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There is no question among Toscanini authorities that, even more so than his barnstorming 
tour with the La Scala Orchestra in 1920-21, it was his European tour with the New York Phil-
harmonic-Symphony in 1930 that made his name internationally as one of the greatest, if not the 
greatest, conductor of his era—and this despite some misgivings from the Teutons regarding his 
phrasing and tempos.  

Yet since the tour went completely unrecorded, we really don’t have much of an idea 
which style he used: the familiar straightahead Toscanini symphonic style that we hear on the 
1920-26 La Scala performances, the much more relaxed style of the 1926 Brunswick and 1929 
Victor recordings (excepting the extremely rapid Sorcerer’s Apprentice) with the New York or-
chestra, or something even more unusual, like his rhetorically-phrased 1933 Beethoven Fifth. 
And who, if anyone, was his model during these years? 

I suggested in the previous article that Willem Mengelberg may have had some influence, 
but in Beethoven, particularly, Mengelberg was far too wayward and inconsistent in his tempo 
choices to have had much influence on the phlegmatic Toscanini. Mengelberg’s 1937 recording 
of the Beethoven Fifth has far too much contrast between the ponderous, slow, heavy-handed 
“fist of fate” motif that opens the symphony and the music that follows, which is played faster 
but also contains far more decelerandi and quirky phrasing than Toscanini, though it does reveal 
the rhetorical phrasing that Toscanini used in his 1933 Beethoven Fifth. One wonders if Richard 
Strauss, whose conducting he generally admired, might have been an influence, but upon re-
listening to Strauss’ own 1927 recording of the Beethoven Fifth, I find it just as mannered and 
uneven as Mengelberg’s. 

Which brings us to Furtwängler. He actually made two early recordings of this symphony, 
the well-known (and beautifully-recorded) 1937 EMI version, issued in the U.S. as Victor set 
DM-426, and a much less well-known 1926 performance for Polydor. This earlier recording has 
absolutely miserable sound: dry, boxy, even worse than most Toscanini recordings because it 
doesn’t even have as much clarity as Toscanini’s acoustic recordings (not to mention 
Furtwängler’s 1937 recording). The first movement, however, despite the slower opening meas-
ures, is considerably swifter and tauter than the 1937 performance, sounding amazingly like Tos-
canini recorded on a stone tablet. It is in the second movement, extremely heavy and ponderous, 
where the Furtwängler of 1926 is vastly inferior to the Furtwängler of 1937, where this move-
ment is played with a wonderful, graceful flow—much like the 1933 Toscanini performance.  

But of course, these kinds of cat-and-mouse games with tempo and accents in Beethoven 
had been going on for decades in Germany and Austria. Even Felix Weingartner, the acknowl-
edged master of Beethoven conducting, did a little of this in the opening measures of his 1927 
recording of this same symphony—but not nearly to the extremes that Nikisch, Strauss or 
Furtwängler did, and when you reach the body of the first movement, it is so Toscanini-like that 
if a listener were told that this was the 1931 Toscanini performance with the New York Philhar-
monic-Symphony, he or she would have absolutely no problem believing it. For this and many 
other reasons, I was embarrassed and ashamed to learn that, when Toscanini read a book around 
1939 or 1940 claiming Weingartner as the master conductor of Beethoven, he threw it angrily 
across the room. Toscanini not only got his ideas from the scores; he very obviously listened to 
others; and in Beethoven especially, he could have had no greater model than the man who 
dragged true Beethoven style, kicking and screaming in Teutonic protest, into the 20th century. 
Indeed, if anything, Weingartner’s tempo for the second movement, considerably faster than 



Toscanini, is even closer to the score. (The written tempo is E=92 in 3/8 time; Weingartner, in 
this recording, begins it at E=99, increasing at times to E=102.) 

