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      Foreword by Klaus Heymann

      
      When I look back over the past quarter of a century of the Naxos label – and even further, to the start of Marco Polo in 1982
         – I am surprised at how much it all seemed to grow of its own accord. Although I certainly made plans, Naxos developed in
         unexpected ways, without rigidly following a grand business plan.
      

      
      The label, with its primary purpose of providing good, new, digital recordings at a price everyone could afford, certainly
         emerged at the right time. But I know how much of its success was made possible by a few key individuals who believed in what
         I wanted to do, who were as convinced as I was that the classical recording industry needed to change. They were not establishment
         die-hards (or they would never have joined a classical music label created by a businessman based in Hong Kong!). And they
         were not all classical music enthusiasts: some actually knew very little about classical music at the start, though they learned
         quickly. They just had faith in what I was trying to achieve.
      

      
      Naxos changed the culture and industry of classical music recording; there is no doubt about that. This book tells how it
         happened. It is clear, even from the Contents, that this story features a very varied group of men and women who put their
         talents and energy into a young company that was finding new ways of doing things. There were the fine musicians who would
         never have been given an international platform by the classical establishment yet proved time and again that outstanding performances can come from unexpected quarters. There were
         the capable producers and engineers working within the new digital fields; the knowledgeable writers and designers prepared
         to work to tight deadlines without compromising musicological standards.
      

      
      Just as important were the distributors, who not only developed efficient networks but also devised fresh and sometimes extremely
         bold marketing campaigns to make Naxos the most highly visible classical label in the world. The different characters of these
         individuals were reflected in the way Naxos evolved in countries as far apart as the US, Germany, Japan, France, Korea and
         the UK. The label’s underlying purpose was international, but there were often discernible national characteristics in what
         was released and how titles were promoted.
      

      
      From the start I wanted Naxos, despite its budget price, to be at the forefront of technology, and I am particularly pleased
         that we remain there twenty-five years on, offering specialist classical web services that are simply unmatched by any other
         company.
      

      
      The Story of Naxos recounts how the label became the single most identifiable classical music brand in the world: we were moving so quickly
         that only in retrospect has it become clear how we did it. It also confirms that with our breadth of artists and repertoire,
         and our sheer number of releases both popular and specialist, we are now the leading provider of classical recorded music:
         we have travelled far beyond being a ‘budget’ label. It is a continuing journey. The environment of classical music and the
         recording world – commercially and technologically – is changing even more rapidly than in 1987, when the first Naxos CDs
         emerged. Nevertheless I am still as excited when I open a box of new Naxos releases in Hong Kong as I was when I began collecting
         classical records as a teenager in Frankfurt.
      

      
      As a non-musician, I have been extremely fortunate to live my life inside music: to see my wife, Takako Nishizaki, recording
         the great violin concertos of the world and helping them to become worldwide bestsellers; to create a comprehensive classical
         catalogue with an extremely wide repertoire; and to build a company that has brought classical music to millions who otherwise
         may not have encountered it.
      

      
      Klaus Heymann, 2012

   
      
      
      Preface by Nicolas Soames

      
      I first encountered Klaus Heymann’s record labels when I was classical editor of Music Week, the UK’s leading trade magazine for the record industry, covering the main issues of the time and the new releases. I wrote
         about Marco Polo and then, when it arrived, Naxos, and I met Klaus himself. I also wrote for Gramophone and many national newspapers, and as a journalist I always enjoyed a good story, so I was intrigued by the controversy that
         soon surrounded these ventures of ‘the German businessman from Hong Kong’ – especially as he was being praised and heavily
         criticised in equal measure.
      

      
      In fact, I can remember the first time we met: we were having a drink in a hotel bar in London. I had been warned by my friends
         in the majors that he was of dubious provenance, and I was rather pleasantly surprised to find not Mephistopheles – which
         really was how he had been painted – but a straightforward, no-nonsense businessman, who clearly knew his music and musicians
         extremely well. He was also acutely aware of the issues of the day. I think it must have been around 1990, when Naxos ended
         its Woolworths exclusivity.
      

