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Introduction 

The Philadelphia Orchestra has been known as the foremost force in the world of 

classical music since 1916, especially during the conducting tenure of Leopold 

Stokowski. Many knowledgeable musicians look to Stokowski's Philadelphia Orchestra 

as the beginning of the modern orchestral sound. Members of the Philadelphia Orchestra 

became the hallmarks of the highest degree of musical professionalism.1 This group of 

men created the standard against which all musicians are judged; and through this 

standard, a great deal of mystique surrounds Stokowski, the musicians, and the 

Philadelphia Orchestra itself during this era. They are just one of many "urban legends." 

Only two books have been published about the history of the Philadelphia 

Orchestra (a third will soon be published), and only six people have tried to write 

Stokowski's biography. So few have tried because it is a formidable task. Many of 

today's musicians do not realize the importance of Stokowski's contributions to modern 

orchestral playing. As William Kincaid, principal flutist with the orchestra from 1921 to 

1960, once said, 

He developed the orchestral sound. I think one might say if there had been no Stokowski there 
would have been no orchestral sound as we know it today.2 

The great mystique of both the orchestra and Stokowski has driven many away from 

recognizing their significance, much less their contributions to the modern world of 

orchestral performing. 

I do not wish to destroy this mystique, unlike other biographers in the past. 

Oliver Daniel's massive volume has been by far the most successful in destroying the 

1 Herbert Kupferberg, Those Fabulous Philadelphians: The Life and Times of a Great Orchestra (New Y 
York, Scribner's Sons, 1969), 36. 

2 Oliver Daniel, Stokowski: A Counterpoint of View (New York: Dodd, Mead, and Company, 1982), 291. 



mystique surrounding Stokowski. But he too failed at what all other works fail to do, 

which I will attempt to accomplish in my work: to capture the true essence of this group 

and its dynamic conductor as a collective entity. All other sources concentrate on either 

aspect, but none truly gives justice to both sides of the equation. Capturing this essence 

is not an easy task. I attempt it by looking at the most important aspects of the orchestra, 

not just from a musical standpoint, but also by examining Stokowski's background, the 

background of the organization, some of the principal musicians who made up the 

orchestra, the administration and individuals that supported the orchestra, and some of the 

orchestra's monumental accomplishments. 

I will focus on the era up to the Million Dollar Endowment Campaign of 1920, for 

this event placed the orchestra on firm financial ground. I conceive of the "formative 

years" ending then, which then gave way to the "Golden Age" of the Philadelphia 

Orchestra. Stokowski would continue to be conductor in Philadelphia until 1941, but he 

would never be able to achieve the same triumphant identity as conductor and orchestra 

as he did in Philadelphia,3 especially during the "formative years." 

It may appear to the reader that I jump around in the history of the orchestra 

during Stokowski's tenure, but I deemed it necessary to a point - not all the great 

accomplishments of the group occurred during the era in which I chose to concentrate. 

Some of the important events which I cite occurred after the time that I am concentrating 

on; therefore, these events are really part of the formative process even though they do 

not fall neatly into the time frame I have constructed. So many factors played into the 

development of this great orchestra that it would be impossible to cite every factor that 

3 Kupferberg, 47. 



helped create this orchestra. A volume large enough to do justice to all factors that 

helped create the orchestra is unimaginable. 

Available Sources 

Few good published resources exist on this topic. As stated before, there are only 

two books about the history of the Philadelphia Orchestra. The first is Twenty-five Years 

of the Philadelphia Orchestra by Frances A. Wister, the longtime leader of the 

Philadelphia Orchestra's Women's Committees. Madam Wister gives exquisite details 

on the history of the orchestra and the various factors that made it into the powerhouse it 

was. My argument is that her book is written in an older style that can make it slightly 

difficult for the modern reader to comprehend. Despite this minor drawback, she 

presents excellent primary source information that is extremely useful. 

The other book dealing with the history of the orchestra is Herbert Ku^ferberg's 

Those Fabulous Phi lade Iphians: The Life and Times of a Great Orchestra. He takes a 

more impartial and analytical look at the history of the orchestra until the 1960's. It is 

clear that the topic is thoroughly researched, though there is not as much good primary 

source information as Madam Wister's book. The book is written in a clear, distinct 

manner making it easy to read and comprehend. This book is an excellent reference on 

the history of the orchestra. 

Another book, Edward Arian's Bach, Beethoven, and Bureaucracy : The Case of 

the Philadelphia Orchestra, only looks at the financial and contractual aspects of the 

orchestra. Unfortunately, Mr. Arian does not cover in detail the time I am researching, 

instead mostly covering the financial instability of the orchestra during the 1960s. The 
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little information that he does present about the early years of the orchestra is both 

interesting and useful. 

Only a few biographies of Stokowski have been written. Stokowski never 

wanted his biography to be written because he felt it would detract from his musical 

accomplishments. To some extent, he had a valid point. Many of these biographies 

delve into every intimate detail of his life while downplaying his musical 

accomplishments. As William Trotter stated in an article for the Leopold Stokowski 

Society's magazine Toccata in the Winter of 1982-1983, 

there is no essence (of Stokowski).. [There is] rather an assortment... a kaleidoscope, .of 
psychic....elements... [that] held together the matrix of force that was Stokowski's will.4 

Trying to capture the essence of Stokowski is an impossible task at which every 

biographer has fallen far short, and I do not even attempt. 

The most prominent biography is Stokowski: A Counterpoint of View by Oliver 

Daniel. To read his 924-page volume over every aspect of Stokowski's life is not a 

pleasant experience. This is like the Starr report; after reading about 50 pages one just 

wants to burn it. Some of the information is good and relevant, as I cite his book 

frequently in this paper, but most of his massive volume is merely second-hand 

information and rumors that cannot be depended upon as good source information. 

The next best biography is Leopold Stokowski by Abram Chasins. This book 

dwarfs Daniel's work by a significant amount, but to find a reasonable amount of 

dependable information is difficult. The prologue and epilogue proved especially helpful 

to me, for they gave me great insight into the sound of Stokowski's groups, not just the 

Philadelphia Orchestra. It was from here I discerned it was in Philadelphia where he 

IV 



created the near-perfect sound quality that he wanted. He would never be able to create 

this sound again. 

Other biographers include Preben Opperby (who terribly oversimplifies 

Stokowski), Paul Robinson (whose book has good information, though it is rather short 

and undetailed), William Ander Smith (who deals with Stokowski's eagerness to learn 

about Eastern cultures and related it to his mysticism in a rather twisted way), and 

Edward Johnson (who collected essays from different musicians who wrote their 

thoughts about Stokowski). Many have looked at Stokowski's life and turned away, 

because it would be quite a feat to do justice to his life in just a short volume (or even a 

longer one like Oliver Daniel's). I believe Mr. Trotter was correct when he stated that 

there was no essence of Stokowski. I also feel it is critical to present as much fact about 

his musical beliefs and life as possible so one can have a better understanding of who 

Stokowski was and how significant he was to modern orchestral performing. 

Probably the best resource for researching Stokowski's ideas about music comes 

from his own book, Music for All of Us, published in 1943. Reading this book is truly 

inspirational, even for the non-musician. Stokowski gracefully removes all barriers that 

impede people from enjoying music. He not only explains the architecture of music, but 

also the physical limitations of recording technology at the time and musical instruments, 

music from other cultures (such as the Orient and Africa), and his vision of music in the 

world culture of the future. 

4 William Ander Smith, The Mystery of Leopold Stokowski (London: Associated University Presses, 
1990), 54. 



Primary Source Information 

Another problem in researching the history of the orchestra during this era is the 

limited primary source information. Almost everyone who played with Stokowski in the 

Philadelphia Orchestra before 1926 has passed on. Although the Philadelphia Orchestra 

Association did create an archive in 1990, there was no formal archive before this, which 

means documentation and historical evidence was not formally curated. Miraculously, 

much information and documentation has managed to survive the years, considering the 

circumstances, although some papers I thought critical to my research, such as contracts, 

have been lost. Also lots of Stokowski's memoirs were "dropped off the boat 

inadvertently" as they were being transported back to this country after his death in 1977. 

Fortunately the Philadelphia Orchestra Archives do contain such important primary 

source information as news clippings, press releases, original documents, various 

unpublished papers, photographs, and taped interviews with members of the orchestra, 

which were critical to my research. Also, at the University of Pennsylvania such 

important items as Stokowski's scores, correspondence with Sylvan Levin (Stokowski's 

orchestra manager during the 1930s and 1940s), and all of the files for Oliver Daniel's 

book are curated in the Otto E. Albrecht Music Library and the Ross Reading Room. 

Furthermore, the orchestra did not start recording acoustically until 1917. It 

would not be until 1925 that a truer sound would be recorded by the new "orthophonic" 

recording method (electrical recordings), but even these recordings are not true to the 

sound of the orchestra, according to people who heard live performances. John Minsker, 

former English hornist with the orchestra from 1936 to 1959, did not believe that the 

oboist he heard on the early recordings of the orchestra was the legendary Marcel 
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Tabuteau. He did not feel the recordings were a true resemblance of Tabuteau's glorious 

and singing sound quality.5 

My Research 

In January 1999,1 made a two-week trip to Philadelphia in order to research at the 

Philadelphia Orchestra Archives, the Stokowski and Oliver Daniel Collections at the Otto 

E. Albrecht Music Library, University of Pennsylvania, and the Free Library of 

Philadelphia. In addition to doing this academic research, I spent a great amount of time 

at the Academy of Music while researching in the archives. Seeing the building where 

Stokowski conducted and the physical characteristics further piqued my enthusiasm for 

the topic. 

I was also able to interact with the current members of the Philadelphia 

Orchestra, the people who carry on the traditions Stokowski started. While in 

Philadelphia, I attended four concerts of the orchestra, which provided insight as to why 

Stokowski experimented as much as he did, given the acoustical limitations of the 

Academy of Music. Of course, things were different when Stokowski conducted the 

orchestra (the acoustical shell is just one example), but it gave me an interesting look into 

the problems faced by the orchestra and how they overcame them. I had the pleasure of 

getting to hear the orchestra on almost a daily basis, either by attending concerts or 

listening in on rehearsals as I walked up to the archives. This inspired me to try to give 

this paper as much breadth as possible, in order to give justice to the greatness of 

Stokowski's orchestra. 

5 John Minsker, interviewed by Carl Kleis, February 11, 1998, Wynnewood, PA, Philadelphia 
Orchestra Oral History Project, Philadelphia Orchestra Archives. 
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In preparation of this paper, I have referenced a few recordings from the acoustic 

era and more from the electrical era. When listening one must remember that the 

orchestra sounded entirely different in live performance. What is truly amazing is how 

wonderful the quality of the actual musical nuance is on these recordings. Even though 

these recordings do not give a true depiction of the live quality of the sound, they were 

true in the sense they were entirely unedited, especially the early acoustic recordings. 

One can only dream what it was like to experience a live performance. 

In reconstructing the elements of the sound I used interviews with people who 

played under Stokowski near the end of his tenure in Philadelphia (from both the Oliver 

Daniel collections and the Philadelphia Orchestra Archives), when he returned to 

Philadelphia in the 1960s, and newspaper articles close to the end of his life. To look at 

Stokowski's musical ideas I reference his book, Music for All of Us, whichwas published 

in 1943, in addition to statements from people who played for him and his own writings. 

Riccardo Muti said it never existed.6 Eugene Ormandy said it was a result of the 

conductor.7 Leopold Stokowski said the musicians created it; the conductor had nothing 

to do with it.8 I really wanted to see from the inside out what some of the important 

factors were that helped to create the "Philadelphia Sound". 

6 JoAnne Barry, Archivist for the Philadelphia Orchestra, in conversations in January 5-15, 1999. 
7 Robert Chesterman, ed., Conductors in Conversation: Karajan, Solti, Giulini, Abbado, Ormandy, Muti, 

Levine (London: Robson Books, 1990), 113. 
8 Daniel, 294. 
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Chapter One 
The Early History of the Philadelphia Orchestra 

Before the Philadelphia Orchestra was formed, unlike Boston and New York, 

Philadelphia really did not have a professional orchestra. The first true orchestra, the 

Germania Orchestra, came into existence in 18561, but it was neither well supported nor 

maintained. An orchestra was more costly to maintain than an opera was to produce. 

Besides, the public had a greater interest in opera because opera was more visually and 

orally entertaining.2 Another organization that existed on a limited and tentative basis in 

Philadelphia during the latter part of the nineteenth century was the Musical Fund 

Society, which gave a few performances of small chamber orchestra works.3 In 1893, 

the Philadelphia Symphony Society was organized by amateurs to "[cultivate]..the higher 

order of Orchestra Work."4 None of these groups made a conscious effort to elicit 

funding from the community, and therefore they were not well supported.5 As Francis 

Wister, the long time director of the Philadelphia Orchestra Women's Committees stated, 

as of 1899, 

Those who hungered and thirsted after orchestral music [still] had little opportunity to have their 
wants supplied. A few concerts by visiting orchestras furnished what most regarded as an ample 
feast.6 

Wister and other prominent Philadelphians wanted Fritz Scheel, a German 

conductor, to form a permanent group. It seems ironic that two other amateur groups, in 

' Frances Anne Wister, Twenty-five Years of the Philadelphia Orchestra: 1900-1925 (Philadelphia: Stern 
and Company, 1925), 10. 

2 Shari Bart, The Evolution of the Philadelphia Orchestra: 1900-1940 (Masters Thesis, University of 
Pennsylvania, 1997), 11-12. 

3 Bart, 12-13. 
4 Wister, 11. 
5 Edward Arian, Bach, Beethoven, and Bureaucracy: The Case of the Philadelphia Orchestra 

(University: University of Alabama Press, 1971), 1. 
6 History written by Frances Wister on the 35th anniversary of the Orchestra as submitted in Minutes to 

the Board of Directors of the Orchestra Association, February 27, 1935. 



addition to the Philadelphia Symphony Society, hired Scheel as their conductor, while 

Wister and her friends were developing the idea of a permanent orchestra. Scheel 

hesitated to become the leader of any amateur organization, fearing his great reputation 

was at stake 7 What convinced Scheel to take the position with these amateur groups was 

the contractual requirement to "have a public performance with an orchestra of 

professional musicians" for a benefit for widows and orphans of American soldiers killed 

in the Philippines during the recently-ended Spanish-American War.8 These "Philippine 

Concerts" were organized by a committee, which was in essence the initial Philadelphia 

Orchestra Association.9 It was these "Philippines Concerts" that convinced the people 

that it was time to make an orchestra a permanent fixture in the city of Philadelphia. It 

was under the auspices of a patriotic cause that the Philadelphia Orchestra was created.10 

The first concert of the Philadelphia Orchestra was on November 16, 1900,.with 

Ossip Gabrilowitsch as the piano soloist. That first season the orchestra presented less 

than eight concerts,11 but at its end the Philadelphia Orchestra Association was formed on 

May 17, 1901, thus ensuring the orchestra would have a support mechanism. The first 

president was Alexander Van Rensselaer, one of the leading bankers in the city.12 

Scheel became well respected and loved in Philadelphia. The orchestra's 

reputation grew substantially, though there were many problems. One was poor rehearsal 

space. At the time the orchestra only rented the Academy of Music for concerts, and 

rehearsed in a small room in a building on North Broad Street. Olga SamarofF 

commented about the orchestra in 1905: 

7 Wister, 12. 
8 Ibid., 18-19. 
9 Ibid., 12. 
10 Ibid., 18-19. 



The orchestra completely filled the room. The ceiling was low and there was no space for sound 
projection. The orchestra could practice notes under these conditions, but no idea of tonal balance 
could be obtained.13 

In 1907 the group had a setback with the sudden death of Scheel, who passed 

away after he suffered a mental breakdown.14 His successor was Carl Pohlig who first 

appeared with the orchestra on October 18, 1907. Pohlig, a protege of Franz Liszt, was a 

man of the German military style, and he was admired to a limited extent. Some 

musicians regarded him as a musical genius, but his Achilles' heel was his lack of 

personal skills. He was known to be extraordinarily arrogant,15 to have "bumptious, 

egotistical ways,"16 and as Frances Wister commented, 

.. .he was, however, of a difficult disposition, which made dealings between him and the 
musicians, and the Board of Directors, trying and difficult.17 

Though tensions were high in the orchestra during this time, Pohlig did manage to 

increase the number of regular performances of the orchestra from 62 performances in 

1907 to 86 in 1912 and bring in world-famous soloists, including Sergei Rachmaninoff, 

Olga Samaroff, and Fritz Kreisler.18 The orchestra was becoming known for its 

immediate response, its ability to produce a perfect straight crescendo, and the 

woodwinds' abilities of perfect intonation and flawless diminuendo.19 Even though the 

organization was growing and gaining fame, news of Leopold Stokowski's release from 

11 Wister, 234-236. 
12 Bart, 14. 
13 Daniel, 40. 
14 Kupferberg, 24. 
15 Daniel, 96. 
16 John Curtis, "One Hundred Years of Grand Opera in Philadelphia," vol. 3, no. 2 (Unpublished 

Manuscript, Original at Historical Society of Pennsylvania, courtesy of the Philadelphia 
Orchestra Archives), 635. 

17 Wister, 94. 
18 From an unknown article in the newspaper clipping file from the Free Library of Philadelphia - Leopold 

Stokowski's file. 
19 Preben Opperby, Stokowski (Tunbridge Wells, Eng.: Midas Books, 1982), 29. 



his contract in Cincinnati, one year early, made Pohlig extremely insecure about losing 

his job. 

At the close of the 1911-1912 season, Pohlig sailed for Europe as was his custom, 

and resigned, giving only this terse explanation: 

In Europe I heard rumors which brought me back here to bring matters to a settlement. I tendered 
my resignation, which was accepted.20 

The tension between the musicians, management and Pohlig had grown to be so great 

that the orchestra gladly granted his release from his contract a year early and paid him 

$12,000, a full-year's salary, to dispose of him. 