But, of course, there are other conductors to consider, particularly the two that Toscanini 
hand-picked to be his trusted assistants in New York: Bruno Walter and Otto Klemperer. Those 
who know Walter only from his very slow Beethoven and Mozart symphony recordings of the 
late 1950s and early ‘60s, and, worse yet, Klemperer from the same period, will be stunned to 
hear how these two men conducted music pre-1945. Klemperer’s 1928 recording of the Beetho-
ven Seventh, though including some rhetorical phrasing, is far closer to Toscanini in its fiery 
demeanor. As the famed conductor of the Kroll Opera in Germany, Klemperer was noted for his 
uncompromising musicianship and drillmaster-like approach to rehearsals. Although his 1951 
Vox recording of the Beethoven Fifth points towards his slower style of later years, when a 
stroke and a fall made him a semi-invalid who had to conduct from a wheelchair, there is a live 
performance of the same symphony from 1954 that sounds like Toscanini on overdrive, and even 
in his “stodgy years” he conducted the Mahler Second Symphony, “Resurrection,” as if he were 
double-parked outside the recording studio. 

Walter was an even more unusual case, and in a sense it’s difficult to understand why Tos-
canini preferred him to Artur Rodzinski, who modeled his own conducting so much on Toscanini 
that at times he could be confused for him. While it’s true that, in fast passages and movements, 
Walter could emulate Toscanini’s fieriness, he always pulled back on the tempo in slow passages 
and slow movements. As Toscanini put it, “When Walter comes to something beautiful, he 
melts!” And yet he really liked him and trusted him because he was, in Toscanini’s estimation, a 
“serious musician,” and that was the highest compliment he could pay any conductor. Indeed, 
Walter’s 1941 Metropolitan Opera broadcast performance of Beethoven’s Fidelio (with Kirsten 
Flagstad, René Maison and Alexander Kipnis) is one of the most exciting and brilliant perfor-
mances of that opera ever given, much finer than either of Toscanini’s recorded performances 
(most of Act 1 from 1936 and the complete opera, sans dialogue, from 1944). His 1941 recording 
of the Beethoven Fifth with the New York Philharmonic-Symphony, for Columbia, shows his 
approach in this work at that time: brisk and taut in the fast movements, a bit too slow and stodgy 
in the second. But it’s still better than any of Mengelberg’s performances or the 1927 Richard 
Strauss recording. 

If the reader feels that I’m stretching this a bit much, perhaps I am, for the simple reason 
that unlike any of these conductors mentioned above—even the fastidious Weingartner—Arturo 
Toscanini was probably the greatest architectonic conductor of all time. For him, music was a 
form into which he would pour every ounce of his energy, producing performances of almost 
unbearable intensity, but it was always a FORM. Comparing even his swiftest Beethoven and 
Brahms performances to those of Weingartner, one hears the German conductor maintain that 
swiftness even when the score dictates otherwise. The same was also true of Weingartner’s 1925 
recording of Berlioz’ Symphonie Fantastique, a work Toscanini never conducted complete be-
cause he didn’t like its form. Weingartner thought nothing of running roughshod over notes, oc-
casionally shortening their duration in his desire to create excitement. Toscanini would often pull 
back on tempos when listeners least expected it, as for instance in the coda of the Beethoven 
Ninth, because the score did dictate that. And, as I’ve pointed out over and over in this treatise, 
his respect for the duration of the notes and a complete vertical alignment of the orchestra so that 
every strand could be heard at all times was always paramount with him. This is what made him 
unique and, in the mind of musicians and composers particularly, phenomenally great, along 
with his photographic memory that could remember exactly what instrument was playing in 
every passage of a score at any particular moment. 



It is also false, as Toscanini-bashers like Joseph Horowitz claim, that Toscanini was ido-
lized indiscriminately in New York. When the Italian first came to the New York Philharmonic-
Symphony B.H. Haggin, then in his early years as a critic, preferred the differentiated style of 
Mengelberg to Toscanini; and in 1931 W.H. Henderson, then the dean of American music critics, 
took him to task for emphasizing, as he put it, “the perfection of the machine.” Later, as music 
director of the NBC Symphony, his critics multiplied and became louder, but that will be re-
served for a future posting. 