      
      We met fairly regularly after that, either at MIDEM (the music trade fair in Cannes, which I covered annually for various
         newspapers and journals) or in London. Klaus was always the source of interesting news, or had an angle I could pursue: despite
         living in Hong Kong he was very well informed.
      

      
      In 1992 my sister, the clarinettist Victoria Soames, and I started Clarinet Classics; it was an independent label with a clear purpose. I knew various distributors, but I first approached
         Graham Haysom who had recently set up Select Music as a joint venture with Klaus to distribute Naxos in the UK, because I
         felt the company was going places. Shortly afterwards, at one of our meetings, Klaus suggested that Naxos could distribute
         Clarinet Classics worldwide, and with some exceptions we were happy to take him up on it.
      

      
      On the evening of 23 January 1994, after the Naxos conference day at MIDEM Classique, Klaus hosted a supper at a Cannes hotel
         for all the Naxos distributors. I had attended the conference during the day, partly as a journalist and partly as a record-label
         owner. I sat next to Klaus at the meal, which he announced at the start would conclude at 11 p.m. German efficiency, I thought.
         At 10.50 p.m. I started to talk to him about my next venture: an audiobook label that would offer abridged versions of the
         great classics accompanied by classical music, making the likes of Homer and Dante easier to approach. Klaus listened attentively;
         at 10.56 p.m. he proposed a joint venture, specifying the number of releases in its first two years, the financial details,
         even the basic office set-up; we discussed it for four minutes and at 11 p.m. on the dot we agreed and shook hands. Klaus
         stood up, thanked everyone for coming, and left the room. I sat there, stunned, trying to take on board that my life had changed
         direction.
      

      
      It is eighteen years since that day. The intervening time has seen Naxos AudioBooks win awards on both sides of the Atlantic
         and grow to become the leading spoken-word label for literary classics. This enterprise has been my primary focus, but I have
         always kept a close eye on the growth of Naxos itself – after all, for two decades I had written about classical recording
         and then I found myself inside one of the most exciting classical record stories in the history of the industry. I saw expansion
         at a remarkable rate and I travelled to most of the Naxos offices. It wasn’t all plain sailing: I saw Klaus right the ship time and time again when his enthusiasm and investment in new recordings had overtaken sensible cash flow. Month after
         month the new CD releases would come through to the Naxos AudioBooks office and each time I opened the boxes I was astounded
         by the diversity of music and musicians; here were not only the popular classics but composers I had never heard of – and
         this was supposed to be a budget label.
      

      
      These years inside Naxos have been hugely exciting. There have been times of confusion, times of delay, missed sales targets,
         projects that have gone awry, series with good recordings that have failed for marketing reasons; but the successes have far
         outweighed the failures, and every month there are those new-release boxes with a remarkable variety of music – and audiobooks
         – that no other company in the world could begin to match.
      

      
      I have been privileged, as a former journalist, to see Naxos develop from its original position as an outsider (challenging
         for a place in classical recording and shrugging off the disdain poured on it by the establishment) to its current position
         of prominence. It is without question the world leader in the breadth of classical repertoire regularly produced; it is the
         strongest and most comprehensive worldwide distributor of classical music; and it is the front runner in digital delivery
         (in various forms) of the classics. Although it can be difficult to mark changes from within, it is clear that the classical
         music industry has altered forever, and that this is partly due to Naxos.
      

      
      After a few years of exclusive work on Naxos AudioBooks as well as some occasional work for Naxos, such as producing the much-loved
         Johnny Morris narrating The Carnival of the Animals, I became involved in other sections of Naxos’s classical music activity. I produced audiobook composer biographies, then
         general music biographies and histories. After fifteen years I knew that someone, at some point, had to write The Story of Naxos. It wasn’t going to be easy to draw a portrait of such a multi-faceted company, even if that company had a single man at the head of it all. In the end, I simply couldn’t keep away
         from the task – it was such a good tale.
      

