SYMPOSIUM RECORDS CD 1042
Today, fifteen years after his death and particularly in England where he
spent so many of his later years, we tend to think of Otto Klemperer as a figure of
the concert hall who specialised in the mainstream German repertory from Bach to
Mahler, a figure of Olympian severity favouring largely slow tempi, guardian of
the 'classical tradition' of the last century.
All these assumptions - and many more clichés that have collected around
Klemperer - would have surprised those who knew his pre-war work in Berlin, the
time when he made these recordings. He was then principally an opera house
conductor, venturing much less often into the concert hall, a fiercely anti-romantic
champion of the 'avant-garde', a figure of Dostoyevskian intensity and obsession,
opponent of all that was stale and routine in the German opera house tradition, a
'Kulturbolschewist' who often offended traditional German values. He was often
criticised for fast tempi.
It is not always easy to fit these contradictory images together but then
contradiction was a basic ingredient of the character of both the musician and the
man. From Peter Heyworth's magnificent biography (Otto Klemperer, His Life and
Times, Vol. 1, 1885-1933, Cambridge 1983) we know now that he suffered severely
from cyclothymia, the recurrent depressions and manias causing havoc with his
career, his personal life and his music making. It is a mistake, however, to assume
that these contrasted states always resulted in crudely corresponding performances
- slow tempi are not the result of depression, nor fast ones of euphoria - but it is
perhaps safe to say that these painful extremes deepened his musical responses,
finding an outlet in his many periods of equilibrium in his conducting. There is
unquestionably a euphoric streak in some of his performances, but always allied to
a fundamentally serious and intellectually grounded grasp of the music. No doubt it
was this combination which equipped him so well as a conductor of Beethoven.
These apparently opposite characteristics appeared early in Klemperer's
musical personality; a demonic intensity, so akin to the spirit of Mahler, was
wedded to the anti-romantic objectivity of the Neue Sachlichkeit movement - that
reaction against Wagnerian and expressionist extremism, typified by the neoclassical works of Stravinsky and Hindemith. As Klemperer matured through the
1920s, his early frenetic conducting manner sobered and he came to reject
emotional indulgence in favour of a classical severity and restraint - which nonethe-less remained illumined by ferocious intensity. This combination of apparently
irreconcilable opposites "led him, rather than Walter or Furtwängler . . . to be
regarded as the conductor closest to the new world of feeling which had emerged
since 1918." (Heyworth, p. 210).
In addition to the peaks and troughs of cyclothymia, from 1933 to 1946 he
had also to contend, like so many of his colleagues, with exile from Germany and
the climate of European culture so vital to him. On top of this came terrible
illnesses and physical misfortunes, sometimes triggered by manic states (which
very condition then ironically assisted in driving him through to recovery): a brain
tumour was followed swiftly by meningitis in 1939, resulting in partial paralysis;

an accident in which he broke his femur in 1951 and, most terrible of all, the fire in
which he suffered appalling burns in 1958.
His character is almost impossibly difficult to grasp, still less to define, but
he seems neither to have fitted nor sought to fit within any concepts of normality,
respectability or routine, his only fixed points being artistic determination and
musical integrity. Only in his last years in London, from 1954 until his death in
1973, did he find the prolonged security which had eluded him earlier. Those of us
lucky enough to have heard him regularly in these latter years, despite the decline
in sheer voltage as great age and ill-health took their toll, will not forget the results.
If one listens solely to his LP recordings, it is tempting to say that the peak of
his powers came in the mid-1950s, when he first recorded with the Philharmonia
Orchestra (Mozart 29 and 41; Beethoven 3, 5 & 7; the 4 Leonora overtures.)
However, Klemperer himself has said (Conversations with Klemperer, ed. Peter
Heyworth, Faber 1985) that he would regard the Kroll years (1927 - 1931) as the
most important to his life. The 78s that he made in those Berlin years are all that
survive to enable us to form an impression of his work, even though he later said
that he was too young at the time to make recordings. However, Klemperer's
attitude to the recording studio remained ambivalent - he was no modern maestro
for whom the studio is the chief route to fortune - and while he must have been
grateful for the security it gave him and his family towards the end of his life, 'live'
performances remained absolutely central to him and certainly no recorded
performance, least of all of Klemperer's, is 'Holy Writ'. (Once in London, late in
life, he commented: "The concerts I do for myself - the recordings are for my
daughter.")