Nonetheless, we are fortunate to have portions of a 1932 broadcast by the New York Phil-
harmonic, from the stage of the Metropolitan Opera (his very last performance at that venue), of 
the Prelude and “Liebestod” from Wagner’s Tristan und Isolde—his only recorded performance 
of this music using a soprano (the French-Norwegian Elsa Alsen)—and a 1934 Vienna Philhar-
monic performance of “Siegfried’s Death and Funeral March” from Götterdämmerung. The Met-
ropolitan performance also includes the opening section, from “Ein schwert verheiss” to the first 
two bars of “Wintersturme,” from the same composer’s Die Walküre with Alsen and tenor Paul 
Althouse (Richard Tucker’s teacher).  They are the only direct evidence we have of his Wagner 
conducting before 1941, and the interesting feature of it is that, pacing and shaping, these per-
formances are virtually identical to much (but not all) of his later Wagner, meaning on the slow 
side. Indeed, one could splice in the rest of the Walküre scene, beginning with “Wintersturme,” 
from either the 1941 broadcast with Lauritz Melchior and Helen Traubel or the 1947 broadcast 
with Set Svanholm and Rose Bampton, and one would hear a perfect continuity of tempo, al-
though, of course, there are subtle differences in the shaping of the preceding music.  

Toscanini’s tempi in Wagner were, apparently, always broad and spacious—not only the 
opposite of what one heard in his performances of German orchestral music, but also vastly dif-
ferent from such contemporary German conductors as Furtwängler, Karl Böhm, Sir Thomas 
Beecham and even Karl Muck, whose 1927 recordings of extended scenes from Parsifal are con-
siderably faster than Toscanini’s. This puts him more in the mold of his early idols in Wagner 
conducting, Hermann Levi and Felix Mottl, as well as in the case of his younger contemporary 
Hans Knappertsbusch. The extraordinarily slow timing of his 1931 Bayreuth Parsifal, then, was 
by no means an anomaly; the real anomaly was his treatment of Die Meistersinger in 1936 and 
1937, which were taken at a brisker clip than Furtwängler’s. The reason for this was probably 
because he viewed Miestersinger as essentially a comic opera, and therefore felt that a slight 
forward pressure should be placed on those scenes that were sung and conducted at a more jovial 
pace. Yet the complete Salzburg Meistersinger of 1937 shows no such hurrying of the characte-
ristically slow sections, i.e., “Was duftet doch die Flieder,” “Wahn! Wahn! Überal wahn!,” or the 
famous quintet “Selig, wie die Sonne;” in these sections, Toscanini’s performance radiates 
warmth and relaxation, as it should.  

As for the other two complete opera performances to come from the 1937 Salzburg Festiv-
al, pride of place goes to Verdi’s Falstaff. With a hand-picked cast that practically exudes humor 
and an orchestra finely-tuned to his every whim, it is, despite the cramped, mono sound, the fin-
est performance of this opera ever recorded. The real problem is that, as usual, the microphones 
are placed close to the orchestra, so that some of the onstage antics by the singers are recessed 
too much, but although critical opinion places the 1950 NBC broadcast on the same high level, 
this only extends to the orchestra, which is ebullient and witty throughout, and the Dame Quickly 
of contralto Cloe Elmo. Even the churlish Joseph Horowitz admits that this is a performance of 
sheer perfection. Indeed, a side-by-side comparison of the two recordings reveals so many more 
details in the 1937 performance that they almost beggar the imagination—although, to be fair, 
some of this is mitigated by the fact that Toscanini insisted that RCA Victor record all of his per-
formances and recordings with very close microphone placement, which often “flattened out” the 