Leopold Stokowski then stepped in to take the position Pohlig had vacated in June 

91 

1912. The Board of Directors saw Stokowski as a man with potential, experience, 

energy, and talent.22 As Frances Wister stated, 
Orchestra conductors were so few in those days, and the board was determiiTed to engage no man 
but one competent to carry on the work so well begun.23 

Before proceeding with the history of the orchestra, it is critical to look at Leopold 

Stokowski's background. 

20 Ibid. 
21 "Stokowski Sends Cable Accepting Leadership Offer," Philadelphia Inquirer. June 13, 1912. 
22 Daniel, 60. 
23 Wister, 89. 



Chapter Two 
Leopold Stokowski— 

A Look at his Life before Philadelphia 

Much mystery surrounds Stokowski's early years, mostly by his own doing. To 

delve into all the stories that Stokowski told about his early life would take volumes upon 

volumes, because he established his own background for dramatic and publicity reasons.1 

He would never tell the same story twice about his background, as can be seen 

throughout his biographies and interviews he gave. It is a difficult task to discern the 

truth, but it is possible after careful and in-depth research. 

Leopold Anthony Stokowski was born on April 18, 1882 in Marylebone, near 

London, England to a cabinet-maker, Kopernik Joseph Boleslaw Stokowski, and Annie 

Marion Stokowski (formerly Moore).2 His mother was English, born in 

Northamptonshire, while his father was Polish,3 and he was raised in a Catholic 

household. He bore the name of his grandfather,4 and according to Stokowski himself, 

grew up in a poor household and suffered from rickets, caused by malnutrition.5 

Music came easily to him. His first encounter with it was at the age of seven, 

when his grandfather took him to a Slavic club. It was here that he had his first contact 

with the violin. He instantly wanted one, and according to Stokowski, his grandfather 

went out and bought him a quarter-sized violin and found him an instructor.6 

1 Daniel, 3. 
2 Certified Copy of an Entry of Birth, from the General Register Office, Somerset House, London, from 

the Philadelphia Orchestra Archives. 
3 Daniel, 6-7. 
4 Ibid., 4-5. 
5 Ibid., 14. 
6 Abram Chasins, Leopold Stokowski: A Profile (New York: Da Capo Press, 1979), 3. 



Supposedly it was his favorite instrument throughout his life, but his interest in 

instruments extended far past the violin. 

According to Stokowski, at one point in his early life, he had a teacher who taught 

him harmony. Eventually the teacher ran out of new material to teach the eager young 

boy because, according to Stokowski, 

...harmony is... .nonsense the way it is taught today. It's too restricted.7 

One day in 1893 the young Leopold was playing soccer with a boy whose father 

was a priest at a local church. Stokowski approached the boy to ask him if his father 

would let him experiment on the organ. Eventually the priest allowed him access to the 

church's organ, which seems to have enthralled young Leopold. At first he could not 

reach the far ends of the pedal board, but he immensely enjoyed playing the "great 

compositions of Bach" on the instrument for which they were intended.8 

In 1894, at age twelve, Stokowski would have his first opportunity to conduct 

only one year after he began playing the organ. He was the pianist for a chorus and small 

orchestra in London when, 

One day the conductor became ill and did not come to rehearsal. They asked me if I could do it. 
"Of course I can," I answered. That is how it all started. I always wanted to conduct and this was 
the first time I ever conducted an orchestra and a chorus.9 

This encounter gave him the inspiration to become a conductor, but he would have a hard 

time "breaking" into the scene.10 

On January 6, 1896, the thirteen-year old Stokowski was admitted to the Royal 

College of Music in London, one of the youngest ever to be accepted to this prestigious 

7 Daniel, 11. 
g 

Ibid., 10. 
9 Ibid., 11. 
10 Ibid., 43. 



institution.11 His principal field of study, according to his Student Register, was piano 

with his secondary field in organ.12 He was known to work prodigiously and exhibited 

unusual talent from the very beginning of his study.13 He would first be taught piano and 

organ by Stevenson Hoyte. Later he was taught by the organist, composer, and conductor 

Henry Walford Davies.14 Some of his teachers had ideas that seemed, in his own words, 

academic and rather stiff and uninspired, compared with impressions I had from the music of 
Bach, Mozart, Beethoven, Wagner, Debussy, Chopin, etc., who were then my favorite 
composers.15 

It does seem, though, that his education at the Royal College of Music was a 

critical influence on his musical ideas later in life. It was his organ teacher Walford 

Davies who believed music to be a universal language, with nothing being immune to its 

tonal interpretations. Ironically, though this idea would be one of Stokowski's main 

beliefs in his later life, he rebelled quite vehemently against Davies.16 According to 

Edward Johnson, Stokowski must have memorized the College motto on the first day: 

"The Letter killeth, but the Spirit giveth Life." It seems to have been his credo 

throughout his long life.17 It was also while at the Royal College that Stokowski joined 

Davies as assistant organist at the Temple Church.18 

While at the Royal College of Music, he sang "Alto Cantoris" in a choir at St. 

Marylebone Church.19 By June 25, 1898, he was elected to membership in the 

prestigious Royal College of Organists, and one year later to the Association of the Royal 

11 Daniel, 13. 
12 Official Copy from the Royal College of Music of Student's Register No. 4, Page 1368, Application 

No. 1485, from the Philadelphia Orchestra Archives. 
13 Daniel, 15. 
14 Chasins, 5; ibid. 
15 Daniel, 19. 
16 Ibid., 18. 
17 Edward Johnson, ed., Stokowski: Essays in Analysis of His Art (London: Triad Press, 1973), 45. 
18 Rollin Smith, "Leopold Stokowski, Organist: 1882-1977, The AGO-RCCO Magazine (November 

1977): 56. 



College of Organists.20 In 1900 he successfully passed the examinations for Fellow of 

the Royal College of Organists,21 and left the Royal College of Music on December 16, 

1899. His register does not indicate that he received a degree upon leaving.22 

In 1902 he was appointed organist of St. James Church in Westminster.23 He 

was accepted keenly by the people of St. James, and he was known to treat his choirboys 

well. He was known to take them on trips and to engage alfresco concerts in the 

courtyard of the church without prior warning.24 

While at St. James, his earlier association with the Royal College of Music would 

prove fortuitous to him. It was with the assistance of the head of this institution, Sir 

Hubert Parry, that Stokowski was admitted to the Queen's College at Oxford,25 studying 

composition with Sir Parry. He was not admitted as a full member of the college, and it 

seems that he spent most of his time at the Royal College of Music.26 He was studying 

toward a bachelor of music degree, which he received on November 19, 1903.27 He 

reentered the Royal College of Music on November 16, 1903, and left again on July 27, 

1904. He reentered as a composition major,28 studying with Sir Charles Villiers Stanford, 

who also conducted the orchestra and opera class.29 Ironically Stokowski wrote little 

original music. His two major compositions were Benedicte Omnia Opera (1908) for 

vocal quartet and keyboard, and Dithyambe for Flute, Cello, and Harp (1917).30 

19 Daniel, 14. 
20 Ibid., 14-15. 
21 Smith, 56. 
22 Student's Register No. 4, Page 1368, from the Philadelphia Orchestra Archives. 
23 Daniel, 20-22. 
24 Ibid., 22-24. 
25 Ibid., 14. 
26 Chasins, 5-6. 
27 Daniel, 25-26. 
28 Student's Register No. 4, page 1368, from the Philadelphia Orchestra Archives. 
29 Chasins, 5. 
30 Kupferberg, 67. 



In 1905, Dr. Leighton Parks, the rector of St. Bartholomew's Church in New 

York City, came to England searching for an organist. He asked Stokowski, who 

accepted the position because he " ... liked the adventure of it."31 Late in the summer of 

1905, Stokowski arrived in New York City. What he found was quite different than he 

expected: 

To be perfectly honest, I was thinking of Indians and Cowboys and a wild, open-air life with 
horses and ranches; quite idiotic.32 

He took up his official duties at St. Bartholomew's on September 7, 1905, at 

which point he changed the spelling of his last name to "Stokovski" to facilitate proper 

pronunciation of his name. During his three year tenure at St. Bartholomew's, he 

procreated a wide range of repertoire, varying from Beethoven's Moonlight Sonata to 

Stars and Stripes Forever, to conventional church anthems. It is interesting that 

Stokowski ignored all Italian music except that of Palistrina and Pergolesi, something he 

would continue to do throughout his life.33 It was at St. Bartholomew's where Stokowski 

started orchestrating his famous Bach organ transcriptions. Stokowski also took every 

opportunity to improvise on themes from famous organ works.34 During his first year at 

St. Bartholomew's, Stokowski supposedly attended masterclasses in conducting given by 

Arthur Nikisch at the Leipzig Conservatory.35 

While at St. Bartholomew's, he had a reputation not of being aloof, but of taking 

social life lightly and his work seriously with great diligence. In musical circles he 

became known as a young man who could get things done.36 He also became quite 

31 Daniel, 29. 
32 Ibid., 30-32. 
33 Ibid., 33,45. 
34 Ibid., 45. 
35 Ibid., 42. 
36 Ibid., 32. 



friendly with the rich and powerful in the city.37 At one point, J.P. Morgan offered 

Stokowski a job with him, and it seems that Stokowski considered Morgan's proposal.38 

Of course he did not accept it, however he did start conducting more frequently and 

applying for conducting positions. He applied for the conducting position in Philadelphia 

when Fritz Scheel died, but was rejected because of his "youth and inexperience."39 

Probably the most influential person he met while at St. Bartholomew's was 

Maria Dehon, a prominent society woman and parishoner at the church. Madam Dehon 

was a close friend of Geraldine Farrar, one of the era's greatest opera stars. In 1906, 

Madam Farrar asked Madam Dehon to entertain Olga Samaroff, a world-renowned 

pianiste. Shortly after that encounter Madam Dehon asked Madam Samaroff to come 

hear the wonderful organist at St. Bartholomew's, who she thought had the "look .[of a] 

poetic Viking."40 When Madam Samaroff went to hear Stokowski, he was so taken with 

her that he literally leaped over the organ bench to meet her.41 

Olga Samaroff, who was born Lucie Hickenlooper, was originally from San 

Antonio, Texas.42 She was such a great piano virtuoso that she was the first woman 

admitted to piano classes at the Paris Conservatory. Upon completing her studies in Paris 

she went to Berlin to study with Ernest Hutcheson, finally returning the United States to 

continue her concert touring begun in Europe 43 Starting in 1905 she began to appear 

with the Philadelphia Orchestra.44 She was extremely influential, had "decided charm", 

and had the proper social and musical connections in almost every major city in the 

37 Daniel, 34. 
38 Ibid., 43. 
39 Ibid., 48. 
40 Chasins, 15. 
41 Daniel, 41. 
42 Chasins, 15. 
43 Opperby, 14. 
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United States and Europe.45 From the instant they met, Maria Dehon knew that she 

would be the force that united Madam SamarofFand Stokowski in marriage.46 She knew 

that if they were together, Olga would help Stokowski achieve what he wanted. While 

Stokowski continued to play at St. Bartholomew's, he also made every effort to see 

Madam Samaroff. The extreme polarity of their relationship is interesting; they were as 

alike as water and fire.47 Somehow water attracted the fire and created a huge spark. 

In the middle part of his third season at St. Bartholomew's, Reverend Leighton 

Parks began to be annoyed with Stokowski's ability to draw big audiences for his 

concerts and his pranks (for example, at a wedding Stokowski had the bridesmaids dress 

up as shepherdesses and march around the church). It was at this time that Reverend 

Parks started placing extreme constraints on Stokowski's activities, which prompted his 

resignation.48 

The next year, 1909, would prove eventful. The Cincinnati Orchestra needed a 

conductor, and it would be Stokowski's relationship with Madam SamarofF that would 

get him this position. Once she heard about the position opening, she began to contact all 

the necessary people. She had quite a bit of influential family members in the area. One 

of her cousins was the founder of Cincinnati Gas and Electric and the later governor of 

Ohio. Another cousin was a judge in the U.S. District Court.49 Madam SamarofF had 

also just "accidentally" met the president of the Cincinnati Symphony Association, Mrs. 

Christian R. Holmes, who confided to Olga that the symphony was looking for "an 

44 Kupferberg, 33. 
45 Daniel, 38. 
46 Ibid., 34-35. 
47 Chasins, 15. 
48 Daniel, 46. 
49 Ibid., 51. 
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exciting new conductor."50 Olga immediately wrote Stokowski about this opportunity, 

which prompted him to bombard the Symphony Association with letters expressing his 

extreme desire for this position. He was even willing to accept a one-year contract at 

$4,000.51 Stokowski captivated the committee (composed mostly of women), and was 

given a five-year contract.52 

Just after he accepted the Cincinnati Orchestra's position on April 10, 1909, he 

left for Paris.53 According to Stokowski himself, Arthur Nikisch was supposed to 

conduct a set of concerts in Paris, but ironically at the last minute, he did not come. A 

Swedish friend of his asked Stokowski if he could take the helm.54 Thus, Stokowski 

made his Paris conducting debut on May 12, 1909.55 On May 29, 1909, when 

Stokowski arrived in Cincinnati, a report in the Enquirer appeared detailing the concert. 

Stokowski achieved a most pronounced success, and was accorded an ovation at the conclusion of 
the concert such as is seldom bestowed upon a conductor in this city. [He is].. .a magnetic 
conductor, with a firm and incisive beat, who has absolute control over himself and his men, and 
whose musicianship is never in doubt.56 

To say the least, the people of Cincinnati were excited about his first concert. Before the 

first half of the first program was completed, he had totally captivated the audience with 

his personality and delighted all with his graceful manner of conducting. Everyone left 

pleased with the high quality of music that he fervently demonstrated. As the Enquirer 

reported, "Stokovski had come and had conquered."57 Note that the newspapers still 

reported his name as he had spelled it at St. Bartholomew's: with a "v" instead of a "w". 

50 Chasins, 26-27. 
51 Daniel, 51. 
52 Ibid., 32. 
53 Ibid., 52-54. 
54 Ibid., 54-55. 
55 Smith, 57; Daniel 54-56. 
56 Daniel, 57. 
57 Cincinnati Enquirer. November 27, 1909. 
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He married Olga SamarofFon April 24, 1911 at her parents' home in St. Louis.58 

By this point, Olga had begun to hear rumors from her connections in Philadelphia that 

the orchestra was becoming increasingly annoyed with their current conductor, Carl 

Pohlig. Olga started to create the persona of the Leopold Stokowski that would take the 

reins of the Philadelphia Orchestra. She had never forgotten the advice that she was 

given earlier in her life to seek out anything Slavic and avoid everything that evoked 

images of New England (she would translate "New England" into the nation of England). 

She encouraged him to emphasize the Polish part of his background and abandon the 

English part. She may have had a huge part to play in "correcting" his punctilious 

English manner of speech.59 She even helped his press agent prepare biographical 

information to be supplied to the press. It was probably here that it began to be reported 

that he was of Polish origin. At this point his name was reported to be Leopold Antoni 

Stanislow Boleslawowicz Stokowski, almost overemphasizing the Slavic part of his 

background.60 

Stokowski became more and more at odds with the Cincinnati Symphony 

Association and started losing enthusiasm for the orchestra. Finally he asked for a release 

from his contract. The board of directors, which was then lead by Charles P. Taft, 

brother of the President of the United States, made every possible effort financially to 

keep Stokowski. Finally the board did grant him release in April 191261 with the 

following comments: 

The undersigned notify you that your recent behavior and repeated aspersions on members of the 
Board of Directors and your unfounded reflections upon the musical public of Cincinnati have 
destroyed your usefulness to the C.S.O. and we will now notify you that you are released from 

58 Daniel, 78. 
59 Ibid., 41. 
60 Ibid., 113. 
61 Ibid., 105. 
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your contract.62 

The board paid him the rest of his year's salary. He left Cincinnati and headed for 

Europe, where he some guest conducting engagements. However, before he left New 

York for Europe he had a final meeting with representatives of the Philadelphia 

Orchestra. These negotiations had begun with the Philadelphia Orchestra as early as 

January 1912, his wife greatly assisting in the negotiations.63 

Stokowski had his formal London debut on May 22, 1912. The reviews from this 

concert were spectacular.64 On June 11, 1912, a cable reached Stokowski that formally 

offered him the conducting position in Philadelphia a year earlier than planned. The next 

day he cabled his acceptance back to Philadelphia. He then left for his home in Munich 

to start planning the programs for the coming year.65 

62 Kupferberg, 33. 
63 Kupferberg, 33; Daniel, 97. 
64 Daniel, 113. 
65 Ibid., 115. 

14 



Chapter Three 
The Philadelphia Orchestra Stokowski Inherited 

When Stokowski came to Philadelphia in late summer 1912, "the orchestral 

Montagues and Capulets of musical Philadelphia were still waging war."1 The 

Philadelphia Orchestra possessed musical quality that was only approved of by local 

critics. Neither of Stokowski's predecessors had innovative programs or public appeal, 

leading Philadelphians to not attend concerts, much less support the orchestra.2 This lead 

to a bitter battle between orchestra (supported solely by wealthy philanthropists3) and 

city. Because of this civil war within the city itself, the Philadelphia Orchestra was 

considered a third-rate orchestra in the musical suburb of New York and Boston (both of 

whom had orchestras established in the nineteenth century). The future looked bleak for 

the Philadelphia Orchestra, and the situation was extraordinarily tense for a new, young 

conductor. 

Stokowski knew that to build the orchestra he needed a cohesive public and a 

malleable audience. He immediately began to build the trust of the public and musicians 

by praising the contributions of the first conductor, Fritz Scheel, who thoroughly trained 

the body of 85 men. "The man who really made the Philadelphia Orchestra from a 

musical standpoint is Fritz Scheel."4 Stokowski also realized that the city "must not be 

provincial but become universal,"5 and being universal would mean being uncomfortable. 

