort of takes off a little bit from Boulez 

and his radical restructuring of the Paris Opéra. This generated a certain 

amount of press reaction, as well. 

FLEISCHMANN 

All over the world. 

CLINE 

All over the world, people running articles saying that this had happened, that 

you were sort of declaring— I think probably the thing they reacted to most 

was your declaration that the symphony orchestra as we know it is essentially 

dead. What are your feelings about this now, years later? Do you still go along 

with a lot of the tenets of your address? Do you think anything has changed 

since 1987? 

FLEISCHMANN 

Of course, a lot has changed. In many ways the symphony orchestra as we 

knew it then is even deader. Society has changed around us. The age of 

technology in the last ten or twelve years— The changes have been quite 



radical. But what's also changed is that the audience, both in sophistication and 

in its general interest in symphonic music, has dropped considerably.We do 

need to restructure, rethink. Certainly the great masterworks of Mozart, Haydn, 

Bach— But at the same time there are still a lot of ingrained traditions in the 

old audiences and in many orchestral players. What I was trying to say was that 

there is probably an over-provision of orchestral types of music, particularly in 

cities that have both a symphony orchestra and a chamber orchestra, that there 

is an excess of administrative cost involved in running two institutions when 

maybe one could do the same job, that there is unnecessary competition for the 

very few funds that are available to help underwrite the arts when you have 

both a symphony orchestra and a chamber orchestra running after the same 

money. Those are some of the points I was trying to make.On the one hand, the 

main purpose— I was giving a commencement address to a graduating class of 

music students. I wanted to encourage them to look at jobs in symphony 

orchestras, because it was possible if some of the reforms that I had proposed 

were adopted, joining a symphony orchestra could be an extremely rewarding, 

satisfying kind of job. They could play chamber orchestra repertoire, chamber 

music, new music, do educational work, solo work, you name it.It could all 

come under the umbrella of a symphony orchestra, one administration instead 

of two. Through the lower overhead it would make fund-raising easier. Less 

underwriting would be required. At the same time, the organization would 

deliver more services to the community. The musicians would become less 

bored, because they wouldn't every damn week have to provide another 

program of the "great classics"—let's put it that way.So this was picked up in 

various ways. Of course, the media tended to exaggerate the headline of my 

article. All they could see was that the symphony orchestra's dead, not really 

that there were details here of what I still think is a new and improved way of 

running a symphony orchestra, which has more to do with where we are now— 

Even since 1987 a lot has happened.Certainly since 1987 the technology sector 

has taken over. There's even less arts education in schools; it's virtually 

nonexistent. The new generation of very wealthy young people has not been 

given a chance to make itself acquainted with symphonic music. Therefore, 

there's a big hole in their life experience, I think. The result, of course, is that 

they don't think about going to symphony concerts. As the money's being made 

between the ages of twenty-two and thirty-five, by the time they're thirty-five 

they're not ready to become part of the symphony audience. They probably 

never will be. We've got to do something to change that, and we can do it. But 

it's going to be tough. 

CLINE 

One of the main criticisms of this was that your plan basically seemed to put 

the reins of power into the hands of a "supermanager," to use your term, 



somebody who really would have to be extremely adept at handling a very 

large and complicated artistic and business organization. How do you feel 

about that? 

FLEISCHMANN 

Well, it exists already— It has nothing to do with power, my proposal. It has to 

do with a streamlining of the administration. In the big orchestras since then, 

quite a lot of the "Community of Musicians" idea has been adopted. It hasn't 

caused any problems. Nobody is complaining about the managers of those 

orchestras being more powerful than they were thirteen years ago. 

CLINE 

I guess that some, therefore, saw it not only as a radical attention-getting kind 

of device but also a bit of a promotion for people of your talent. Do you think 

that there are enough people who meet that qualification to take on that kind of 

task at this point? 

FLEISCHMANN 

Potentially, yes, but it's not totally obvious that they're around. We have to 

create more vehicles for their training. Most of the training can only be on the 

job, obviously. The American Symphony Orchestra League is really taking this 

training of managers quite seriously. If their programs work out, I think we 

may well develop some good managers. There are good managers and not so 

good managers. I don't think the "Community of Musicians" is going to make 

them any worse. If they're running an orchestra badly they'll run an expanded 

operation badly. If they run it well they'll run an expanded operation well. I 

think by and large we grow with the growth of our responsibilities. As our 

responsibilities increase our capabilities tend to increase. So we need to be 

challenged. It is, unfortunately, all too easy to become stale, even in the most 

demanding kind of job. This will make it less likely that one can become stale 

when one is so damn busy. 

CLINE 

Do you think there's a positive aspect to having a diversity of organizations, for 

example a local symphony orchestra and a chamber orchestra and these various 

ensembles? 

FLEISCHMANN 

I'm glad they exist, but I think there's a lot of waste, a lot of administrative 

waste. And unless they're all of the highest quality, which is physically 

impossible, I'm not so sure whether I can justify the existence of so many 

bodies.I listened to a radio broadcast last night of— I didn't know who it was. It 

was a performance of El amor brujo, Love the Magician, by [Manuel de] Falla, 

and really it was all over the place. The solos were muffed, ensemble passages 

messy, the strings were not together. There was rough-sounding stuff. Tempi 

were sort of exaggerated. It was one of the more highly regarded local 



symphony orchestras, an orchestra that inevitably gets good reviews in the local 

press. I was almost tempted to write—to no one in particular—to say that we've 

got to really sharpen our critical instincts and be more honest about this in 

criticizing it in the media. This orchestra raises money in its community—quite 

a lot, a seven-figure sum. It gives regular performances which are regularly 

reviewed in a positive manner. It does exactly the same things on a smaller 

scale that the Philharmonic does, but the quality— The conducting is dreadful, 

and therefore the playing isn't as good as it might be. To me there is no need for 

this. That audience can get its symphonic jollies by coming to the Music Center 

[of Los Angeles County]. Or the L.A. Philharmonic should give two or three or 

five concerts a season in that community, which is not far from the Music 

Center. It will serve the same purpose that the local orchestra is serving, but 

will serve it a great deal better. 

CLINE 

Do you think there will still be enough chance for enough musicians to get 

work under that system? 

FLEISCHMANN 

If we ever took opera seriously in this city, yes. 

1.34. TAPE NUMBER: XVIII, Side One (March 3, 2000) 

CLINE 

Last time we had been talking about the André Previn years and moving into 

the years with Esa-Pekka Salonen, the present music director of the Los 

Angeles Philharmonic Orchestra. But we had ended with a discussion of the 

commencement address that you made called "The Orchestra is Dead. Long 

Live the Community of Musicians" [May 16, 1987, Cleveland Institute of 

Music]. I just had a couple of things I wanted to ask you related to that. First 

off, we had talked about how it was somewhat inspired by some ideas of your 

friend Pierre Boulez. There are two questions I wanted to ask related to that. 

One is, when you were asked to do this commencement address, can you recall 

what particularly it was that inspired you to choose that topic for your address? 

The second question is, did Pierre Boulez react to the content of it? Did he 

know anything about it? 

FLEISCHMANN 

What really inspired me to do it was that I wanted to get across to graduating 

students the fact that life in an orchestra can be very interesting, even exciting 

musically, to dispel that myth that so many instrumental teachers seem to 

preach, namely that an orchestra is a sort of last resort. They wanted their 

students to be soloists, and if they don't quite make it as soloists then they 

should at least play chamber music. What I wanted to show was that an 



orchestra gives a musician a tremendous range of musical experiences. It's not 

just the subscription concerts of the basic orchestral repertoire, but you can play 

contemporary music, and you can play chamber music. You can teach. You can 

play solos. If there are enough already skilled jazz musicians in an orchestra, 

you can get a jazz group in an orchestra. Then I started thinking, to do this 

properly, "What about chamber orchestra, for example? What about opera?" 

These are all different experiences somehow for a musician to take part in. I 

started thinking, "Will the ordinary symphony orchestra have enough musicians 

to do all this?"Then I started thinking some more. It suddenly struck me: there 

are many larger cities where there is more than one orchestra, usually a 

symphony orchestra and a chamber orchestra. They each have separate 

administrations. They each have separate fund-raising campaigns. They 

compete with one another to raise all this money. Then, by having separate 

administrations they obviously have more in numbers. They employ more 

people administratively than they would if, for example, two orchestras like 

that were to combine into an orchestra of about 140 musicians, which would 

include both the symphony orchestra and the chamber orchestra in town, like 

in— The nearest example [is the] Los Angeles Philharmonic and the L.A. [Los 

Angeles] Chamber Orchestra. I'm sure we could save, I would say, six or eight 

fairly highly paid positions if we combined the two. That's a lot of money. 

That's a few hundred thousand [dollars] a year.At the same time it would 

enable the musicians to have a wider range of musical experiences, because 

that enlarged orchestra would then— Those musicians who are particularly 

keen on chamber music will obviously form chamber music ensembles under 

the orchestra's auspices. There will be a chamber orchestra still, which will be 

playing the repertoire that the L.A. Chamber Orchestra used to play. There will 

be a new music group. There will be a strong educational component. You 

name it. Every possible musical experience will be able to be covered by an 

orchestra like that. Then, when they do play symphony concerts it will be 

something more special than now, where they have to churn out a program a 

week. One would hope that the musicians will enjoy it more and even provide 

better performances that way. That was the rationale—a long, long answer to a 

short question.How did Pierre Boulez react? He reacted very positively, so 

positively that he actually had the text republished in a journal [Résonance] 

that's put out by IRCAM [Institut de Recherche et Coordination Acoustique 

Musique Centre National d'Art et de Culture Georges Pompidou], the institute 

which he headed at that time—translated into French, of course. 

CLINE 

There were a lot of people who seemed fairly unhappy with this. Samuel 

Lipman, obviously, was very unhappy with it. He created a little bit of sort of 

journalistic sparring between the two of you there. Were there any other people 



who expressed an interest in this, an appreciation for this idea, that you can 

recall? 

FLEISCHMANN 

It certainly got talked about, and it's still being talked about. In fact, the other 

day I had an e-mail from the manager of the Adelaide Symphony Orchestra, 

who asked me if I could help them bring into practice the ideas that are outlined 

in the "Community of Musicians" address. It was translated, as I said, into 

French. It was translated into German and published in one of the biggest 

German newspapers, Die Welt. It was translated into Norwegian, published in a 

Norwegian magazine. It was published, I think, in the Boston Globe or 

[Boston] Herald, one of those papers.It was also the subject of quite a lot of 

controversy. The head of the German musicians union in the official 

publication of the German musicians union attacked it.Christoph von Dohnányi 

attacked it in the German news magazine Der Spiegel. And then a couple of 

years later the Cleveland Institute put together a symposium with Tom 

[Thomas] Morris, the managing director of the Cleveland Orchestra, Sam 

Lipman, Kurt Masur, the then music critic of the Cleveland Plain Dealer—I 

think that was the newspaper—and myself to discuss it.It got far more coverage 

than it warranted, than I expected, largely because what the media seized on 

was just a tiny aspect of it, when I said, "The orchestra is dead." But that wasn't 

the intention. 

CLINE 

You were asserting, among other things, that the orchestra is dead because 

people in the orchestra—including the music directors, frequently—have lost 

their sense of purpose or their inspiration and it's just become a grind. I think 

this can hardly be debated. This seems to be fairly well known.One other thing 

I wanted to ask related to this, you mentioned that there were some orchestras 

where you thought this wasn't the case, where there was a lot of pride in the 

orchestra. There was a lot of support, and there seemed to be a fair amount of 

inspiration on the part of the members of the orchestra. The orchestras in the 

United States that you mentioned were— Boston [Symphony Orchestra] was 

one you mentioned, Philadelphia [Orchestra] perhaps. 

FLEISCHMANN 

As not being— 

CLINE 

As having inspiration. 

FLEISCHMANN 

No, no, no. 

CLINE 

Oh, really? Let me find it here. Here we are. You were talking about 

"increasing boredom, artistic frustration and disillusionment" and "as things are 



at present, this may indeed be what you can expect in all but a few cases. There 

are exceptions, of course, in Vienna, Berlin, Amsterdam, Boston, Philadelphia, 

and here in Cleveland," where you were giving the address. 

FLEISCHMANN 

I'm sorry, I— It certainly doesn't apply today to Boston and Philadelphia. 

CLINE 

That's where I was headed. I wondered. 

FLEISCHMANN 

That was a different era. 

CLINE 

It says, "These are places where there is still some tradition of pride among 

orchestra members and admiring, respectful recognition on the part of the 

public." 

FLEISCHMANN 

There used to be, but in many ways— In Boston it was really destroyed by the 

overlong tenure of the music director, Seiji Ozawa, who was a perfectly 

interesting conductor and had a certain amount of repertoire, but it cannot be— 

No one can be expected to cover the huge amount of repertoire that he insists 

on doing and throwing new light on it and so on. He's also made some very 

dubious personnel decisions, so that you have a pretty demoralized orchestra 

and also an orchestra where certain positions are held by people who shouldn't 

be there anymore, or shouldn't have been there in the first place, so that the 

actual playing level of the Boston Symphony has really gone down.The 

Philadelphia— There's been tremendous tension between management and 

musicians there. They had a ten-week, eleven-week strike not so long ago. 

They've never quite recovered from that in the relationship between 

management and musicians. The music director's a very honest conductor, 

Wolfgang Sawallisch, but not, I suppose, a very inspiring one, which doesn't 

help things. Of course, when they get somebody like Simon Rattle to come 

there, suddenly the orchestra plays like the great orchestra it used to be, but it 

doesn't happen that often. 

CLINE 

You follow this statement by saying—and this is, of course, back in '87— 

FLEISCHMANN 

Isn't it amazing—sorry to interrupt—how orchestras can deteriorate in what for 

an orchestra is a relatively short time. In those days one felt that Boston and 

Philadelphia indeed had a certain amount of pride in their tradition, let's say, 

but that's no longer there. 

CLINE 

So you followed by saying, "There's also a kind of new pride developing in a 

few orchestras." You mentioned San Francisco [Symphony], Los Angeles, and 



St. Louis [Symphony], but that's about it. How do you rate that situation now, 

all these years later? 

FLEISCHMANN 

Certainly, San Francisco and Los Angeles seem to be the torchbearers of 

orchestral innovation, and there seems to be a really good relationship, a good 

bond, between music director and musicians in both cities. I suppose Esa-Pekka 

Salonen differs from Michael Tilson Thomas in some ways—in many ways, of 

course. He's maybe not as vocal, as public a figure as Michael is, and of course 

his music making is different, maybe less of romantic. But he's— By and large 

I think both conductors have effected an enormous improvement in the playing 

quality of their respective orchestras and have stirred things up. 

CLINE 

What about St. Louis now? 

FLEISCHMANN 

It's difficult to say. Looking at their programming, it certainly isn't as 

interesting as it was during the [Leonard] Slatkin tenure. I mean, their music 

director's a perfectly solid Kapellemeistertype, Hans Vonk, but I don't know 

enough about what's going on there now. I can't imagine that it's quite the same 

interesting musical activity as it used to be. However, there is a very good 

educational program in St. Louis in which the orchestra is deeply involved, the 

musicians are. But I don't know enough about it. 

CLINE 

Any other orchestras that you can mention now that you think are really 

coming up and doing interesting things? 

FLEISCHMANN 

Today? Not really. Cleveland, I think, has a certain— Certainly Cleveland has 

tremendous pride. The Cleveland Orchestra is a crown jewel of the city of 

Cleveland, and people are very aware of it. The musicians are honored in the 

city, and they feel— I mean, they're special people. They're considered to be 

special people, which you don't get in many other cities. 

CLINE 

One thing that I wanted to ask about before we totally leave the eighties, during 

the André Previn years something happened involving someone we talked 

about a few sessions ago, and that was Roger Wagner, the director of the Los 

Angeles Master Chorale, who departed in 1985. He departed under some sort of 

considerable disappointment in the press. I think there were people who felt 

like there wasn't enough of a grand exit engineered on his behalf. I wondered 

what your involvement, if any, was in the selection of his successor, John 

Curry, which turned out to be somewhat of a controversial choice, and what 

your feelings were about that whole situation, the departure of Wagner and the 

selection of a new director, John Curry. 



FLEISCHMANN 

I think Roger did an amazing job in many ways. He started and held together 

the most important professional choir, I think, in the United States. He trained 

them in his way, which was a specific sort of romantic way—emphasis on 

vowels, rhythmically not so important, emphasis on beautiful singing and all 

that sort of stuff.Roger, I think, was a conductor manqué. While he was always 

very supportive of whoever was conducting a work for which he prepared the 

Master Chorale, there was still a slight sort of resentment, particularly of the 

younger conductors. Roger would have loved to conduct the Philharmonic a lot 

more, but one or two times in my early years that I asked him to do so at the 

[Hollywood] Bowl it was really fairly disastrous. The musicians weren't very 

happy with him. But he was a personality. Yes, I suppose, I could have made 

more— I should have done more to honor him.As far as his successor is 

concerned, I'd been quite impressed by John Curry at the Edinburgh Festival. 

And he had brought out his Scottish National Chorus a couple of times, and 

that was really remarkable. They made a sound that we hadn't heard before. It 

had the incisiveness and the rhythmic excitement that we found lacking in the 

Master Chorale, and they were amateurs, all amateurs. So when I was asked 

about him, I said, "He's seems to be a terrific guy." But he's probably better 

with amateurs whom he can bully and things like that than with a professional 

choir. I didn't think he did a very good job here, frankly. It's certainly improved 

under Paul Salamunovich. 

CLINE 

Who was Wagner's protégé. 

FLEISCHMANN 

Actually, not only was he his— I mean, he was his assistant, and the few times 

when Roger was ill and Paul trained the choir the conductors were always very 

happy with the way he trained the choir. In fact, I think Zubin Mehta, for one, 

preferred Paul. 

CLINE 

I think Wagner felt snubbed because his preference for his successor was not 

honored at that time. 

FLEISCHMANN 

I don't know the ins and outs of that. 

CLINE 

I just wondered how much influence, if any, you had in that decision, the 

choice of John Curry. You said someone brought the name to you and basically 

asked what your opinion was? 

FLEISCHMANN 

I only had good things to say about him because I'd only known good things 

about him. 



CLINE 

Yeah, right. I guess it didn't work out.So I wanted to go on into the years of 

Esa-Pekka Salonen. I wanted to start by asking first, where did you first hear 

and learn about Esa-Pekka Salonen? 