Klemperer's recording career divides neatly into three segments: the earliest
recording (of Beethoven's 1st Symphony) dates from 1924, when he was Musical
Director at the Wiesbaden Opera and just beginning to build a reputation as a
leading conductor. Between 1924 and 1931, he made a total of twenty-two
recordings, both acoustic and electric, for Polydor, Parlophone and HMV. Sadly he
made no records at all in the years of exile in America (1933-1946), only returning
to the studio in Europe in 1946 for Vox, for whom he made about twenty
recordings in the later 1940s and early 1950s, largely with the Vienna Symphony
Orchestra. (For complete discographies, see: Otto Klemperer. His Life and Times,
Vol. 1, pp 444-452 for pre-war recordings, and: Conversations with Klemperer,
first edition only, Gollancz 1973, pp 106-122 for post-war recordings.) Then in
1954 Walter Legge succeeded in securing him to work with the Philharmonia
Orchestra, which Legge himself had founded and of which he was director, and to
record for Columbia (EMI). These, his most famous recording years, continued
through the dissolution of the orchestra by Legge in 1964 and lasted even into his
own retirement from public performance in 1971. A very large part of these
London recordings remains available to the present day, or has been regularly
reissued, as has a portion of the Vox repertory. But few of the Berlin records have
become available for the modern collector (though Brahm's 1st Symphony and
Academic Festival Overture, 1927/28 appeared on Electrola CO53-28939;
Beethoven 1st Symphony, 1924, and overtures Coriolan, Egmont and Leonora No

3, 1927, were issued by Deutsche Grammophon, 2535 811; the Ravel item included
here appeared on a 6 record set celebrating the anniversary of the Berlin
Philharmonic Orchestra.)
An enormous gap was left in his recording career by political exile and the
shameful neglect by the American recording industry - then at the zenith of
Toscanini fever - in which years he metamorphosed from the wild modernist figure
at the centre of several Berlin operatic scandals to the Old Testament figure who
dominated London musical life for more than 15 years. Since his death in 1973, it
had become possible to form some impression of the qualities of the musician of
these wandering years; Hungaraton Records discovered a large cache of radio
broadcasts, astonishingly preserved on shellac in the basements of Budapest radio,
and has issued a substantial part of these from his years as Musical Director of the
Budapest Opera (1947-1951). Decca has issued a startling Mahler concert from
Holland in 1951 (Kindertotenlieder with Ferrier and Symphony No 2); the present
label, Symposium Records, has issued two records of exceptional interest from the
American years, again preserved by radio stations (Mozart, Berlioz, Debussy on
Symposium 1004, Puccini, Johann Strauss, Schoenberg arrangements on
Symposium 1007.) These derive from Prof. Dr. Werner Unger's comprehensive
archive, Verein für musikalische Archiv-Forschung e.V., which has also produced
records (Schoenberg: Verklärte Nacht, Klemperer: Symphony No 1 on ARCH 1,
The Hebrides, Midsummer Night's Dream Overture, Schubert: Symphony No 4,
ARCH 2, all with the Concertgebouw Orchestra in the mid-1950s.) Innumerable
pirate CDs and LPs have helped to fill in the gaps of the later 1940s and early
1950s.
Just as his later recording career ran parallel to his directorship of the
Philharmonia Orchestra, so these pre-war Berlin recordings are allied to his work at
the famous Kroll Theatre.
The full story of the Kroll Theatre - a period of much wider importance for
operatic history than solely that of Klemperer's career - is told in Heyworth's book.
It was not a complete success - "it was a beginning," Klemperer said later - but
much of what it aimed to achieve has since become common currency in opera
houses: the rejection of the old repertory system in which many standard works
were given innumerable performances with minimal rehearsal and only premièrs
were thoroughly prepared; the use of directors and designers who would bring fresh
stimulus to familiar works; the encouragement of new writing. It had come into
existence as a third Berlin opera house that would be more representative of the
newly-founded Weimar Republic and would specialise both in new work and in
new ways of doing old work. It also had strong working class associations, through
the Volksbühne, contrasting with the more aristocratic milieu of the Linden Opera
(Staatsoper unter den Linden, under the direction of Erich Kleiber) or the bourgeois
Charlottenburg Opera (Städtische Oper in Charlottenburg, under Bruno Walter.)