When Stokowski started his tenure in the fall of 1912, he began by making a series of 

startling announcements about his future plans for the orchestra which "almost took away 

1 Olga Samaroff Stokowski, An American Musician's Story (New York: Norton, 1939), 95. 
2 Arian, 4. 
3 Ander Smith, 34. 
4 Daniel, 119. 

15 



the breath of the Board of Directors."6 From this moment, the board realized they had 

hired a man with an unusually strong will and many new plans. They could not wait to 

hear about his next project.7 

The orchestra at the time was highly steeped in German tradition, German 

musicians having started to immigrate to this country in the 1840s because of political 

unrest and famine in their homeland. Even the rehearsals were conducted in German.8 

Stokowski felt that the orchestra only had three great players: Thaddeus Rich 

(concertmaster), Anton Horner (principal horn), and Oscar Schwar (principal timpani). 

The quality of the orchestra was also not up to Stokowski's standards, as he would admit 

in the 1960s. 

I began to notice that the orchestra was extremely stiff in rhythm. The tone was very hard. The 
manner of playing was very mechanical. But I noticed there were three great players... the rest not. 
Another difficulty was we were not permitted to rehearse in the Academy of Music where we gave 
the conceits. We had to rehearse in a comparatively small room with a low ceiling, so that the 
sound of the orchestra was like thunder. It really hurt my ears.9 

After his first rehearsal in the rehearsal room at the Parkway Building on October 

7, 1912, the press published the following comment from Maestro Stokowski regarding 

his impressions after the first rehearsal: 

They are fine. They are splendid. I am more glad than ever that I came to Philadelphia. Wait for 
a few weeks more and you will see what we will do together.10 

Stokowski set out from the very beginning to make the Philadelphia 

Orchestra a wonderfully pliable group, not just not well-drilled; one that would 

eventually be regarded as the finest orchestra in the world. He instantly began 

conducting the rehearsals in English, and also was the first to instate a 15-minute coffee 

5 Kupferberg, 60. 
6 An an, 5. 
7 Ander Smith, 29. 

Kupferberg, 105. 
Ibid., 105-106. 
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break during rehearsal, which was known at the time as a pausa.11 Sensing the orchestra 

was too small, he immediately began to increase its size. He further gained the respect of 

the musicians by conducting without a score,12 although Stokowski started to weed out 

players he did not feel were up to his standards. The process took years to complete: 

Gradually we found great players as leaders, and then we filled in back of them with good players. 
It was difficult because we could not put out the previous players because they would be without 
employment; they would starve. It was a very difficult situation; it took a long time.13 

Stokowski introduced a new kind of personalized, broad, sweeping, and boldly 

romantic conducting style that Philadelphians loved. For the first program he included 

only Romantic compositions: Beethoven's Leonore Overture Number 3, Brahms First 

Symphony, Ippolitov-Ivanov's Sketches from the Caucasus, and Wagner's Overture to 

Tannhauser, that played to full houses. The critics were ecstatic both about the orchestra 

and Stokowski after this concert. Here are just a few of the comments: 

They played yesterday with a unity of purpose - particularity among the first violins.. .They 
brought out the full value of the lights and shadows. The climaxes were duly accentuated, the 
pianissimi with utmost delicacy and refinement were contrasted with the full-throated 
polyphony.14 

Mr. Stokowski gave such an interpretation as had never been heard before within the Academy 
walls, revealing new beauties with a cameo clearness, as they must have shaped themselves in the 
master's mind, untrammeled by instrumental limitations. And the conductor's manner and 
bearing - his gestures were grace itself, commanding yet modest, with self forgotten, absorbed in 
the musician's art.15 

If the indications of the first concert are maintained, the twenty-four pairs to follow at weekly 
intervals will set a record of fulfillment that will render the thirteenth season notable in the annals 
of musical Philadelphia.16 

As the season progressed, more affluent people, especially those who were first 

generation descendants of Civil War fortunes or new wealth, such as Edward Bok, editor 

10 Evening Bulletin. October 7. 1912. 
11 Ibid., 38. 
12 Daniel, 119. 
13 Kupferberg, 106. 
14 Public Ledger, October 12, 1912. 

17 



of Ladies' Home Journal, became attracted to the orchestra. It was not only the new-

found prestige of the orchestra that attracted these people; many were attracted to 

Stokowski's charismatic personality, and would only donate if Stokowski remained in 

power and was given a free hand. By the close of the 1914-1915 season, Stokowski 

appealed to the public more by adding a few weeks of pops concerts.17 The Philadelphia 

Orchestra and Stokowski had begun its ascension to the pinnacle of the orchestral world, 

with the decisive event to come in 1916. 

15 The Evening Item. October 12, 1912. 
16 The Evening Telegraph. October 12,1912. 
17 Arian, 8. 
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Chapter Four 
Mahler Madness 

Among the audience at first performance of Mahler's Eighth Symphony in 

Munich on September 12, 1910 was the then conductor of the Cincinnati Orchestra, 

Leopold Stokowski and his soon-to-be wife Olga Samaroff. Stokowski was so amazed at 

the rehearsals and the premiere that he knew he would have to present this grand work in 

the United States. He was not certain where he would present it until about 2 years later. 

But he knew how it could potentially change the history of an organization because of its 

titanic proportions. 

Background on the Eighth 

Mahler composed his Eighth Symphony during the summer of 1906 in just eight 

weeks.1 It was not premiered until 1910, but since then this symphony has-been heralded 

as Mahler's Meisterwerk2 This piece stretched the bounds of the standard symphony 

further than anyone had ever done, augmenting the standard symphony orchestra with 

eight soloists, two mixed choruses of 400 each, a children's chorus (in the first 

performance Mahler used 300 children), doubled winds, celeste, piano, harmonium, 

organ, two harps, and mandolin. The expression "Symphony of a Thousand", coined by 

the organizer of the premiere Emil Gutmann,3 was not an exaggeration of fact. 

This massive Tour de Force is divided into two parts with each part based upon 

contrasting texts. The first movement's libretto was derived from the Latin hymn Veni 

1 Gustav Mahler, Symphony No. 8 (London: Universal Edition, 1911), introduction. 
2 Constantin Floros, Gustav Mahler: The Symphonies, trans. Vernon and Jutta Wicker (Portland: 

Amadeus Press, 1997), 213. 
3 Daniel, 156. 
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Creator Spiritus, attributed to Hrabamus Maurus, Archbishop of Mainz (776-856 A.D.)4 

It is suspected that this hymn was written in 809 on the occasion of a synod where 

theological questions dealing with the Trinity were addressed. The seven original verses 

allude to the Seven Gifts of the Spirit, which according to Isaiah 11:2: 

And the Spirit of the Lord shall rest upon him 
the spirit of wisdom and understanding, 
the spirit of counsel and might, 
the spirit of knowledge and the fear of the Lord.5 

This hymn has been transmitted in several versions that slightly differ from each 

other in detail, but Mahler took multiple liberties in accommodating the many existing 

versions in the text: rearranging some verses, exchanging the couplets in one verse, 

omitting some of the words, and replacing others. The version he set contains seven and 

a half verses. 

The second part is based upon the final scene of Goethe's Faust, which owes its 

fame to metaphysical subject matter and the extreme contrasts with the first part of the 

play. Mahler composed this second part as if it were a musical drama rather than the 

second part of a symphony. It is impossible to categorize this movement according to 

classical forms because of its gigantic proportions (1572 measures in this movement 

alone). This movement is reminiscent of multiple techniques that Wagner employed in 

his compositions, such as using the leitmotiv in a highly individualized way, as well as 

the usage of the Wagnerian categories of Ahnung (forboding), Vergegenwartigung 

(bringing to the mind), and Erinnerung (rememberance).6 Four basic ideals drove 

Mahler's composition of this second part, all of which are apparent in the second part of 

4 Floras, 218. 
5 Isaiah 11:2 RSV. 
6 Ibid., 230. 
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Faust: the concepts of eternal love, divine grace, earthly inadequacy, and spiritual 

reincarnation. 

Stokowski vs. Board of Directors 

When Stokowski first presented the idea of performing such a colossal piece to 

the Board of Directors of the Philadelphia Orchestra, the idea was not well received. 

Most believed that the $14,000 it would take to perform this work was too great for such 

a wager. The greatest fear was the audience would receive the piece poorly and withdraw 

support. With Stokowski's remarkable persuasiveness and the support of a few 

influential board members, the performance was sanctioned. No one would realize the 

drama involved in this performance, even from the very beginning. 

Munich 1914 

Stokowski took his normal vacation to Europe starting in late April (Jf 1914.7 The 

Stokowskis had a few stops in Paris and London, finally arriving at their summer home in 

Munich. The 1914 musical season in Munich was one of the most brilliant in memory, 

drawing many internationally-acclaimed artists not only to perform but also to listen. 

While in Munich, Stokowski was able to secure the rights from the publishers for the first 

American performance of Mahler's Eighth Symphony. 

On July 24, Olga Stokowski was preparing to perform a concert in Bad 

Reichenhall, a small town on the Austrian border, when posters were hung stating that 

Austria had sent an ultimatum to Serbia that war would be declared if certain conditions 

were not met. The poster also stated that six shots from the fortress of Salzburg would 

symbolize the declaration of war. At six o'clock, the infamous shots were heard, but 

since the concert was sold out, Madam Stokowski decided to perform. 
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On July 27, the Stokowskis were urged to leave Austria immediately if they 

wished to get back to Germany. They left with great haste. Even though Olga could get 

back to the United States easily, Leopold had a problem. Although he had submitted his 

first American naturalization papers, he was technically a British citizen. The German 

government made it extremely difficult for "male subjects of a nation with whom 

Germany was at war"8 to leave the country. With spy hysteria rampant in the Munich 

area, many people were seized by German soldiers, including Ossip Gabrilowitsch,9 

another well-known conductor of the era, and many British citizens.10 

On August 8, Olga and Leopold were strongly advised to leave the country as 

quickly as possible with Holland being their only possible escape. The Stokowskis 

immediately wired to Rotterdam and booked tickets on the S.S. Ryndam for August 22. 

One of their influential friends was able to obtain a military pass from the was minister of 

Bavaria granting permission to "Mr. Stokowski and his wife of Philadelphia" for free 

passage to Holland.11 The Stokowskis, accompanied by Ruth O'Neill (Stokowski's 

secretary) and Ludwig (Madam Stokowski's bodyguard), left Munich on August 11 in 

great haste. Stokowski was only able to take one possession - the score to Mahler's 

Eighth Symphony. After having numerous delays trying to avoid military transports, the 

group finally arrived in Rotterdam at noon on August 14, when they obtained passage on 

a Dutch ship, the Noordam'2, sailing at 2 AM on August 15 for New York.13 

Back in Philadelphia 

7 Daniel, 135. 
8 Public Ledger. September 10, 1914. 
9 Daniel, 141. 
10 Ibid., 144. 
11 Ibid., 142. 
12 Letter from Ralph Edmunds to Stokowski, August 20, 1914, Philadelphia Orchestra Archives. 
13 Daniel, 144. 
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The performance of this work was originally scheduled for the spring of 1915, but 

because of the difficulties of obtaining the orchestral parts from Europe, the performance 

was delayed until the spring of 1916.14 During this same season, the orchestra also gave 

the American premieres to numerous other works including Schoenberg's 

Kammersymphonie Number 1 and performed other modern works such as Scriabin's 

Poem ofEcstacy and Richard Strauss' Alpensinfonie 15 Preparations for the Mahler 

concert began well in advance of the March 1916 concert date. Since Philadelphia did 

not have a professional chorus, Stokowski relied on multiple amateur groups to assist in 

the production. These groups, consisting of the Philadelphia Choral Society, the 

Mendelssohn Club, and the Fortnightly Club, were rehearsed by Henry Gordon 

Thunder.16 In addition Stokowski created and rehearsed the first Philadelphia Orchestra 

Chorus.17 Special wooden platforms had to be built for the chorus, which took up the 

Academy's entire stage, measuring 7650 ft2 and 34 feet tall.18 The stage was extended 

more than 100 feet to the modern seating section EE (just behind the brass railing that can 

be seen in the picture of the Mahler premiere) to accommodate the instrumentalists. 

Finally on March 2, 1916, in front of a packed audience, the curtain on the 

Academy's stage rose, revealing the choir of 950, eight soloists, and 110 orchestral 

musicians.19 Here is the Public Ledger's report of the initial response to the concert: 

The scenes at the Academy set nerves tingling. Two weeks before the performance every seat had 
been sold. Fifteen minutes before [the performance started]..the great chorus, banked 24 tiers 
high, horns blew a fanfare in the foyer of the Academy of Music, following an ancient custom at 
Bayreuth. The curtain rose and the audience gasped.2 

14 Opperby, 30. 
15 Kupferberg, 41. 
16 Ander Smith, 91. 
17 Opperby, 30. 
18 This information was provided by Jo Anne Barry, archivist for the Philadelphia Orchestra. 

Kupferberg, 40. 
20 Daniel, 43. 
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After the performance the critics were again thrilled. It was felt that the 

orchestra, after this performance was made into an integral part of the city of Philadelphia 

because 

. .never before had there been such a genius for publicity who extended the functional boundaries 
of a concert so far into nonmusical realms. It was a civic enterprise in which (over) 1,000 citizens 
cooperated in the actual performance, where communication and cultural interests were well 
mobilized, and, still more miraculously, each interest (including the audience) was completely 
satisfied with the results.21 

The group ended up presenting the concert nine times in Philadelphia, including a 

special performance for school children. At the final public concert, 1,500 were turned 

away.22 According to Arthur Judson, the manager of the Philadelphia Orchestra at the 

time, 

Philadelphia has gone music mad. There is so much enthusiasm over this work...as one might 
expect over a championship baseball series.23 

Due to the generous donation of some New York bankers,24 the group moved to 

New York City to present one concert of this grand work at the Metropolitan Opera 

House on April 9, 1916. Again the critics could not stop praising the group. W.J. 

Henderson, a critic for the Sun, even ventured to warn Philadelphians to keep Stokowski 

from conducting in New York again. 

He has personality, force, authority, temperament, scholarship, and imagination. He would be a 
valuable factor in the musical life of New York.25 

Stokowski was promptly given a five-year, $40,000 per year contract,26 with the 

sincere hope that he would stay longer. Even the Philadelphia Chamber of Commerce 

21 Arian, 7. 
22 Kupferberg, 44. 
23 Daniel, 158. 
24 Ander Smith, 91. 
25 Kupferberg, 45. 
26 Ibid., 54. 
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distributed a booklet The Commercial Value of Music to Philadelphia in 191727 that 

exuded the value of the orchestra to the city. 

[The orchestra is] a commercial asset to the city, rendering it thereby more attractive to visitors, 
a better home for its citizens, and of greater value to the nation.28 

The Philadelphia Orchestra and Leopold Stokowski were now established and revered 

musical institutions. 

27 Kupferberg, 46. 
28 Ibid., 7. 
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Chapter Five 
After Mahler 

The Mahler triumph launched the ascension of the Philadelphia Orchestra and 

Stokowski to the highest escelons of the musical world. Shortly after the Mahler 

performances, the University of Pennsylvania conferred an honorary Doctorate of Music 

upon Stokowski.1 He became known as the "glamour boy of the baton" and "America's 

first conductor to become a matinee idol."2 

Stokowski reveled in this publicity to the utmost degree, and he took every 

opportunity to exhibit not only his supremacy, but that of the Philadelphia Orchestra. 

One article touted that "Stokowski Trains like a Prize-Fighter"3 because he had a room in 

the Academy set aside especially for him equipped with hot/cold showers and a 

masseuse. He would even give interviews while he was receiving his pre-concert 

massage. It was also known that Stokowski would meditate before performances. All 

these eccentricities helped fuel the media blitz. 

The orchestra would not be without controversy or excitement. One of 

Stokowski's innovations during 1916 was the instatement of a special Sunday concert 

series, something that had never been attempted before in American music history. 

Instantly the clergy in Philadelphia despised these concerts. Stokowski quickly retorted 

the criticism, stating that "all music is sacred."4 

Most of the excitement created during this time was due in a large part to the 

ensuing World War. The stress placed on this nation was enormous, and artistic 

1 Kupferberg, 68. 
2 Ibid., 47. 
3 Ibid., 69. 
4 Ibid., 64. 
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organizations reflected the strains of wartime the greatest. The larger problems of war 

were played out within the smaller dimension of artistic organizations in society, and the 

Philadelphia Orchestra was not immune to this. 

The Philadelphia Orchestra During World War I 

At the beginning of the war, 16 members of the orchestra were stuck in Europe, 

seven of whom were principals.5 Once the beginning of the season came, only four men 

left the orchestra to fight for their respective countries.6 But as the war progressed, more 

men left the orchestra voluntarily to assist in the war effort, while others were drafted. 

Even though this would seem to have a detrimental effect on the orchestra, nothing better 

could have happened because these positions were filled by influential players, including 

Hans Kindler, who replaced Hans Himmer as principal cellist; Anton Torello, who 

replaced Paul Rahmig as principal bass; Marcel Tabuteau (oboe), Daniel Bonade 

(clarinet), and Saul Caston (trumpet).7 These players were just beginning their careers 

and were not well established in the music world at the time. Remarkably the press still 

reported on the status of all the players fighting in the war, including those who were 

fighting on the enemy side. For instance, when Hans Himmer was injured in 1915 while 

fighting for the Germans, Musical America dedicated a small article to him.8 Himmer, in 

the same article, even expressed his wishes to return to the orchestra the following year. 