FLEISCHMANN 

I first heard about him in 1983 when I was coming back from a vacation in the 

south of France. We were on the same flight as Terry Harrison, who was an 

artist's manager from London. Harrison/Parrott is quite a well-known firm; he 

was a partner in that. So we talked a bit on the plane, as one usually does. We 

asked each other about any new talent we'd come across, and he mentioned a 

young conductor. He couldn't remember his name, a young Finnish conductor, 

a kid, he said, whom the members of the Helsinki University Male Voice 

Choir, whom he had just toured in the British Isles, raved about absolutely. It 

sort of went in one ear— Very little of it stuck; most of it went out the 

other.But it so happened we had to spend the night at a hotel at Heathrow 

airport in order to catch our flight back to Los Angeles the next morning, and in 

the morning before we got up the phone rang, and it was my girlfriend's 

mother. She asked, "Have you looked at the—" I think it was the 

[London] Daily Telegraph at the time. There was a paragraph about Michael 

Tilson Thomas not being well and having to bow out of a performance of 

Mahler's Third Symphony [in D-minor], which he was supposed to conduct at 

the [Royal] Festival Hall the following Thursday. We're talking now about 

Monday morning. In his place, it said, a completely unknown young Finnish 

conductor by the name of Esa-Pekka Salonen had been engaged. Suddenly a 

light went on in whatever brains I may have— "That must be the guy!" The 

little article said he was very young, in his early twenties. It was going to be the 

Mahler Third Symphony, which is a pretty big piece, with the Philharmonia 

Orchestra. This was a Monday morning.We were, of course, at the time looking 

for a music director. I thought, "Jesus.But this is such a long shot. I should 

really stay, but—" The next day I had arranged meetings with six or seven [Los 

Angeles] City Council people regarding a small grant for the Philharmonic. 

Anyway, I did fly back on the Monday. Halfway across the ocean I thought, 

"Gee, I should have stayed. I should have stayed to look at this guy."Well, by 

the time I got back I'd more or less made up my mind. The next morning I went 

to the various meetings at city hall and asked my assistant to get me onto a 

plane back to London the next day, which was a Wednesday.So I flew back, 

got there Thursday morning, got a bit of a rest, and then in the evening went to 

this concert at the Festival Hall—and was bowled over. And indeed, he was a 

little kid. And even now he looks about twenty-five, maybe. This was a typical 

teenager, but he conducted a superb performance of the Mahler. What really 

convinced me that we needed to look at him very seriously was the fact that— I 



went around backstage after the concert, which was really overwhelming. It 

was a sort of searing emotional experience, and there was this kid in short 

sleeves in his dressing room drinking a can of beer. I thought, "He's 

okay."Anyway, he was obviously too young and too inexperienced to become a 

music director. Even more obviously, one would never make an appointment 

without a conductor having worked with the orchestra, but I asked him if he 

would be interested in coming to guest conduct. Of course he was. We arranged 

to meet a couple of months later in Göteborg, or Gothenburg, where he would 

have a bit of time and I could watch him rehearse as well as conduct a concert. 

CLINE 

This is when he was with the Swedish Radio Orchestra? 

FLEISCHMANN 

Not yet. He was not yet the music director of the Swedish Radio. He was just 

guest conducting at Philharmonia and Göteborg and Swedish Radio and one or 

two others. Anyway, it was not to be. He certainly was not ready for music 

director, but he agreed to come and guest conduct the following season. 

Incidentally, in Göteborg that night Wynton Marsalis was playing at the 

University [of Göteborg], so we went along and introduced him to Wynton.The 

guest conducting stint that Esa-Pekka then did in the following year— which 

was 1984, I think—was extremely successful. I remember the program still— 

let's see: [Witold] Lutoslawski Third Symphony, Ravel Piano Concerto in G 

with Alexander Toradze, and the Mendelssohn ItalianSymphony [no. 4 in A-

major, op.90]. It was really superb. After that he came back virtually every 

season and conducted things like Bruckner [Symphony no.] 6 [in A], Mahler 

[Symphony no.] 4, Beethoven [Symphony no.] 4 [in B-flat, op.60], Sibelius 

[Symphony no.] 5 [in E-flat Major, op.82], quite a wide variety of repertoire. 

The orchestra really enjoyed working with him there, felt very comfortable 

with him, really, right from the beginning, played extremely well for him.But 

what was not superb was the obvious jealousy that developed on Previn's part. 

It became very obvious. He always referred to him as "the kid." 

CLINE 

We discussed the sort of drama that led to Previn's contract not being renewed, 

which is now the period leading up to Salonen's appointment. You had to 

employ a lot of guest conductors during that period. What was going on in 

terms of the selection process at this point? I remember you said that the 

orchestra was sort of polled as to the people they would like to see as guest 

conductors and as music director, and Salonen was one of the names that came 

up consistently. Salonen still was a young and, as a music director, fairly 

untried commodity. 

FLEISCHMANN 



Well, by the time he got here, as a music director he had been the chief 

conductor-music director of the Swedish Radio Symphony for ten years and 

principal guest conductor of the Philharmonia for about eight or nine years. 

CLINE 

But he hadn't been with a "major" orchestra. 

FLEISCHMANN 

Well, the Swedish Radio Symphony is a first-class orchestra. In this country 

you would consider it a major orchestra. 

CLINE 

Okay. And of course, even before you came to Los Angeles, the Los Angeles 

Philharmonic had taken on sort of a boy wonder a long time ago in the form of 

Zubin Mehta. That, I guess, was very much driven by Mrs. Chandler, Dorothy 

Buffum Chandler. [Fleischmann makes a sound suggesting disagreement] In 

this case, did you see this as an uphill battle? Was this going to be a hard sell to 

the board [of directors] and to the public of Los Angeles? 

FLEISCHMANN 

No. No. Not at all. I mean, the board wanted to do all the right things and 

involve the orchestra in it, but they had all been very impressed by the work 

that Esa-Pekka had done over the years and had been very excited about it. No, 

there was full support on the board. 

CLINE 

Because I remember last time, during the search for music director that yielded 

Previn you said that one of the things that seemed to be a requirement was 

somebody who had a recognizable name, somebody who could attract people to 

the venue. 

FLEISCHMANN 

Well, Salonen by then had built up quite a reputation, certainly in Europe. He'd 

conducted at a lot of the big festivals. And the Philharmonia is one of Europe's 

top orchestras. He had toured with the Swedish Radio Symphony and the 

Philharmonia in this country. He had conducted the New York Philharmonic, 

Boston Symphony, Philadelphia, San Francisco. No, he was quite a known 

quantity. 

CLINE 

What was the scenario that led up to his eventual selection and the 

announcement of him inevitably becoming music director of the orchestra? 

Because there was this sort of transition period— 

FLEISCHMANN 

Where he is music director designate. It was only because of his other 

commitments that he couldn't give us as much time as needed. But [with him] 

as music director designate, for example, we went with him to Salzburg 

[Festival] for a four-week residency, which was unprecedented for any 



orchestra, let alone an American orchestra, outside the Vienna Philharmonic 

and which was triumphantly successful. The fact, of course, that we played for 

the opening opera of [Gérard] Mortier's regime as artistic director of the 

Salzburg Festival, namely [Olivier] Messiaen's Saint François d'Assise, St. 

Francis of Assisi, brought a lot of media to Salzburg. So we were very much in 

the limelight, as it were. We really got fantastic coverage.It was a hard four 

weeks for the orchestra, really hard. It so happened that it was also the hottest 

summer in memory in Salzburg. The temperature was in the nineties all the 

time, and high humidity and no air conditioning. In fact, they'd built a new 

rehearsal hall which we had more or less opened and forgotten to put in air-

conditioning, so that when we were rehearsing St. François, St. Francis, with 

the choruses—the Arnold Schoenberg Choir of Vienna was the main chorus—

there were 250 people in this room, and it was sweltering. In fact, various 

chorus members—not orchestra members, chorus members—fainted. So we 

had to ask the management of the Salzburg Festival to transfer these rehearsals, 

and there was no rehearsal space in Salzburg. They finally found a ballroom. 

There was no air-conditioned rehearsal space. There was a new hotel that had 

just opened up, and we used the ballroom of that hotel. Terrible acoustics, but 

at least it was air-conditioned and large enough to accommodate this huge choir 

and enormous orchestra of about 137 players. 

CLINE 

I was going to say it requires a huge number of musicians but also is a piece 

that in length is monumental. I would imagine it must have required some 

incredibly arduous rehearsal schedules. 

FLEISCHMANN 

It did indeed. And in addition we gave three symphony concerts, two with 

Salonen and one with Boulez, while we were in Salzburg. So it was a pretty 

tough time for the orchestra but a very rewarding one. I think it raised the 

standards of the orchestra enormously. For example, we had done a couple of 

European tours with Previn, and although I got us to open the Berlin Festival 

for the 750th birthday celebrations of the city of Berlin, the impact we made 

was minimal because the performances were just not very special, whereas 

Salzburg with Salonen was an amazing triumph for this orchestra. Even Martin 

Bernheimer had to write that this was something special. I mean, he grudgingly 

admitted that we had this huge success. 

CLINE 

This must have had a positive effect on the morale of the orchestra despite the 

physical suffering. 

FLEISCHMANN 

Right. 

CLINE 



Salonen becomes officially music director in, I think, 1992? 

FLEISCHMANN 

After the Salzburg Festival, at the beginning of the '92-'93 season, and the 

festival was in the summer of '92. 
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CLINE 

All right. So now Salonen is the new music director. We had at the L.A. 

Philharmonic a procession of music directors with different strengths, different 

talents, different specialties in repertoire, and now we have someone who's 

young, who's European, who's in fact northern European, Finnish, who's also a 

composer, a modernist by predilection. I would think this would be a fairly 

dramatic change for the orchestra. You said they liked him, he was popular. 

What do you think the impact was on the orchestra at this point when he took 

over and, I would imagine, had some different philosophies and approaches to 

the music that he wanted to have the orchestra go along with? 

FLEISCHMANN 

They were used to him. They liked his approach. He has a remarkable ear, for 

example. He can be compared to Pierre Boulez, whom, if you remember, the 

New York Philharmonic nicknamed the "French Correction." This is very 

important in tuning the orchestra. One of the problems of the Philharmonic 

until then, and something that Previn never took care of, was the intonation. 

Salonen worked on that assiduously. One of the distinguishing features of the 

orchestra now is in fact that it has a very pure sound, a very honest sound, and 

that is entirely due to Salonen's work as a trainer, as somebody with a 

remarkable pair of ears.He also has a tremendously incisive rhythmic sense, 

which results, together with the clean intonation, in a very clear and very fresh 

kind of sound. I think he has succeeded in imbuing in the musicians a sort of 

sense of chamber music. They really listen to each other nowadays. That's what 

makes a great orchestra.And of course, he has a wide range of repertoire. He 

loves Webern as much as Alban Berg or Bach, almost as much as Beethoven. 

He's a beautiful Haydn conductor.So he's achieved incredible ensemble 

discipline in the orchestra, an involvement in the music making, a commitment 

that comes across every time they play, that really distinguishes the orchestra 

from most other American orchestras. 

CLINE 

Were there any changes that needed to be made by him in the orchestra in order 

to achieve this particular sound that you're describing? 

FLEISCHMANN 



Well, yes, there were changes that needed to be made, as there are in any 

orchestra. The most significant— He did, what shall we say, persuade a few 

people to leave. But the most significant change came as a result of a pension 

agreement that I negotiated with the musicians, which greatly improved their 

pension but which depended on a certain number of people leaving so that we 

wouldn't have to put that enormous amount of money into the pension fund 

every year. We still do. It's still big, but instead of a million and an half 

[dollars], it's about a million a year. At the same time, it gave the musicians a 

much, much higher pension on which they could afford to retire. It was 

dependent, however, on— The pension went up quite dramatically over about 

seven, eight, or ten years, but for those who retired in the first three years of the 

plan it went up a lot more. So about eleven or thirteen musicians opted to retire 

at the end of the first three years in order to get that better pension deal.That 

has, I think, resulted in twelve or thirteen players leaving, and of those about 

nine or ten— Well, shall we say they were good, decent players? But it was 

time that they looked towards an honorable retirement. I expect that the 

orchestra now— Although unfortunately it included principal trumpet Thomas 

Stevens, who is one of the great trumpet players in the world, and the principal 

cellist, Ron Leonard, who's also a wonderful, wonderful, wonderful principal 

cellist, and they haven't been able to replace them. They haven't found people 

of that quality. In those cases you've got to get people as good as those who've 

left. 

CLINE 

What about the concertmaster [Sidney Weiss]? Didn't he depart around this 

time? 

FLEISCHMANN 

He departed a few years earlier. I do not believe that— Let's say that when Esa-

Pekka took over, the previous concertmaster did not stylistically agree with 

much of what Esa-Pekka did. There were problems, and I think it was time for 

a change. In fact, it was. He worked towards a certain sound, and Esa-Pekka 

wanted a slightly different sound which he was unable to get from him, and the 

choice of his successor [Martin Chalifort] has— Anyway, let's put it this way, 

that things have improved. 

CLINE 

Okay. Great. I imagine change is always going to be difficult for some people. 

You hear that some members of the orchestra still get nostalgic thinking of the 

[Carlo Maria] Giulini years and the emotional heights that the orchestra would 

reach doing some of the real classics in the repertoire, and I think some people 

will always remain skeptical of younger musicians' abilities to imbue the music 

with that quality, especially if they tend to seemingly appreciate or even prefer 

more modern music. But I would think that players who tend to rely more on 



emotion than precision or balance might have trouble with someone like 

Salonen. Is that a fair sort of characterization, do you think? 

FLEISCHMANN 

There are various schools of musical thought. Older players are used to a 

certain approach. Younger players, it's a different one. It's not just age, it's how 

you're educated musically, the environment in which you grew up. But I think 

there are very few now, if any, who don't realize that things are a great deal 

better musically now than they were ten years ago. 

CLINE 

Salonen, of course, being Finnish— Some people find the Finns a bit stoic, and 

perhaps emotionally cold. How did his personality take with the orchestra when 

he took over? What was the feeling there? 

FLEISCHMANN 

He was a little shy at first, but as he's grown more confident in the job and 

confident in the orchestra's capabilities he's opened up tremendously. I mean, 

these concepts of stereotypes don't often apply. I don't think we— I mean, 

Americans, being all foreigners anyway, basically can afford to be so 

nationalistic. 

CLINE 

How would you characterize your relationship with Esa-Pekka Salonen? 

FLEISCHMANN 

Very easy, very honest, very open, very respectful on both sides, very natural. I 

have a deep respect for him as a musician. I also think he's an honorable man. 

There's no nonsense about him. He's not pretentious like some of his 

colleagues. I consider him a friend. I think he feels I've been supportive 

throughout much of his career. That causes him to be loyal as a friend. 

CLINE 

Communication is an improvement over his predecessor, then? 

FLEISCHMANN 

[laughs] Yes. 

CLINE 

You mentioned that some of his colleagues were pretentious. Speaking of 

stereotypes and images that people have, in your job you've had to be very 

personally involved with artists in the world of music who sometimes are 

viewed as all kinds of things: temperamental, shall we say, having eccentric 

needs and demands. How true do you think the stereotype of the temperamental 

artist in this music world is? And what is your general feeling about what these 

artists are like as people in your dealings with them? 

FLEISCHMANN 

Oh. 

CLINE 



Do you have to put up with a lot or not? People probably wonder what these 

people are really like. 

FLEISCHMANN 

I suppose I've always had a very deep respect for the good musicians and— 

Maybe too respectful. I tend to be almost shy. But I've also developed a healthy 

contempt for musicians who are pretentious, musicians who shouldn't be where 

they are. Music is such a specialized art form that you can get away with a 

lot—conducting particularly, because you don't play an instrument. When a 

conductor makes a mistake, only the musicians know it. When a musician 

makes a mistake, everybody knows it.But much more than that— I mean, 

instrumentalists, the faster and louder they play, the more the audience goes 

into raptures. The same with singers. The higher— Why is it that sopranos and 

tenors are the great stars and not basses and mezzos or altos? Because by nature 

their music is more virtuosic. And there's too much credit given to virtuosity at 

the expense of good solid musicianship, in my opinion. One adjusts to 

musicians one works with. I find the most satisfying are those who are like 

Salonen, really down to earth, simple, decent. I don't find any big problem 

dealing with them, basically. 

CLINE 

Of course, people like to talk about divas and egocentric, demanding types, and 

I imagine the people who are that way are consequently always going to get 

more press than the majority of people who are obviously out there just doing 

their jobs. 

FLEISCHMANN 

Right. I think the media are much to be blamed for looking not for real quality 

but for eccentricity, for peculiar behavior and all that sort of stuff. 

CLINE 

Salonen, of course, as a young man already making some serious achievements 

in his musical career— Do you have any views about what seems to be 

somewhat of a long tradition, but certainly a strong current trend, to push very 

young musicians into the limelight early in their careers? 

FLEISCHMANN 

Yeah. I think parents are much to be blamed in this instance. I think young 

musicians need extremely sensitive handling and should not be exposed either, 

if they're sad or sensitive, to the kind of stress that a great deal of performing 

brings with it, or, if they don't suffer from stress and stage fright and so on, to 

the early acclaim that can come too early which will spoil them as human 

beings. I think it's so necessary for musicians to grow naturally, not rush into 

career development, and also to seek out quality.I think so many musicians 

don't know how to build their careers based on quality. So many build it on 

cheap acclaim, and no wonder some of them get sort of stale well before their 



time. Do we really need to hear another Bruch or even Beethoven concerto 

played by Itzhak Perlman? It's so predictable. I'm sorry, I get very sad when I 

see what— Let's put it this way: there are musicians out there that demand and 

get these enormous fees who don't really contribute much to our understanding 

of whatever they're playing. It's not so much charlatanism, but quality isn't 

always the yardstick. 

CLINE 

Do you think there's just a sort of supply-and-demand thing going here? It's 

purely commercial? 

FLEISCHMANN 

Of course. One desperately grasps for more stars to sell tickets and all that sort 

of thing. They don't just happen. 

CLINE 

Going back to Salonen, did anything in your role or anything in the interplay 

between music director and executive director change when he became music 

director from the way things were operating before? 

FLEISCHMANN 

I don't think so. No, I don't think so. It's just that we work more closely and 

more frequently together. But the actual quality of the way we work together— 

That didn't change. 