But in 1931, Klemperer's Kroll was closed after only four seasons. (With
terrible irony, the Kroll Theatre became the Reichstag after the 1933 fire,
remaining Hitler's seat of government until its destruction in the devastation of
Berlin at the very end of the war. Today not even a plaque marks its site.) The

official reasons given for its closure were financial, Berlin being unable to support
three opera houses at a time of deepening economic crisis. But Klemperer always
insisted that the reasons were entirely political - fascist strength was growing
rapidly and Klemperer was not only a Jew but also artistically a radical, the whole
tone of the Kroll's work being, in the broadest sense, left-wing. In an article in
1931, protesting at the closure of the Kroll, Klemperer wrote:
"In 1927, we had already set up an opera house which from the point of view of
artistic presentation fitted in with the economic principles of the time - we did not
have star salaries nor did we go in for ostentatious effects. We tried to spiritualise
opera on the lines of the 'New Romanticism', which the spirit of the times
demanded and economy dictated. Opera for every day . . . Never did we perform
more than ten or twelve operas at a time. Each work was given a thorough new
preparation and production. The terrible cry, 'there is not enough time' was for our
opera house a thing of the past. In this way, we were able to give a quality of
stability to each production which it retained all the time throughout the large
number of repeat performances which were, of course, put on - including 78 of
Freischütz, 75 of Carmen, 70 of Die Fledermaus, 63 of Salome, 58 of Fidelio, 56
each of Don Giovanni and Der Fliegende Holländer, 55 of Hoffmann." (Klemperer
on Music, ed. Martin Anderson, Toccata Press, 1986.)
This list may help to balance the view of the Kroll, held both at the time and
since, as 'over-experimental' in its repertoire, though of course it was for this that it
became notorious. In its last year, the repertoire included Madama Butterfly, Il
Barbiere di Siviglia, Le Nozze di Figaro, Offenbach's La Périchole and
Charpentier's Louise as well as Schoenberg's Erwartung and Die Glückliche Hand
and Janácek's From the House of the Dead.
Finally, a précis of some of the work that Klemperer undertook in a single
year (1929) may give an idea not only of his range, but also of his enormous
personal energy. In January he gave his first concerts in Paris, Rome and
Amsterdam (with the Concertgebouw Orchestra); then, after concerts in Vienna and
Venice, he made his fourth visit to Leningrad and Moscow, where he gave his own
first performances of Beethoven's Missa Solemnis and Brahms' Ein Deutsches
Requiem, as well as the first performances in Russia of Das Lied von der Erde,
Janácek's Sinfonietta, Weill's Dreigroschenmusik and Stravinsky's Apollo. In
Moscow, he also gave three concerts solely of Mahler, as well as Pétrouchka and
the third act of Parsifal. On his return to Berlin, he recorded the overtures to La
Belle Hélène and Fra Diavolo (included here), Till Eulenspiegel and Don Juan. In
November, he made his London début with Bruckner's 8th Symphony and in
December gave his inaugural concert with the famous Berlin Philharmonic Choir
(Bach's St. John Passion) of which he had been appointed Chief Conductor. In
addition to this, he gave 49 performances at the Kroll Opera, including conducting
and directing a new production of Die Zauberflöte.
While the recordings that he made at this time do not faithfully mirror the
breadth of the Kroll repertoire (Stravinsky, Janácek, Hindemith, Krenek, Weill,
Schoenberg, as well as the more standard works), no doubt for commercial reasons,
they do present Klemperer in a number of guises which are unfamiliar to us today,

almost in mirror image of the old Titan who held sway over London concert-goers.
One should perhaps listen to these recordings with this in mind - there are many
surprises in store for those too young to know Klemperer's work except through the
EMI catalogue, splendid though much of that is.
Beethoven: Coriolan Overture. Op. 62. (Polydor 66599 - Matrix 387½bi/388bi
1926/7) Today it is almost superfluous to describe Klemperer's approach to
Beethoven, so well do we think we 'know' his interpretations. But it should not be
forgotten that the 'dog-collar marked Beethoven specialist' - as Klemperer himself
described it - did not fix itself round his neck until 1957, when he gave the first of
many Beethoven cycles in London. But in 1927, Klemperer was far less well
known in the concert hall than in the opera house pit - he did not conduct the Ninth
Symphony, for example, until 1925, when he was already forty. Although by the
time of this recording his Beethoven was becoming admired, he was certainly not
thought of, nor would ever wish to be, as a Beethoven specialist. Interestingly,
however, contemporary criticism fastened onto qualities that he was to preserve all
his life - the 'fanatical objectivity', the elimination of 'subjective personal
interpretation' and so on.