dynamics changes, thus robbing many of his later performances of their subtlety (more on that 
later). Some Toscanini fanatics, and biographer Harvey Sachs, have a warm place in their heart 
for his complete Mozart Die Zauberflöte, but to a large extent this performance is robbed of its 
charm and subtlety by three poor cast choices: Helge Rosvaenge as Tamino, Wilhelm Streinz as 
Sarastro, and particularly soprano Julie Osvath as the Queen of the Night. In the cases of Ros-
vaenge and Streinz, it’s not that they sing badly so much as that their voices are unsuited to their 
roles: Rosvaenge’s voice is much too large and loud, and Streinz’ voice is small, tight and dry. 
Why Toscanini did not use a tenor like Koloman von Pataky or Richard Tauber as Tamino is 
puzzling, but his choice of Osvath is the worst of all. Possessor of a large, voluminous lyric spin-
to soprano, which sounded fine in large-scale roles, Osvath had absolutely no coloratura flex-
ibility and lacked the extreme high range needed for the role. Toscanini accommodated her by 
lowering the pitch of her arias, but this just made things worse. I understand what he was after: a 
more cutting and menacing voice for the Queen than the usual small-voiced soubrettes such as 
Erna Berger who were in fashion for that role up until the late 1960s, and I understand that he 
was 30 years too early for a soprano like Edda Moser or Cristina Deutekom who could project 
that menace and still be able to negotiate the runs and trills, but there must surely have been a 
German or Austrian soprano lurking in the wings who perhaps did not have quite as large a voice 
as Osvath’s yet still be able to sing the music better.  

Yet the largest cache of Toscanini performances from his pre-NBC Symphony period 
comes from his 1935-36 New York Philharmonic broadcasts and recordings, of which a surpri-
singly large number survive, and his BBC Symphony performances and recordings of the same 
timeframe. I have compiled a fairly complete list of these for your perusal, and although some of 
the New York broadcast material has fairly rough sound (the BBC-recorded broadcasts have 
mostly impeccable sound except for the excerpts from Beethoven’s Creatures of Prometheus, the 
same composer’s Ninth Symphony, and Brahms’ Ein Deutsches Requiem), they give us a some-
what different view of his work. This was due to two factors: one was the obvious technical su-
periority of those two ensembles, which allowed them to follow that he was doing almost instinc-
tively at times (particularly in the case of the BBC Symphony), plus the fact that he conducted 
each New York concert three times, Thursday and Friday evenings and Sunday afternoons, the 
latter being the broadcasts. As B.H. Haggin pointed out, Toscanini was almost always tense in 
his first weekly performance of any given program, but by the time of the Sunday broadcasts he 
often became mellower and thus a bit more spacious in his readings. Here is the list: 
 
New York Philharmonic-Symphony 
Bach: Toccata and Fugue in d minor (arr. Henry Wood) 
Beethoven: Missa Solemnis in D (soloists: Rethberg, Telva, Martinelli, Pinza) 
Beethoven: Symphony No. 7 (1936 studio recording) 
Beethoven: Symphony No. 9 (soloists: Tentoni, Bampton, Kullman, Pinza) 
Beethoven: Triple Concerto in C (soloists: Piastro, Schuster, Dorfmann) 
Brahms: Academic Festival Orchestra 
Brahms: Der Gärtner: Wohin ich geh’ 
Brahms: Gesang aus Fingal: Wein’ an dem Felsen der brausenden 
Brahms: Hungarian Dances Nos. 17, 20 & 21 
Brahms: Lied von Shakespeare, Twelfth Night: Komm’ herbei 
Brahms: Piano Concerto No. 1 (soloist: Horowitz) 
Brahms: Serenade No. 1 
Brahms: Serenade No. 2 
Brahms: Variations on a Theme of Haydn (1936 studio recording) 