CLINE 

His involvement as music director and music making— 

FLEISCHMANN 

Pretty intense. Very serious. He has enormous integrity, and he takes the job 

very seriously, I must say. We're very lucky to have him, and I really hope that 

the board will do their utmost to keep him here. I'm very glad, of course, that 

there's now an excellent managing director [Deborah Borda] who understands 

Esa-Pekka and works extremely well with him. So things are now much better. 

CLINE 

Things are looking good. It's clear that the orchestra also, with his taking over, 

is playing a somewhat more contemporary repertoire than before. What's the 

general feeling about that? Does the orchestra like playing more new music? 

FLEISCHMANN 

Some do, some don't. An orchestra is like an audience. It's normal. There are 

always some who grumble, and there are always some who say we're not doing 

enough. 

CLINE 

Also, early in Salonen's tenure there was sort of a financial problem there, a 

shortfall coming around in terms of the funding for the orchestra. There was 

some fund-raising that had to go on subsequently. Is there anything you can say 

about that?Is that significant? 



FLEISCHMANN 

Oh, yes. There was a major change—I think it was '91—when the funding from 

the Music Center [Unified Fund] went down drastically, from about 5.2 million 

[dollars]— Within a couple of years it was down to about 1.3 million, and then 

even less, which meant that the Philharmonic itself had to raise an enormous 

amount of money. Almost overnight we had to build up a development team, a 

department, where it had been just one or two people before. This obviously 

caused a number of very difficult years when we had to watch every penny. I 

suppose that happens everywhere sooner or later, but nowhere has it been this 

drastic a change, from a situation where the orchestra didn't have to worry 

about fund-raising in general, because the money was coming in from the 

Music Center, to one where the orchestra had to worry about every single 

penny. 

CLINE 

Do you know why there was a drastic cutting in the Music Center funds? 

FLEISCHMANN 

Basically two reasons. A lot more money went towards opera, and a lot of 

money was lost on dance, on the rather sporadic and futile attempts to start 

dance activity at the Music Center [of Los Angeles County]. The allocation 

between the resident companies changed. Whereas once upon a time we got 

about 50 percent of the total funds that were raised by the Music Center, we 

ended up getting about 13 percent, because there were so many more mouths to 

feed at the Music Center. There were more resident companies, and things like 

the Center Theatre Group needed more money.It became obvious that what the 

Philharmonic had to do was be responsible for its own fund-raising, and that 

took a long time to work out with the Music Center Unified Fund. Even at a 

time when we were getting so much less from the Music Center, there was still 

the Unified Fund placing restrictions on how we could do our fund-raising. But 

those are now all gone, and it should get better. 

CLINE 

What did you do to raise funds? 

FLEISCHMANN 

Oh, pure and simple fund-raising: cultivating individuals, corporations, 

foundations, expanding our sponsorship activities, having more special events, 

all the many, many varied activities that one needs to put into practice in order 

to raise money. 

CLINE 

This is something that actually greatly occupies the attention of most American 

symphony orchestras, probably more so than the Los Angeles Philharmonic 

had had to deal with in the past. How would you rate or assess the experience 

of that difficulty in terms of your awareness of that kind of dilemma and the 



various solutions that one could actually then come up with that you can apply, 

say, to your work now, since you work as a consultant to various people? Was 

it a useful situation despite the difficulty? 

FLEISCHMANN 

It was certainly useful to me. I learned a lot. But it meant I was not able to 

concentrate as much as I wanted on the artistic and the marketing and public 

relations side as I had been used to. But it was a challenge, and quite 

interesting. 

CLINE 

Also related to this, what programs the Philharmonic was running at the time 

had to be sacrificed, if any? Was there any slashing? 

FLEISCHMANN 

I think the biggest, most visible, sacrifice was discontinuing the [Los Angeles] 

Philharmonic Institute after ten years. It was really very, very sad, because it 

had become a quality operation attracting a very high standard of students, both 

conductors and instrumentalists. Many young conductors out in the field now 

are alumni of the Philharmonic Institute. Certainly numerous orchestral players 

are. But as it was strictly a scholarship program, it needed a lot of money—half 

a million dollars or more every year. The board just felt that we couldn't afford 

it unless we could raise an additional half million just for the institute. In spite 

of making a major pubic appeal, it only brought in just under a quarter of a 

million. I think that was the most difficult. 

CLINE 

Of course, around this time, too, there's a lot of effort being made towards the 

eventual construction of a new facility for the Philharmonic, the Walt Disney 

Concert Hall. I want to talk about that perhaps in our next session. Is that 

agreeable with you? 

FLEISCHMANN 

Sure. 
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CLINE 

Last time we met we were talking about the [Esa-Pekka] Salonen years, the 

contributions that Salonen has made, the increase in quality in the [Los Angeles 

Philharmonic] Orchestra and its international reputation. I had a few follow-up 

questions I wanted to ask regarding that last interview session. First off, you 

talked about the financial troubles that were plaguing the orchestra at the 

beginning of the Salonen years. You said that there was a lot of reallocation of 

the funds at the Music Center [of Los Angeles County], that there were 

attempts to start a lot of programs. Everybody was kind of divided up 



differently than they had been before. Do you have any idea what the impetus 

was to change the allocation at the Music Center? Any background? 

FLEISCHMANN 

Well, the Music Center was bringing in dance, and opera was expanding in a 

big way. Also, the Ahmanson Theatre was being taken over by the Center 

Theatre Group as a producer. Previously it had been rented out to a Broadway 

producer who paid rent and I suppose royalties; I don't know what the 

arrangement was. But with [the Los Angeles] Opera becoming a producer of its 

own productions, where they had imported New York City and, long ago, San 

Francisco opera, and the opera season expanding from a four- to five-week 

season in the winter to a winter-spring season of eight or nine productions, each 

of about seven or eight or more performances— And also the Center Theatre 

Group needed a lot more funding.The efforts to bring dance here, i.e. first build 

a local company, which failed, and then bring in as a resident the Joffrey Ballet, 

which also failed— It's strange that they couldn't build up a local audience for 

dance. It may have something to do with the type of dance that was provided, 

but be that as it may— I don't think this is a time to go into that.Also, the 

education division of the Music Center expanded, so more and more of those 

funds had to go to those places. It's still a little bit of a mystery, the whole fund-

raising situation at that [Music Center] Unified Fund. Esther Wachtel, who was 

president of the Music Center and a capable, brilliant woman and fund-raiser, 

still played things very close to her chest. So we don't quite know whether 

the— Let's put it this way: there's a bit of a mystery as to how much was ever 

raised, whether enough was raised or by shifting around funds— I don't know. 

There wasn't enough openness, I think, in this whole thing. But that's a different 

story. The sad thing is that the Philharmonic got a smaller and smaller share of 

the fund-raising pie. 

CLINE 

Opera in Los Angeles has quite a known history of having a very difficult time 

getting off the ground. It hasn't been until fairly recently that productions of the 

quantity that you just described started to become regular in Los Angeles. 

FLEISCHMANN 

I'm glad you mentioned quantity and not quality. [mutual laughter] 

CLINE 

Why do you think this is? Do you have any insights on the beleaguered history 

of opera in Los Angeles? 

FLEISCHMANN 

Opera is, of course, by far the most expensive of the performing arts. It really 

does need tremendous subsidy. In the older cities with older money and with 

longer operatic traditions, the older money families have provided enormous 

amounts of funding, in cities like New York and Chicago and San Francisco. 



We don't have that much old money, and because we have no tradition of opera 

as such, there was no tradition of giving to opera.The new money, as we all 

know, doesn't really part easily with contributions to cultural entities, except 

maybe in the visual arts. There's a very real reason. There are a number of real 

reasons. One of them is that you can own the visual arts, and you can sell them, 

and you can even, if the market is right, make money on them. You can also 

show off to your friends with the visual arts in your home. You can't do that 

with a symphony orchestra or an opera company. So we have a harder struggle 

in a new-money city like Los Angeles than in an old-money city. With opera in 

particular there is just no tradition of giving.What is interesting is that the L.A. 

Opera, which, as you rightly pointed out, is fairly new in providing the quantity 

in the regular season that an opera company should provide, has attracted large 

audiences with second- and third-rate productions and performances and has 

attracted some private money, but not of the magnitude that has been possible 

in other cities. It is quite rightly courting the Hollywood community, by 

engaging stage directors from Hollywood and also putting on social events that 

are sort of the Hollywood type. But in doing this they've set themselves a tough 

task, because, as I said earlier, Hollywood, the entertainment industry, does not 

part easily with its money for cultural institutions. It's just not interested in 

what they call culture. So I think it will always be a struggle here. 

CLINE 

Do you think bringing in big opera names in the future is going to generate 

more interest and more funding? 

FLEISCHMANN 

Yeah, but who are the big names? To an unsophisticated audience— The really 

big operatic names in New York and Europe mean nothing here. So, all right, 

Placido Domingo, I think is known to everybody, but he's just one. 

CLINE 

Do you think that will make a difference, though, that name? 

FLEISCHMANN 

I hope it does to the fund-raising. I hope it also does to the quality of the 

productions. One thing that needs real improvement, where this company has 

been really lacking, is in the quality of the conducting. Third-, fourth-, and 

fifth-rate conductors have been engaged who have not put any appreciable 

artistic stamp onto the productions they conduct. The only productions of real 

international quality that the opera has been involved with have been those that 

the Philharmonic's been involved with—the Falstaff [by Verdi] with [Carlo 

Maria] Giulini, the Pelléas[et Mélisande by Debussy] with Esa-Pekka Salonen, 

the Tristan [und Isolde by Wagner] with Zubin Mehta, and the Wozzek [by 

Berg] with Simon Rattle. Those were on a totally different level from the usual 

thing that you see on the stage here. 



CLINE 

Since it is still so tenuous and fledgling, what about paying this—what I would 

imagine would have to be—high salary for someone like Domingo? How do 

you view that in terms of its relative prudence? 

FLEISCHMANN 

It's an investment, I suppose. One has to make decisions whether to go on with 

safe mediocrity or take a flyer, and if they're taking a flyer— Not that Domingo 

is a visionary, and he's not going to spend nearly enough time here to mind the 

store, as it were, but I hope he will have a very strong support team so that 

when he's away the mice don't play. 

CLINE 

The press sometimes makes quite a deal of the salaries of people involved in 

the administration and in the music directing of large symphony orchestras in 

this country, particularly as they're involved in receiving money as nonprofit 

entities. What is your view on the salary situation for people who have had jobs 

like yours and for the music directors in these cities where the orchestras are 

receiving state and federal money as well as private funding? 

FLEISCHMANN 

There is a big scarcity, an immense scarcity, of qualified top administrators in 

the performing arts in general, and I suppose the market dictates this.But also in 

a way, it's only fair— You may think I'm prejudiced. To run a multimillion 

dollar organization, and the big orchestras—let's take them—where the eight, 

nine, ten top orchestras have budgets ranging from twenty-five to over fifty 

million dollars, it is necessary to have someone at the head who's both a savvy 

business executive, who could probably have a similar or a senior position out 

in the corporate world, and also who has the musical training, the know-how, 

and the special impresario's nose that enables this person to recruit and deal 

with the top talent and at the same time market that top talent. This person, 

unlike in the corporate sector, has to be available to work usually seven days a 

week, because in the performing arts you perform weekends as well as during 

the week. 

CLINE 

And nighttime. 

FLEISCHMANN 

Day and night. So it is a far more time-consuming job. The hours that the 

average chief executive of a symphony orchestra devotes to the job range from 

about eighty to a hundred a week. When you look at that on a per-hour basis, 

they're not overpaid by any means, certainly not when compared with the 

musicians, and certainly not when compared with the corporate sector. 

CLINE 



Since we were talking about education briefly there, and last time we talked 

about the slashing of funds that cost the L.A. Philharmonic the Philharmonic 

Institute, for example, since funding is being slashed nationally and state-wise, 

and certainly it's hard to drum up funds, as you discovered, for programs of an 

educational type for the community and for outreach and for all these various 

things—it's becoming harder and harder—how do you see education being 

successfully administered and being able to take place at the level you think it 

should be? 

FLEISCHMANN 

I don't think we have yet got the right answer to— Let's put it this way: there 

are two types of music education. One is to educate performers and teachers; 

the other is to educate audiences. We're doing pretty well at educating 

performers and music teachers, but we just don't seem to know how to educate 

future audiences. It's not enough to do Saturday morning concerts and hope for 

the best by getting someone, whether it's a conductor or a soloist or some third 

person, to talk about the music to the kids. Very often these concerts are not 

taken seriously enough by the musicians, who forget that these are the most 

important investments they can make in their own future.Very often the actual 

pedagogic component, the educational component, is not thought through very 

well. I've lately been sort of toying with the idea of a comparison between 

athletes and musicians, because when you get a— Take a violinist [playing] a 

PaganiniCaprice. This is hair-raisingly difficult. It's hairraisingly— It's a great 

feat. It's a great virtuosic feat, and I compare this virtuosity that's required with 

the virtuosity of an athlete. If a violinist could stand up in a classroom, in the 

intimacy of a classroom, and play really exciting virtuoso music to the kids as 

well as great music, whether it's a Bach partita or Beethoven or Schubert or 

Brahms, and if they could show the kids how they are really the equivalent of a 

great hockey player or basketball player or a runner, I think the kids can 

become quite excited and interested. If the kids were then given tickets to a 

concert, a big concert hall, where that same musician is performing, whether he 

or she be a member of an orchestra or a soloist, I think it may be possible to 

turn the kids on to classical symphonic music. I think it's worth trying this out.I 

gave a lecture in London the other day, for the Royal Philharmonic Society, 

where I sort of developed this idea a bit and actually suggested that every 

professional musician, soloist or orchestra member or chamber music player or 

whatever, should be required to donate one week of playing in the classroom in 

an almost one-on-one basis to the kids each year as an investment in their 

future and to do just this very thing. The institution that, as it were, sponsors the 

appearance of the artist in the classroom should then make free tickets available 

to a performance at which that artist [plays]. It seemed to find a fairly positive 

response. An edited version of the text of my lecture was actually published 



in The Guardian newspaper, which is one of the leading British newspapers, 

and it had a quite a lot of favorable response. 

CLINE 

Speaking of education, and also in relation to your other often-referred-to 

address, ["The Orchestra is Dead, Long Live] the Community of Musicians" 

address [May 16, 1987, Cleveland Institute of Music], where do you see the 

role of community orchestras in education and in the music scene of cities? 

FLEISCHMANN 

I think community orchestras are just that wonderful thing that their title 

suggests; they are for the community. They provide an outlet for amateur 

musicians as much as for professionals to play music that means a great deal to 

them. It may be professionals who work in the studios and so on and otherwise 

never get a chance to play the great music of the masters, and of course 

amateurs, to whom it's just a great and wonderful experience. I'm not so sure 

whether they, beyond that, can fulfill much of an educational experience 

because of the variable quality of community orchestras, and also because it's 

not fair to musicians, professional or amateur, who get together only once or 

twice a week to do anything but concentrate on playing the music they're not 

otherwise able to play. If they have to rehearse educational programs, that's less 

satisfying to them than if they can play proper grown-up concerts. So I don't 

think they would provide the quality of experience for kids that I do believe is 

important if we're going to turn kids on to classical music, to symphonic music. 

I believe the kids need to be exposed to the very best, the powerful impact of a 

great orchestra, and, as I said, it's not a great boon to the actual musicians in 

these community orchestras. 

CLINE 

Now, changing subjects here, when you came to the L.A. Philharmonic, they 

had a fairly new venue to play in. This was the Dorothy Chandler Pavilion at 

the Music Center. They had moved there from the Philharmonic Auditorium, 

which no longer exists, and there seems to always have been in the plan for the 

Philharmonic to have its own venue, some venue that they wouldn't have to 

share with others. Can you give some background not only on that idea and on 

the Philharmonic's venue that it still works in, the Dorothy Chandler Pavilion, 

but where the ideas developed for the hoped-for future venue, specifically the 

Walt Disney Concert Hall for the L.A. Philharmonic? In other words, can you 

give us sort of a genesis of the idea for the Philharmonic's own venue? 

FLEISCHMANN 

There wasn't any single one event that provoked it. We always talked longingly 

about, "Oh, if only we could have our own home. If only we didn't have to 

work around opera or the [Los Angeles] Civic Light Opera [Company] or the 

[Los Angeles] Master Chorale. If only we could have all our rehearsals in the 



same space as the performances." But it never sort of jelled, as it were, into a 

movement to spearhead a new hall.The money, actually, when it did come, the 

gift from Mrs. [Lillian Bounds] Disney, came quite unexpectedly. I know there 

was some work being done by a man called Dan [F. Daniel] Frost, the former 

husband of Camilla [Chandler] Frost, who's one of the Chandler children. He 

apparently took it upon himself to do some intensive fund-raising and spoke to 

Mrs. Disney about this. I wish he had consulted the likes of me, because the 

fifty million [dollars] from Mrs. Disney, while a wonderful, huge gift, 

unprecedented, was never, never, never going to be anywhere near enough to 

build an adequate concert hall. As a matter of fact, Mrs. Disney— I believe that 

she could have made a much larger gift if she had been pressed to do so. As it 

happened, the family, led by Diane Disney Miller, actually made some further 

gifts of twenty-five million, plus some others, to bring the gift up to nearly a 

hundred million, but that should have been known from the beginning. It could 

have earned interest. I don't think we would have had quite the agonizingly 

difficult task of raising the money we had to raise. 

CLINE 

What about the quality of the Dorothy Chandler Pavilion? How much of that 

was an issue in this longing that you described, acoustically or otherwise? 

FLEISCHMANN 

Well, acoustically it has never been satisfactory. It's very live— it's loud, but it 

also is not resonant. So it's a hard sound that just stops instead of resonating 

warmly. There's a terrible lack of intimacy. It's too big for real intimate contact 

with the performers. The proscenium construction, the proscenium stage, 

makes it even more difficult for there to be good, intimate contact, because it 

puts the orchestra into one space, into one room, as it were, and the audience 

into another, separated by the proscenium wall. The fact that there's an opening 

in that wall through which the music is projected to the audience does not make 

up for the fact that orchestra and audience are in separate spaces. 

CLINE 

From what I know, for this very reason the orchestra has not ever recorded any 

of its recordings in the Dorothy Chandler Pavilion. They have always recorded 

elsewhere. Can you give us some background on that situation and how things 

are going now? 