Wagner: Siegfried Idyll. (Polydor 66604/5 - matrices 394 - 397bi 1926/7)
Klemperer held a great affection for this work and, though in the present recording
he appears to use a reduced orchestra, he later insisted on a single player per part,
just as it had been performed on Christmas morning 1870 on the stairs outside
Cosima's bedroom. So strong did his conviction become on this practice and the
chamber clarity that resulted, that in 1941 there were violent clashes between him
and the director of the New York City Orchestra which resulted in Klemperer's
immediate departure and resignation as Guest Conductor. He recorded it again, in
the chamber form, in the 1960s, as well as giving most delicate performances of it
at London concerts.
But Klemperer was never a whole-hearted Wagnerite - "So much genius, yet
also dross, such as one hardly finds . . . in any other genius," he said in 1930 after
hearing Toscanini conduct Tristan und Isolde. In his youth he had been more
influenced by Brahms at the time when the two composers were regarded as
diametrically opposite. (Years later, when invited to play on Wagner's own piano in
Bayreuth, Klemperer mischievously played a Brahms song.) But in 1905, he
became a pupil at the Stern Conservatory in Berlin and studied composition with
Hans Pfitzner singing and conducting all the roles. In this way, the young
Klemperer learned, amongst many other works, Tristan und Isolde and Die
Götterdämmerung. When, in 1914, his old teacher invited him to join the
conducting staff at the Strasbourg Opera, Wagner was central to the highly
nationalistic repertory favoured by Pfitzner and it was here that Klemperer
conducted his first Tannhäuser, Die Meistersinger and Tristan und Isolde.
In fact, perhaps surprisingly, Klemperer had conducted all the major Wagner
works before he was thirty: he gave Der fliegende Holländer in Prague in his very
first engagement (1907-1910); Lohengrin followed in Hamburg in 1910 (a great

success) and the Ring in 1912 (less successful, not unexpectedly in a 26 year old).
Further Ring cycles followed in Barmen (1913), Cologne (1918) and for the last
time in his career in Buenos Aires (1931). His constant sharpening of textures Mahlerian, anti-rhetorical, almost analytical in style - offended traditionalists.
He was one of the very first conductors to stage Parsifal after the expiry of
the Bayreuth copyright. He both directed and conducted in a highly modernist
production (Barmen, 1914). In 1923, he was engaged for a new production of
Siegfried in Rome and, two years earlier, Barcelona had invited him for both
Tannhäuser and Tristan und Isolde, in Italian (The first night of the latter being
delayed until after 9:15pm by the casual audience, who then smoked and chatted
throughout.)
During the years of the Kroll Opera the major Wagner works remained the
province of the Linden Opera but one of its most successful productions was Der
fliegende Holländer (1929). This production was to have a striking influence on
post-war directors, notably Wieland Wagner and the 'new' Bayreuth. Dulberg's
rectilinear sets, the unreverential modern dress - roll-neck sweaters, plain blouse
and skirts, a beardless Dutchman - the 'spinning' chorus at work mending the
fishing nets with Klemperer's ferocity in the pit, deeply offended German
sensibilities and brought about threats of fascist rioting.
After the closure of the Kroll in 1931, Klemperer was unwillingly absorbed
into the general conducting staff of the parent Linden Opera and there on 12th
February 1933 - a few days after Hitler's accession to power - he masterminded
another controversial production, of Tannhäuser. His deliberate choice of director
and designer resulted in a production more suitable to the Kroll and even greater
scandal and demonstrations ensued. (Both productions were prominently featured
in the Nazi exhibition of degenerate art in 1938.) Eight weeks later, Klemperer fled
to Switzerland and subsequent performances of Tannhäuser returned to old
scenery, more acceptable in the terrible times that had begun.