Stokowski and Arthur Judson, the orchestra's manager, were constantly keeping 

up with the players who could potentially be drafted and good potential replacements, 

which became harder to find as the war progressed. At one point in 1917, Stokowski 

5 Letter from Ralph Edmunds to Stokowski, August 20, 1914, Philadelphia Orchestra Archives. 
6 Philadelphia Orchestra Program Book, October 16-17,1914, 13. 
7 Daniel, 149; Kupferberg, 39. 
8 Musical America September 4, 1915. 
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wrote Judson of his utmost concern about fifteen potential draftees. Among these were 

the highly revered principal oboist Marcel Tabuteau and principal trumpet Harry Glantz. 

Stokowski states that some of these men are: 

..absolutely not to be replaced under present conditions, so you can judge my anxiety.9 

Despite these personnel concerns, Stokowski continued to create excitement in 

the city. In addition, Stokowski started most concerts with the playing of the "Star 

Spangled Banner" to help propagate patriotic feelings.10 Patriotism was so great that at 

one point the orchestra printed a request in the program books for the ladies to refrain 

from knitting, because 

..it is most distracting to look out over an audience that is paying more attention to knit 2 purl 2 
than to the artist.11 

The situation would become much more serious when the United States entered the war 

in 1917, starting anti-German/Austrian hysteria all over the nation. 

The Orchestra After the United States Entered World War I 

In July 1917, Alexander Van Rensselaer, the president of the Philadelphia 

Orchestra Association, made programming suggestions to Stokowski for the upcoming 

1917-1918 season: 

A program of American composers would be a capital beginning and though it might not be as 
interesting from an artistic standpoint, it would certainly show a fine patriotic feeling, and we are 
all heartily in favor of it.12 

For many reasons Stokowski had refrained from the planning of the opening 

concert. Stokowski expressed some of his anxieties in a letter he wrote to Arthur Judson 

shortly after he received the above note. He anticipated difficulties as a result of the war 

and proposed a policy that allowed significant flexibility: 

Letter from Stokowski to Arthur Judson, September 16, 1917, Philadelphia Orchestra Archives. 
Bart, 153. 
World War I file, Philadelphia Orchestra Archives. 
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Every orchestra in the country is going to have difficulty next season in making interesting 
programs as, owing to the war, no important new works are obtainable so conductors are obliged 
to form their programs from what is at hand. 

I am gradually working out a number of ideas that I hope will be good but it seems to me more 
important than ever not to publish our programs in advance of next season. I think it would, 
therefore, be wisest in the prospectus to say that on account of wide spread request for more 
concerts without soloists, the management has engaged fewer soloists for next season, at the same 
time only engaging soloists of the highest rank. That Mr. Stokowski is planning a series of special 
programs for the concerts which have no soloists.13 

In late 1917, President Wilson issued a proclamation urging all Americans to rid 

the country of alien enemies. Immediately everyone started turning against anything that 

was German or Austrian. The "cleansing" was not just in one part of society; it was 

universal. Artistic organizations became the most visible form of this "Americanization." 

Examples of this discrimination are endless, but one of the most poignant was the firing 

of the legendary American musicologist O.G. Sonneck from his position as the head of 

the music department of the Library of Congress. There was no reason given for his 

dismissal, but it is obvious that his German background did not help. This anti-German 

hysteria would not cease once the war ended in 1918. Even the great Austrian concert 

violinist Fritz Kreisler was derided during his appearance with the Philadelphia Orchestra 

in 1920.14 

Shortly after Wilson issued this proclamation, the Philadelphia Orchestra released 

eight musicians simply because they were German/Austrian aliens who were not eligible 

for naturalization. According to Arthur Judson, some of these musicians were hard to 

release, especially H. Campowski, who was considered to be one of the greatest violinists 

12 Letter from Van Renssealer to Stokowski, July 6, 1917, Philadelphia Orchestra Archives. 
13 Letter from Stokowski to Judson, n.d. (c. July 17, 1917), Philadelphia Orchestra Archives. 
14 Evening Bulletin. January 8-9, 1920. 
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in this country.15 The orchestra had no choice but to do this, because audiences would 

boycott performances involving German or Austrian musicians. 

The discrimination was just not directed toward living people, but also toward 

anything that had any German or Austrian background. This meant that all music of the 

great German and Austrian composers came under objection. The programming 

difficulties this created became too great to overcome. Supposedly Olga Stokowski and 

Clara Gabrilowitsch attended a party where President Wilson was in attendance. Madam 

Stokowski convinced President Wilson to declare that this cleansing should not extend 

the tides of the current warfare to composers long deceased (such as Beethoven, Mozart, 

and even Wagner.) According to her logic, there was no reason to deprive audiences of 

great music simply because of a conflict with the country of origin.16 Wilson agreed, and 

works from Beethoven, Wagner, and Mozart were reinstated into prograips nationwide, 

but audiences still protested despite the Presidential decree. 

Stokowski had a more creative idea of how to combat this problem by allowing 

supporters of the orchestra to have a say in programming decisions: 

I have been thinking about the question of our orchestral repertoire and the possibilities of its 
being reduced. If there appears to be a tendency in this direction in the autumn, what would you 
think of having a meeting with the guarantors and subscribers of the orchestra (as far as the 
possible a meeting of the whole audience at our concerts) and putting the matter before them? 
They are the people who pay for the concerts and they are all loyal Americans; it would seem to 
be just that they should decide this question. The responsibility would then lie with a great 
number of people and not with just a few. 

These are merely ideas which have occurred to me and later on may not seem to be practicable, 
but I just send them to you, as you probably have had similar ideas, and we can both turn them 
over in our minds.17 

Musical Leader. December 13, 1917. 15 

16 Daniel, 176. 
17 Letter from Stokowski to Judson, July 8, 1918, Philadelphia Orchestra Archives. 
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The orchestra was active in the war effort, partially though the selling of 

Liberty Loans. Olga Stokowski, among others, was a significant figure in organizing 

these campaigns.18 The orchestra also toured the country in 1918, stopping at many 

military installations. One of these concerts was held at Camp Dix in Wrightstown, New 

Jersey on January 19, 1918. On the program were quasi-patriotic tunes such as 

Tschaikowsky's 1812 Overture, which was written when Napoleon started his retreat 

from Moscow.19 All of these efforts were an attempt not only to increase patriotic 

feelings, but also to show off the orchestra in different venues, further establishing its 

musical supremacy.20 

Despite the war, the orchestra started recording at the Victor Talking Machine 

Company's studio in Camden, New Jersey on October 22, 1917. The first pieces they 

recorded were the Brahms Hungarian Dances No. 5 and <5.21 Acoustical recording 

technology had been around for a few years, but Stokowski had refused to record 

anything before this point, arguing that the recording technology was too primitive. The 

sound quality from these recordings was not true to the sound of the Philadelphia 

Orchestra. All this frustration did was encourage Stokowski to begin experimenting to 

improve the technology. Each recording that was done was a substantial improvement 

from the one that had preceded it. 

Even though the sound quality was not up to Stokowski's standards, these 

recordings were entirely unedited, exhibiting the true colors of the Philadelphia 

Orchestra. The orchestra had one opportunity to record a short section of the work. If 

18 Letter from Olga Stokowski to Van Rensselaer, Seal Harbor, Maine, September 12, 1918, Philadelphia 
Orchestra Archives. 

19 Musical America. January 19, 1918. 
20 Daniel, 150. 
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any mistakes were made, the whole excerpt would have to be re-recorded. These 

sessions must have been grueling because of Stokowski's perfectionistic compulsions. 

By the time "orthophonic" (electrical) recording technology was available in 1925, the 

orchestra had recorded over 450 acoustical sides. Only 66 were approved by Stokowski 

for release.22 

Despite the limitations of the technology, many critics applauded these 

recordings, as can be seen by this review in Phonograph Monthly Review: 

It amazes and astonishes.. .Dr. Stokowski senses to the utmost opportunity each climax, of each of 
the striking orchestral effects, and spurs on his men realize every possibility as richly and as 
vividly as their abilities allow. And under Stokowski's baton their abilities are apparently 
unlimited!23 

The Endowment Campaigns 

With the ascension of the Philadelphia Orchestra, many people within the 

organization grew weary of the group's financial foundation. A guarantee fund was 

created in 1900, but, as the years passed, the deficit was becoming more difficult to 

secure because " hand-to-mouth financing is not a very credible path to travel 

indefinitely."24 The Board of Directors could not conceive of a way to make a lasting 

endowment, until Mr. Van Rensselaer received a letter in May 1916 from a person who 

wished to remain anonymous. The letter appeared in program books (please see next 

page). 

21 Daniel, 304. 
22 Daniel, 305. 
23 Kupferberg, 73. 
24 Wister, 113. 
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THE ENDOWMENT FUND 

A friend of the Philadelphia Orches t ra Associat ion, who desires 
to remain unknown, has offered to meet any deficit of the Orchestra 
for each of five years, beginning with the season of 1916-1917. 

The conditions under which this gift will become available are 
as follows : 

1. That an Endowment Fund of $100,000 yearly for five years 
shall be created by the Orchestra Associat ion, so that the total 
Fund may be $500,000 at the end of this period. 

2. That the contract of the present conductor, Leopold 
Stokowski, shall be extended to cover this period of five years. 

It is earnestly desired that each friend of the Philadelphia 
Orchestra will pledge a generous amount in order to create the 
Endowment Fund. Heretofore all subscriptions to the Philadelphia 
Orchestra have been spent, year by year , to meet the annual 
deficit. Under this offer the money now contributed will not be so 
spent, but will be invested to insure the permanency of the 
Orchestra as an institution of Philadelphia. 

The Orchestra is a civic asset. If it is to fulfil its destiny and 
place Philadelphia in the front rank among the musical cities of 
the world, it must be endowed. In order to do this the Orchestra 
Association must depend upon the generosity of its fr iends. We ask 
that the appended blank be signed and returned to us at your earliest 
opportunity. Payment of subscriptions will be on November 1st and 
March 1st of each year, beginning with November , 1916. 

A L E X A N D E R VAN RENSSELAER 

F R A N C E S A . W I S T E R 

EDWARD W . BOK 
Endowment CommiUtt 

The 
PHILADELPHIA ORCHESTRA ASSOCIATION 

S U n S C K I P T I O N T O G U A R A N T E E F U N D 
AND, O H TO 

ENDOWMENT FUND 

T O B E R E T U R N E D T O M A N A G E R . 1314 P E N N S Y L V A N I A B U I L D I N G 

1916 
I he reby agree to con t r ibu te to the G u a r a n t e e F u n d , o r to the E n d o w m e n t F u n d 

of the Ph i l ade lph ia O r c h e s t r a , as its Board of D i r e c t o r s may dec ide , the s u m of 

— -Dollars 
year ly , for a per iod of F ive years , payable on d e m a n d of t he T r e a s u r e r of the A s s o -
c ia t ion . ( F i r s t payment for the Season of 1916-1917.) 

Name -

Address 

25 
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The original deadline of five years was extended to seven, which lent to the name "Seven 

Year Endownment Fund." This fund enabled the Philadelphia Orchestra to begin to be 

placed on somewhat firm financial ground. 

In the middle of this campaign, it became apparent that the monies raised for this 

fund would be insufficient to meet the yearly deficit. Edward Bok suggested that the 

Orchestra Association start a campaign to raise one million dollars during the month of 

October 1919, commemorating the twentieth anniversary of the orchestra. The following 

announcement appeared to justify the need for the money: 

THE PHILADELPHIA ORCHESTRA 
ENDOWMENT CAMPAIGN 

"The next season of the Philadelphia Orchestra marks the Twentieth 
Anniversary. To mark this event, the people of Philadelphia will be 
ssked to complete the Endowment Fund begun in 1915, which was 
interrupted by the war. For nineteen years, a group of Philadelphia 
men and women have sustained the annual deficit of the Orchestra. 
This group has maintained the Orchestra until it reached its present 
unquestioned position as the leading symphony orchestra in the 
United States. The Association now feels that the Philadelphia public 
shouldplace the Orchestra, once for all, on a oermanent financial 
basis. This can be done by completing the Endowment Fund." 

" T H E ENDOWMENT F U N D AS IT STANDS 

••The present Endowment Fund consists of $ < 0 0 , 0 0 0 . In addition 
this there are pledges not yet matured which will bring the 

• m o u n t , within two years, to $ 8 0 0 , 0 0 0 . Carefully invested, this total 
Sad will insure the Orchestra a net income of approximately $ 3 6 , 0 0 0 
ayear. This is not sufficient to carry the annual deficit. 

" T H E OECHBSTEA'S ANNUAL DEFICIT 

The cost of the Orchestra per season is $ 3 0 4 , 0 0 0 
The income per season is 1 3 8 , 0 0 0 
Last year's defict was, therefore 66,000 

"With increasing costs, the estimated deficit for future years will 
be $ 8 0 , 0 0 0 . 

" W H A T THE COMPLETE ENDOWMENT F U N D W I L L M E A N 

"To the present Endowment Fund, therefore, must be added ONE 
MILLION DOLLAES. This would mean an estimated income of $ 8 1 , 0 0 0 , 

on a total fund of $ 1 , 8 0 0 , 0 0 0 . 
"It is this additional 

One Million Dollars 
that it is now proposed to ask the Philadelphia public to subscribe. 

"It should be borne in mind that not a penny of this amount is 
spent; all is permanently invested, and only the interest therefrom is 
used to maintain the Orchestra. 

" W H B E B THE MONEY GOES 

"93 cents out of every dollar of income is spent on the Orchestra; 
put back into the Orchestra, in other words, in order to increase its 
efficiency: 

Salaries of Orchestra members 55.61% 
Expense of rentals, etc., of concerts at Philadel-

phia and out-of-town 34 61% 
Miscellaneous expenses (Orchestra music, insur-

ance, etc.) 178% 
Administration expenses 7 00% 

" T H E SMALLNBSS OF THE ORCHESTRA DEFICIT 
"The annual deficit of the Philadelphia Orchestra of $66,000 is one 

of the smallest of any of the large symphony orchestras of the United 
States. These deficits average from $85,000 to $115,000 per vear. And 
yet, with one exception, the Philadelphia Orchestra is tne largest 
symphony orchestra in number of musicians, in the United States, and 
plays a longer season. 

26 

25 Philadelphia Orchestra Program Books 1916-1917 Season. 
26 Wister, 122-123. 
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Banners heralding the public to "Save the Orchestra" were erected throughout the 

city. In the middle of the campaign, uncertainty about the success of the program 

pervaded the organizers of the endowment. Stokowski tried to spur on assistance by 

writing a letter and publishing it in the program books, (please see next page) 

When October 31 came, the million dollars was neither "in hand nor in sight,"27 

the campaign was extended for one week, and appeals became more desperate: 

Programme O c t o b c r 31st, N o v e m b e r 1st. 
" F O E LACK OF H E L P THB CAMPAIGN MAY F A I L ! 

"Owing to a lack of sufficient workers, the Million Dollars necessary 
for the proper Endowment of the Philadelphia Orchestra has not 
been raised. 

"Tired, but full of courage, those who are working have decided 
to extend the campaign for another week. 

"Campaigns usually fail because the money cannot be had. Here 
the money is in sight, but the friends of the Orchestra have not come 
forth in sufficient numbers to collect the funds. 

"Is the campaign to fail for this unusual reason? 
"Will you not, man or woman, give a day, two days of this extra 

week to help us collect the last $150,000 necessary to complete the 
fund? 

"You cannot, at this time, render a greater service to the Orchestra. 
You can, at this most critical time, do your part to 

SAVE THB ORCHESTRA.'* 
* • » * • 

" W I L L YOU N O T ? 

"May we ask you, as a final appeal for the Orchestra, to give to it 
JUST O N E LIBERTY BOND 

of any denomination, as your contribution to save the Orchestra for 
yourself and the city at this critical time in its history? 

"Whether you have given previously or not, will you not do this 
one more act? 

"The Bond you give will not be sold: it will not be spent. Not a 
penny of it. It will be put away under a Deed of Trust, and only the 
interest on it will be used to maintain the Orchestra. 

"Could you put a Bond in a better, more permanent place?" 
" F A C E TO FACE 

"We now stand face to face with the question whether our Orchestra 
is to be preserved as it is or reduced to a second-class orchestra. 

"The Million Dollars necessary for its preservation have not been 
raised. 

"The campaign will, accordingly, be extended for one week. 
"But the question, after all, is—Will you give? Will you help? 
"We need some $130,000 more. 
"The workers have done their best. Hundreds of the friends of the 

Orchestra have not done their part as yet. Less than 5000 have 
contributed! 

"Is the truth clearly realized without the mincing of words: If 
this remaining sum is not raised, the Orchestra must be reduced; it 
cannot remain the glorious thing it is today." 

" T H E TRUTH IS SIMPLE AND DIRECT 

"We must tear down the beautiful Orchestra that has been so patiently 
and skilfully built up unless the Million Dollar Endowment Fund is 
raised. Only one week remains in which to do it. Whatever that tells 28 
is the answer." 

Wister, 134. 27 

28 Wister, 134-135. 
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Finally the goal was not only met, but exceeded by $100,000. Gifts for this 

campaign ranged from one penny, donated by a blind child, to $100,000. Over 13,000 

people made a contribution.29 

As far as the Seven Year Endowment campaign, it was also declared a success. 

In 1920, the "Unknown Donor" finally became known; he was Edward Bok, the same 

person who encouraged the One Million Dollar Campaign in October 1919. By 1923, the 

total in this fund had reached $788,400, with over 1,200 contributions. 

The creation of these endowments concluded one of the most dramatic campaigns 

to have ever occurred in the musical world. They not only helped secure the orchestra 

financially, but also unified support for the orchestra from the citizens of Philadelphia. 

This situation became the conversation piece of musical circles the world over. These 

endowment campaigns allowed the orchestra to grow and prosper for the next ten years. 