FLEISCHMANN 

Well, when I came to the Philharmonic, Royce Hall at UCLA was the place 

where all recordings were made, and they continued to be made there until the 

earthquake, when Royce Hall was severely damaged. That forced us to find 

another space. The recording engineers from Sony, with whom we had a 

contract, or Esa-Pekka Salonen had a contract (the orchestra nonexclusive, Esa-

Pekka exclusive) looked at all kinds of spaces all over town—soundstages, 



town halls, etc., schools— and concluded that with all its shortcomings the 

Dorothy Chandler Pavilion might be best, provided the stage could be extended 

into the auditorium, which, of course, cut down the number of available dates 

for recordings very severely. There have been times that we didn't do a 

recording just because we couldn't get into the Pavilion.Anyway, not only does 

it limit the availability, it costs a hell of a lot, because they have to build the 

stage out over the seats. They have to first of all take a number of seats out and 

then cover the other seats and build the stage over them. So it's pretty 

expensive. 

CLINE 

I think they did that in Royce Hall, too, when they had the orchestra coming out 

into the hall. 

FLEISCHMANN 

Not much, no. 

CLINE 

I assume by having an acoustically superb concert hall of their own, this would 

not become an issue anymore. Does that make it worthwhile? 

FLEISCHMANN 

Well, obviously, provided that Disney Hall turns out the way we expect it to 

turn out. 

CLINE 

Can you describe the process by which the plans for Disney Hall were begun 

and describe, if you can, any kind of role or input you had in its design both 

acoustically and aesthetically? 

FLEISCHMANN 

Have we spoken about how the architect was chosen? 

CLINE 

We haven't yet. That's what I figured would be involved in your description. 

FLEISCHMANN 

That, of course, was the very first step that had to be taken. The Music 

Center—the Performing Arts Council I think it was still called at that time—put 

together an architectural selection committee. Well, there was a Disney Hall 

committee, which had some representatives of the Philharmonic but more 

representatives of the Music Center on it. They [the Disney Hall committee] 

invited an architectural selection committee of five, consisting of the deans of 

UCLA and USC [University of Southern California] architectural schools 

[Richard S. Weinstein and Robert S. Harris, respectively]; the heads of MOCA 

[Museum of Contemporary Art] and LACMA [Los Angeles County Museum 

of Art]—that's Richard Koshalek and "Rusty" [Earl A.] Powell [III]; and also 

John Walsh, head of the [J. Paul] Getty Museum. The museum heads were 

chosen because they had been involved in some form of construction or another 



and had worked with architects. Koshalek himself is an architect and has strong 

architectural interests.They, together with the Disney Hall committee, 

developed a process whereby some one hundred or so architects were written to 

and asked whether they might be interested in being considered. [They] put 

forward some of their ideas, from whom it was narrowed down to twenty. They 

were asked to come up with, I suppose, schematic drawings—anyway, really 

basic sketch designs and some more narrative, from whom, I think, six were 

finally chosen and commissioned to provide designs and models of their ideas. 

Each was given a certain sum. Was it six or four? I can't remember correctly. 

Amongst the finalists were Hans Hollein, the well-known Austrian architect, 

[James] Stirling, a British architect, Gottfried [Böhm], a German architect, and 

Frank [O.] Gehry. We also engaged an acoustic consultant, a Frenchman, to 

work with the architects to help guide them with the kind of specifications that 

we came up with.It was an interesting process. Once the architect was chosen, a 

slightly similar process was gone through to choose the acousticians. A number 

of acousticians from all over the world were asked to make submissions, and it 

ended up with finalists making presentations. So it was a pretty intensive and 

laborious process which took well over a year. 
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FLEISCHMANN 

A group from the Disney Hall committee and Frank Gehry traveled first to 

Europe to inspect a number of the most important and most successful concert 

halls, and if they were alive meet with the architects and acousticians, and then 

also later to Japan. We were most impressed with the Philharmonie in Berlin 

amongst modern halls. Amongst the older halls, the Concertgebouw in 

Amsterdam, the [Grosser] Musikverein[ssaal] in Vienna, those I think were the 

most impressive.But then, when we came to Japan, we were really bowled over 

by a number of halls, including Suntory Hall in Tokyo, and found that the best 

halls— The acoustic design came from the same acoustician, whom we then 

finally invited to join our team, the firm of Dr. Minoru Nagata of [Nagata 

Acoustics]. Basically it was Dr. Nagata and mainly his associate, Yasuhisa 

Toyota, whom we had chosen, together with Frank Gehry, to work with him. It 

turned out to be a very harmonious relationship. We'd heard all sorts of horror 

stories of what had happened, for example, in Dallas [referring to Morton H. 

Meyerson Symphony Center] between I.M. Pei and Russell Johnson, the 

acoustician, or in Philadelphia between Robert Venturi and again Russell 

Johnson, the acoustician. We felt we'd rather work with an acoustician who can 

work in harmony with an architect and will not finally dictate how the place 

looks.Of course, Frank Gehry is a wonderful collaborator with people he 



respects. So that turned out to be a very good move. To this day Frank Gehry 

and Mr. Toyota are working very harmoniously together. 

CLINE 

Now, you had employed Frank Gehry years earlier for some modifications on 

the Hollywood Bowl design, and it was known that in fact he was, if not your 

favorite, certainly one of your favorite contemporary architects. So what were 

your feelings when he emerged the favorite out of this sort of illustrious 

company? 

FLEISCHMANN 

I'll be quite honest, he's not only one of my favorite architects, he's one of my 

closest friends, has always been, and obviously I was overjoyed. But I had to 

keep a really low profile in the choice. In fact, we really were very careful to 

leave the recommendation to the independent architectural selection committee. 

CLINE 

I guess you'd have to. How much were you sought out on an advisory level 

about some of the issues and design concerns of the hall when it was first being 

discussed? 

FLEISCHMANN 

Oh, a great deal. I worked with various people who were compiling the 

specifications, and I had frequent contact with the Gehry office all along, so 

that I suppose some of my input will be apparent in the hall. 

CLINE 

These trips to these various concert halls— You were on those trips? 

FLEISCHMANN 

Yeah. 

CLINE 

You had to have been familiar with many of these concert halls already. How 

much of this outcome corresponded with what your feelings were already 

before you even made the trip to visit them? 

FLEISCHMANN 

Because of my acquaintance with these halls, with many of them, I more or less 

led the trip. I helped determine which halls we should see, and I also knew the 

managements of most of the halls so that we were given very good access to 

the facilities and had a lot of help wherever we went. 

CLINE 

Now, about what year are we talking about, if you can remember, when Gehry 

had been selected, Toyota was working with Gehry, things were starting to be 

set in motion? 

FLEISCHMANN 

I think around '87, '88. 

CLINE 



So this is around the same time that Salonen is due to come in. There's all this 

reshuffling of funds. All these changes are going on. What began the actual 

process towards the hall's construction? I guess where that is logically leading 

is, why is it that it hasn't been built yet, if you can sort of give us a synopsis of 

that story? 

FLEISCHMANN 

Purely and simply, the first few years were spent in negotiations with the 

County [of Los Angeles] about the lease. That took an unconscionable time. 

The negotiations on our side were led by a wonderful man, Fred [Frederick M.] 

Nicholas, who was chairman of the Walt Disney Hall committee, who, when he 

was chairman of MOCA had a lot do—he's a developer—with getting MOCA 

built. There was a lot of haggling and in-fighting going on at MOCA at the 

board level, and infighting between the architects and the board and things like 

that, in which he tended to be the great diplomat who saved it. Was it Max 

Palevsky—? He withdrew his funding because he didn't like what [Arata] 

Isozaki was doing, and Fred Nicholas really pulled it back on track.Fred 

worked very hard, and he also appointed a project manager. He worked with 

the project manager but kept things very close to his chest. How shall I put it? 

There was never a budget. I mean, Frank was just asked to design the hall and 

wasn't given an estimate. So we found ourselves one day confronted with the 

fact that instead of about a hundred or a hundred and twenty million [dollars], 

this hall was going to cost more than double the original estimates. Fred 

Nicholas had waited until the last moment, I think, the last possible moment, to 

come up with the cost. It was going to be built on a sort of cost-plus basis. 

There is a term, design/construct, or whatever, basis, where you just keep on 

estimating the cost as you go along. Suddenly we realized we were faced with 

this huge cost, a huge sum, which we didn't have.Well, there was one other 

problem. An executive architect, the Dworsky [and Associates] firm, was 

engaged to do the working drawings because Frank Gehry's firm was too small. 

It didn't have a staff to do that at the time. Don't forget, when Frank Gehry was 

appointed to Disney Hall he didn't have anything like the reputation or the 

amount of work, the international practice, that he has now. At the time he just 

said, "We've got to get [an executive architect]," which is customary with lots 

of big projects. You have a design architect and an executive architect who 

does the working drawings. It was only when the working drawings were 

finished, really, that the contractors and subcontractors could come up with 

estimates, but the working drawings were never quite complete and were done 

in such a way that the contractors and subcontractors had to protect themselves 

by estimating enormously high costs, because they didn't quite understand 

them. It became a terrible mess, and it ended up with the working drawings 

actually being 80 percent useless. 



CLINE 

Which had to be paid for as well. 

FLEISCHMANN 

Yes. By that time the Gehry firm had grown much larger. We then asked Frank 

to do the working drawings, his firm to do them themselves. Obviously they 

were closer to it.It was impossible to do any fund-raising while all of this was 

going on. We didn't know what we were raising funds for. We didn't know 

what the ultimate cost was going to be. 

CLINE 

What was the county's input on how they wanted this building to turn out? 

FLEISCHMANN 

Well, the county also changed CEO [chief executive officer]'s, I think, twice 

during the time of the initial choice of architect and final design. There was a 

lot of tough negotiating going on. The county's lawyers were obviously trying 

to protect the county. The county didn't make things easier, but they were not 

impossible. 

CLINE 

At some point there was an estimated date by which they thought the building 

might be completed. 

FLEISCHMANN 

At more than one point. 

CLINE 

One of the last ones that I think was commonly referred to was 1997, and 

nothing happened. Perhaps understandably, Frank Gehry was the one who 

seemed to take a lot of the drubbing in the press, and people blamed him and 

his firm. 

FLEISCHMANN 

Which was totally unfair. 

CLINE 

Right. They blamed him and his firm for having these ridiculously expensive 

sorts of ideas. 

FLEISCHMANN 

You see, there was no— If he'd been told, "You can't do this, you can't do that," 

then he could have gone other ways, but he was encouraged to design what he 

designed. 

CLINE 

Maybe this is an unnecessary question, but I'll ask it anyway. What was your 

reaction to his design? 

FLEISCHMANN 

I think it's absolutely beautiful; it's staggeringly so. It's original and has a 

wonderfully graceful flowing kind of feeling about it. Of course, this is all very 



subjective, but it somehow reflects the music that's going to be played in it.I 

had hoped to be around for the opening, of course, but when it became clear 

that it was going to go on and on, I had to just think about how long am I going 

to hang on working as intensively as I had been, and will I ever be able to 

retire. I started talking about retiring. I wanted to first in 1996. Then, of course, 

I finally retired in '98, which was supposed to have been a year after the 

opening of Disney Hall. 

CLINE 

How much of an added responsibility did all this Disney Hall scenario add to 

your job? 

FLEISCHMANN 

Oh, I had to continually come up with both schedules of how it was to be used 

and budgets of what the use would cost. It was an ongoing additional workload, 

and at the same time constantly having to answer questions from and make 

suggestions to the architects and the committee.There were a lot of numbers. 

The chief financial officer of the Philharmonic, Gene Pasquarelli, had a lot of 

work to do on that as well. So did I. We helped gather financial information 

from other places where halls had been built. Dallas was very helpful. Most of 

these halls have taken a long time to build. Dallas took over ten years. They 

had, of course, the big struggle between architect and acoustician, but they also 

took their time to raise the money. 

CLINE 

You mentioned reservations you had about the design, acoustically and 

otherwise, of the Dorothy Chandler Pavilion. Earlier you had also criticized the 

Dorothy Chandler Pavilion as part of the Music Center design in that the Music 

Center itself seemed sort of removed from the street in its elevated design. 

What in your vision of the Walt Disney Concert Hall counters those criticisms 

and is incorporated into the design? 

FLEISCHMANN 

Well, the Walt Disney Concert Hall opens up to the street. You walk right into 

the box office from the sidewalk. That's very open. In the very first 

specifications I gave to Frank I said it should be open to the street and, of 

course, be audience friendly. What is so beautiful—and this was Lillian 

Disney's wish—is that it looks as though it's set in a garden. There's a lot of 

planting around it, and you can walk around it. You feel you're in a park. It's 

very, very intriguing how that whole thing was worked out. 

CLINE 

What about the interior design of the concert hall itself? 

FLEISCHMANN 

Well, I had always asked that it be a nonproscenium [design], that the orchestra 

and the audience would be in the same room. When we were in Berlin I felt the 



Philharmonie had the ideal relationship between performers and audience. They 

have audience at various levels surrounding the orchestra, also audience at the 

back of the orchestra and at the sides of the orchestra. It had a wonderful 

feeling of intimacy. Some of that has been incorporated. Much of it also 

depended on the acousticians, the shape they needed, and the cubic volume and 

all that sort of stuff. 

CLINE 

You mentioned that Dallas took a long time to build its concert hall. Is there 

anything that you find unique to Los Angeles about the protracted struggle to 

get this building built? 

FLEISCHMANN 

Yes. I think it has a lot to do with what we talked about earlier, the lack of old 

money, the lack of old civic responsibility and civic pride.That's the other big 

thing about Los Angeles. So many people don't like Los Angeles. So many 

people live here and constantly grouse. I think it's a terrific place. It has a lot of 

drawbacks. Yes, you cannot walk. You've got to walk miles to get to a market, 

things like that. But basically it's a very— If you make that accommodation, the 

fact that you do spend some time every day in your car, this is a very livable 

place.It's a temperate climate. Because of its size, of course, there's every type 

of amenity that you may wish to have. Anyway, that's beside the point. I mean, 

there is not enough love of Los Angeles amongst people who live here to make 

them seemingly want to, as it were, invest in Los Angeles. So it's obviously a 

part of the answer, anyway. 

CLINE 

Of course, Frank Gehry is a local architect and doesn't have a major building in 

this city. Do you think there's something about Gehry's work that reflects the 

diversity and complexity and maybe some of these mixed feelings about the 

city? 

FLEISCHMANN 

I think the complexity, yes. Diversity— I think what we're hoping is that people 

will come together in Disney Hall, that the diversity will tend to disappear as 

you enter the hall and that everybody will feel they belong. Certainly in the 

design there is a feeling that music is being made inside. It's very difficult to 

look at the model and not feel a feeling of coming together of— It doesn't have 

a specifically Anglo or Latino or African American feel about it. It has, I hope, 

a unifying feeling about it. 

CLINE 

Where does it stand now? Any further estimates? 

FLEISCHMANN 

Construction is going ahead. I think the hall will be delivered probably at the 

beginning of 2003, with ample time for testing it, so that the first season that 



the Philharmonic will play there will be the 2003-2004 season, which would be 

the beginning of October 2003. 

CLINE 

As you said, in 1998 you did decide to retire with the hall not completed but 

Salonen securely in place as music director here. What were the factors that led 

to your decision to retire? 

FLEISCHMANN 

Well, it was obvious that I'd have to stick around for another ten years or so. 

Otherwise— I was well over seventy—seventy-three. If I was going to have 

any type of freedom in my life left— Once you've passed seventy, the fact of 

mortality looms larger and ever larger. I had talked about it to members of the 

board [of directors], and I'd met with Joe [C. Joseph] LaBonté, who was then I 

think still the president or chairman of the board, one day in '96. It was out in 

Marina del Rey. He said, "Well, you've been talking about retiring. We want to 

be also assured that we have enough time to find a successor." Or was it—? It 

was just after I turned seventy.I said, "Why don't we slowly do something about 

it?" We then didn't do anything about it but then talked again, and we worked 

out a sort of transition plan. But it was stymied a bit. I was going to actually 

stop working in June '97, but we couldn't find anybody. We searched and 

searched—they did. I made some suggestions and so on, but it became obvious 

that we wouldn't have somebody. The idea was that there should be an overlap 

of at least three to six months. Anyway, March '97 arrived with nobody in 

sight, so I had to extend for another six months to the end of '97.Finally they 

came up with Willem Wijnbergen. He then thought that he could start within 

six months, which was the beginning of March '98. The announcement was in 

August-September of '97, I think. Well, he wasn't so interested in a transition. 

He wanted to do things his way. So there was no sense in my staying any 

longer than his arrival. 

CLINE 

There was talk that you were going to be kept on in some sort of consulting 

fashion. 

FLEISCHMANN 

Which I was. I have a two-year contract until the end of June this year. We 

were just talking about some form of relationship— Obviously the two-year 

contract was a very generous one. They have been very good to me, I must say. 

But with the orchestra in a rather desperate financial situation, I didn't expect 

them to be able to keep me on in any form. But they've now suggested— I 

mean, Deborah Borda really would like me to be a consultant to her. So I will 

continue as a consultant after June this year, but on a reduced basis. I can't 

justify taking all this money when the orchestra is in such bad financial shape. 

It's so sad.I must say, however, that at least one or two board members knew 



what was going on and should have stopped Willem from engaging all that 

extra staff and spending all that enormous money on printed materials and 

stuff, and furniture. Thank goodness Deborah Borda has put a stop to this move 

away from the Music Center for the administrative offices, which would have 

cost a fortune and would have— I mean, to take the staff away from the 

orchestra I think is very unhealthy. So now most of the administrative offices 

will be in the hall, which should be a very good thing. 

CLINE 

We've said a little bit over these interview sessions about your successor, and 

yet there isn't really much known about what was going on, at least to the 

public's knowledge, about what led to his seemingly very sudden, in his eyes, I 

guess, dismissal, and in the board's eyes simply a response to what they saw as 

a resignation.Things were very quiet. Is there anything that you're able to say 

about that at this point? 

FLEISCHMANN 

No. Things should remain quiet. I think there was a legal situation. That's it. 

CLINE 

How much input did you have on the securing of Deborah Borda as his 

successor? 

FLEISCHMANN 

Well, this time I was consulted, and from my recommendations— I mean, not 

that I wasn't consulted before for recommendations, but there was a different 

atmosphere about it all. I knew of Deborah's interest. Deborah and I talked 

quite seriously about it in Aspen last year, when we were both on the faculty of 

this leadership and management seminar that the American Symphony 

Orchestra League organized. I knew that there was some interest on her part. 

There could be if everything else were right. I think it's working out fine. 