      
      I didn’t want to write a company history: I wanted to tell the story for the average Naxos buyers – the people who go into
         the record shops and head straight for the Naxos section. They are such a diverse range of people: students who can afford
         only Naxos; newcomers to classical music who see a work they recognise clearly titled on the cover; more occasional, discerning
         CD buyers interested in some of the unusual repertoire; serious collectors, who, like children in a sweet shop, really go
         to town at Naxos prices. That is the extraordinary thing about the following that Naxos has built up over the years – people
         come from all walks of life, united by the fact that they know a Naxos CD when they see one.
      

      
      So this book is written with them in mind. I have set out to chart how it happened, when it happened and in what way it happened.
         Frankly there is no real ‘why’, other than that Naxos’s founder, Klaus Heymann, saw an opportunity, which he thought would
         be short-term but which he turned into twenty-five years of unforeseen growth and which was fuelled more than anything else
         by the love of the thing – and that thing was music.
      

      
      Nicolas Soames, 2012

   
      
      One

      
      Dramatic Change in Classical Recording 1977–1990

      
      In 1977, a decade before the first Naxos budget CDs hit the streets in Europe and Asia, sales of the previous format – vinyl
         LPs – were approaching their zenith. The classical record industry, in profile and character, was very different from the
         one to which we have become accustomed in the twenty-first century. It was, back then, a very paternalistic affair. It was
         ruled by a handful of self-proclaimed glorious (at least that was the way they saw themselves) companies – called informally
         by the industry ‘the majors’ – with a select roster of star artists who were largely exclusive, fêted (even pampered) and
         promoted as the master musical artists of the world. The leading conductors, soloists and singers of these ‘majors’ were regarded
         by the companies, the retailers and the classical buyers themselves as an aristocratic breed that would deliver definitive
         interpretations of the great composers – definitive, that is, until the next generation came along to be marketed and promoted
         in their place.
      

      
      There were four European companies: Deutsche Grammophon (DG), Philips, Decca and EMI. Deutsche Grammophon (popularly called
         the ‘Yellow Label’ because of its distinctive yellow cartouche) was based in Hamburg and probably carried the greatest cachet: its full name was Deutsche Grammophon Gesellschaft,
         shortened to ‘DGG’ but later abridged even further to ‘DG’. Philips was originally a Dutch company allied to the electronics
         giant. For many years Decca was a UK company with a curiously divided business activity of classical recording and military
         electronics. EMI was also based in the UK and carried its long heritage with pride: its roots lay in the earliest days of
         the classical recording industry and its recordings carried the famous dog-and-trumpet logo of His Master’s Voice, until some
         clever marketing initiative wiped it from the sleeves.
      

      
      There were also two American labels, RCA and CBS. RCA was created out of the merger in the late 1920s of the mighty Victor
         Company and the Radio Corporation of America, and was led for decades by a titan of American capitalism, David Sarnoff. One
         of the key RCA artists was Arturo Toscanini. CBS (originally Columbia) was led by another mid-twentieth-century media giant,
         William Paley, who created strong competition for RCA’s record division with the purchase of the American Record Corporation
         in 1938. Both RCA and CBS used their radio and television arms to promote their key artists, who included Sir Thomas Beecham.
      

      
      The content of these six catalogues stretched back to the start of the recording era in the first decade of the twentieth
         century. There were remarkable archives from those early years when the race was on to capture forever the finest performers
         and performances of the day. And these had to be good: editing did not become commonplace until after the Second World War
         (when tape was used as a recording medium).
      

      
      By 1977 the six international majors commanded the lion’s share of both classical music record sales and the publicity and
         reviews in classical magazines all over the world. They had well-developed machines to promote their stars; and they could
         exploit the back catalogue with mid-price releases, popular compilations, and specially priced boxed sets for the Christmas
         market.
      

      
      Living alongside these magnificent whales were the ‘independents’ – classical labels that had often been created by enthusiasts
         hoping to fill a variety of specialist niches. The ‘indies’ were ever enterprising and they truly filled the needs of the
         collectors. They offered rare repertoire, which more often than not was chamber music but did include orchestral works and
         even opera in certain circumstances. These independents lived on their wits, surviving frequently through the energies and
         imagination of the founder; they reflected the nation of their headquarters, promoting, at least initially, the music or musicians
         of that country; and generally they declined as age and exhaustion crept up on the owner.
      