Brahms: Violin Concerto (soloist: Heifetz) 
Bruckner: Symphony No. 7 (some movements incomplete) 
Debussy: La demoiselle élue (soloist: Sayão) 
Debussy: Images pour orchestra: Ibéria 
Debussy: Le Martyre de Saint Sebastien – Prelude; Danse extasique 
Debussy: Nocturnes – Nuages & Fêtes 
Debussy: Prélude à l’Après-midi d’un faune 
Handel; Susanna – Overture 
Kozeluch: Andante & Allegro 
Mozart: Piano Concerto No. 27 (soloist: Serkin) 
Rossini: L’Italiana in Algeri – overture (1936 studio recording) 
Rossini: Semiramide – overture (1936 studio recording) 
Schubert: Jäger, ruhe von der Jagd (arr. Brahms) 
Sibelius: En Saga 
Strauss: Salome – Dance of the Seven Veils 
Verdi: Aida – Ritorna vincitor (soloist: Giannini) 
Wagner: Lohengrin – Acts 1 & 3 preludes (1936 studio recording) 
Wagner: Götterdämmerung – Dawn & Rhine Journey (1936 studio recording) 
Wagner: Siegfried Idyll (1936 studio recording) 
Weber: Der Freischütz – overture 
 
BBC Symphony 
Beethoven: The Creatures of Prometheus – overture, adagio, finale 
Beethoven: Leonore Overture No. 1 (1939 studio recording) 
Beethoven: Missa Solemnis (soloists: Milanov, Thorborg, von Pataky, Moscona) 
Beethoven: Symphony No. 4 (1939 studio recording) 
Beethoven: Symphony No. 5 
Beethoven: Symphony No. 6 (1937 studio recording) 
Beethoven: Symphony No. 9 (soloists: Baillie, Jarred, Johns, Williams) 
Brahms: Ein Deutsches Requiem (soloists: Baillie, Sved) 
Brahms: Liebeslieder Waltzes (soloists: de Nobel, Bartlett, Robertson) 
Brahms: Symphony No. 2 
Brahms: Tragic Overture (1937 studio recording) 
Cherubini: Anacréon Overture 
Debussy: La Mer 
Elgar: “Enigma” Variations 
Geminiani: Concerto Grosso in g min. 
Mozart: Symphony No. 35, “Haffner” 
Mozart: Symphony No. 41, “Jupiter” 
Mozart: Die Zauberflöte – overture (1937 studio recording) 
Rossini: La Scala di Seta – overture (1937 studio recording) 
Rossini: La Scala di Seta – overture (live performance) 
Scarlatti/Tommasini: Le Donne di Buon Umore, ballet: 4 excerpts 
Sibelius: Symphony No. 2 
Verdi: Messa da Requiem (soloists: Milanov, Thorborg, Rosvaenge, Moscona) 
Wagner: Ein Faust Overture 
Wagner: Parsifal – Good Friday Spell music 
Weber/Berlioz: Invitation to the Dance (1937 studio recording) 



 
As one can see, much of this—but clearly not all—were part of his standard NBC Sym-

phony repertoire, yet the differences between these live performances and recordings and his lat-
er ones are sometimes quite marked. In the case of the New York Philharmonic material, one is 
startled by the rather faster pace of the 1936 Wagner recordings, particularly the Lohengrin Act 1 
prelude and the Götterdämmerung Dawn and Rhine Journey. In addition, the Lohengrin Act 1 
prelude sounds tense and jittery; the strings play with a somewhat wiry tone that one would ex-
pect more from the NBC Symphony. Possibly, this was due to tension in the recording studio: 
Toscanini was not yet comfortable with the concept of recording and didn’t like it. And, just as 
he later insisted on making new takes of certain pieces because the tempo he conducted it at 
seemed “too slow” to him, it could be that the Götterdämmerung struck him, on replay, as too 
relaxed, yet this latter recording has a nice, easy flow to it that the Lohengrin prelude lacks. Inte-
restingly, the live 1936 Debussy concert features performances at almost the same tempi (partic-
ularly La Mer) that he conducted them with the NBC Symphony and Philadelphia orchestra in 
those years before 1943, which are actually faster and less relaxed than his later NBC recordings. 
Nevertheless, the New York Philharmonic La Mer sounds more natural in musical flow than ei-
ther his 1940 NBC broadcast or 1942 recording with the Philadelphia Orchestra. The same is true 
in comparing this early La Damoiselle Élue to his 1940 NBC broadcast (his only two surviving 
recordings of the work). Tempi are almost identical, but the phrasing sounds more flowing and 
natural. 