CLINE 

You also started your own consulting business, Fleischmann Arts. We'll talk 

somewhat more about that, I think, next time, to get an idea of what your 

activities have been since you retired. But I have to say, most people, when 

they think of retirement they think of people who stop doing the work that they 

have been doing and start finding more time for the other things in life that they 

enjoy. Is this the case with you? And if so, what are some of those things that 

you enjoy? 

FLEISCHMANN 

I enjoy doing what I'm doing. 

CLINE 

I saw that coming. You have a reputation for enjoying fine food and wine. 

FLEISCHMANN 

Yes. 



CLINE 

And you obviously like music and the arts. 

FLEISCHMANN 

Uh-huh. 

CLINE 

Anything else that was left off that list? 

FLEISCHMANN 

Women. 

CLINE 

Uh-huh. 

FLEISCHMANN 

But that's— Literature, travel. So my retirement only means that I have a bit 

more free time, that I can say no. [tape recorder off] Although I feel free, I 

haven't done it very well. [mutual laughter] 

CLINE 

I see. Yes, you certainly seem as active as ever. We'll talk more about your 

consulting business and your activities after your retirement and hopefully have 

many of your thoughts on the music and art scene in Los Angeles, specifically 

related to the orchestra, in our next session. 

1.38. TAPE NUMBER: XX, Side One (APRIL 5, 2000) 

CLINE 

We left off last time talking about your "retirement." I put the word 

"retirement" somewhat in quotes, because you yourself had indicated that you 

not only prefer to be very active and involved in your work, but that is in fact 

what you are continuing to do since your retirement as executive director of the 

Los Angeles Philharmonic Orchestra.We have just discussed off tape that we're 

going to end this interview with a session after this in which you will talk about 

some of the notable conductors and composers and musical artists that you've 

worked with that you wanted to say some specific things about. That will sort 

of be like a nice oral appendix to the interview. Today we'll try to get through 

the last few years of your career here up till the present.First, a couple of 

follow-up questions about our last session. We were talking about the Walt 

Disney Concert Hall. I wanted to ask you a couple of things regarding that. 

First off, what plans are there, if any, to schedule musical events in the concert 

hall that are not related to the Los Angeles Philharmonic or to symphonic 

music? 

FLEISCHMANN 

At this point everything is once again up for grabs. I actually did work on a 

year-round plan for the Disney Hall a couple of years ago, shortly after my 



official retirement. That included a jazz series, a world music series, a series of 

[stand-up] comics. Some of the big-name comics don't really have a stage in 

Los Angeles. An evening with Robin Williams, say, there isn't a venue for that. 

Or Martin Short. I suggested in the summer reviving some of the great 

Hollywood musicals on screen, the MGM [Metro-Goldwyn-Mayer] musicals. 

Summer, particularly— It's a time when one has to program very carefully, not 

to compete with the Hollywood Bowl but to do things that will attract an 

audience. I was also looking forward to a chamber orchestra series. It's 

probably not going to be a good place for rock. Its size would indicate— You 

know, like at the Wiltern [Theatre] there are some rock groups— I'm sure it 

will be possible to put together some concerts with pop singers of a medium 

stature. Let's always bear in mind there are only twenty-three hundred seats. 

Jazz I think is very important, and I don't believe that it's a good idea to have 

just one house band doing everything, as seems to be happening at the 

Hollywood Bowl since I left. However good the band is, there isn't enough 

interest for the audience. There's danger of repetition, of sameness. Jazz has 

such a huge range of styles that it's all wrong—Anyway, now, that was done 

before the present financial problems with the Philharmonic were discovered. 

My immediate successor, Willem Wijnbergen, had many interesting ideas but 

seemed not to have been terribly practical. One thing, he added about twenty to 

twenty-five people to the staff, because he thought he could improve the 

marketing capability and the fund-raising capability and therefore sell a lot 

more tickets and raise a lot more money. Unfortunately, yes, he got the 

additional staff but didn't sell more tickets and didn't raise more money. 

CLINE 

While spending more on the staff. 

FLEISCHMANN 

That meant a lot of extra expense. He also spent far more money than anyone 

had ever spent on producing very lavish, expensive season brochures and also 

by making contracts with a house jazz orchestra. He burdened the [Los Angeles 

Philharmonic] Association with heavy expenditures. All that, together with the 

fact that a caterer at the Bowl had become impossible to handle and the 

association had to buy the caterer out. All that I suppose contributed 

enormously to major deficits for the Philharmonic, so that the thinking for the 

immediate future has to be very cautious.Therefore, I think, the Disney Hall 

plans are now, with Wijnbergen gone and Deborah Borda, who's a first-rate 

person, as the new executive director, all plans are going to be reviewed again, 

as I think they should be.I've been asked when my present consulting contract 

with the Philharmonic expires at the end of June whether I would continue to 

be a consultant on a somewhat different basis. Obviously I'm still very attached 

to the orchestra and will help in whatever way I can.Anyway, I do believe 



Disney Hall will eventually be home to all kinds of musical programs. 

Particularly on the world music front, there's so much local wonderful stuff 

going on that hasn't really had a place where people can focus on it, and Disney 

Hall to me would be a marvelous place. I also hope there will be enough money 

to have Disney Hall open, say, at lunchtime for certain types of performances 

and so on. So we'll see. 

CLINE 

Are you still at all involved in active fund-raising for Disney Hall? 

FLEISCHMANN 

Not so much for Disney Hall as for the Philharmonic. 

CLINE 

Because there was, in fact a quote in the article in the L.A. [Los 

Angeles] Times about your departure from the Philharmonic where you said, 

"At the moment, if there isn't a week where I don't raise a million bucks, I feel 

I've failed." Is that behind you at this point? Do you have any of these feelings 

of frustration or woe? 

FLEISCHMANN 

Yes. Well, it's behind me, let's put it that way. The need for major fund-raising 

for Disney Hall is also behind us. I think there's still a need for about ten or 

fifteen million dollars, but I also believe that much of that is sort of—not 

committed, but at least it's—known where it may come from. 

CLINE 

That's good. Now, since Wijnbergen created such a morass, what do you know, 

if anything, about why he was chosen to succeed you? 

FLEISCHMANN 

I had absolutely nothing to do with his appointment. I didn't know him, know 

who he was. But let's look at it coldly: the managing director of the Royal 

Concertgebouw Orchestra, one of the great orchestras of the world, who had, in 

fact, presided over a period when government funding for that orchestra was 

severely reduced and had begun to develop an endowment fund—although I 

was friendly with a professional fund-raiser who'd worked in Amsterdam and 

who had in fact done some considerable fund-raising for the Concertgebouw, 

so I don't know whether Wijnbergen did it all or whatever. Anyway, someone 

who had an M.B.A. from an American University, namely SMU, Southern 

Methodist University in Dallas, who had been a product manager for Proctor 

and Gamble for a couple of years in the Netherlands, who himself is a good 

musician, good pianist, had done some conducting, who it was assumed had the 

musical know-how and the business acumen, all the qualities needed.I think 

what he didn't have or understand was a real perception of what Los Angeles is 

about. He may have been guilty of the same things that I was guilty of when I 



first came, namely thinking that I could change everything within six months 

and teach everybody how to do things, whereas in the end I learned. 

CLINE 

Right. This is a problem even with presidents. The new presidents always think 

when they get into office they're going to turn it all around in six months. That's 

a common thing. 

FLEISCHMANN 

One needs to have a certain arrogance, which I certainly had, and I suppose he 

did, too. I was lucky enough to be here at a less pressured time, and I got over 

my arrogance, I suppose, and he maybe didn't. Anyway, it's just— You know, 

it's over. He meant well, I'm sure. Now it's an uphill battle to get things to 

where they were at least when I left. 

CLINE 

Did you decide not to be a part of the selection process? 

FLEISCHMANN 

No, no. I just wasn't asked. The board [of directors] decided not to. I think the 

board was concerned not to appear to perpetuate sort of my way of doing things 

and so on. They didn't want the public to think, "Well, it's Ernest's stooge" and 

all that sort of stuff. I can understand that. 

CLINE 

How much of a role did [Esa-Pekka] Salonen have in any of this? 

FLEISCHMANN 

He only met him once and found him very charming, as I did. 

CLINE 

Because they were both young, European— You can see that that kind of 

freshness might seem, at least on the surface, compelling. 

FLEISCHMANN 

Yeah. Well, that didn't work. 

CLINE 

Well, we certainly have somebody who's a known quantity now. 

FLEISCHMANN 

It's unfortunate. It should have worked. They should have really had a lot in 

common. 

CLINE 

So the moment came; you retired. You had a big send-off, a big concert event. 

FLEISCHMANN 

"Too much is enough, thank you," as the saying goes. [mutual laughter] 

CLINE 

What were your feelings about all of that? 

FLEISCHMANN 



I felt strange, obviously, when you've been doing something for more than 

twenty-nine years, and really I had obviously become very attached to the 

musicians and the staff and the way of life. It was my complete life to the 

exclusion of a lot else. However, it was not the single jolt I thought it might be, 

just much more something over a period of time.Of course, I very soon plunged 

into a lot of work. My last day of work was February 28 [1998], and that was 

less than three months before the start of the Ojai Festival, and it was the first 

time that I was artistic director of that festival. So I had to do a lot of work for 

that. I hadn't had much time to devote to it until then. So that at first kept me 

very occupied.I also began to accumulate one or two clients [as consultant for 

Fleischmann Arts], and that has sort of grown a bit. One of my clients I got— 

The New York City Ballet was looking for a music director and asked me to 

help them with that, and I managed to help them not only with the music 

director search, but they also needed a general manager. As my terrific 

associate, Anne Parsons, who was the general manager of the Hollywood Bowl, 

had been let go by Wijnbergen within about four to six weeks of his arrival in 

the job, I recommended her strongly to Peter Martins, who is the artistic head 

of the New York City Ballet. That's turned out extremely well. She's doing a 

great job. Peter Martins is very happy, and I think Anne is happy. It was a loss 

to the Philharmonic. It was not very smart, I'm afraid, to let her go. Anyway, 

when it was known I had retired, people started calling. 

CLINE 

Did you get job offers? 

FLEISCHMANN 

Not job offers but consultancy offers. 

CLINE 

Well, that's what you wanted to do, so that's good. 

FLEISCHMANN 

Yeah. Well, I had made it known that I wanted to be a consultant.At seventy-

three you don't get— 

CLINE 

I just wondered if people wanted to do that anyway. You certainly have the 

reputation, and you're obviously still active. 

FLEISCHMANN 

Lots of interesting things came my way. I have clients in Germany. The NDR 

[Norddeutscher Rundfunk] Symphony Orchestra in Hamburg, which is an 

orchestra I'd always admired— I think I mentioned earlier in talking about 

[Pierre] Boulez how he had opened my ears at the Edinburgh Festival. That was 

the orchestra he was conducting then. And the Schleswig-Holstein Festival and 

things like doing a bit of teaching for the American Symphony Orchestra 

League.I was at Aspen for a few days in '98, shortly after I'd retired, and talking 



to David Zinman, who had just become the artistic director of the Aspen 

[Music] Festival and School. He was telling me about the conducting project, 

the program for young conductors [the American Academy of Conducting] that 

he was starting, because there was so little hands-on training available for 

young American conductors. We chatted, and of course there is the same 

problem with managing directors or executive directors for orchestras: there's 

an enormous shortage of talent. There's a tendency for boards of directors to 

employ more and more people from outside the field, from the corporate sector, 

from industry. We agreed, David and I, that this was somewhat dangerous, 

because you can't run an orchestra without a thorough knowledge of the 

repertoire and the artists, without a real passion for music and musicians. It's 

just not possible. But there is no real training, leadership training, on the artistic 

side for potential managing directors of orchestras.So we more or less decided 

there to try to work out some program, some plan to provide this kind of 

training for people who are managing smaller orchestras who have potential for 

the major orchestras, but in order to realize that potential they've got to come to 

grips with the much bigger artistic issues. Also, how to deal with music 

directors, how to deal with guest conductors on an international level, and 

programming and that sort of stuff—how to sell your programs to first of all 

your board, your artistic vision, how to work closely with the music director 

and all that sort of thing.So we started a seminar in Aspen, and it turned out to 

be an enormous success, I must say, largely because of the very good people 

who came to take part in the course. I put together a star-studded faculty 

consisting of the best managers in the business: Deborah Borda, who was then 

still with the New York Philharmonic; Henry Fogel of the Chicago Symphony; 

Tom [Thomas] Morris of the Cleveland Orchestra; and Peter Pastreich, who 

had just retired from the San Francisco Symphony—arguably the four top 

managers in the field. They turned out to be very good teachers, but we learned 

a lot from the students, too.I also was called for a few other conductor searches 

and stuff and worked on the Fort Worth Symphony conductor-music director 

search. And even the Fresno Philharmonic [Orchestra], who asked me to be 

artistic adviser the two years that they won't have a music director. I'm doing 

work with the American Friends of the Salzburg Festival.I also get invited to be 

a judge at some competitions. Now, I don't believe that much in competitions. 

So often it's a test of how strong your nerves are, how fast and how loud you 

can play, because, shall I say, many competition judges— How can I say this 

most kindly? Well, they have the time to judge competitions. They're usually 

performing artists who have time to judge competitions. I am not a performing 

artist, but I think I've heard enough to be able to exercise a certain amount of 

informed, unbiased judgment. I have been urging for more people like me to be 



put onto these juries. I find to a certain extent that I'm a maverick on a jury, that 

I go for musical values rather than dexterity or— 

CLINE 

Technique. 

FLEISCHMANN 

That kind of stuff. But it's enjoyable to judge competitions in places as different 

but really enjoyable as Sydney, Australia; Monte Carlo; Helsinki, Finland. So 

that keeps me quite busy, as well.Obviously the Ojai Festival takes up a lot of 

time. None of these things pays very well. [mutual laughter] That's the only 

trouble. This is one thing about consulting in the arts, in the performing arts. 

Performing arts institutions are not wealthy. In fact, most of them are 

financially very insecure. I don't have the heart to ask for the kind of fees that I 

suppose a consultant with the years of experience that I have accumulated in 

the profession should receive. 

CLINE 

Well, it certainly is a case where— Sometimes just trying to schedule these 

interviews is a testament to how busy and how in demand you obviously are 

since your so-called retirement. In fact, you mentioned that while you were at 

the L.A. Philharmonic, that really was your life, and it had to be in order for 

you to do everything you needed to do that the job required. Then, when you 

announced that you were getting ready to retire, you said one of the things you 

were looking forward to was having some more free time. You admitted that 

what you prefer to do most is the work, the work that you do. We talked a little 

bit about what some of your other interests are, but was there anything that you 

were looking forward to doing with that extra free time other than work and 

continuing to do what you're obviously doing most of the time? 

FLEISCHMANN 

Obviously spending more time with my kids and my friends. I'm doing enough 

traveling at the moment just to keep up with my clients and jury duties and all 

that sort of stuff. So we'll see. Being a sort of freelance consultant, competition 

judge, lecturer, is a— Of course, you lead a fairly fragile existence, because 

consultancies end. It's not like a job. You have a particular task. The better you 

carry it out, the shorter the consultancy. 

CLINE 

Yes, of course. Right. It's sort of like being a musician going from just gig to 

gig. 

FLEISCHMANN 

Yeah. 

CLINE 

Also, you are somebody who is reputed to have a lot of energy, and you don't 

need a lot of sleep. You don't get sick very often, I guess. How are things now? 



One of the things that happened in the course of this interview process is you 

had a spill down an escalator in Frankfurt airport, for example. Are you still 

going as full force as you were before? Or have things changed? 

FLEISCHMANN 

No, I am afraid the effects of this accident have been to slow me down 

somewhat. I'm told by the doctors that I can expect up to two years of 

recovery.I do need a bit more sleep. I don't move around as well as I would 

like. It's a damn nuisance. But what can one do? 

CLINE 

You mentioned the Ojai Festival, and I wanted to ask you about that. This is 

obviously a large and prestigious sort of enterprise. Can you describe some of 

the programming that you've done since you've taken over that particular 

artistic directorship? 

FLEISCHMANN 

The Ojai Festival is run on an interesting basis in that you have an artistic 

director who defines the general artistic policy and who then decides what he 

wants to do each year and invites a very well-known, wonderful musician to be 

the music director for that year. So we have a different music director every 

year. In '98, my first year on the job, I invited Mitsuko Uchida, the Japanese 

pianist, for her range of repertoire as much as anything. What I didn't realize 

was quite how wonderful a pianist she is, an artist. I knew she's a great spirit 

and a lovely person. I had always admired her playing. But working with her on 

this festival gave me even more respect and admiration for her playing—

Schubert as much as Beethoven as much as Schoenberg. That was a wonderful 

experience. David Zinman came to conduct for her.An even more wonderful 

experience was last year, '99, when I invited Esa-Pekka Salonen, Olli 

Mustonen, and what they call the Toimii Ensemble, which consists of Esa-

Pekka, Magnus Lindberg—the leading Finnish composer—and three other 

Toimiists— I wanted them to, as it were, discombobulate Ojai a bit, and they 

succeeded in doing that. They are a wonderful group. They not only took part 

in a performance of Magnus Lindberg's Kraft, which is an amazing 

deconstructivist kind of work—huge orchestra, musicians surrounding the 

audience, etc.—but of course it was written for them and symphony orchestra. 

It's nearly half an hour of music that threatens to go someplace but never gets 

there somehow, and it uses all sorts of odd instruments, like automobile parts, 

plumbing, and so on, as well as gongs and stuff that surround the audience. 

You have a lot of players running up and down the aisles quite often. They're 

part of the orchestra, and then they surround the audience. And they have these 

huge gongs, the largest gong you've ever seen; it's about fifteen-foot radius.This 

year it's going to be Simon Rattle, music director. Esa-Pekka Salonen was last 

year and will be next year again. Simon Rattle will be bringing British and 



French music. The British contingent— We're having Thomas Adès, the very 

brilliant young British composer, and another exceptionally gifted young 

British composer, Mark-Anthony Turnage ostensibly as composers in 

residence, but we make them work. The Rattle programs on the French front 

include concert performances of two French operas, L'Enfant et les 

sortilèges by Ravel and Les mamelles de Tirésias by Poulenc. The rest will be 

mainly British. We are introducing some of the most exciting new British 

music including Turnage's Blood on the Floor and Osyla by Adès.Next year 

will be music about and from the Americas, and we'll be celebrating the 

centennial of the birth of Harry Partch, who is a true American original, and we 

will attempting to get the Partch instruments. 

CLINE 

Who are some of the other American composers that you think are going to be 

featured? This is in 2001, now, you're talking about? 