      
      It was a busy scene. In the mid-1970s there were CRD, Unicorn-Kanchana, Nimbus, Meridian and Lyrita, among others, in the
         UK; the two sizeable labels Harmonia Mundi and Erato led the indies in France, as did Acanta and Deutsche Harmonia Mundi in
         Germany. There was BIS in Scandinavia; and Elektra Nonesuch, Varèse Sarabande and Telarc featured strongly in the US. In the
         Eastern European Communist Bloc countries, the classical record scene was dominated by the national labels: Supraphon and
         Opus in Czechoslovakia, Hungaroton in Hungary, Polskie Nagrania in Poland, VEB Deutsche Schallplatten in East Germany, and
         the mighty Melodiya in the Soviet Union. These had a double-sided status: majors in their own countries, independents in the
         rest of the world.
      

      
      The perception was that the six majors were firmly at the top of the pile, with their maestri. Unassailable king of all was Herbert von Karajan. He was the prize of two companies – DG and EMI – simply because his gargantuan
         appetite for recording and the costs involved were both too great for one, even a major. There were other star conductors,
         of course: Georg Solti with Decca, Leonard Bernstein with CBS, the late Otto Klemperer with EMI, the young James Levine with
         RCA, and Bernard Haitink with Philips. They all had their symphonic cycles, though none matched the prolific Karajan, who recorded no fewer than five Beethoven symphony cycles during the course
         of his recording career. Comparing the merits of Bernstein’s Mahler versus Haitink’s, for example, was a central discussion
         of the day, and to be classed as an average collector one had to have at least three or four versions of the complete cycle.
      

      
      Then there were the soloists. Take the pianists: Ashkenazy on Decca, Pollini on DG, Perahia on CBS; or the violinists: Menuhin
         on EMI, Stern on CBS; or the singers: Pavarotti and Sutherland on Decca, Sherrill Milnes and Placido Domingo on RCA. This
         was just the surface. Most of the majors had a rich roster of contracted artists covering the principal instruments and offered
         different performances of the same works. Of course they covered the central repertoire (which, during the 1980s, became known
         by the phrase ‘core repertoire’) but the promotional effort focused on the artists. The majors both created stars and built
         on the success of established concert performers. It was the purpose of the press and marketing departments to relay the message
         to the collectors that for serious interpretations of core repertoire it was necessary to invest in full-price recordings
         by these top artists with the world’s top ten orchestras. To invest in anything else would be to support a bold attempt, perhaps,
         but it would not bring the finest quality.
      

      
      This sense of grandeur was backed by a financial base that did not merely allow excess but encouraged it. Artists were given
         royalty deals and other rewards which matched the pampering of pop stars. They had the right to veto recordings if they disliked
         the end result – no matter how many days had been spent in the studio. Carlos Kleiber refused to record again for DG after
         the label insisted on releasing his recording of Tristan und Isolde. He spent days recording it, DG spent months editing it, but he did not think the final edit was good enough to release and
         refused to pass it. In the end, DG, in an unusual show of determination, managed to persuade him; it was released (and received well) but Kleiber never did record for the company again.
      

      
      Many signed artists also had approval rights on photographs. It was almost commonplace for a release to be delayed for months,
         even years, because an artist disliked the cover picture and had no time to go into a photographic studio for more sessions.
         Flying a photographer halfway round the world to take a picture of a singer in full operatic regalia for the front cover was
         a relatively small outlay.
      

      
      This was all matched by lavish promotional budgets, which took classical music writers worldwide to interview, listen and
         comment on concerts, festivals and recordings. These budgets allowed equally generous funds for advertising in classical music
         magazines and classical music sections in newspapers, thereby ensuring that the majors had the lion’s share of editorial column
         inches, with the indies jockeying below for what was left.
      