29 Wister, 137. 
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<Part Two 

After taking a look at the history of the orchestra and its dynamic conductor, one 

can begin to understand how this orchestra developed to become the powerhouse it was 

by the 1920s. It is now critical to analyze each of the important factors that helped to 

create the beginnings of the "Philadelphia Sound". 



Chapter Six 
The Main Movers and Shakers Behind the Scenes: 

Edward Bok and Arthur Judson 

Even though it takes the efforts of many people to help a group like the 

Philadelphia Orchestra succeed, there is always the one critical person who never 

receives the praise he is due. This person for the Philadelphia Orchestra was the 

manager, Arthur Judson. In addition to this little recognized person, there is always 

another person who is vitally critical to the success of an organization. In the case of the 

Philadelphia Orchestra this person was Edward Bok. Without their valuable 

contributions, the orchestra would not have had the world-renown stature it did. 

Edward Bok 

Edward Bok was a native of the Netherlands, and immigrated to New York with 

his parents at the age of six. In 1889, he became the second editor of the Ladies Home 

Journal, a post he would hold until 1919. He retired in 1919 to "devote his time to 

idealistic projects,"1 including the Philadelphia Forum and assisting his wife, Mary 

Louise Curtis Bok, with the foundation of the Curtis Institute of Music in 1923. 

Alexander Van Rensselaer invited Bok to join the Board of Directors in 1913,2 

shortly after Bok fell under the "Stokowski spell." Bok had a reputation for being 

industrious, frugal, idealistic, and enormously competent, though some found him to be 

extraordinarily self-righteous. As would be proven in years to come, Bok's presence 

would be decisive in putting the orchestra on firm financial ground. He would not only 

encourage the endowment campaigns, but he would also meet the annual deficit 

1 Edward Bok, "How I Came to Love Music," Etude. April 1925. 
2 Daniel, 168. 
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(estimated to be around $250,000)3 of the orchestra until the endowments were firmly 

established. 

The Boks and Stokowskis would eventually grow so close that they would 

become virtually inseparable. Bok even called Stokowski "Prince" and made sure that 

Stokowski got whatever he wanted.4 Bok would not only be a partner with Stokowski, 

but he would also support him in every way imaginable. 

Bok assisted Stokowski in many more ways than have already been mentioned. 

Displeased with the current national anthem, Bok and Stokowski collaborated in the 

1920's to create a new national anthem, "My Own United States,"5 which was published 

by Theodore Presser. Bok wrote the words, while Stokowski harmonized the national 

song of the Transvall Republic in South Africa. Unfortunately the anthem never caught 

on. 

In 1921, Bok created the Philadelphia Award, an award given yearly to the 

Philadelphian who performed an act or contributed a service that advanced the best 

interests of the community. The first recipient was Leopold Stokowski. 

Edward Bok was just not Stokowski's biggest supporter, but he was also one of 

his greatest friends and collaborators. 

Arthur Judson 

Stokowski would have his first contacts with Arthur Judson in Cincinnati, while 

Judson was the correspondent for Musical America assigned to cover Stokowski. Judson 

showed a keen interest in music management from the time he moved to New York City 

in 1907, devoting considerable space in his articles to local managers. He felt that the 

3 Kupferberg, 50. 
4 Daniel, 169. 
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future of American music rested in the hands of managers.6 It was while he was on his 

first trip to interview Stokowski that Judson was also able to interview the outgoing 

manager of the Cincinnati Orchestra, Frank Edwards. This interview provided immense 

inspiration for Judson. 

Stokowski was so impressed with Judson's potential that he was the first person 

Stokowski turned to when the position of orchestra manager opened in Philadelphia in 

1915. For people in Philadelphia, Judson became to be known as a "salesman of fine 

music,"7 not just for his management of the Philadelphia Orchestra, but also for his 

management of great local artists. 

Stokowski realized Judson was perceptive, innovative, powerfully energetic, 

positive, and idealistic:8 the perfect man to be Stokowski's partner in creating one of the 

greatest orchestras the world has ever seen. Judson was not only responsible for booking 

the great soloists and conductors that appeared with the Philadelphia Orchestra, but he 

was instrumental in the organization and publicity of all of the orchestra's events, 

including the colossal performances of Mahler's Eighth Symphony. 

Stokowski frequently sought Judson's advice, and the two collaborated many 

times over the years. Ultimately Stokowski made the final decisions, sometimes heading 

Judson's advice, while other times not. Sometimes confusion resulted from their 

correspondence, which can be seen in the following example. 

Stokowski began the correspondence: 

I have a letter from Daniel Mayer, in which he says, "Mr. Judson tells me it depends entirely upon 
your word to complete the transaction" of Levitzki. I am sure you did not say this, as we have 

5 Daniel, 170. 
6 James M. Doering, "A Salesman of Fine Music: American Music Manager Arthur Judson, 1900 to 

1940" (Ph.D. diss., Washington University, 1998), 179. 
7 Doering, 9. 
8 Daniel, 154. 
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always arranged that the Committee should make these final decisions. Will you please always 
impress on manager this fact, as they keep writing me letters and pester the life out of me. If they 
think the decision lies entirely with me, it becomes a personal matter, which is always 
unsatisfactory. Also, it is a false view of the matter, because there is nothing personal in it at all— 
it is simple a question of choosing soloists that will be best for the concerts of the Philadelphia 
Orchestra.9 

Arthur Judson tried to clarify his position, in the process revealing Stokowski's 

own negotiations: 

Daniel Mayer told me that you had told him that you would insist on having Levitzki for this year. 
I told Daniel Mayer that, if you had said this, you would of course keep your word. He knows as 
well as I do that the soloists are all referred to the Soloists Committee.10 

A large part of Stokowski's and the Philadelphia Orchestra's success was due to 

the arduous efforts of Arthur Judson. Without the valuable assistance and guidance of 

Judson, the Philadelphia Orchestra would not have gained international stature. 

9 Letter from Stokowski to Judson, July 1, 1918, Philadelphia Orchestra Archives. 
Daniel Mayer was an artist manager from New York who managed the pianist Mischa Levitzki. 

10 Letter from Jusdon to Stokowski, July 5, 1918, Philadelphia Orchestra Archives. 
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Chapter Seven 
Stokowski as Teacher and Lecturer 

Stokowski felt that he was not only the conductor of the Philadelphia Orchestra, 

but also a teacher and lecturer to audiences on the fine art of concert-going and anything 

related to music. Stokowski was never shy about turning to his audiences and speaking 

to them. He would lecture audiences about proper concert etiquette and courtesy. In 

later years he would begin to give the first pre-concert lectures and children's concerts, 

feeling that the concert experience was far beyond what occurred on the stage. 

Stokowski realized that to build the malleable audience he needed, he would have to 

involve everyone in some way. Otherwise his audiences would grow weary, become 

nonparticipatory, and even dissipate over time. No matter what he did musically, if he 

did not have a well-behaved, receptive, and pliant audience, any successes that either 

Stokowski or the Philadelphia Orchestra achieved would go unnoticed. Stokowski also 

realized that the future of the musical world rested in children, and without educating 

them about music, the future of orchestral music would certainly be doomed. 

Furthermore, youths were more open minded than their adult counterparts, which allowed 

Stokowski a venue in which to freely experiment with novelties such as live animals and 

famous people, but also with the newest music that adults would instantly reject. 

Relations with the Audience 

When Stokowski first came to Philadelphia, he found the audiences rather 

uncivilized. They not only came late, but also were exceedingly noisy.1 Since colonial 

times audiences in Philadelphia have had the distinct reputation of being noisy, 

rambunctious, and exceedingly vocal, most frequently expounding their disapproval. 
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Stokowski was particularly annoyed with the Friday afternoon audience, which was 

composed mostly of fidgety ladies who came in late from shopping (placing their 

packages from their shopping trips on the edge of the stage)2 and left early to get back to 

the suburbs. When the women would come into the Academy, they would talk in less 

than sotto voce3 and would cough frequently. He sought to not only teach the audience 

about complete silence, but also about proper concert etiquette. 

Stokowski immediately recognized the right of the audience to express their 

opinions of the performance. At one concert he turned to the audience and said: 

Thank you for hissing. I am happy that you are reacting to the music. As we are in a free country 
I think it is wonderful that you express yourself either in favor or disfavor of the music.4 

Even though he ardently believed this, he demanded equal respect for the people 

who approved of the music, going as far as to request the dissatisfied patrons to give up 

their seats to the many hundreds on the waiting list for season subscriptions.5 

Stokowski would use his programming skills to drive home certain points to his 

audiences. In 1924, a critic scolded Stokowski's choice of placing Brahms' First 

Symphony at the beginning of the program, because numerous latecomers were admitted 

after the first movement, annoying the "blonde God" on the podium. 

Interruptions are inevitable, so, why not provide for the inevitable and save the most important and 
enjoyable part of the program until the audience is settled and prepared to listen?6 

Stokowski disregarded the critic, and on one of the following programs Stokowski 

started the program with the Mendelssohn Reformation Symphony, without a break.7 

Another concert was programmed to mimic the audience. The Record reported: 

1 Kupferberg, 107. 
2 Bart, 19-20. 
3 Daniel, 285-286. 
4 Kupferberg, 108. 
5 Opperby, 44. 
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Stokowski's revenge, perpetrated in a spirit of whimsical irony, took the form of an exaggerated 
imitation, on the part of the orchestra, of the conduct of his audiences.8 

On April 16, 1926, the curtain rose to only two musicians on stage - Thaddeus 

Rich and Hans Pick. Stokowski walked out, raised his baton, and began the concert. As 

the music continued, other members of the orchestra hurried onto stage, as if they were 

late. This is how Lekeu's Fantasie Contrapuntique sur un Cramignon Liegeoris is to be 

performed. Some enjoyed the satire, while others hissed, but "far be it from Leopold 

Stokowski to quit after he starts anything."9 

The middle of the concert passed without incident. The last piece on the program 

was Haydn's "Farewell" Symphony. Shortly into the first movement, 

.. .one or two members of the orchestra apparently [got] tired of playing, calmly quit, folded up 
their music and wandered off the stage. 

This kept up, to the chagrin of the audience, until, in the last movement, only two violinists 
remained. 

... .Finally one of the remaining violinists walked off the stage, playing meanwhile. The other 
arose, walked to the exit, bowed graciously to the director, and the stage was empty except for Mr. 
Stokowski, who kept up his "direction" to the very end.10 

At the end of the concert, Stokowski turned to the "invisible orchestra" to 

acknowledge their contributions. Some loved the spoof, but others were vocal about their 

discontent. "This isn't Keith's, you know. It's the Academy of Music,"11 hollered one 

discontent listener. Even though many in the audience disapproved, everyone got the 

point and began to conform, to a degree. 

6 Philadelphia Record. October 10,1924. 
7 Daniel, 286. 
8 Record. April 17, 1926. 
9 The Sun. April 17, 1926. 
i° iViiH Ibid. 
11 Ibid. 
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Another classic incident occurred when Stokowski became increasingly annoyed 

with excessive coughing in the audience. Ferdinand Del Negro, bassoonist with the 

Philadelphia Orchestra from 1945-1962, recalled how Stokowski dealt with the problem. 

One time the coughing got so bad he got us all together one morning after one of these concerts 
and said, "Boys, we're going to practice coughing." And he had the whole orchestra cough. But 
we didn't cough loud enough. So he rehearsed it and we all coughed as loud as we could. When 
the audience started coughing, he stopped the orchestra and gave us our cue and we coughed at the 
audience. Those who were guilty were quiet and the other ones laughed and applauded. They got 
the point.12 

When Stokowski left for a trip to the Orient in 1927, he bade the ladies of his 

Friday audience farewell, adding "I hope when I come back your colds will be better."13 

Stokowski would even try to change such conventions as applauding and having 

the orchestra visible to the audience. When the audience burst into applause after the 

third movement of Tschaikowsky's Fourth Symphony, Stokowski turned and signaled for 

silence. He explained that his remarks were not intended for rebuke j?ut appreciation, 

explaining that applause was "a relic of the Dark Ages, a survival of customs at some rite 

or ceremonial dance in primitive times."14 Stokowski asked for an audience vote on the 

subject. The audience's decision was an overwhelming victory for applause. Even 

though Stokowski lost this battle, he would not let this issue die. 

Another idea that Stokowski had was that the audience was just distracted by 

seeing the orchestra, so he proposed creating the "invisible orchestra." Little stand lights 

were given to the musicians so they could just barely see their music. One light shone 

down on Stokowski's hands and face. Critics said that it seemed that the orchestra was 

"disembodied, acting as a floating medium between the music and the listener."15 

12 Daniel, 288. 
13 Ibid. 
14 Ibid., 289. 
15 Kupferberg, 57. 

44 



Albeit Stokowski would never entirely win his battle with training audiences in 

proper etiquette, it would be a battle he would just begin in Philadelphia. He felt the 

attendees needed to give respect to the musicians and the other audience members to 

create the proper atmosphere for the Utopian musical experience. 

Lectures 

Stokowski not only took the opportunity to lecture audiences in concerts, but 

starting in 1918, he began to present the first public lectures over all aspects of music, 

part of his campaign to educate the public about music in general. The first documented 

talk was on January 27, 1918 when Stokowski, assisted by fifteen musicians of the 

Philadelphia Orchestra, gave a lecture about the instruments of the orchestra.16 In 

October 1922, he would start a lecture series for adults called "Music as I See It -

intended for those who say: 'I love music, but I know nothing about it.'-"17 These talks 

were given in the Foyer of the Academy before concerts. The first was unforgettable, 

and made the people hunger for more. One of the occurrences is described below: 

And then so unexpected as to cause a gasp with many in the audience to speaker (Stokowski) 
stopped and there drifted into the room the gloriously subdued voices of a concealed choir, singing 
an old Twelfth Century chant. It was an unforgettable moment.18 

These talks also made people realize that Stokowski was not just a great musician, 

but also a wonderful lecturer with a touch of divine fire. These talks did not just help 

create an informed audience, but it also gave people another venue to interact with the 

man everyone regarded as a musical genius. 

16 Musical Leader. January 27, 1918. 
17 "The Other Stokowski," Public Ledger. October 1922. 
18 Ibid. 
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Stokowski and the Children 

Children were Stokowski's greatest audience, because they thought like he did. 

Stokowski felt that children were extremely open to new and imaginative things. 

Frequently he would introduce new and experimental compositions in children's 

concerts, knowing that the children would listen to the works with an open mind. 

Stokowski just adored children, as is obvious from the quote below: 

..and I like the way they think more than the way grown-ups think. For the children have 
imagination. The grown-ups had it once but educators have beat it out of them, telling them dry 
facts, killing their imagination.19 

In addition to bringing out animals onto the Academy's stage, Stokowski even 

tried to get Charlie Chaplin to play a concert in 1925. Stokowski met Mr. Chaplin in 

Europe during the summer of 1924, and he saw that Mr. Chaplin was carrying a cello 

case with him. Mr. Chaplin agreed to come to Philadelphia and perform for a children's 

concert. As early as December 1924 Stokowski announced Mr. Chaplin's perfomance in 

February, which would prove to be a mistake. 

When Mr. Chaplin did not show week after week, Stokowski knew that the 

children would be terribly disappointed if he never appeared. In desperation he asked 

Adrian Siegel, a cellist in the orchestra who had a flair for comedy and looked like Mr. 

Chaplin, to impersonate the great silent movie star. The concert was such a success that 

Mr. Siegel remained in hiding for two hours after the concert in fear of being hoarded by 

children.20 

19 Daniel, 191. 
20 Ibid., 192. 
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Another intriguing concert involved a Philadelphia police officer. Sol 

Schoenbach, principal bassoonist with the Philadelphia orchestra from 1937-1957, 

recalled the incident: 

Stokowski was conducting The Marriage of Figaro Overture very fast when the motorcycle cop, 
all in leather, came out with his motorcycle and tapped Stokowski on the shoulder and shouted, 
"Stop!" Stokowski turned around and said, "What is it? What have I done officer?" "Speeding," 
he replied. "It was too fast." He pulled out his big book and took off his leather gloves and said, 
"I'm sorry, I have to give you this ticket." Those kids were just peeing in their pants seeing this 
guy and his motorcycle. So Stokowski stood there and said to the men, "How are we going to 
manage this?" "Talk to him, talk to him," they [the members of the orchestra] said. So he said to 
the policeman, "Is there any way that I could get out of this? I really didn't mean it." "Maybe if I 
could play a piece with your band," he replied. "Oh, do you play?" And boom, out comes the 
xylophone and they played the "Flight of the Bumblebee." People - now they are grandparents -
still remember that concert.21 

Adults were only admitted if they were escorting a child. These concerts were so 

popular that adults would dress up as children just to get into the Academy. Eventually 

age restraints were placed on the concerts to ensure the intended audience got to see the 

concert. 

Without creating a flexible, cooperative, and semi-polite audience, the advances 

Stokowski was making with his orchestra would not have been noticed. Even though his 

intentions to educate the public were true, the result of the scolding and lecturing resulted 

in more publicity for the orchestra, further bringing the group to the forefront of the 

public's mind. 

21 Sol Schoenbach, interviewed by Oliver Daniel, November 27, 1976, interview #82, transcript, Oliver 
Daniel Collection, University of Pennsylvania, Philadelphia, PA. 
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Chapter Eight 
Stokowski — the Man and the Musician 

Musicians respected him, the Board of Directors feared him, critics were 

intimidated by him, while audiences adored him.1 When taking a look at the orchestra's 

sound, it would be a travesty not to take a look at its dynamic leader, for it is the leader 

that determines the energy level at which the group works, performs, and therefore 

produces. Many conductors have been able to create an atmosphere where a mediocre to 

good sound quality is produced, and most of the time, these conductors lack the 

personality and musical qualities of a Leopold Stokowski. After taking a look at his 

upbringing, it is critical to look at his major conducting influences, his personality, and 

his musical ideas in order to discern the force which led the one of the greatest orchestras 

in history. 