FLEISCHMANN 

Well, I haven't yet gone into much detail with Esa-Pekka, but we do want to 

play some Latin music if it's the Americas, plural. We also want to do [Olivier] 

Messiaen's Des canyons aux étoiles—From the Canyons to the Stars—which is 

about Bryce Canyon and such places. 

1.39. TAPE NUMBER: XX, Side Two (APRIL 5, 2000) 

CLINE 

Okay, we're back on. We were talking about the Ojai Festival. I think we've 

probably finished with that. I wanted to ask you first off, since you've 

mentioned some of these new talents, if you have any feelings right now about 

any particularly noteworthy up-and-coming talents in terms of conductors 

especially, since you have your ear to the ground about that and have certainly 

the reputation for discovering young talent, especially considering the ever-

rising stature of Simon Rattle and Esa-Pekka Salonen and others. Isn't Rattle 

due to go to Berlin? 

FLEISCHMANN 

Yes, he's going to the Berlin Philharmonic as music director. 

CLINE 

That says something, doesn't it? 

FLEISCHMANN 

Right. There's not an overabundance of talent around, I'm afraid. I hope that 

this conducting academy that David Zinman is going to run at Aspen may help 

identify one or two people. I think I've spoken about the gifts of the young 

associate conductor here at the Philharmonic, Miguel Harth-Bedoya. Have I? 

CLINE 



The name has come up, but you haven't said anything specific. 

FLEISCHMANN 

I think he has it in him to become a really important conductor. He has that 

natural gift that really can't be explained. He's going to be the music director at 

the Fort Worth Symphony, which is ideal for him. He can do good repertoire 

and can do opera there, as well. They do have an opera company in Fort Worth. 

There's another conductor I'm interested in, and he hasn't yet made a 

breakthrough at all. He's a German. He's in his forties. His name is Bernhard 

Gueller. There's not much new stuff. Roberto Abbado has been around for a 

long time. That's a nephew of Claudio Abbado's. He seems to be coming into 

his own now. I'm a little worried about him, because he's being pushed a bit by 

Ronald [A.] Wilford. David Robertson is a big talent, big talent, and a very 

decent person. 

CLINE 

At the Ojai Festival the year before you took over I saw a very young English 

conductor whose name escapes me now. Do you have any idea who that might 

have been. He's in his early twenties, I believe. 

FLEISCHMANN 

Oh, yeah? 

CLINE 

Yeah. He was conducting the L.A. [Los Angeles] Philharmonic New Music 

Group, among other things. 

FLEISCHMANN 

In Ojai? 

CLINE 

Yeah. I guess this was when Ara Guzelimian was still the artistic director, his 

last year there. 

FLEISCHMANN 

Who could that have been? Daniel Harding or Grant Gershon? 

CLINE 

I'm not sure. I can't even remember now. He looked like a boy. 

FLEISCHMANN 

Yeah. Sounds like Grant. He's a wonderful musician, wonderful musician. He 

may not have the strength, the backbone. But he's also a fabulous pianist. 

CLINE 

Something else here. This is something that's come up often in our interview 

sessions, and I wanted to try to get a little more into it. We've talked a little 

about Disney Hall. We've talked about the new executive director at the 

Philharmonic. We've talked about all these things related directly to the L.A. 

Philharmonic. Some people, I think, have some real hopes for Disney Hall as, if 

nothing else, a symbol of the role of the Philharmonic and of symphonic music 



in this city. What do you think the future is for symphonic music in L.A., 

particularly with the L.A. Philharmonic obviously being its major exponent? 

Do you have any sense of where things are going at this point? 

FLEISCHMANN 

I think the orchestra is playing better than ever. I don't think enough people 

realize that. I don't think people in Los Angeles as a whole realize what an 

incredible asset they have in the orchestra. It's— I have to watch my words 

carefully. I think Disney Hall will open up a lot of possibilities. I think the 

possibilities for communicating with the audience— At the moment it's very 

difficult to get across why we do a program. Program notes are inadequate most 

times. It's really difficult to convey to somebody who doesn't go to a concert 

what the excitement of a concert can be. It's very difficult to remove people's 

prejudice against symphonic music. They always are much more intelligent 

than we seem to think, but when it comes to music— I think the education 

program of the Philharmonic is being overhauled at the moment. I think that 

can contribute a great deal towards building up new audiences. I don't think the 

Dorothy Chandler Pavilion, with its strange acoustics and its lack of contact 

with the audience, is the sort of place where you can really build an audience. 

CLINE 

What about the location of the Music Center [of Los Angeles County] 

itself?There's been a lot of conjecture about that as a factor. 

FLEISCHMANN 

Location has a lot to do with it, and the opening of Staples Center has created a 

lot of traffic problems for people commuting from the Westside. In many ways 

it would have been better to build Disney Hall in Santa Monica or somewhere 

on the Westside. Don't get me off on this. It's— 

CLINE 

Touchy? Let's change course slightly. What about symphonic music in general? 

If nothing else it's a very expensive art form—not as expensive as opera but 

certainly very expensive. Even outside of L.A. and its questionable patronage 

of this type of cultural activity, we're looking at a whole generation of people 

who are moving away from attending these concerts. The audiences are just 

getting older, they're dying off. The seats need to be filled with new faces and 

new generations of listeners. Where do you see the relevance of symphonic 

music at this point, especially if people like to look at the millennium as some 

big marker of some significance. People say derisive things about "music by 

white Europeans" or say that it's a "dead art" or, even worse, "music by dead 

white guys," things like this. What is the current role of that music, especially 

in this city, but generally as you see it? 

FLEISCHMANN 



Let's look at the role that symphonic music has always played in society. It 

used to be a plaything of the aristocracy. It then was taken over by state and 

similar governments in Europe, by wealthy people in the United States. There 

weren't many demands on the orchestras. They played maybe two symphony 

concerts a week for their subscribers. It was a social occasion. The season was 

twenty weeks, twenty-six weeks. What happened to the musicians during the 

off season? God knows how they survived.Today we have a fifty-two week 

season, maybe four or five concerts a week. Halls have grown bigger. Working 

families, families where both mother and father work, are not used to having a 

regular social life centering around a symphony orchestra. They need to relax. 

Television has taken over a lot of their spare time and all other technological 

entertainment—cable, computers, etc. So where do we get these new audiences 

from? I do believe that part of the solution lies in getting musicians—soloists 

and orchestra musicians—into the classroom and impressing the kids with their 

wildly virtuosic skills, impressing them the way an athlete would impress them. 

CLINE 

Yeah, you mentioned that last time. 

FLEISCHMANN 

I really do believe, with the mindset of today's kids, this is— Once the artists 

have been in the classroom, the kids go to the concert where the artist is 

performing, and in this way I hope will develop some kind of appetite to 

experience more. But a system like that has to be adopted wholeheartedly and 

methodically by educators. 

CLINE 

You've been a very outspoken supporter of not only education, music 

education, but also of arts funding. You said, among other things, that there 

should be no embarrassment; there should be very aggressive, very bold 

approaching of institutions for arts funding, particularly for running something 

as expensive as a symphony orchestra.What with all the diverse distractions 

and different interests that people have right now, how do you justify the 

continuing of symphonic music, not just of the established composers and 

musicians of the past but of new music that admittedly is infrequently afforded 

the opportunity to be performed by a symphony orchestra? It's very hard for a 

lot of contemporary composers to get the kind of grants or commissions one 

would need because of the cost. When you're going to seek funding for this 

kind of activity, how do you make a case for its great need, its importance? 

FLEISCHMANN 

Well, these questions require a lot of thought. I've been— It's not that I've been 

changing my mind, I've been evolving my thinking. Obviously we've got to get 

a much closer link with our audience—I mean a physical link. I think musicians 

should stay after a concert for twenty minutes, half an hour, and have a drink 



with those audience members who would like that. I think we should be 

prepared— I don't want to put everything onto Disney Hall, but I think in 

Disney Hall, by its very nature there can be a lot more contact between 

musicians and audience.I think musicians must realize too that they are 

entertainers, performers, and be more aware of the audience. Quite a few 

orchestras, particularly from Europe, at least turn towards the audience when 

the audience is applauding. They acknowledge the applause. Here they just talk 

about the weather and so on. The whole future of the musicians is at stake. If 

there's no audience there's no work. So I think a conscious effort has to be 

made by the musicians to establish that contact. I'm still— I'm not a clothes 

designer, but we need something smarter than a tux, something more 

fashionable, something— 

CLINE 

That's interesting, yeah. The Kronos Quartet comes to mind when you think 

that part of their success came because they changed the image of the string 

quartet.Also related to this, I wanted to ask you— Well, it's a very difficult 

thing to balance. You can't please everyone. You're never going to be able to 

please everyone. As you've said, you program new music and people who want 

to hear Beethoven or Mozart get bent out of shape. You do too much 

Beethoven and Mozart and the new music people think you're not doing 

enough new music. You get a music director who's probably going to have his 

or her own predilections about what they think are quality artistic works. And 

then, of course, listening trends on the audience's part, even regarding 

symphonic music, come and go. I guess it wouldn't be fair to ask how you can 

balance all these particular— I mean, this is what you've spent your career 

doing, obviously. It seems like you can never really please everyone. Is there a 

way to balance that so that everyone gets represented? Or is that a fair 

question? 

FLEISCHMANN 

Well, we've tried to do that at the Philharmonic with the Philharmonic New 

Music Group having its own series. It has a small but very enthusiastic 

following. It's very expensive. It needs a lot more money. The [Los Angeles] 

Philharmonic Chamber Music Society plays chamber music, which partly— I 

thought it might be good for orchestras to be able to work up some chamber 

music repertoire and not have to worry about selling the tickets. Let the 

management take care of that and of the hall and all that sort of stuff. It not 

only gives an outlet to the musicians to be more individual, to be themselves, 

but it also I think improves the ensemble in the orchestra, because they have to 

listen to each other constantly and things like that. There are some musicians 

who are very good at educational stuff, speak very well— preconcert lectures 



or at schools and things like that—they have their outlets. It's my old idea of a 

community of musicians. 

CLINE 

Changing course slightly, obviously you accomplished quite a bit in the many 

years you were at the L.A. Philharmonic, and aside from building up the 

orchestra, you were part of its rise to higher stature. 

FLEISCHMANN 

I happened to be around. 

CLINE 

Well, it wasn't quite just that, I don't think. Turning the Hollywood Bowl into a 

more lucrative and now most highly respected venue and institution, the 

bringing of great music directors to Los Angeles, and, for example, the first 

American orchestra residency for the L.A. Philharmonic at the Salzburg 

Festival when that happened— 

FLEISCHMANN 

Paris was a good residency, too, for the orchestra. 

CLINE 

Quite a lot to be recognized for, and yet you still have things like Norman 

Lebrecht writing his rather entertaining and somewhat sobering books on— 

Well, for example, his book When the Music Stops... [Managers, Maestros, and 

the Corporate Murder of Classical Music] has a fairly sizable little chunk in 

there about you and your sort of— 

FLEISCHMANN 

Actually, Deborah Borda and I probably come off best in that book. [laughs] 

CLINE 

Yeah, he's very diplomatic, surprisingly, although it seemed like a lot of his 

information came directly from articles by your friend Martin Bernheimer. 

FLEISCHMANN 

And Bernheimer got it wrong in the first place. 

CLINE 

Right. So I was going to say, how do you feel about that? Do you have 

anything you want to say to sort of address parts of this? 

FLEISCHMANN 

Norman Lebrecht is a gadfly. Not that he manufactures information, but he 

twists it and turns it so that it becomes like half-truths to make a point. I mean, 

he's entertaining, and he gets people to think. Some of his history is wrong, but 

by and large he makes a good point. Here and there— Look, as long as they can 

spell my name right. [mutual laughter] 

CLINE 

Do you think he has a point, particularly in the sense of things like the 

incredibly escalating cost of star soloists and performers? 



FLEISCHMANN 

Oh, absolutely, and I have fought against that tooth and nail. In fact, you will 

have noticed that neither Itzhak Perlman nor Yo-Yo Ma, for example, have 

appeared with the Philharmonic for many years. Yo-Yo Ma is a great artist, but 

it's just not fair to ask that sort of money knowing what a battle an orchestra has 

to survive and knowing what the musicians are being paid. So I have a sort of 

rule of thumb. Why do you have soloists? You engage certain types of soloists 

and pay them accordingly. There are those, if you want to do certain repertoire, 

who are specialists in that repertoire, and you pay them a decent fee, but you 

don't need these superstar artists with superstar fees for that. Then you have 

young artists in whom you believe, to whom you want to give an opportunity 

and whom you want, as it were, to present to your audience as the great artists 

of the future. They're not expensive. Then occasionally you will have someone 

of star quality who's not outrageously expensive, a great artist like Mitsuko 

Uchida or Alfred Brendel or Midori, who are not outrageous—really, they're 

not out there with the Yo-Yo Mas and the Perlmans, so far as their fees are 

concerned—and who are wonderful performers and who bring an audience into 

the hall. 

CLINE 

It seems like one must in all these art forms be really concerned— 

FLEISCHMANN 

I was going to say the ones you think twice or three times about are the sort of 

mid-range artists who do nothing to the box office, who give an okay 

performance of quite a lot of repertoire, but you don't pay them outrageous 

sums of money. If they ask for them, I say, "Thank you but no thank you." 

CLINE 

Right. It seems like one must always in almost all of these sorts of art forms 

walk this tightrope of wanting to bring in the people that are going to fill the 

seats and still have a quality musical program but not pay them too much, 

because obviously, then, you can't make a profit anyway, even if the hall is full. 

FLEISCHMANN 

Well, you never make a profit. No symphony orchestra can make a profit even 

with a sold-out hall, because the costs of the musicians, the soloists, the 

conductor, the rent, the music rental, the front-of-house [staff], the back-of-

house staff, the publicity, and a thousand and one other things— Your ticket 

prices would have to be about 50 percent higher than they are. It's a very costly 

form of performing art. 

CLINE 

Lebrecht also points to people like greedy managers and also corporate 

interests who have bought into the so-called classical music field. Particularly 

he seems to suggest that the whole phenomenon of the Three Tenors— 



FLEISCHMANN 

Oh! 

CLINE 

—is a sort of landmark in excess that other people have taken their cue from. 

FLEISCHMANN 

That has nothing to do with music. It's a circus. It's that Hollywood star 

syndrome. I wouldn't take that seriously. 

CLINE 

Do you think that corporate interests in any way are contributing to the 

destruction of this musical form at this point? 

FLEISCHMANN 

No. I think it's not so much corporate interests, but it's all the other easily 

available forms of entertainment, easily available and inexpensive. Also the 

fact that home entertainment—the technology, the computer revolution, cable, 

and so on, and popular music—are all backed by incredible amounts of 

advertising, every single kind, which no symphony orchestra could even hope 

to approach or pay for anyway. So we have this onslaught of promotion and 

publicity and marketing for mass entertainment that keeps the symphony 

orchestra out of the mind of the public.It's a terrific barrier. The fact that you 

have to go through fifty pages of movie adverts [advertisements] in a Sunday 

"Calendar" section [of the Los Angeles Times] before you may occasionally 

read something about music is very, very destructive to what we do. 

CLINE 

Well, this is the entertainment capital of the world. We're not really talking so 

much about entertainment, I guess.Do you get to many concerts these days, not 

just the L.A. Philharmonic but other things? 

FLEISCHMANN 

Yeah, sure. I don't go to every concert that the Philharmonic gives, but I go to 

one or two, if not three, concerts a week. This week I went to hear a young 

conductor at the Zipper Auditorium [of the Colburn School of Performing Arts] 

on Monday with a freelance chamber orchestra. Tonight I'm going to hear the 

Philharmonic with Miguel Harth-Bedoya, and on Saturday I believe it's the 

Moscow Virtuosi. So three concerts.Tomorrow I have to go to San Francisco, 

where a good friend of mine, David Cairns— His biography of Berlioz is being 

published, and it's a launching party. It's a great, great biography. David Cairns 

is the world's leading authority on Berlioz. He's also a wonderful writer. He 

used to be the music critic of theFinancial Times and the Sunday Times in 

London. He's one of the best writers on music alive today. 

CLINE 

There are still a couple of things I'd like to ask that won't take too long. I'll start 

with one of them. We've talked about what seem like highlights in your career, 



artistic or otherwise. And I guess there were some "lowlights," so to speak, as 

well. Are there any in either category that you can particularly point to at this 

stage, looking back, that stand out? 

FLEISCHMANN 

Well, obviously getting fired from the London Symphony Orchestra was a 

lowlight indeed. I have sort of learned odd things the hard way.When I was 

running the Johannesburg Festival—I mean, I had no money, wasn't being paid 

very much—the company of La Scala, Milan, had traveled all the way to 

Africa, to the southernmost point in Africa virtually, and for three weeks had 

given up their families and homes, etc., and nothing was being done officially 

to welcome them, entertain them. I just said, "I have to do that." I invited the 

whole company to dinner, three hundred of them. Because the festival was 

being underwritten by the city, there was so much bureaucracy to get 

permission for that. I just did it, and I was terrified that I would never get 

reimbursed for this. Can you imagine what a poor, struggling administrator 

must go through and what that cost? Thank God, the town clerk of 

Johannesburg saw reason when I presented the bill to him. That was definitely 

both a high- and lowlight at the same time. 

CLINE 

Other things? Anything that we haven't maybe said? I've got a little bit of tape 

here. 

FLEISCHMANN 

I spoke about my early battle with [Pierre] Boulez. 

CLINE 

Yes. Right. 

FLEISCHMANN 

Did I speak about my trip to New York a couple of weeks ago when Boulez 

was there with the London Symphony Orchestra? 

CLINE 

No. 

FLEISCHMANN 

On his seventy-fifth birthday tour. I heard three out of the four concerts they 

gave in Carnegie Hall, and they were some of the most fantastic performances 

I've ever heard of pieces like Alban Berg's Three Pieces for Orchestra, op. 6, or 

Mahler's Sixth Symphony [in A-minor]. It was so wonderful to see Carnegie 

Hall packed to the rafters. Each program had one completely new work by— 

George Benjamin, one of them. One of them was by a young Austrian 

composer, Olga Neuwirth, who really knows how to handle the orchestra and 

has wild and wonderful ideas. I think she may be pretty important before 

long.New York was the city that had sort of rejected Boulez when he was 

music director of the New York Philharmonic, and for him to come back in 



triumph like this was really very heartwarming. There was a reception after one 

of the concerts for the orchestra and a few friends. There were some speeches, 

and they all asked Boulez to say something. This was the only time I've ever 

seen him to really show emotion in public. He said, "Thank you. I'm very 

happy. Thank you," and just couldn't go on. His voice broke. In all the years of 

our friendship—I've seen him in public, in private—I've never seen that with 

him. It was remarkable.And to hear the orchestra really play, as I remember 

them from— When I was working for them they were really a crack, wonderful 

orchestra, and they went down, and they came up again, but I felt at Carnegie 

they were right back where they were in the sixties when they were at their 

peak. You must listen to those recordings they made with [István] Kertész and 

Colin Davis, for example, and Benjamin Britten; they were staggeringly good. 