Yet there is much here that sounds like the Toscanini of later years, particularly the Mozart 
concerto with Rudolf Serkin, the Brahms First Concerto (which he never performed again) with 
Horowitz, and the Beethoven Triple Concerto. Legend has it that the newspaper critics com-
plained that his tempi, particularly in the last movement, were too fast, so before the Sunday 
concert he told his concertmaster and violin soloist, Mishel Piastro, to take the last movement 
more relaxed. Knowing that his fellow section leaders wouldn’t have been told this, Piastro 
turned to the orchestra’s first cellist, Alfred Wallenstein, and said, “Hey, Wally…the Maestro 
says take the last movement more relaxed.” But as he began conducting it, Toscanini suddenly 
decided that he was right the first time, and so gave a downbeat that made the orchestra explode 
like dynamite. You can still hear it on the recording. By contrast, the Philharmonic Missa Solem-
nis is an expansive, broad reading, which he would continue to perform this way into the 1940s, 
only changing his mind in 1953 (more on that later); but again, it is the superiority of the vocal 
soloists that make as big if not a bigger impact on the overall performance than the orchestral 
pacing. Many listeners feel that his 1936 Beethoven Ninth is his greatest, but much of this is due 
to the more beautiful sound of this specific orchestra. If you compare this performance side-by-
side with his 1952 studio recording, I think you’ll be stunned by how similar they are. The 1936 
studio Beethoven Seventh is often called his greatest version ever, and he himself continued to 
like it into the early 1950s, but in some respects the broader tempi and relaxation of pace do not, 
in my view, serve the music any better than his late NBC recording, which I actually prefer. 

The real surprises, to me, came in the BBC performances. Both the Sibelius Second Sym-
phony and the Mozart “Haffner” presented here have a much more natural flow than his other 
recordings—even better than his 1929 recording of the latter with the New York Philharmonic. 
On the other hand, though the performance has wonderful joie-de-vivre, his studio BBC record-
ing of the Weber-Berlioz Invitation to the Dance sounds just a bit rushed compared to his later 
NBC recording. Perhaps the constraints of the 78-rpm sides affected his tempo choices here; he 
later admitted that he rushed the 1929 recording of Dukas’ The Sorcerer’s Apprentice because 
his tempo was too slow to fit on two sides of a conventional 78. Among his greatest perfor-
mances are the live BBC concerts of the Verdi Requiem—in my view, his greatest ever, thanks in 



no large measure to the outstanding singing of the four principals as well as the superb response 
of the orchestra—and the live 1939 Beethoven Fifth Symphony, a performance so powerful (and 
yet so rhythmically supple) that it dwarfs all of his previous and ensuing performances and re-
cordings. The Mozart “Jupiter” symphony, though taken at tempi very close to that of his NBC 
Symphony recording, once again flows beautifully whereas the later recording sounds stiff and 
rushed. 

What we can glean from all of this is that there were times, even in 1935-38, when Tosca-
nini took things more relaxed despite the same tempi as later; times when he took things faster-
but achieved greater results with these superb orchestras; and times when he was pretty much the 
Toscanini we know from the NBC years. And I still maintain that it was his feeling and attitude 
at the actual concerts that dictated his approach, along with a growing assurance, in his own 
mind, that conducting music with fewer and less obvious rallentando and rubato effects was a 
legitimate approach to this music, whether or not the critics liked it. 
 