Stokowski—The Man 

Stokowski was called the "Blonde God"2 for a reason. He was a dashing 

gentleman: slender, tall, blonde, blue eyes, clear complexion, fashion savvy, and 

composed with an irresistible charm and elegance that inspired a sense of ease and 

confidence in the audience and performers alike.3 He carried himself with such grace 

that conveyed a sense of high self-esteem. Since his early days at the Royal College of 

Music, he was known as someone with a will of steel and the drive to get anything done. 

He had simple ideas, devoid of complexities. For instance, here is what Stokowski said 

about religion: 

Kupferberg, 103. 
2 Bart, 32. 

Daniel, 64-65 
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I have my own religion...it's very simple. Don't harm others. Don't harm yourself. Before you 
decide to do anything, ask yourself: is it ethical or not. That's all.4 

The word that encompasses Stokowski's main personality trait is charisma; a 

charisma so powerful that no one was immune to the energy it created. Audiences were 

instantly won over by his personality and musicians gave him utmost respect from the 

very first moment he stepped up to the podium. It was not that he was so overpowering 

that people felt repressed or belittled in his presence, but he possessed the type of energy 

that was "[a] carefully directed kind which achieve[d] results."5 Through his energy, he 

was able to command any group by just the sheer force of his personality. 

Stokowski also possessed a vast imagination that soared above tradition and 

routine.6 This can clearly be seen in his constant experimentation and innovations. 

Stokowski was once called a "nineteenth century man with a twenty-first century mind."7 

Stokowski was well versed in traditions and proper performance practice, but he felt 

many of these were stodgy, old, and in need of an update. He was a man that was not 

afraid of criticism from anyone, including himself. Instead of taking criticism personally, 

he would simply continue to experiment until he found what he wanted. As with 

anything else in his life, nothing was static; what worked for him one time would not 

satisfy him the next. He had the unique foresight to realize that: 

Every man continually aspires to higher things. By a life of earnest striving he produces, as it 
were, a beautiful flower, which for a while blooms, then decays and becomes hideous, and finally 
dies: he collapses in a moment from the pinnacle to the starting point in "the scale of creation," 

True,..., this rise and fall is horrible, but we live for humanity in general, not for the individual. 
This man has aided, to however a small degree, in the progress of man.8 

4 Daniel, 27. 
5 Ibid., 64-65. 
6 Kupferberg, 5-6. 
7 Ibid., 40. 
8 Stokowski to Sir Walford Davies, August 22, 1903, from Daniel, 26. 
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Stokowski was also extremely organized. According to Sol Schoenbach, 

Stokowski had a little book that told him what the most important things were in the city, 

including the musicians within the city. "He was the most organized man I have ever 

known,"9 stated Schoenbach. This "black book" has been substantiated by other 

musicians as well. 

Stokowski was a social chameleon and he realized and lived by one of the top 

rules of any relationship: if you let the other person know everything there is to know 

about you, boredom is imminent. In order to create excitement and intrigue, there must 

be some mystery. This was apparent in the way he signed his letters, varying his 

signature from his full name to "S", "M", "Maestro", "Maestrino", or an eccentric 

swoosh looking something like this - ̂ - j ,10 He had a way of quipping to questions to 

which he did not want people to know the answer. He would, however, make subtle 

suggestions to imply to the person questioning him what facts he wanted known. 

Stokowski's energy and vitality probably would not have allowed anyone to think he was 

stagnant, but he wanted people to constantly doubt and question facts about his personal 

life in order to pull people to his music. As Stokowski himself once said, "I think that 

one should cultivate memory. I think that one should also cultivate forgetfulness."11 

Stokowski's Conducting Inspirations—Honest Hans and the Magician12 

It was in London where Stokowski had his first contacts with both of his 

conducting inspirations, Hans Richter and Arthur Nikisch. It is ironic that Stokowski 

looked up to these two men, for their reach and breadth were exactly opposite of one 

9 Interview with Sol Schoenbach by Oliver Daniel, Philadelphia, November 27,1976. 
10 This information was gathered from the Sylvan Levin papers, Stokowski Collection, Otto E. Albrecht 

11 Daniel, 11. 
Music Library, University of Pennsylvania, Philadelphia, PA. 
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another. Despite this, Richter and Nikisch were two of the greatest Romantic conductors 

to live. 

In 1971, Edward Johnson asked Stokowski about Nikisch's influence, when the 

Maestro replied, 

Oh yes. But before him was still a greater one. Hans Richter—excellent, wonderful, wonderful 
man. Subtle, delicate, powerful, everything—wonderful person. The greatest I ever heard It 
was like magic what he did, and I was so impressed with that... .the power that music has to say 
something that no words could ever say... .1 instinctively went in that direction.13 

Hans Richter worked as the assistant to Richard Wagner at Bayreuth. In the 

summer of 1877, Wagner and Richter had come to London to work for the first time 

conducting at the Wagner Festival. The composer and later head of the Royal College of 

Music, Hubert Parry, who was then a piano student of Edward Dannreuther, met Wagner 

at his teacher's house on May 2, 1877.14 It is likely, though not substantiated, that Parry 

could have gotten to know Richter through his encounters with Wagner. It was possibly 

through Parry that Stokowski first became acquatinted with Richter personally. 

Stokowski however did say he heard almost all of Richter's London concerts starting at 

age nine. 

Starting in 1880, Richter became a regular guest conductor with various groups in 

London.15 His impact was instantaneous. He conducted without a score. When a horn-

player complained that a passage was unplayable, Richter would grab a French horn from 

12 Lebrecht, 30. 
13 Daniel, 12. 
14 Christopher Fifield, True Artist and True Friend: A Biography of Hans Richter (Oxford: Clarendon 

Press, 1993), 123. 
15 Fifield, 156. 
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the player who doubted him and prove otherwise. He would become a national 

institution,16 idolized to near god-like status. 

Richter's presence proved decisive for British music. Even though he was not 

much of a crusader for modern music, he made a conscious effort to premiere works by 

British composers. His performance of Edward Elgar's Enigma Variations on June 19, 

1899 inaugurated a renaissance of English music that restored its credit in Europe after a 

lapse of two centuries.17 

Richter's conducting was unlike anything else of the day. The great George 

Bernard Shaw once observed that "he did not pose and gesticulate like a savage at a war 

dance,"18 though he did have supreme control over his musicians through his conducting. 

Claude Debussy even said of Richter in 1903, 

... when he conducts the orchestra he is almighty God: and you may be certain that God Himself 
would have asked Richter for some hints before embarking on such an adventure.19 

His beat was precise and unmistakable, but the true power in his conducting was in his 

eyes and his left hand, which Stokowski took to heart. 

Richter was also not one who lived by the metronome. He took metronomic time, 

controlling and manipulating it in such a way to facilitate the release of the true meaning 

and spirit of music.20 In other words, Richter was the utmost artist in the lost art of 

rubato. (Rubato is the slight altering of the relationship among written note-values and 

making the established pulse or meter flexible by accelerating and slowing down the 

tempo in expressive spots in the music.)21 It is like taking an orator of poetry and making 

16 Lebrecht, 37. 
17 Ibid., 37-38. 
18 Daniel, 11. 
19 Lebrecht, 38. 
20 Daniel, 12. 
21 Don Randel, ed., The New Harvard Dictionary of Music, s.v., "Rubato." 
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them read to a clock ticking in the background, requiring they say every third word on a 

tick of the second hand. Most orators would loose the emotion and inflection of the 

words, only worrying about having a certain word placed at a certain place at a certain 

time. Most great orators depend on a common flow, but freely move the flow depending 

upon the emotions of the poetry. 

Richter's repertoire was quite limited, mostly performing works of Beethoven, 

Brahms, and Wagner. His choices of repertoire greatly influenced Stokowski's 

programs, especially those early in his Philadelphia career. It was probably though 

Richter (and to some degree Nikisch) that Stokowski fell in love with these Romantic 

composers. 

Arthur Nikisch was the conductor at the Leipzig Gewandhairs Orchestra and 

Berlin Philharmonic simultaneously from 1895 until his death in 1922. He frequently 

guest conducted in London from the 1890s. It is from Nikisch where Stokowski learned 

the true, unbridled spirit of a great conductor. Stokowski regarded Nikisch so highly that 

in the front cover of his score to Beethoven's Ninth Symphony, Stokowski glued a 

picture of Nikisch. 

Nikisch's musical power came from his great attention to color, melodic phrasing, 

dynamic contrasts, and his usage of rubato, all of which came instinctively to him.23 He 

did not know how he created the particular effects he did, and he could not describe how 

he created what he did. He was nicknamed "the Magician" because of his ability to 

exercise what has been described as a mystic spell over every player in the orchestra and 

22 From the Stokowski Collection, Otto E. Albrecht Music Library, University of Pennsylvania. 
23 John Holmes, Conductors on Record (Westport, CT: Greenwood Press, 1982), 478-479. 
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every member of the audience. Idolized by many, he was able to win over the hearts of 

the audience, especially the ladies, which insured the financial stability of any orchestra 

he conducted for. 

His baton technique was so truly exceptional that every nuance was given by his 

right hand. He used his left hand quite infrequently, never mirroring the right; his left 

hand and his eyes indicated to the performers when something needed correction. He 

always conducted everything from memory, and commanded full attention of all 

involved. It seemed that Nikisch was quite the player's conductor. He would memorize 

the names and the quirks of every player in the orchestra. The musicians accepted 

Nikisch as one of them, and he treated them kindly. For instance, after a concert, he 

would stay on the stage and chat with the principal players, and would leave when the 

applause diminished.24 

Nikisch felt that music was a great improvisation, never following any set rules of 

interpretation. Because of this, many criticized his performances because of their erratic 

tempi, exaggerated dynamics, and excessive use of rubato.25 As with Stokowski, Nikisch 

felt the power inherent in the music drove his emotions and his conducting. He felt, as 

with anything else in life, emotions are never the same twice. Therefore, if a 

performance is to give true justice to the emotions and meaning in the music, it should 

never be the same. 

The influence of these two men on Stokowski was immense and will become 

obvious once some of Stokowski's musical ideas are exposed. 

24 Lebrecht, 31. 
25 Holmes, 479. 
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Stokowski's Ideas about Music in General 

Music is a universal language - it speaks to eveiyone-is the birthright of all of us... .Today, 
through radio and records, music has come directly into our homes no matter how far we may live 
from cultural centers. This is as it should be, because music speaks to every man, woman, and 
child - high or low, rich or poor, happy or despairing - who is sensitive to its deep and powerful 
message. 

Music is Poetry - expressed through tone instead of words... .if we listen to French, German, 
Italian, Russian, Spanish music, the music will have meaning because music is a universal 
language. In this sense music is pure poetry - understandable by everyone. 

This is only one side of the greatness of music. Not only is it universal as a language, but it is 
universal in its expression.26 

Stokowski placed an immense amount of importance on music, as is obvious from 

this quotation. Music was the core of his life, and he felt that without it, society would 

cease to function. He felt so strongly about music's power and influence that he even 

recommended that national governments establish a "department for the arts"27 to help all 

the arts prosper. The arts, according to Stokowski, could influence the morale of a nation 

so much that in times of stress, everyone would assist in any way they could to help the 

country get through the tough time. 

His response to music was always direct and childlike, for he viewed music as 

an organic art continuously growing and developing. He felt that music had 

its physical, mental, emotional, and spiritual nature,29 [and that] music must always keep its 
heartbeat - its human quality - its warmth - and in some types of music, its impulsiveness.30 

Stokowski believed that true music is inspired and instinctual; uninspired music 

(produced when a musician is not playing with spirit and being overly concerned with the 

notes and markings on the music) is purely sound produced by a machine. Some music, 

26 Leopold Stokowski, Music for All of Us (New York: Simon and Schuster, 1943), 1. 
27 Ibid., 308. 
28 Ander Smith, 57. 
29 Stokowski, 10. 
30 Ibid., 13. 
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such as that from Palestrina, Bach, Beethoven, and Brahms,31 is directly from the soul. 

He also felt that inspired music came from the deepest regions of the subconscious mind, 

which was possibly "in contact with or is part of the universal mind - part of the All."32 

He also felt inspired music came partly from observing Nature, for all parts of 

nature are perfectly related and in balance with one another.33 Music has always existed 

in Nature, and true, 

gifted artists are the channels which bring music from Nature to us... our greatest teacher can be 
Nature34 

Despite this, he felt that people had to discover for themselves their own natural approach 

to music, for as in Nature, there is no standardization and everyone is different. Please 

note the capitalization of the word "Nature". To most, this would be a grammatical 

mistake, but it is obvious that Stokowski felt that Nature was like God. Therefore, it 

deserves the same recognition in our written language as divinity, holding consistent to 

the typical Romantic philosophy of Nature. 

"A passionately strong feeling for the poetry of life"35 also helped to create 

inspired music. He liked to see people making a living in other professions because 

music was a joy and pleasure, rather than daily drudgery. Many musicians who depend 

upon music for their existence just become creatures of habit and lose their ability to 

create truly inspired music. 

He relished the fact that there was no norm or standard (such as the meter) in 

which music was to be created. He felt that if such a norm existed, music would not 

evolve and grow. It would just circle around that norm - "like an animal in captivity 

31 Stokowski, 21. 
32 Ibid., 33. 
33 Ibid., 11-12. 
34 Ibid., 7. 
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chained to a post."36 According to Stokowski, the only way for music to convey its 

powerful message is letting it be spontaneous and lifelike. 

Stokowski felt there were no limits to music except those that the musician 

creates for himself and the limitations of our current notational system. "If we open our 

souls to the music, there is always still more that we can absorb."37 His purpose in life 

was to intensify music's mystery, eloquence, and beauty. 

Music is sometimes like life - when we act spontaneously from the dictates of our heart we may 
break the conventions. Those who are always correct and conventional are sometimes lacking in 
generosity - they are seldom impulsive, natural, simple, expressive. In music, feeling and 
intuition are more important than accuracy - expressiveness is more important than literal 
correctness - more important than the intellect are the heart and soul of music.38 

Stokowski's Repertoire Selection 

Stokowski's programming philosophy was revolutionary for the time. It was 

characterized by a high degree of freedom, artistic originality, imagination, a dedication 

to educate audiences about new and broader aspects of music, and an avoidance of 

commonplace and routine. Yet, Stokowski gave most of his programming space to 

Romantic and modern composers. As one can see by his general ideas of music, 

Stokowski embraced, embodied, and lived every Romantic ideal. 

Stokowski also had the foresight to realize that modern music was the future of 

music, and to not give it any space in programs would be denying a part of musical 

culture from coming alive. He was also very sympathetic to composers, for he realized 

most composers never got to hear the works they wrote. He would even let members of 

the orchestra present original pieces to be played. A disgruntled American composer 

35 Stokowski, 6. 
36 Ibid., 41-42. 
37 Ibid., 44. 
38 Ibid., 193. 
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once complained that Stokowski gave more first performances than any other conductor— 

-and fewer seconds.39 Stokowski was always leery of the audience reaction to the 

extremely modern pieces, so he always counteracted a modern work with a "great 

classical work."40 

Of the modern composers, he felt that the four most important living composers 

were Claude Debussy in France, Jean Sibelius in Finland, Edward Elgar in England, and 

Richard Strauss, who was "unquestionably the biggest figure in modern music."41 He 

knew each of these men personally and made it a point to perform their works frequently. 

As compared to the normal programming of the day, Stokowski neglected almost 

all music from the Classical era and most from the Baroque with the exception of Bach. 

The reason for this is quite obvious: only one emotion is expressed by either type of 

music. Music after the Romantic era (which started around the time of the mid-life works 

of Beethoven) embody more emotions that change more frequently. The music 

Stokowski chose to perform more frequently portrayed real life, not an affected version 

of it. In a movement in a Classical symphony, or even other Baroque works other than 

Bach, it is easy to fall into a pattern of making the piece sound very square, neat, and 

mechanical. To make this music have meaning and depth is extraordinarily difficult. 

Musicologists argue if one performed it any other way than straight (exactly the way it is 

written), it would lead to a romanticization of the piece. 

When talking of Stokowski's programming, one must not neglect his orchestral 

transcriptions, especially those of J.S. Bach's music. I will not dwell on this here because 

39 Kupferberg, 86. 
40 Michel Mok, "Ten Years of Leopold Stokowski: How He Built His 'Instrument' and What He Did With 

It," The Philadelphia Forum Magazine. n.d., Philadelphia Orchestra Archives. 
41 Daniel, 115-116. 
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there is some question as to whether Stokowski actually orchestrated these himself. It is 

believed that a clarinetist in orchestra, Lucien Calliet, collaborated with Stokowski in 

creating these transcriptions.42 Despite this, his "Bachowski" transcriptions are 

frequently criticized because they are not "true" to Bach's original intentions. Stokowski 

himself best retorts this criticism: 

If Bach were alive today, he would undoubtedly write glorious music for the highly evolved 
modern orchestra - he would find no limits to his expression, but would use every resource of the 
orchestra of today as he used every resource of the organ in his own time.43 

These transcriptions were an immediate hit with the audience, despite being 

highly criticized in musical circles. People demanded to hear these transcriptions 

frequently, and even today, it is through these transcriptions where people are made 

aware of some of Bach's masterpieces. 