And also with [Georg] Solti. Just great, great playing. 

1.40. TAPE NUMBER: XXI, Side One (APRIL 20, 2000) 

CLINE 

You mentioned last time that you had some people that you wanted to talk 

about particularly before this interview session is over, that you wanted to give 

more coverage to. Before we get there, I just want to ask a couple of very brief 

follow-up questions. You mentioned that you were thinking that perhaps [Walt] 

Disney [Concert] Hall could be used as a venue for some of the more top-flight 

comic talents. 

FLEISCHMANN 

Yeah. 

CLINE 

Which sort of surprised me, not because I think that comics don't deserve it, but 

I just wondered if you were actually a fan of comedians or if this is something 

you just noticed as being a lack that needed to be dealt with. 

FLEISCHMANN 

Well, I think at his best, when he does his sort of one-person show, the one he 

did at the Met [Metropolitan Opera], for example, Robin Williams is a bit of a 

genius. The trouble is he's been appearing in so many lousy movies that it tends 

to be obscured. The same thing— Martin Short I think has a very special kind 

of appeal, but he was given a really stupid, dull format for his television show, 

which is dead, dead in the water. But in any event, there doesn't seem to be the 

sort of medium-size to large venue which is still intimate enough that it can be 

economically viable for comedians, for comics to do their thing. You either 

have a small place like the Comedy Store or the Laugh Factory, or you get huge 

amphitheaters where there is no real contact with the audience. I think Disney 

Hall would be ideal for this kind of thing. 



CLINE 

You also mentioned, when you were talking about your various 

accomplishments, the residency that the Los Angeles Philharmonic Orchestra 

had in Paris. I don't think you really said much specific about that. Do you want 

to say a little bit about that for the record? 

FLEISCHMANN 

Oh, yes. That was, I think, one of the more important events in the process of 

getting international acceptance, recognition—at home, too. At home for 

various reasons, but internationally it made a tremendous impact. We were the 

only American orchestra ever to do a four-week residency in one of the major 

performing spaces in Paris. It was the Théâtre du Châtelet, which has a very 

venerable history of first performances. The fact that we occupied that theater 

with symphony concerts, chamber music concerts, new music concerts, as well 

as a very interesting production by Peter Sellars of the Stravinsky opera The 

Rake's Progress with a superb cast and conducted absolutely magnificently by 

Esa-Pekka Salonen and played brilliantly by musicians from the 

Philharmonic— This was covered by all the leading European critics and had a 

tremendous sort of impact.At home Mark Swed, the music critic of the L.A. 

[Los Angeles] Times, came over and wrote about it. I think so did Alan Rich 

for LA Weekly. One of the things that struck them, besides the quality of the 

performances and the acceptance of the Philharmonic as one of the world's 

great orchestras by Europe's press, was how great the orchestra sounded in a 

place that's got terrific acoustics, where the orchestra again played in the same 

room as the audience. Reporting on how the orchestra sounded, Mark Swed 

helped create, I think, in the L.A. Times, a renewal of interest in funding for 

Disney Hall. It really did a tremendous job for us. I think it was a tremendous 

morale boost for the musicians, too. Paris is not a bad place to spend four 

weeks in. 

CLINE 

That's what I was thinking. 

FLEISCHMANN 

To have night after night these incredibly enthusiastic audiences— There's 

something about the best European audiences that you never get, unfortunately, 

in the United States. You feel that they're tremendously with you, that there are 

people, lots of people, out there who really know what it's all about, which you 

don't always get in this country. So it was a great and wonderful adventure. A 

really marvelous thing is that I managed to negotiate a contract with the 

Châtelet that enabled us to better than break even on the deal, which doesn't 

often happen on orchestra tours. So that was a very important event in the 

orchestra's history.As a result of it, we were invited to go to be in residence at 

the Aix-en-Provence Festival, actually for next year, 2001, because the general 



director of the Châtelet moved on from the Châtelet to Aix-en-Provence. 

Unfortunately, the economic conditions that were possible for Aix-en-Provence 

were just not enough to prevent— It would have resulted in quite a deficit for 

the Philharmonic.Also, one of the things that it was built around, the Aix-en-

Provence residency, was the world premiere of the new opera by Esa-Pekka 

Salonen, which Aix-enProvence commissioned. Of course, Esa-Pekka hasn't 

finished it—or even, in fact, has put it aside for the time being. I think he is 

unable to find either a librettist or a director whom he wants to work with on 

this project at the moment. So it's somewhat of a pity. I mean, of course it's a 

pity, because it's quite obvious that Esa-Pekka has a tremendous gift for writing 

for the voice. That was shown by his Sappho Fragments, which we performed 

last year—"we" the Philharmonic. Actually, the [Los Angeles] Philharmonic 

New Music Group performed with Laura Claycomb at last year's Ojai Festival 

a marvelous set of songs, marvelously written for the voice, which gives you 

reason to believe that an opera, when it does come, will really be very special 

from Esa-Pekka. 

CLINE 

You were also talking about the current state of affairs of the Los Angeles 

Philharmonic and a little bit about the change in the executive directorship. Of 

course, Deborah Borda is there now. I wondered if you had a sense, since they 

involved you in that decision if not in the previous decision, how things were 

going in terms of the relationship between the new executive director and the 

board. 

FLEISCHMANN 

Oh, extremely well. In the last board meeting, which was held just nearly two 

weeks ago, she made a major presentation, largely of the financial situation of 

the orchestra, to the board that was quite brilliantly done. While it did, of 

course, disclose the huge deficit, she had solutions to the problem which, of 

course, require a lot of help from every single board member. But she did it in 

such a way that nobody felt negative about it—in fact, quite positive about the 

future. It was really an exemplary kind of presentation. I think there's a 

tremendous amount of respect and admiration for her. She's certainly got their 

total support, I would say. If anybody can turn this around it's Deborah. I'm just 

sorry that she wasn't my immediate successor. Then I'm sure we could have 

avoided much of the present situation. 

CLINE 

Well, she's there now. Sometimes, I guess, people learn things the hard way.As 

long as they learn them, I guess that's what counts. 

FLEISCHMANN 

Exactly. 

CLINE 



Okay, I want to go right into some of these individuals, conductors, music 

artists, composers, people that you wanted to say a little bit more about. Since 

you have it in mind, why don't you just take it from here. 

FLEISCHMANN 

I think we should talk a little about the conductors, first of all, that I brought to 

and worked with at the London Symphony Orchestra [LSO]. One of them who 

made his London debut with the orchestra was Claudio Abbado. This was in 

about 1960. There was something very interesting. He obviously has a fairly 

mesmerizing sort of personality on the podium. Off the podium he's a very 

quiet, one would say almost gentle person, although there's a certain 

determination in him. What is interesting is this: it was his first British or 

English speaking orchestra that he had confronted, and he hardly said a word at 

rehearsal except "letter twenty-seven" or "figure B." The orchestra didn't quite 

know what to make of that. "Why—?" Usually when a conductor stops and 

goes back to a certain point in a piece he explains why he stops and what he 

wants corrected. Claudio never did that. We all thought, "Well, it must be his 

having great difficulty with the English language." After all, this was nearly 

forty years ago we're talking about. He was very young, in his twenties. The 

concerts were tremendous. He had real magnetism on the podium, both to the 

musicians and to the audience.When I came to Los Angeles, Claudio— I 

invited him. He wasn't yet too much of a snob, or his management didn't look 

down on Los Angeles at that time. He came here. And what do you know, he 

still didn't talk at rehearsal! He still never explained why he stopped the 

orchestra. He said, "Okay, once more from letter soand-so," but that's it. He still 

had this tremendous thing on the podium.So now let's switch forward to the 

Berlin Philharmonic, where he's the music director, and one of the problems 

about his music directorship while— [The orchestra] went through a rocky 

period in Berlin when he first came. It got over it because it began to 

understand him somewhat, but they did not ever feel that he was— In speaking 

to some of the musicians to see what was going on and seeing what was going 

on, it never seemed as though he was totally in control, although this was his 

orchestra. When I heard him conduct the orchestra, I always felt, "This is a 

group of musicians who believe that it is their orchestra. They've got a guy 

standing on the podium"—he wasn't just a traffic cop, but—"to help them 

realize almost their concept of a piece rather than his." I may be exaggerating it 

a bit, but I do believe this refusal or inability to say to musicians at rehearsals 

why he stops them is what has prevented Claudio from being the totally great 

conductor he might have been. He's a fantastic musician. He does master his 

scores in a terrific way. He's a very private person. All that I think has 

something to do with the way he works. It's a pity.I cannot recall whether I told 

you much about Lorin Maazel. 



CLINE 

Some. 

FLEISCHMANN 

There's another whom I helped, whom I invited to the London Symphony for 

his first London appearances. I remember two things about him. I remember I 

was in a pension in Vienna before I even came to the London Symphony 

Orchestra. It was in the late fifties. He was staying in the same pension. I was a 

bit shy to speak to him. I saw the posters' announcement of his concerts, which 

were with the Vienna Symphony Orchestra, not the Philharmonic, the number-

two orchestra in Vienna, and the program was Mahler's Symphony no. 1 [in 

D, Titan], Stravinsky [The] Rite of Spring [Le sacre du printemps], two huge 

blockbusters you would never think of putting on the same program. They're 

two pieces you put in the second half to bring the house down. But he wanted 

to bring the house down, obviously, in both halves. That's number one. Number 

two, I'd read a story about him in Time magazine, this young American boy 

genius. He did conduct in knee pants. He was one of those prodigies, but he 

was somewhat older then. He had a driver's license. And he said, "When I hear 

the engine of my car purring, going from C to D, I know it's time to change 

gears." So here we had somebody who, shall we say, was pretty sure of 

himself.So I invited him to the London Symphony Orchestra. This must have 

been about 1961, '62. For his first concert in London he chose to conduct the 

Mahler second symphony [no. 2, in C-minor, Resurrection]. He came to the 

first rehearsal, sat on a stool—you know, one of the high stools—left hand in 

his pocket, right hand with a baton, conducting the rehearsal and looking all 

over the place, looking everywhere except at the musicians, but just giving 

them the beat. It didn't go very well; it was sort of sloppy, etc. He got a bit 

cross. But at the end of the rehearsal I went to his room, and he said, "You 

know, I'm unhappy about how the orchestra is responding." Now, the orchestra 

had been sort of primed to expect an American wunderkind kind of conductor. 

So when he just sat there, almost supercilious, not really involved, hand in 

pocket and looking around the rehearsal room, they obviously didn't respond as 

they should. So I said, "Lorin, let's—" I was driving him to his hotel, the 

Connaught [Hotel], in London. "Let's go to your hotel, and then let's have a 

little talk." He dumped his things, and we went across the road. There's sort of a 

churchyard nearby. We sat on a bench in that churchyard. I remember that 

fairly vividly. I said to him, "Look, the LSO is a cooperative orchestra. The 

musicians are the ones who have invited you, and they want to give the best 

possible concert, but when you're obviously not terribly interested in what 

you're doing, they get fed up. If you really want to get results, you'd better 

change your attitude at rehearsal." Well, from the second rehearsal on he was 

so involved and worked like a Trojan. He really knuckled down. He was a 



totally changed man.We became friends. Our wives [Miriam Sandbank and 

Elsa Leviseur] became friendly too. He was then married to "Mimi," his first 

wife. I think she was his first wife. We went on picnics together and things like 

that. He turned out to be very warm, interesting, highly intelligent— Really 

precociously intelligent. His wife was a very nice person, too. Then we sort of 

drifted apart.What has happened— I mean, we invited him to Los Angeles, and 

he did a couple of quite good weeks. Then he got ideas so exaggerated, he 

asked for fees that were totally impossible to manage. In fact, when he went to 

[the] Pittsburgh [Symphony], he was the first—almost the only conductor 

still—to get a salary of over a million dollars a year for ten weeks' work. So 

one just didn't— He's an absolute virtuoso conductor. There's probably nobody 

who has quite that kind of virtuoso technique, but he also conducts— He over-

conducts in some way. He doesn't allow the musicians to unfold, to really play 

and give. It's totally controlled. 

CLINE 

He doesn't trust them entirely, perhaps? 

FLEISCHMANN 

Well, it's more that he likes to stay in control. The music sounds very 

controlled. He can be very willful with tempi and things like that.Another one 

who has an almost mythical reputation and who was—he's now dead—this 

incredible control freak was Sergiu Celibidache. I didn't speak about him either. 

He was Romanian. Celibidache had many strange ideas. He refused, for 

example, to make records. He said, "Records are a lie. They'll just tell you what 

certain artists felt at a certain time in a certain place on a certain date, and it's 

totally invalid." He also insisted on having an unconscionable number of 

rehearsals—eight or ten or twelve per concert. The result was that he conducted 

largely second- and third-rank orchestras who had good subsidies, good 

funding, and didn't have to do too many programs per month, so they had a lot 

of services available for rehearsals, like in Stuttgart and also not-the-top 

Scandinavian orchestras. He also came— This was really nice of him— And he 

charged huge fees, too. He always went to Israel for many years and didn't 

charge big fees because they didn't have any money. [It was in] Israel I first 

met him, I think. I can't quite remember.But there was a terrific mystique about 

Celibidache. He was this romantic gypsy figure. One heard that he could do 

certain things like no other conductor. So I went to see him to try and persuade 

him to come to London. He had been there I think in the fifties and vowed 

never to go back again because there weren't enough rehearsals and the 

musicians weren't attentive enough. Anyway, I went to see him, and he said, 

"Oh, why do you come to see me? You can never give me the rehearsals I 

need." I said, "No, we can't, but London musicians are renowned for their 

ability to sight-read and to work fast. The London Symphony of all orchestras 



has"—by then— "the best reputation all around." Anyway, I spent a couple of 

days with him in Milan, and he agreed to come with only six rehearsals. 

CLINE 

Such a compromise. 

FLEISCHMANN 

Anyway, I must say, those first concerts were quite miraculous. He did things 

like— Particularly pianissimi, really quiet passages, were totally magical, 

because he got this very vibrant quiet sound that, although you could barely 

hear— It barely registered on the— What do you call it—? 

CLINE 

The VU [volume unit] meter? 

FLEISCHMANN 

On a VU meter, exactly, but the sound was certainly absolutely present. Things 

like the opening of The Firebird [by Stravinsky], for example, or Ma Mère 

l'Oye, Ravel, Mother Goose. There was a marvelous sort of dynamic range, and 

mysterious music sounded good. It was also good with Berlioz. He loved to do 

a Romeo and Juliet program with Berlioz and Prokofiev and Tchaikovsky, but 

with all these exotic pieces you always had to pay for them, because he insisted 

on doing a Haydn symphony or Brahms [Symphony no.] 3 [in F-major, op. 90] 

or a Beethoven symphony like the Pastoral [Symphony no. 6, op. 68] or the 

second [Symphony no. 2 in D, op. 36]. He so fussed over these pieces. He 

almost mangled them. They just lay on the floor and never got up. But that was 

the price you had to pay for a Tristan [und Isolde] prelude [by Wagner] which 

was absolutely marvelous, or pieces from Damnation of Faust [La damnation 

de Faust] or Romeo and Juliet [Romeo et Juliette] by Berlioz, etc. Anyway, he 

also— Any solo— Like I remember the oboe solo in Richard Strauss's Don 

Juan. He conducted every note, every comma, every breath that the poor solo 

oboe had to take. There was nothing left for the orchestra musician to 

contribute as an artist. Control freak? Boy! So the blood very often went out of 

the music.But then again, he did a piece like Shostakovich [Symphony no.] 5. 

He warned me that his timing would be just over an hour. I said, "Yeah, but 

hang on, it's a forty-five minute, forty-seven minute piece at the most." He said, 

"Believe me, I did it with Shostakovich in the audience in the fifties, and I 

brought it first to Berlin. I know the tempi. I do it the way Shostakovich wanted 

it." Well, it did take just over an hour, and it was the most intense and 

marvelous and exciting piece. I tried to prepare the press for it and put out a 

story that he had in the fifties conducted it in Berlin with Shostakovich around 

for the rehearsals, and Shostakovich had basically shown him the way to do 

it.Well, one other mania Celibidache had was that for him the basses were 

always too loud, too heavy, too loud. At rehearsals, inevitably he said, "Basses 

too much! Too much! Too much!" until one day they didn't play at all and he 



screamed at them, "Too much basses! Too much!" Anyway, it really got to 

us.He and I had become quite friendly. He was a fascinating man. He spoke 

about ten or twelve languages. Really, he was also quite a philosopher, 

extremely well read. We had extremely interesting discussions.One day I think 

I picked him up for a rehearsal or something like that, and he told me, "Ernest, I 

have some really bad news to tell you.""What is it?""Well, I've been thinking 

very seriously. I think the way English orchestras are being treated by the 

government, by the queen, is absolutely abominable. The fact that you can't get 

proper subsidies is terrible. There is the queen; she is so wealthy. She has all 

this fantastic art in her collection. I'm absolutely determined to help you get 

your hands on some of that money. I'm going to make a very important gesture 

on Sunday. I will announce that I will not return to England to conduct, to my 

beloved London Symphony Orchestra. I will not return to you until the queen 

provides full underwriting for the London Symphony Orchestra."I said to him, 

"Well, Sergiu, this is highly self-sacrificing of you. I'm really sorry to hear it, 

but I can understand, and I'm glad, in fact, that you are prepared to make a 

stand for us. So thank you. We won't see you again."They didn't see him again 

for about twenty years. He came back in the eighties for a couple of seasons 

and the same things happened again. They didn't want him back.He was an 

eccentric, favored slow tempi, but when he did a thing right it was staggering. 

For example, Pictures at an Exhibition [by Mussorgsky], Mussorgsky-Ravel 

version. It was unbelievable. It was so vivid. The colors were more apparent 

than in any other performance I've heard. 

CLINE 

He still didn't get any recordings? 