Wagner featured less prominently in the turbulent years which followed as
Klemperer held only one more operatic post. In Budapest (1948-1951) he again
conducted Lohengrin and Die Meistersinger (parts of both of which are available
on Hungaraton records.) There were many subsequent attempts to entice him back
to the opera house for a major Wagner work during the years of his Indian summer:
Wieland Wagner planned Tristan und Isolde for the 1959 Holland Festival and Die
Meistersinger at Bayreuth. Though rehearsals commenced for Tristan, both
projects were abandoned for Klemperer to undergo further skin-grafting, following
the terrible burning he suffered in 1958. Then the Metropolitan Opera in New York
asked him to do Tristan in the 1959/60 season, but again his health gave way. Later
still, the Deutsche Oper in Berlin asked him back for Die Meistersinger, but by
then he felt unable to face the length of the third act. Only Covent Garden
succeeded in securing him, with tremendous performances of Lohengrin in 1963.
But he remained aloof from Wagner's work and philosophy. In 1917, he
commented: "When Wagner pleases me, I am not pleased with myself." (Wenn
Wagner mir gefällt, gefalle ich mir nicht.) In Conversations he vigorously
dismisses the proffered concept of Wagner the dramatist great as Shakespeare, poet

great as Goethe. The idea of Wagner as Beethoven's successor is dubbed
'offensive'. Instead, he sees Wagner merely as a culmination of those romantic
roads opened by Weber and Marschner. But he did say very late in life: "Yet I must
confess, when I recently conducted the first act of Die Walküre it was as though I
were encountering a woman I had loved forty years ago. And the strange thing was
that she hadn't changed or grown older. I find the music thrilling. Thrilling!. . .it is
as stupid to underestimate Wagner as it is to overestimate him. He doesn't need
either."
Ravel: Alborado del Gracioso. (Polydor 66463 - Matrix 296/7bm, 1926.) Debussy :
Two Nocturnes (Polydor 66464/5 - Matrix 331/332/319/320bm, 1926.) Of all
Debussy's works, it was inevitably Pelléas et Mélisande that made the most
important impression on the young Klemperer. In 1908, he was present for the first
performance in Prague, where he was assistant conductor at the German Opera. "It
made an enormous impression on me," he said in 1969. "It was a new world - from
that time, I started to compose works for which I would still stand up today." (Up to
that time, Klemperer's own compositions had relied more heavily on Brahms'
influence.) He studied Pelléas over the years, particularly with a view to a
production in Strasbourg in 1914, but the outbreak of war prevented it. As director
of the Kroll, he planned to add it to the repertory but again it came to nothing.
Though he continued to admire it, he never did conduct it. Hans Curjel, dramaturg
at the Kroll, later referred to Klemperer's 'fear of the work'.
In 1919, while director at the Cologne Opera (1917 - 1924), Klemperer had
arranged a recital programme which included the Debussy Violin Sonata, as well as
sonatas by Scriabin, Pfitzner and Busoni. In 1926, he added Iberia to his repertory,
giving the work its first performance in Wiesbaden and on December 2nd of the
same year, he also added ‘Fêtes’ (second of Debussy's Three Nocturnes) and
Ravel's Alborado del Gracioso, with the Czech Philharmonic Orchestra. Though
the exact dates are lost, he probably made these recordings of both pieces later that
same month (though with the Berlin orchestra), together with ‘Nuages’ (the first of
the Three Nocturnes - the third, ‘Sirènes’, was not recorded, perhaps because of its
need for a female chorus.)
In 1926, he had included Ravel's L'Heure Espagnol in
the repertory at Wiesbaden (a double bill with Busoni's L'Arlecchino), a work he
also conducted at the Kroll (with Schoenberg's Erwartung and Die Glückliche
Hand.) In 1927 in New York, he gave Iberia and Nocturnes again, though his
approach to ‘Parfum de la Nuit’ was found 'over analytical and unmagical'. While
there he also conducted Ravel's Chansons Medacasses for the International
Composers' Guild, as well as works by Krenek and Hindemith.
Later, in the Los Angeles years, he conducted L'Apres-Midi d'un Faune (a
performance of which survives on Symposium 1004), a work he played again in
London in the early 1950s.
Auber: Fra Diavolo Overture. (Parlophone P 9406 Matrix 2-20862-2/2-21431-2.