Stokowski's Ideas on Conducting 

Stokowski vehemently believed that dictatorship in music, or any art, was 

unnecessary and "quite stultifying."44 He felt that great orchestral players were too often 

repressed by poor conductors, for "everything depends on that man [the conductor]."45 

He did not feel that conducting could be learned (for the most part); either one was born a 

conductor or not meant to conduct at all. Born conductors have control of themselves 

and the orchestra at all times, sensitive to all kinds of feelings, possess an unboundless 

imagination, and keen awareness of the poetry of music and life in general. "They bring 

to music a creative, dynamic power."46 

42 Philadelphia Inquirer, December 27, 1979. 
43 Daniel, 66. 
44 Stokowski, 36. 
45 Ibid., 207. 
46 Ibid., 215. 
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By Stokowski's standards the characteristics of a conductor were numerous, but 

of critical importance was that "he must be a born conductor" and have intimate 

knowledge of every instrument in the orchestra, musical culture, and general culture.47 A 

conductor must also take careful note of the orchestral score. 

An orchestral score is like a written sound picture. The conductor takes the score - studies every 
note of it - and gradually over a long period of time tries to penetrate so deeply into the thought 
and feeling of the score that when he later conducts it, he will feel as if he were spontaneously 
recreating it at that moment. When he has reached this understanding of the score, he begins 
rehearsing with the orchestra.. ..The aim of the rehearsal is to relate all the individual instruments 
to one another - so that they fit perfectly and make a unified sound picture - that all the rhythms 
and melodies and harmonies and timbres fit together in well-balanced relation to one another.48 

Stokowski memorized all scores, even memorizing modern works, as he did with 

Varese's Hyperprisms in December 1924.49 Arthur Judson even noted that Stokowski, in 

a grand gesture of musical supremacy, would take the scores on the conductor's stand 

and lay them on the ground so that all would know that he was conducting without a 

score.50 The only time Stokowski chose to use a score was when he would conduct 

concertos, because they "seemed like chamber music on a larger scale."51 He also 

preferred to use his hands when he conducted. He felt a greater sense of freedom and 

expression without a "baguette", as he called the baton.52 

Stokowski took everything related to music seriously, even accompanimental 

figures in concertos. Most conductors do not take the time to even look at these, but 

Stokowski felt that accompaniment was not 

..a mere piece of hack work and so I study it as I would a symphony, so that I may get into the 
spirit of the work, and I try to make the accompanying part one with the soloist's conception [of 
the work].53 

47 Stokowski, 207. 
48 Ibid., 192-193. 
49 Oliver Daniel Notes, from 1924 file (Oliver Daniel Collection, Otto E. Albrecht Music Library, 

University of Pennsylvania), 9. 
50 Daniel, 121. 
51 Stokowski, 217. 
52 Kupferberg, 106, from an interview by Kupferberg in New York City, June, 1968. 
53 Daniel, 73. 
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He also felt that an orchestra should not just have one conductor, because the 

orchestra's way of playing would become "crystallized." Yet an orchestra should not be 

conducted by just guest conductors because it would never reach "[its] highest musical 

utterance."54 Therefore, Stokowski proposed that an orchestra should have a regular 

conductor for about two-thirds of the time, while guest conductors would take up the rest 

of the season. This combination would create the Utopian orchestra, as was proven by 

his years in Philadelphia. 

Stokowski, like Hans Richter, was an ardent believer that the conductor was not 

merely a living metronome. He felt that the conductor was there to help unify and guide 

the group. According to Stokowski, conductors communicated in numerous ways, but 

most importantly through their eyes55 and an inner communication that can only be best 

described in Stokowski's own words: 

... .still more it is done through a kind of inner communication between the players and the 
conductor. If this inner communication does not exist, a conductor is only a time beater... ,56 

When there is a high sense of inner communication, the conductor and 

orchestra become one and are able to fully express the "inner spirit of the music and all 

the potentialities lying dormant on the printed page."57 

Stokowski — the Experimenter and Innovator 

For the duration of his life, Stokowski constantly looked for ways to create a more 

beautiful, elegant sound. Some musicians would even go so far as to say that he was 

obsessive about sound and timbre. Stokowski was constantly learning about every 

54 Stokowski, 206. 
55 Kupferberg, 57. 
56 Stokowski, 215. 
57 Ibid., 217. 
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instrument of the orchestra and how each produced its sound,58 so that he could arrange 

the seating "to try to reach the ideal sound for each instrument separately, and also in 

combination with the rest of the orchestra."59 He felt that like people, every instrument 

has its own wonderful and unique characteristics. The problem is that most people do not 

take the trouble to discover these characteristics and utilize them in improvement. 

Over the years Stokowski developed some basic seating plans, but even these 

changed as the music the orchestra was performing required something different and as 

halls changed. He felt that each needed its own special seating arrangement because no 

two halls were alike. 

Here is just one example of his unique experimentation with orchestral seating. In 

the 1930's Stokowski created the "upside-down" orchestra, with the woodwinds up front, 

the strings behind the woodwinds, the horns and percussion to the right side of the stage 

and the rest of the brass to the left side of the stage. If one heard the acoustics of the 

Academy of Music, one would understand why Stokowski created this setup. The center 

of the stage is the livest part of the stage, whereas the front and stage right are the 

deadest. With the usual configuration, the upper strings are, for the most part, totally 

covered by the woodwinds, brass and lower strings. What Stokowski was trying to do 

was bring out the upper string sound. He knew the woodwind players could overcome 

the acoustical problem of the stage. Instead of receiving praise from the musicians for 

trying to improve the sound, Stokowski had to deal with constant grumbling of musicians 

who were resistant to change. Then he started experimenting with acoustical reflectors to 

58 Stokowski, 180. 
59 Ibid., 179-180. 
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provide amplification for the upper stings.60 Through his experimentation, Stokowski 

was the person responsible for the configuration of strings in the modern orchestra.61 The 

following describes this: 

violin X 

The position of the basses was variable, but to Stokowski the ideal placement was 

elevated in a line across the back of the orchestra 62 

Stokowski even tried to encourage his instrumentalists (either directly or 

indirectly) to make improvements on their instruments in an attempt to decrease the 

limitations for their respective instruments. For instance, he regarded the trombone as a 

"relic of the fifteenth century" and encouraged players to develop valved instruments.63 

Stokowski's quest for a better sound only began in Philadelphia, never being fulfilled. 

Stokowski - The Artist (A Look at his Score Markings) 

To take a look at Stokowski's scores is like looking only at the nose of the Mona 

Lisa - it may give some insight as to how great of a masterpiece it is, but it is only one 

small piece of the puzzle. As stated before, a multitude of written volumes over 

Stokowski's score markings and musical ideas could never fully expose every aspect of 

the man himself. What follows should be considered an oversimplification, but it 

provides some insight into what Stokowski thought as he was studying his scores. 

60 Ander Smith, 60. 
61 Kupferberg, 58. 
62 Johnson, 21. 
63 Kupferberg, 58-59. 
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Frequently Stokowski would have more than one score and would mark every 

score slightly differently. (For example, he had six scores to Wagner's Tannhauser and 

three scores for Brahms' First Symphony.64) He had a unique system of delineating 

which score's markings he approved. He would sometimes mark somewhere on the first 

page or cover of the score with "YY" or "YYY" if he liked the markings, "Y" or "YN" if 

the markings were alright, but not quite to his standards, and "NY" or "NTNH if he did not 

approve of the markings.65 One must remember, though, Stokowski conceived that 

music was constantly evolving, and examining these scores indicates to the reader merely 

one way he would interpret the piece. 

Even though Stokowski was an ardent believer in free bowing (where every string 

player is allowed to bow the way he chooses, compared to being in uniform motion with 

the concertmaster), he did mark bowings and even fingerings in his scores. One unique 

down bow marking in the fourth movement of Brahms' First Symphony was this: 

According to Anshel Brusilow, concertmaster of the Philadelphia Orchestra from 1959-

1967, Stokowski would suggest bowings to the string players, but if the bowings did not 

produce the sound he wanted, he would simply tell the string players to bow however 

they chose.67 This was not meant as an escape, but he truly lacked the knowledge of 

bowing, even though the violin was supposed to be his first and favorite instrument. 

According to Sol Schoenbach, Stokowski was a lousy violinist; he did not even know the 

E string was next to the A string.68 

64 Stokowski Collection, Otto E. Albrecht Music Library, University of Pennsylvania. 
65 From a Conversation with Maijorie Hassen, curator, Stokowski Collection, Otto E. Albrecht Music 

Library, University of Pennsylvania, January 11, 1999. 
66 Stokowski Collection, Van Pelt Library, University of Pennsylvania. 
67 Anshel Brusilow, Interview by the Author, November 1998, Denton, TX. 
68 Oliver Daniel interview with Sol Schoenbach, Philadelphia, November, 27, 1976. 
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It is obvious that Stokowski spent many hours studying the scores for upcoming 

concerts. Every score that I examined had his numbers inserted at points where the 

thematic material changed. He also would mark every entrance of important thematic 

material by placing an abbreviation of the instrument in red pencil next to the entrance 

(e.g., "I" for violin I, "II" for violin II, "Va for viola, "ob" for oboe, "cor" for horn, 

"pos" for trombone, etc.). He had a unique abbreviation, "S.S.," that he would place next 

to some important string entrances (especially prevalent in his score to the Barber Adagio 

for Strings). Rarely would he mark in exact metronomic markings. 

Frequently he would double, even triple, some of the wind parts in various 

symphonies, as apparent by the markings "a4" in most of the woodwind parts or "a8" in 

the horn parts in the majority of his scores. Frequently he would double the flutes with 

the first violins when the part was written extremely high. On an organ, he would add 

more flute stops to soften the harshness of the principal stops. Stokowski added 

contrabassoon and bass clarinet to help reinforce the "pedal" stops of the orchestra (the 

low strings and low brass), as was apparent in his scores for Brahms First Symphony.69 

He would frequently rewrite parts, such as he did at the beginning of Brahms's 

Third Symphony or at the end of the last movement of Beethoven's Seventh Symphony.70 

Sometimes during a performance, Stokowski would just point to a section (such as the 

bassoons) to play a passage, even though there was nothing written in the score. "He was 

just like a painter who decides he wants to put a little red here, a little blue there and he 

would do things right on the spot."71 

69 Stokowski Collection, Otto E. Albrecht Music Library, University of Pennsylvania. 
70 Ibid. 
71 Ander Smith, 85. 
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Even though many were critical of Stokowski's enlargement of the orchestra, it is 

apparent what he wanted to create. He thought of the orchestra as a gigantic organ that 

had the capability to create much more emotional power than an organ was capable. The 

organ was a mechanical instrument, with extremely limited capabilities of expression. 

With an orchestra he had all the stops that he would with an organ, except the difference 

in the quality of the sound would be the human factor. Humans were creating the sound, 

rather than a machine pumping air through a mechanism. Since the Classical orchestra 

could not create the sound he wanted, he expanded the orchestra to double the size of a 

Classical one to create this ideal sound. 

Virgil Thomson, one of this century's great organ virtuosos, fully described 

Stokowski's orchestral concept: 

He treats his men as if they were a 110 stops of a concert organ, each complete with a swell box, 
all voiced for solo use and mutually adjusted for producing balanced chords of any timbre at any 
degree of loudness or softness.. .He has his musicians arranged now with all the strings massed at 
the back center as if these were a single homogenous body of foundation tone, like Great Organ 
diapasons, with woodwinds out in front, like a Choir Organ or Positiv, and with the brasses at the 
right and left downstage corners, like the heavy solo reeds of a French organ.72 

One must also remember that Stokowski grew up during the late Victorian era in 

architecture, where everything was being built more ornately and grander than had ever 

been. Victorian architecture had a certain class and aura around it that gave the viewer an 

idea of supreme elegance. In music as well as society, the Romantic and Victorian 

tended to gigantism, enlargement of objects to their utmost limits. 

72 Virgil Thomson, "Pipe Organ Obsession." New York Herald Tribune. December 4, 1940. 
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Many critics have called Stokowski a charlatan, a man with no respect for the 

past. In reality, he had a sharp grasp of the past and chose to grow from it, rather than 

live in it. Through his education and his experiences, Stokowski became one of the 

greatest innovators of this century, and even though many people have no idea of who or 

what Stokowski was, without his progressive attitude and ideas, modern orchestral 

playing would not be what it is today. 
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Chapter Nine 
The Musicians of the Philadelphia Orchestra 

As members of the Philadelphia Orchestra, these men were not well paid, but 

most importantly, they all shared in the glory of being part of something greater than 

themselves. In addition, they gained immense respect and status within the community 

of Philadelphia and the musical world in general.1 Many of these men would become 

legendary, while others would disappear into orchestral obscurity. Despite this, the 

whole group created Stokowski's "Philadelphia Sound," which was characterized by rich 

orchestral coloring, sweeping romanticism, flexibility, precision, and " [an] absolute 

smoothness - silkiness of sound."2 Stokowski honed the orchestra to play with razor-like 

sharpness, while still maintaining the sumptuousness and even legato of the strings and 

the smoothness and brilliance of the winds and brass. 

Stokowski once expressed what he tried to do with the Philadelphia Orchestra: 

In working with the Philadelphia Orchestra, my dream was, and we partly achieved that dream, to 
express to the utmost the spirit, the inner spirit, of every kind of music. I say "every kind" 
because every composer as an individual, as his life develops, produces - creates different kinds of 
music... .And, of course, the differences between two composers who lived in the same period, 
like Brahms and Wagner, are like the difference between the North Pole and the equator... 

In order to do all that with the Philadelphia Orchestra, I begged the players to notice all those 
differences and I said to them, "Each one of you must be a poet as well as a great player of your 
instrument, and through your poetic feeling, you can express every kind of music." I also said to 
them, "Do not permit yourselves to become, as is the tendency in the world today, standardized, so 
that you all think and feel the same way. Do not crush your real individuality but express your 
individuality through the music. Give your personality, all your inner feeling, give that expression 
through the music. Do not be all alike. Be different as you really are different in your natures. No 
two violins are alike. No two bows are alike. No two hands are alike. No two emotional 
characters are alike. You are all different. Be different! Don't standardize yourself. And put all 
those differences, all that richness of different coloring of personalities into music." They finally 
did that and the orchestra became so flexible and so extraordinary.3 

Kupferberg, 78. 
Daniel 123, 300. 
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What Stokowski Looked for in a Musician 

Stokowski realized building the Philadelphia Orchestra to his high standards 

would take years, but he wasted no time in getting rid of the "dead wood."4 These were 

the players "whose tone, flexibility, or expertise did not meet his standards."5 During his 

American Symphony Orchestra years, Stokowski made the following comment on 

personnel replacement, which seems to reflect his attitude about this subject throughout 

his life: 

An orchestra isn't a machine. It is a collection of human beings. If a conductor is sensitive and 
can master the ensemble, it shouldn't matter if there is a large turnover. In some cases, in fact, it's 
preferable. Dead wood accumulates easily in any orchestra. Some players, like wine, become 
better with time. Others become careless if they stay too long in the same place.6 

He was constantly searching for musicians who could accept his kind of musical 

partnership, sharing his musical ideas and extraordinary flexibility.7 He constantly 

challenged his musicians to take nothing for granted and to always question and 

experiment. Those who would not conform would be swiftly removed. Sol Schoenbach 

recalled how demanding of the musicians Stokowski was to create the perfect sound. 

One time, Stokowski kept asking Mr. Schoenbach to keep switching reeds, looking for 

just the right color. Finally Stokowski loved a reed that Schoenbach later admitted he 

would have never used.8 Stokowski knew exactly what he wanted and would not rest 

until he got it. 

In his book Music for All of Us, Stokowski states that he selected players based on 

five criteria: 

3 Daniel, 291-293. 
4 Ibid., 61. 
5 Ander Smith, 89 
6 Kupferberg, 38 
7 A J O * O 

IVU^lWl JO. 

7 Ander Smith, 89. 
8 Interview with Sol Schoenbach by Oliver Daniel, Oliver Daniel Collection. 
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• Mastery of their instrument 
• Natural musical talent and understanding of the music 
• Imagination 
• Love of music 
• " [the] willingness to pour all their feeling and thought and enthusiasm into 

the music they are playing."9 

He expressed an utmost contempt for the "mere virtuoso who plays notes, not 

ideas."10 He was a strong believer that musicality should come first, with technical 

facility developing as musicality was well established. Stokowski would sometimes 

accept players if he felt they had the potential to mold to the group, but would require that 

these players study with the principal players of the orchestra to improve (please see 

quote below). 

Stokowski was obsessed with tone, even judging a person based on the instrument 

they played. This was especially true of violinists, although it did apply to everyone in 

the orchestra. Supposedly, to become a member of the Philadelphia Orchestra, a violinist 

would not only have to play well, but would also have to prove ownership of a good 

Italian violin. Although this statement can not be proven definitively, two facts help 

support it. 

Sometimes when musicians were hired to the Philadelphia Orchestra, special 

terms were attached to their contracts, such as can be seen from this excerpt of a memo 

from Arthur Judson to Stokowski: 

Max Olanoff - to study with [Thaddeus] Rich and get a new violin 
Charles Miller - to study with Rich and get a new violin 
Gerold Schon - to study with [Hans] Kindler 
Maurice Eisenberg - to study with Kindler 
Benjamin Eisenberg - to study with Rich 
Lewis Raho - to study with Tabuteau11 

9 Stokowski, 200. 
10 Daniel, 74. 
11 Letter from Judson to Stokowski, October 28,1918, Philadelphia Orchestra Archives. 
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Elsa Hilger, the first woman cellist of the orchestra who played from 1936-1969, once 

made the statement that Stokowski only engaged people who had fine instruments, "no 

boxes"12 such as she saw in the later years of her tenure. From all the interviews and 

articles that I have read about the members of the Philadelphia Orchestra, all of the string 

players played on fine Italian instruments. Later during his American Symphony 

Orchestra years, his affection for Italian violins would become obvious. It was even 

reported that he placed a violinist in the section according to how their violin would 

contribute to the sound of the group.13 

Despite this, Stokowski looked for men who truly understood the basis of a good 

tone. John Minsker, former English hornist with the Philadelphia Orchestra, describes 

the "ideal" tone, which he says few people have a good understanding of today: 

You have all the colors of the rainbow. White is present in all the colors. Black is in absence of 
all colors. One must have a tone as near to black for the basic sound, then one can add colors. It 
does not work if one starts with white and tries to take away colors.14 

With these concepts well in place, the foundations of the orchestra had been established. 