FLEISCHMANN 

After his death a couple of years ago— He became music director of the 

Munich Philharmonic, and they believed in him totally. He became a sort of 

godlike figure there, and they certainly played extremely well for him. There 

were a lot of broadcast tapes. After his death EMI [Records] bought the whole 

archive, and they've been releasing them. They are eccentric performances. 

CLINE 

Any of the Shostakovich no. 5? 

FLEISCHMANN 

No, I don't think so. 

CLINE 

Too bad. 

FLEISCHMANN 

He conducted Bruckner quite well. 

CLINE 

That must have been long. 



FLEISCHMANN 

Yes, but very colorful, very intense, too. But it was interesting to have contact 

with somebody as intellectually exciting as he, who was so much his own man, 

so unique as a human being. 
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FLEISCHMANN 

Another one who's a bit of a cult figure nowadays, although he's been dead for 

quite a long time, is Igor Markevitch. Markevitch was quite renowned in the 

twenties and thirties. He started as a sort of boy genius composer, but he 

conducted a lot of the Ballet Russe repertoire. He had a sort of reputation, at a 

time when it was considered a difficult work, for conducting good 

performances of The Rite of Spring. He made a set of all the Tchaikovsky 

symphonies for Philips [Records] with the London Symphony Orchestra, for 

example. He was a very refined French-Russian intellectual of— One would 

think his parents had some aristocratic blood in them. He may have been an 

illegitimate child. I don't know. But there was a great refinement about the 

man. Very slight, very thin, very short.Anyway, we gave reasonably interesting 

performances of the standard Tchaikovsky repertoire with him until one day he 

was to do a program that included the Rachmaninoff Third Piano Concerto [in 

D-minor] with Vladimir Ashkenazy as soloist. Ashkenazy had asked for two 

rehearsals, thank God. Very often there's only one rehearsal for a concerto in 

symphony concerts. The concert was on a Sunday. The Saturday rehearsal just 

didn't go at all. There was no meeting of the minds—none of the intellect, and 

certainly none of the heart. So we were all getting a little desperate. There was 

only one rehearsal left on the Sunday morning for the Sunday evening concert. 

Ashkenazy said, "I can't play with this man. It's not going to work. It's not 

going to work."On Sunday morning, eight o' clock, I got a call from Mr. 

Markevitch saying, "Oh, Ernest, my dear. I feel so terrible, but I'm very sick. I 

don't I think I can conduct tonight." It was obvious that he hadn't learned the 

concerto.What to do? This was a big concert in the Royal Festival Hall. By then 

István Kertész was the chief conductor, the principal conductor of the LSO. So 

I got on the phone and found that he was in his home in Cologne. He had gone 

out to meet his wife, sister, or somebody for lunch. Anyway, I found Kertész in 

Cologne. I called him straightaway after the call from Markevitch and said, 

"Please, can you get on a plane? Do you know the Rachmaninoff Third 

Concerto?" He said, "Yeah." "Please get on a plane. Come over." Which he did. 

He hadn't taken a rehearsal. We just didn't have that rehearsal at all on the 

Sunday morning.I went to Markevitch's apartment where he was staying. I told 

him I was coming to see him. He was so obviously faking it. He was in bed and 



playacting like mad. I tried to be nice to him.Finally Kertész arrived at about 

five o'clock that afternoon for a seven thirty concert—at the airport. It was six 

or six thirty before he came to his hotel. We went straight to the Royal Festival 

Hall and then discovered that he'd left his tails in Cologne. Anyway, he 

conducted in a business suit, and it was a great concert. Rather than try and rent 

a tail suit on a Sunday, which would have been very difficult anyway, I thought 

we'd make something of it. Sure enough, we got extra publicity: "conductor 

rushes in to help, conducts in business suit," etc.Anyway, that was Markevitch. 

He and Celibidache are sort of fairly legendary characters. 

CLINE 

How did the performance go with Ashkenazy? 

FLEISCHMANN 

Oh, fine. Kertész was a natural musician and a very good accompanyist and so 

on. 

CLINE 

Good. 

FLEISCHMANN 

A couple of myths, mystiques about conductors. There's a mystique about 

Hermann Scherchen. He's written a book about the art of conducting which has 

been used for a long time as sort of a Bible by conducting students. He made a 

lot of LPs in the forties and fifties for Vox [Records] and companies like that. 

CLINE 

Budget label. 

FLEISCHMANN 

He was a fairly legendary figure. But one wondered why he hardly— I don't 

think he'd conducted in London at all. I kept on wondering why. Finally, I was 

in Milan one day, went to a performance of Così fan tutte [by Mozart] at the 

Piccola Scala which Scherchen was conducting. He had the most awkward 

conducting style, really very strange, very difficult to follow. In the middle of 

the performance, in the second act, it was so messy, it got so out of sync, 

orchestra and singers and within the orchestra, that the performance actually— 

He had to stop it and start again. It was purely and simply because in spite of 

having written the book on conducting he wasn't a very good conductor. It 

shows you what you can do with records. You still get on the radio these 

announcers saying, "Oh, here's the great Hermann Scherchen, the legendary 

Hermann Scherchen." It's sort of sad that critics haven't seen through certain 

conductors.Another one who's made a lot of records, a lot of English music, 

mind you, which, particularly American critics but English critics also—either 

they don't know enough about it or they get blinded by the fact that he bothers 

to conduct English music—is this man Richard Hickox, who's a really— I don't 

know how he gets his engagements. He conducts big things—choral works, 



opera, etc., Strauss as well as British music. He's got absolutely nothing to say 

musically, and also technically he's not terribly good.He was shown up finally 

when he was engaged for the Los Angeles Opera to conduct a Rigoletto [by 

Verdi]. I mean, if ever there was miscasting— He had no idea of the style. He 

had absolutely no affinity with Verdi. At long last the critics realized that and 

said so, but this man has made a tremendous career, mainly on the back of 

recordings, which shows in the studio you can fake a lot. You can stop and 

start, and producers get it together and so on.Anyway, those are some of the 

guys I wanted to speak about. 

CLINE 

There's one that you mentioned early in our sessions that I wanted to go back 

and ask you about at the time, and we got so much farther in the chronology I 

didn't back up and get it; that was Jascha Horenstein. I wanted to know if you 

wanted to say something about him. That goes back to the South Africa period. 

FLEISCHMANN 

Yeah. I did, I think, talk about how he came to the Johannesburg Festival. 

CLINE 

Right. Are there some specifics, though, about working with him that we didn't 

get to cover? 

FLEISCHMANN 

He was a very fussy rehearser. One never quite knew whether he was being 

fussy, where he kept on stopping the orchestra at rehearsal, because he wanted 

to really correct something or because he didn't know the score quite well 

enough. Certain things he knew wonderfully—Mahler's symphonies and so on. 

But you were never quite sure with Jascha whether the knowledge of the score 

was deep and profound or whether he was learning to get to know a piece as he 

went along. Because with all of that sort of stuff there was sometimes some 

insecurity in the orchestra, and he himself was terribly insecure. He was 

really— He needed constant bolstering. He was a dear man, but he kept asking, 

"Was it all right? Are you sure I didn't do something wrong?" that sort of stuff. 

He also always betrayed his emotions or his feelings. For example, in a 

performance, if somebody didn't play a solo very well or something wasn't 

quite together, [demonstrates] he used to take his left hand and put it in front of 

his eyes or in front of his nose as if to say, "Oh, my God, this is dreadful." You 

don't do that in a performance. It's really demoralizing.On the other hand, he 

did also have a gift, a kind of a magnetism, that when he knew a piece really 

well, like the Mahler third symphony [no. 3 in D-minor, Ein 

Sommermorgentraum] or Hindemith pieces and so on and so forth, he was able 

to inspire the orchestra. They hated the rehearsals, loved the performances. 

They found the rehearsals often very dreary, because he kept on going over 



things again and again, but when it came to the performance, then something 

magical often happened. 

CLINE 

In speaking of that period in the last session, you mentioned this wonderful 

story about serving dinner for three hundred and all these things. You 

mentioned also in a previous session that you had not had any desire to return 

to South Africa. Do you still feel that way? 

FLEISCHMANN 

While the apartheid regime was there, but since then I've been back, and it's 

been quite wonderful, not only to experience again this incredible landscape, 

this incredible scenery, and the kind of empathy I had developed with all things 

South African—with people, with the food, with the architecture— 

Architecturally, the Cape Dutch style I find extremely beautiful. It's sort of 

white houses or white buildings with a kind of a gabled feel about them. It 

makes Cape Town one of the most beautiful cities in the world, I think—of the 

bigger cities, certainly one. It's beautifully situated—a port. In the middle of 

downtown there's this enormous botanical garden. It's a city with— It's really 

people oriented. The whole wine country is incredibly beautiful.But above all, 

South Africans of all races are very warm and friendly people. Coming back 

and going to homes where there were multiethnic dinner parties and so on, 

which was illegal at the time I lived there, and experiencing the positive, the 

optimistic, mood of a lot of the people in spite of the terrible crime and terrible 

poverty amongst the black South Africans— I mean, there's still amongst the 

blacks about 40 percent unemployment. But there was something very 

inspiriting, inspiring, in being there.I just feel that it's so wrong that we are not 

helping South Africa more economically and are sort of putting money into the 

hands of the corrupt governments in Central America and Colombia and so on. 

It should go to South Africa to bolster industrial development. There's a 

fantastic potential market there. It's a large country and largish population. If 

more money can be put in, could circulate amongst that population, if their 

buying power were to be sort of commensurate with that of other recently 

civilized countries— South Africa is, obviously, the best educated and the 

most, for want of a better word, "civilized" country on the African continent. If 

the potential could be realized—and for it to be realized it has to get a lot of 

economic help from the fully developed countries—if that were to happen, it 

could be a paradise.I love it there, and I'd like to go back soon. 

CLINE 

Okay, wrapping up a bit now, just a few questions. We talked a little last time 

about some of the many accomplishments that have happened with the Los 

Angeles Philharmonic since you took over the executive directorship and a 

couple of the high- and low-lights that you've mentioned. You've received 



various honors. One of them you can actually see as you're walking up toward 

the Dorothy Chandler Pavilion. There's a sign there that identifies you as— 

FLEISCHMANN 

Oh, God. 

CLINE 

—a "cultural treasure," I think is the phrase. I meant to go over and write down 

exactly what it says. How did that come about? 

FLEISCHMANN 

I was called one day by— I think it was Al Nodal, who was the director of the 

cultural affairs department of the city, and he said, "We've decided you should 

be the first cultural treasure of Los Angeles." He said, "We first wanted to 

name that stretch of Grand Avenue after you, call it Fleischmann Avenue, but 

you have to be dead for that." [mutual laughter] 

CLINE 

Wow. Except that I hear Hugh Hefner has a street named after him now. 

FLEISCHMANN 

Who? 

CLINE 

Hugh Hefner. 

FLEISCHMANN 

Has he? 

CLINE 

Yeah. I think he's pulled that one off somehow. So you're officially recognized 

that way, then. 

FLEISCHMANN 

Whatever it may signify. I would say, however, I've had a few— I mean, I have 

a German Order of Merit, their sort of highest national honor, or the Finnish 

Knight of the White Rose, or whatever it is, first class—[laughs] not second 

class, first class—and also the French Legion of Honor, an honorary doctorate 

from the Cleveland Institute of Music.But none of the universities in Los 

Angeles, for example, have ever— It's not that I look to get honorary degrees 

and so on, but I would have thought maybe there would have been some kind 

of recognition, or maybe they might have asked me to teach a bit. I get asked to 

lecture all over the place—in England, in Japan, or for the American Symphony 

Orchestra League to run this course for mid-size orchestra managers at Aspen 

[Music Festival and School]—but never anything here. It's sort of a bit funny. 

CLINE 

Also, we talked a lot about where this whole symphony orchestra situation is 

right now. We talked about the shortage of funds, how hard that is, how hard it 

is for funding for the arts generally in the U.S. We have an election for a new 

president coming up. There's always all this talk about what's going to become 



of the National Endowment for the Arts [NEA] and funding for the arts in this 

country, depending on who's in charge and wanting to follow whichever 

political wind is blowing whichever direction. You've said that there's a 

shortage of talent, although it's being dealt with to some degree in both 

management and conducting areas. What's your feeling about the future of 

symphonic music, particularly in this country right now? 

FLEISCHMANN 

Well, I think the fact that one of the two presidential candidates wants to 

abolish the NEA, namely George W. [Bush], sends a message to the country, 

not only to Republicans but also to the Democrats, that the top guys don't think 

the arts are important. It's a sort of subliminal message, I would say, which 

particularly affects an institution like the symphony orchestra, which needs 

some kind of education, or some kind of home environment, for anyone to want 

to take the trouble to go and seek out performances by a symphony orchestra, 

which in many cities where there is suburban sprawl— Most potential 

concertgoers live far away from the center of the city where the symphony 

orchestra may be performing, and therefore there is the added obstacle to 

concertgoing in that it becomes a real chore to get into the car and brave the 

traffic in order to then park it in very often badly lit and insecure kinds of 

parking lots in order to attend a concert. So one has to be pretty passionate 

about it.I think it's our job to help make people passionate again. That's where 

we have to start, at the bottom, namely educating kids, helping them to get 

excited about classical music in general and musicians. That's the whole point I 

tried to make in this lecture I gave for the Royal Philharmonic Society in 

London, that we are competing obviously with lots of other available 

attractions and more easily available attractions, particularly through the whole 

electronic-technological-Internet explosion. It's there at home, and you don't 

need to do anything about it; it comes to you. It's also the fact that rock and roll 

and pop music appeal more directly to the more primary instincts of most 

people.So I try to draw the parallel between a skilled musician and an athlete. I 

think it's something that could work, does work, actually, in some places. I 

really feel strongly that we need to think very, very seriously about how we 

shape our education system in order to make classical music once again a 

normal, natural part of our lives, that in a way we can't live without it. It's 

tough.I mean, there's a lot that can be done to make concerts more interesting 

and to make people feel more welcome when they go to concerts. I think the 

ancillary activities in the concert hall, whether they be record signing or good 

food facilities, just friendly care from ushers and ticket takers and box office 

personnel and all that sort of thing. I think they all contribute to it. But in the 

end it's some kind of special musical education that should be available both in 

the home and in the school, in the classroom, that should turn kids onto music, 



and then when they come to the concert hall they must be welcomed with open 

arms. As much as possible there should be the kind of help and discussion that 

will enable someone who is a bit of a novice to get the most out of a concert. 

CLINE 

How would you like to be remembered? Can you say? 

FLEISCHMANN 

I don't know. That I was a good father and that maybe I have helped in some 

way to improve standards musically, both in Los Angeles and in London, 

through having been in positions where I could be influential—that I haven't 

abused those positions, that by my being in them things have improved. 

CLINE 

There's a saying that always gets brought up in articles about you which could 

be taken in very opposite ways, and I'm sure you're very familiar with it. It 

says, "Philadelphia [Orchestra] is famous for the strings, Chicago [Symphony 

Orchestra] for the brass, Cleveland [Orchestra] for their cleanliness. We're"—

the L.A. Philharmonic—"known for the management." Any feelings about 

that? 

FLEISCHMANN 

That's just one of those glib journalistic things. We're certainly known 

nowadays for having a very exciting, committed, wonderful orchestra that 

projects in its performance in a way that very few orchestras do and that 

consists of some really extraordinary musicians all over the orchestra. I think 

it's valued more outside Los Angeles than in its city, which is very sad. 

CLINE 

As is so often the case with so many things.Do you have any regrets? 

FLEISCHMANN 

Well— 

CLINE 

Maybe other than the [André] Previn story which we've talked about so much? 

FLEISCHMANN 

The Previn— Well, obviously that.There's a whole big psychological thing. In 

spite of what people might think, I'm rather shy. I'm not good at small talk. I 

hadn't quite realized until recently that I did occupy a position of some 

prominence socially and that I could have done much more with that to raise 

money. I've always been— I found talking to people about giving a gift to the 

Philharmonic terribly difficult. I don't know why. I had this barrier, almost, in 

front of me. And it isn't difficult. In fact, I find people seem to know who I am 

and respect who I am, and I could have used that more to the advantage of the 

orchestra. I don't think I did enough.I also wish I'd had more self-discipline 

and, I suppose, become a conductor of the quality that I would have liked to 



have become. That was purely and simply laziness on my part, because talent I 

had—or have. 

CLINE 

There's a tiny bit of tape left. Is there anything you want to add at this point that 

you can think of? 

FLEISCHMANN 

I underestimated the involvement and the importance of a lot of people I came 

across when I first arrived here. I was too arrogant to understand what it means 

to be in an atmosphere where [Jascha] Heifetz and [Gregor] Piatigorsky and 

Stravinsky and Bruno Walter and Thomas Mann were every day— There were 

people who were friendly with them and on a daily basis had that kind of 

contact and supported them and had that sort of culture. A number of those 

were on the board [of directors] of the Philharmonic or associated with the 

Philharmonic. I didn't take them seriously enough. I thought I knew everything 

better than they. "Who are these people?" and all that sort of thing. I didn't give 

enough of myself to them, and I didn't respect them enough, maybe. It's too 

late. I should have been more sure of myself.I don't know whether I was 

enough of a leader. I see what a man like Tom [Thomas] Krens is doing at the 

[Solomon R.] Guggenheim [Museum], who goes ahead with projects whether 

they're practical or not, whether his board likes it or not. If he believes in it, he 

goes ahead with it. I may have been too timid. I may have worried too much 

about what somebody like Martin Bernheimer will write about it and how that 

will impact on the orchestra and on the community. I shouldn't have cared so 

much about that. I should have been more outspoken, I suppose. 

CLINE 

I don't know that others would agree with that, but it's interesting. It seems like 

you accomplished quite a bit, and we could obviously talk endlessly about all 

these things, so many things. 

FLEISCHMANN 

I could have done more. It tells you if I have accomplished something it's been 

in spite of, not because of, these shortcomings. 

CLINE 

Well, they were accomplished. 

FLEISCHMANN 

I was here long enough, I suppose. 

CLINE 

Well, unless there's anything else, I think this is about to end. 

FLEISCHMANN 

I've got to get going. 

CLINE 



So on behalf of the UCLA Oral History Program and everybody, thank you for 

all this time you've spent. 

FLEISCHMANN 

Thank you for leading me along the straight and narrow path. 

CLINE 

The straight and narrow path of memory lane? The best of luck with all your 

endeavors. 

FLEISCHMANN 

Thank you for your patience. 
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