22 V 29) Offenbach: La Belle Hélène Overture. (Parlophone P 9469 Matrix 2-

21432-1/2-21433-1.) The very first time that Otto Klemperer stood in front of an
orchestra as a professional conductor was to direct Offenbach. In 1906, while still a
student at the Stern Conservatory in Berlin, he was asked by the conductor Oscar
Fried to play through the piano score of Orpheus in the Underworld for Max
Reinhardt, who was staging the work with actors at the Neues Theater. This 'pale,
thin, immensely tall young man' was engaged as chorus master and deputy to Fried,
a role for which he was needed sooner than he could have anticipated: on only the
second night Fried quarrelled with one of the leading actresses and refused to
continue. Klemperer took over from the third performance (16th May 1906, two
days after his twenty-first birthday) and conducted the remainder of the run. "It was
a great moment for me when Reinhardt said, 'Alright then, we'll take Klemperer' - I
mean, he had confidence that I could do it. I conducted it fifty times - a very
amusing occupation!" (Conversations.) Years later, in 1948, in the ruins of what
had now become East Berlin, he saw Felsenstein's production of the same work at
the Komische Oper, and liked what he saw so much that he suggested himself as
conductor for their next project, Carmen - which was a great success.
As junior staff conductor at the Hamburg Opera in 1910, he had also
conducted Offenbach's Fortunios Lied as part of a double bill and at the Kroll La
Périchole was included in the repertory. Although not the conductor of this
production and thus not responsible for rehearsals, Klemperer conducted a single
performance, as he had two years earlier with Les Contes d’Hoffmann - a
notoriously shocking production by Maholy-Nagy. In 1949 in Budapest, he
prepared his own production (parts of which survive in Hungaraton archives).
Klemperer remained an Offenbach enthusiast all his life - "Those who call him the
Mozart of the boulevards are not so far wrong" - though conducting little, aside
from some items in a light concert in Edinburgh.
Kurt Weill: Die Kleine Dreigroschenmusik. (Polydor 24172/3 - Matrices
2743«/4/6/5 BHII 1930/31) Kurt Weill was associated with the Kroll Theatre from
the beginning, though in fact none of his major works was ever performed there. In
1927, Klemperer seemed more interested in Krenek's one-act operas and when
offered both Weill's Photographie und Liebe and Der Protagonist, he did not
accept them. He only became really enthusiastic about Weill's music later that year
at the Donaueschingen Festival (closely linked with the spread of neo-classicism
and die neue Sachlichkeit.) Amongst other works, Klemperer heard there the first
of the Weill-Brecht collaborations - the Mahagonny Songspiel - and was enthralled.
Discussions began at once for a full-length opera for the Kroll, in which Weill
proposed the already completed Na-und?, though this was vetoed by Curjel and the
score has since disappeared.
But it was to be Die Dreigroschenoper the following year, which attracted
him most deeply. Klemperer is said to have attended no fewer than ten
performances of that first run at the Theater am Schiffbauerdamm, and was so
enthusiastic that he commissioned an orchestral work from Weill, to be arranged
from its songs. The resulting suite - Die Kleine Dreigroschenmusik - was given its
first performance at one of the Kroll's Sunday concerts in February 1929 and from

then on he played the work quite frequently. He gave the first performance in
Moscow a month later, included it in other Kroll concerts, and made the present
records (of parts only) in 1930 or 1931. It was his last Berlin recording, the Kroll
was closed, and it was many years before he returned to a recording studio.
There was, however, a considerable clash between the two men over the fulllength Mahagonny opera. In 1928, Klemperer had publicly announced that he
would give the first performance, with Brecht directing, at the Kroll. But later,
Klemperer changed his attitude to the work and refused to conduct it and the whole
venture of a Weill opera was abandoned; it was first given instead in Leipzig and it
took time for the two men to recover their friendship. It seems that the more
puritanical, more conservative side of Klemperer's character (often linked with
depressive phases) came to the fore; later, in Conversations, he said that much as
he still admired the Kleine Mahagonny, he found the full-length opera 'obscene', 'a
complete failure', a 'Schweinerei'. Despite all this Weill remained faithful to the
aims of the Kroll, publicly defending it against attack in a vigorous letter to the
press, which was also signed by Thomas Mann, Hindemith and Stravinsky.
The only other works of Weill's that Klemperer performed were the
Lindburghflug (he gave the first performance of the revised version) and Der
Jasager. In later years, Klemperer maintained his admiration of the Mahagonny
Songspiel and the Dreigroschenoper, recording the complete suite in the 1960s
which he himself had commissioned thirty five years earlier. But he liked little of
Weill's later music, describing one of the symphonies as 'absolutely nothing' and
expressing considerable dislike of Weill's commercial American show-business
scores.
I would like to thank Lotte Klemperer and Peter Heyworth for their great
help in the preparation of this article.
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