Stokowski's Principles of Orchestral Management 
(and What He Demanded of His Musicians) 

Stokowski was an ardent believer that the highest priority in an orchestra should 

be musical quality, without showing any discrimination toward any person based on 

sex.15 Evidently from a letter Stokowski wrote in 1944, he faced enough of prejudice in 

Philadelphia: 

12 Elsa Hilger, interviewed by Carl Kleis, October 10, 1996, Willotston, VT, Philadelphia Orchestra Oral 
History Project, Philadelphia Orchestra Archives. 

13 Ander Smith, 58-59. 
14 Paraphrased from John Minsker interview, Philadelphia Orchestra Oral History Project, Philadelphia 

Orchestra Archives. 
15 Letter from Stokowski to Levin, March 1, 1949, Sylvan Levin Papers, Otto E. Albrecht Music Library, 

University of Pennsylvania, Philadelphia, PA. 
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I am determined to have no racial or any other kind of prejudice. I had enough of that in 
Philadelphia.16 

Stokowski felt that two principals should be used in operating a good orchestra: 

One is the free and rich expression of the personality of each player - the other is a deep sense of 
musical unity in each player, so that he/she is willing to co-operate with the other players in the 
orchestra - with the conductor - to the end of giving music an integral and unified expression.17 

He also believed the ideal group was one where the players loved music, lived it 

daily, and were constantly looking forward.18 

Stokowski was known to have unique rehearsal techniques throughout his life. 

He explained his concept of rehearsals and how to manage them in his later years: 

In my rehearsals I allow a great liberty. During the preparation of a composition any player is at 
liberty to advance an idea that he may think important to the correct interpretation of a work and, 
while I allow nothing to interfere with my direction of affairs, I remain open to suggestions. An 
orchestra consists of as many individualities as there are men, and the bringing of unity depends 
on the convincing of these individualities that the one interpretation is the best and frequent 
discussion of moot points brings about this unity. Furthermore, at the first rehearsal of a work J 
point out to the men the underlying ideas, historical or critical, of each work so that they may enter 
more fully into the spirit of the composition. If we play Mozart we talk of Mozart, we get the 
spirit of the work as he wrote it, and then we can play Mozart, not as we would play a selection 
from a Wagner opera, but as Mozart would have wanted it. 

And then ensemble is given much attention. I believe most strongly in section rehearsals, and so 
three or four of the week's rehearsals are given to the various sections separately. In these 
rehearsals we work out the minutest details, we decide which should be brought out here, which 
should be subdued there, and at last we find that we have eliminated every passage which might 
otherwise have been perfunctorily played. While this does not destroy the individuality, the 
personality, of each player, it brings a splendid oneness of purpose, a unity into play that makes 
for the best kind of performance. It is nothing more nor less than taking up a work analytically 
and then synthetically... 19 

In dress rehearsal before the concert, he would frequently ask the winds and brass 

to take it easy, so that their full musical potential would be revealed in the concert. 

Another "Stokowski-ism" during rehearsals was that after he would stop to rehearse a 

place, he would start again where the musical phrase began. He would never rehearse 

measure by measure as other conductors chose to do. He felt this type of rehearsal 

16 Letter from Stokowski to Levin, July 28, 1944, Sylvan Levin Papers, Otto E. Albrecht Music Library, 
University of Pennsylvania, Philadelphia, PA. 

17 Stokowski, 194. 
18 Ibid., 197-199. 
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destroyed the continuity of the musical phrase. Stokowski always demanded his players 

be alert and attentive during rehearsals. He would announce the starting point and give 

an instant downbeat. "'5 bars before D.' Boom. 'Letter C.' Boom. He wouldn't wait. He 

wanted everyone to be alert and not sleeping."20 

Stokowski also believed if an orchestra did not play enough concerts, the group 

would remain immature and inexperienced no matter how much time was spent 

rehearsing. On the other hand, too many concerts would create a group that performed 

like a machine, without feeling or emotion. The players would lose their enthusiasm, 

love, and enjoyment of music, reverting to merely playing the notes.21 

According to John de Lancie, principal oboist of the Philadelphia Orchestra from 

1954-1977, another component of the dark, rich sound was the lower frequency level of 

the orchestra compared to modern standards. Most orchestras today tune to a pitch given 

at 440 Hertz. Some European groups even tune as high as 445 Hertz. According to Mr. 

de Lancie, Stokowski demanded that the pitch be given at 438 Hertz, and he would not 

stand for the slightest hint of the pitch raising from that point, as frequently happens in 

modern orchestras.22 

It is apparent that Stokowski possessed a keen knowledge of acoustics, fully 

utilizing the many possibilities of overtones, undertones (otherwise known as differential 

tones), and the intricate balance of the two.23 For him the Utopian balance of all the 

elements of sound was at 438 Hertz. He also realized musicians would be able to express 

19 Daniel, 74. 
20 Interview with Sol Schoenbach by Oliver Daniel, Oliver Daniel Collection, University of Pennsylvania. 
21 Stokowski, 196. 
22 John de Lancie, interviewed by Carl Kleis, Philadelphia, PA, July 1998, Philadelphia Orchestra Oral 

History Project, Philadelphia Orchestra Archives. 
23 Saturday Evening Post. March 8, 1930, 197. 
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themselves more freely and naturally if the pitch level of the group was kept lower. This 

kept musicians from pinching, biting, or sliding to get up to pitch. 

To conclude this chapter, it is imperative to give proper recognition to some of the 

important principal players who were just becoming established in the musical world 

from 1912-1920. Stokowski chose young, virtuosic (both in a technical and musical 

sense), innovative, and energetic men to lead the various sections of the orchestra. These 

men did not just create the greatness of the Philadelphia Orchestra, but most mentioned 

here were monumental in establishing the modern playing schools for their instruments, 

primarily through teaching at the Curtis Institute of Music. Without the influence of 

these men, and those to follow them, instrumental performance would not be what it is 

today. 

(Note to the reader: Many who have read this paper have commented on the absence of 

William Kincaid from the following pages. Mr. Kincaid was one of the 

monumental principal players that came after the era I am examining. He began 

his tenure as principal flutist in 1921, just missing my time frame. My apologies 

to all those disappointed by the lack of Mr. Kincaid.) 
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MarceC tabuteau — (PrincipaCO6oe (1915-1954) 

M. Tabuteau was born at Compiegne, France on July 2, 1887. He began his 

musical training on the violin at age six with his brother-in-law, a well-known violinist, at 

the College de Compiegne. He was eleven years old and a violinist with the Compiegne 

Orchestra when the orchestra lost its oboist to the army, and M. Tabuteau was asked to 

fill the vacancy. At age 13 he entered the Paris Conservatoire in the class of the famous 

oboe teacher, Georges Gillet. He was at the Conservatoire for five years, and in 1904, he 

was awarded the first prize. He began his professional career immediately upon 

graduation with the orchestra of "Les Varietes." He remained there for the season, but 

was hired for the Light Opera in Koln before the season was finished. M. Gillet 

recommended him to Walter Damrosch, who was visiting Paris at the time. It was upon 

Damrosch's advice that young Tabuteau came to this country instead of going to 

Germany. 

He played with Damrosch in the New York Symphony for two years. From 1908 

to 1915 he played under Toscanini at the Metropolitan Opera. In April 1915 he was hired 

as the principal oboist with the Philadelphia Orchestra. He began his position in the 

autumn of 1915.24 He was the first oboe teacher at the Curtis Institute, teaching the next 

generation of orchestral oboists, who would go on to be principal oboists in most of the 

orchestras in the country. Tabuteau also invented a longer-scraped reed from the French 

reed, a style that has become to be known as the "American" style, which also defined the 

24 This information was obtained from the Philadelphia Orchestra Archives, a memo dated January 20, 
1954. 
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American School of oboe playing. Tabuteau would also influence many other musicians, 

not just oboists, through the classes he taught at the Curtis Institute until the 1950's. 
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ThacCcfeus (Rich — Concertmaster (1906-1926) 

Dr. Rich was born in Indianapolis in 1885. He started playing the violin at age 

eight.25 He became known as an "infant prodigy,"26 playing with the Chicago, 

Cincinnati, and New York Symphony orchestras before he was sent to Germany at the 

age of 12, where he studied at the Leipzig Conservatory with Arno Hilf. Hilf recalled 

that Rich was: 

...gifted with a wonderful talent. He was industrious..[and] attained wonderful results. Absolute 
intonation, evenness of bowing and finger technique, tone and rendition were well-nigh perfect.27 

He graduated in 1900 with highest honors. In 1901, at age 16, he was engaged as 

first violinist with the Gewandhaus Orchestra in Leipzig, under the direction of Arthur 

Nikisch. Rich left when he was 18 to become concertmaster of the Charlottenberg Opera 

in Berlin, where he studied with the legendary violin teacher Joseph Joachim as his only 

pupil. Again, Joachim had nothing except utmost praise for his student: 

It gives me [special] pleasure to state.. .Rich is a great violinist, and one who already has attained 

such a high place in his art that he deserves in every way to be furthered in his career.28 

He returned to the United States in 1905, when he was engaged as concertmaster 

of the Philadelphia Orchestra. He would leave the orchestra in 1926. The next year he 

would become the dean of the School of Music at Temple University.29 Dr. Rich owned 

a collection of rare violins, which was originally curated by Joseph Hopkinson.30 

25 Wister, 228. 
26 Evening Bulletin. April 3, 1926. 
27 Philadelphia Orchestra Program Book, January 7-8, 1910, 354. 
28 Ibid. 
29 Philadelphia Orchestra Program Book, October 7-8, 1927, 51. 
30 Public Ledger, March 30, 1926. 
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JLnton Jforner— 

(PrincipaCJforn (1902-1929); Co-cprincipaCJforn (1929-1931) 

Mr. Horner was born in Gossengriin, Bohemia (modern-day Austria) on June 21, 

1877. His family immigrated to Philadelphia in 1885, where he began studying the violin 

with his father. He attended the Leipzig Conservatory of Music from 1891-1894, with 

his principal instrument violin and his secondary instrument horn. This was only until 

the end of his first year, when Mr. Horner's marked talent on the horn became apparent. 

He then studied horn as his principal instrument for the remainder of his stay at the 

school.31 

Upon graduation, he returned to Philadelphia, immediately becoming 

predominant among hornists. He played with Henry Gordon Thunder's Orchestra until 

he was appointed principal hornist of the Pittsburgh Symphony under Victor Herbert in 

1899. After his fourth concert in Pittsburgh, Mr. Horner began using the double horn, 

which was just invented by the horn maker Kruspe. (The double horn incorporates both a 

F and Bb horn into the same instrument. This innovation helped to stabilize high notes 

and produce a richer tone.) He would not only become the leading proponent of the 

double horn, but he was also the main importer and seller of these instruments until after 

World War II. In 1902 he was appointed to the principal position at Philadelphia. He 

would also become the first horn teacher at the Curtis Institute. His students have gone 

on to prominent positions in orchestras and universities. He also wrote a method, 

31 "In Memorandum", The Horn Call, vol.2 no. 2 (May 1972): 22. 

78 



Primary Studies for the French horn, which is still frequently used in instructing horn 

players today.32 

32 Ibid. 
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Oscar Schwar — Principal Timpani (1903-1946) 

Nicknamed "Papa", Oscar Schwar was born in Bautzen, Saxony in 1875. His 

early training was as a violinist, where he was proficient on the instrument before age 10. 

At the Royal Conservatory in Dresden, Schwar switched to timpani, studying with Mr. 

Heinemann. Soon after his graduation, he was engaged all throughout Europe.33 It 

would be while he was at St. Petersburg playing under the direction of Rimsky-Korsakov 

that he was asked to become a member of the Philadelphia Orchestra.34 

His first appearance with the Philadelphia Orchestra would be a prognosticator of 

things to come. After his wonderful playing in Tschaikowsky's Overture to Romeo and 

Juliet, the whole orchestra applauded him with great enthusiasm, something that rarely 

happened in rehearsals, especially for a percussionist. He would become one of the most 

respected timpanists in the world, lauded by many of the world's great musicians, 

including Serge Rachmaninoff35 He would die shortly after contracting pneumonia 

while on a tour through the mid-West with the Philadelphia Orchestra in 1946. 

(DavicC(Du6ins£y — (PrincipaCSeconcC VioCin (1912-1929) 

Mr. Dubinsky was born in Odessa, Russia. He began his education at age 11 in 

Philadelphia. He spent four seasons in the Pittsburgh Orchestra as principal second 

violin. He began to play in Philadelphia in 1908, and was appointed principal second 

violin in 1912.36 

33 Philadelphia Orchestra Program Book, March 1-2, 1946, 636. 
Washington Post November 28, 1946. 

35 New York Herald November 29, 1946. 
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Herman SancC6y — (PrincipaCC^ffo (1902-1904; 1908-1916) 

Originally from Denmark, Sandby was known as a master of his instrument. He 

played on a Montagnana cello, which he paid $10,000 for.37 He was "an interpretative 

musician, able to make the solo instrument say its utmost in the simplest way." His 

arrangements of Danish folk songs were well known, even receiving a command 

n O 
performance by the Queen of England in 1896. 

Hans 7(incf(er - (PrincipaC Cello (1916-1920) 

Mr. Kindler was born in Rotterdam, Holland on January 8, 1892. He began 

playing at the age of nine. He would study at the Rotterdam Conservatory with Mossel, 

Jean Gerardy, and the legendary Pablo Casals. He was solo cellist with the 

Charlottenberg Opera. During his residence in Berlin, he also taught at the Scharwenk 

Conservatory. He appeared all over Europe39 before being engaged by the Philadelphia 

Orchestra in 1916. He left the orchestra in 1920 to pursue the solo career he had left in 

1916. He would go on to conduct the National Symphony Orchestra in 1930. 

36 Wister, 228. 
37 Public Ledger. October 9, 1914. 
38 

39 
Philadelphia Orchestra Program Book, 1908-1909, 461. 
Philadelphia Orchestra Program Book, January 25-26, 1918, 529. 
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JLnton rforetfo — (PrincipaC(Bass (1914-1948) 

Anton Torello y Ros was born on June 30, 1884 in San Sadurni de Noya, a small 

town near Barcelona in Catalonia, a province in the northern part of Spain. He came 

from a musical family, with his grandfather, father, and brother expert performers of the 

bass.40 He began playing bass at age ten, receiving his education at the Municipal 

School of Music in Barcelona with his brother Peter his only teacher. At thirteen he was a 

member of his father's orchestra in his native city. His musical talent was so uncanny 

that he learned to play the flute when the need arose in his father's orchestra. At fourteen 

he made his solo debut. By the age of twenty-two, Senor Torello held the position as 

solo-bass with the Gran Teatro del Lyceum and professor of Double Bass at the Dona 

Isabel Conservatoire. 

He left Spain in 1909 for New York, eventually settling in Boston where he was 

the principal bassist with the Boston Opera until 1914. Stokowski then invited Torello to 

replace Paul Rahmig as principal bassist in the same year. He would go on to teach at the 

Curtis Institute in 1926, teaching the next generation of great bass performers and 

teachers. Senor Torello not only composed music for the bass, but also was instrumental 

in encouraging the addition of the extension, which not only extended the range of the 

bass but also brought a deeper tone to the instrument. He was widely known as one of 

the greatest virtuosi of his day, being instrumental in exhibiting the soloistic capabilities 

of the instrument. He was also an avid collector of basses.41 

40 Letter from Anton Torello to L.A. Mattson, August 10, 1915, Philadelphia Orchestra Archives. 
41 Joanna Cowan, "Anton Torello", International Society of Bassists. Vol. XII, No. 2 (Winter 1986): 10-

11. 
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Conclusion 

" I just heard a recording of Stokowski's on the radio, and boy was the playing 

crummy, compared to modern orchestral standards." This is just one of the more 

shocking and brutal comments I received as I was doing the research for this paper. 

Unfortunately, the majority of players today hold this attitude, if they even know about 

Stokowski and his Philadelphia Orchestra. Those who do know of Stokowski feel that he 

did nothing for the modern orchestral sound, except to create lots of sensationalism and 

attempt to destroy the sacred art of performance practice. Most also feel that the 

principal players (who also helped establish the modern schools of playing in their 

respective instruments) were "not that good." 

I believe I have presented more than enough evidence to contradict these 

statements. Stokowski's Philadelphia Orchestra not only helped establish the norms all 

musicians are judged by, but also through innovations such as public relations, recording 

technology, and musical concepts, the group helped create the foundations for modern 

orchestral performance. The sound that the Philadelphia Orchestra began to radiate 

during Stokowski's tenure was not just revolutionary, but earth-shattering. Even though 

many may criticize the orchestra for over-romanticization, the Philadelphia Orchestra did 

create an art form that was true to life. Their music breathed; it was organic. Anyone 

who wishes to criticize this truly does not know what life is, or how to live it. 

Stokowski hated people who looked backwards. He always surrounded himself 

with the innovative and forward-looking. Stokowski was a great man to realize progress 

comes from learning about the past and leaving it there. He was constantly trying to 

view music from the perspective of the composer. He never looked at how the composer 
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viewed the work at the time it was composed. Rather Stokowski placed the composer 

into the current time and tried to imagine how the composer would alter or change the 

work, given the current status of the instruments. 

It was in these formative years that Stokowski brought together all the right 

components: a cohesive and malleable public, a talented group of musicians, the right 

management, and supportive philanthropists. He created the greatest orchestra with the 

richest and silkiest tone that has ever been heard. Probably the world will never see an 

orchestra like it again. 
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