Toscanini told the New York Philharmonic-Symphony board that the 1935-36 season 
would be his last. The reasons he gave were legitimate ones: at 69, his right arm was becoming 
increasingly stiff and sore, despite taking medical treatments for the past dozen years, and he 
could no longer handle the rigors of a full-time directorship of an orchestra. Yet the underlying 
reason for his leaving was Arthur Judson, the orchestra’s manager and head of Columbia Artists’ 
Management, Inc. (CAMI). Judson was a nasty, controlling man who was angry and frustrated 
that he could not control Toscanini despite his best efforts to undermine his authority. In addition 
to sparking the feud with Furtwängler, Judson also worked hard to spark an even bigger feud 
with Willem Mengelberg, spreading gossip that Toscanini hated the Dutch conductor and wanted 
him gone, yet as Harvey Sachs pointed out in his new biography of Toscanini, the opposite was 
true. Toscanini repeatedly said, and wrote to the board, that he respected Mengelberg’s musi-
cianship and wanted him to stay. But Judson was working on Mengelberg just as he had worked 
on Furtwängler, telling him the opposite and spreading seeds of contention until the latter finally 
resigned. He also hired Sir Thomas Beecham as a guest conductor, twice, against Toscanini’s 
express order that the British conductor, whom he loathed, was not to conduct his orchestra. And 
then Judson opposed Toscanini’s hiring of Otto Klemperer as one of his trusted assistants in New 
York. Finally, Toscanini had enough, and as a parting shot, when asked who he wanted to re-
place him, he told them: Wilhelm Furtwängler. 

Despite their artistic differences, Toscanini had great respect for Furtwängler as a conduc-
tor, and he also wanted to give the conductor a reason for leaving Nazi Germany and living in 
the United States. Furtwängler, who had refused to conduct at Bayreuth in 1933 after Toscanini 
had refused to return, and who had resigned his post at the Berlin State Opera in protest because 
the regime wouldn’t allow him to perform Hindemith’s Mathis der Maler, eagerly accepted, but 
Propaganda Minister Joseph Goebbels swung into action. He reinstated Furtwängler at the Berlin 
Opera and offered him other perks to stay. When the news of this hit the New York newspapers, 
Jewish members of the Philharmonic board protested against the orchestra hiring a “Nazi” 
(Furtwängler was never a member of the Party). The backlash became so severe that Furtwängler 
sent a message saying that it might be better for him to wait a year before coming over. Toscani-
ni immediately became angered, thinking that the German conductor was succumbing to Nazi 
pressure, and that was the end of his chances in New York. 

Interestingly, a formerly unpublished letter by pianist Artur Schnabel from July 29, 1947 
has since come to light that shows that Furtwängler, who claimed to be “devastated” when he 
learned the truth about the Nazi Concentration Camps, was still in denial: 

 



Last night Furtwängler and wife came to see me. It was partly pleasant, partly oppo-
site. So far it seems to me that these Germans cannot be helped, nor can they help 
themselves. He demonstrated the same old blending of arrogance, cowardice, and 
self-pity…Furtwängler went as far last night (he got terribly excited, hysterical, 
shouted and roared), as to say that he has never known any Nazi [italics mine]. And 
that Germans and Nazis are not only entirely different beings but hostile to each oth-
er. That millions of Germans are now murdered daily, and that the whole world 
shows its decadence by its lack of charity. He admitted, however (without being 
asked) that he has had quite a good time during the “regime.” [A reference to the 
string of concubines supplied to him by Hitler.] What confusion! Poor creature; he 
would love to do away, with some magic, with that whole spook – after it had failed. 

 
Small wonder, then, that Toscanini wrote him off as an unrepentant Nazi after the war. Be-

ing in denial of the majority of Germans who loved and supported the regime was, in his mind, 
nearly as bad as being an actual member of the Party. Even such actual Party members as Böhm 
and Karajan were more honest with themselves. 