      
      That was just how it was, and few complained. In its way it was a golden time, and the danger of producing inflated reputations
         was just part of the party. It was all possible because, from the 1950s and the growth of pop music, and the expansion of
         record-buying as a popular commercial habit, classical music had carved for itself a special, elevated place in the record
         industry. It was Art, with a capital A, and the musicians were Artists, with an even larger A. It was not expected that this
         area of cultural life should make a profit, or contribute to the bottom line of a company, any more than the Royal Opera House,
         Covent Garden did; or, at least, there was a lot of leeway. The classical departments of these majors lived in a magical world.
      

      
      There is no doubt that this aura was only partially earned and deserved, burnished as it was by the powerful marketing machines
         of the international companies; yet out of this period came extraordinary recordings that will always be regarded as among
         the unique achievements of Western culture. Few who saw Karajan conduct or who met him could deny that here was an extraordinary man in any terms – similarly Bernstein or Kleiber,
         Klemperer or Giulini. It wasn’t just about the big stars, either. There was a substratum of highly knowledgeable and dedicated
         engineers, producers and A&R (artists and repertoire) experts who made this world live. They inhabited an arena that combined
         aspects of the protective realm of academia, the star quality of showbiz, the rarefied air of an R&D department, and the profligacy
         of Hollywood.
      

      
      There was genuine integrity, too. Often there was a quality of the crusader in some of the projects: Decca, for example, took
         up the mantle of promoting period performance – a trend that had been started by the independents – and, with its Mozart symphony
         cycle by Christopher Hogwood and the Academy of Ancient Music, brought the genre into the mainstream. This was initiated not
         by the artists but by the head of marketing at Decca: it was an event that actually helped to broaden the period-music movement.
      

      
      Another example, again from Decca, was the release of Bach’s complete organ music. For this the company chose an English organist,
         Peter Hurford, who was a respected figure though not well known outside organ circles; and it took the imaginative decision
         to record around the world on only new organs. So Hurford and the Decca recording team travelled throughout Europe, America
         and Australia to realise the project. It wasn’t cheap. It is unlikely they recouped the investment. But it was certainly a
         statement.
      

      
      For two or three decades, classical recording lived in the supercharged, protected world of the majors, with enough crumbs
         and space left over for individuals of enterprise to start small labels of their own. The classical share of the record industry
         varied from 5 per cent in the US, rising to 11 per cent in Germany, with around 7 per cent in the UK; but it remained fairly
         stable, only shifting now and again following an unexpected crossover blockbuster.
      

      
      In the 1970s the classical picture was changing. The pop label Warner dipped its toe in the classical waters by absorbing
         the independent label Elektra Nonesuch. EMI was investing in local recording centres around the world, giving it a unique
         character of its own among the majors. In 1979 Deutsche Grammophon and Philips, which comprised the classical labels of the
         huge record company PolyGram, were joined by Decca. Edward Lewis, the Decca founder and a dedicated classical music lover,
         had run into financial trouble and needed to sell. He died two weeks later. Although ostensibly the three labels maintained
         their separate identities, PolyGram Classics, the group’s new title, was now the single most powerful worldwide classical
         force. Pop companies with their commercial attitudes were beginning to take note of the classical backwaters (though without
         any real understanding – which may have been why, when Decca was absorbed into PolyGram, all its precious 78 rpm metal masters
         were destroyed).
      

      
      In 1979 LP record sales began to plateau. There were a number of reasons for this. LPs had been around for nearly forty years,
         and perhaps people were beginning to question whether, when they already had perfectly adequate recordings of Beethoven’s
         symphonies on LP, it was really necessary to add to them or replace them with a set by the latest conductor. They may have
         been slightly scratched, but they were much more durable than 78s. The main cause, however, was the advent of home taping.
         It was in the late 1970s that ‘music centres’ – which combined a radio, an LP record player and a cassette deck – began to
         make their way over from Japan, and home taping became common practice. Blank cassettes were relatively expensive but it was
         still cheaper to copy than to buy a new LP. The recording industry launched its first anti-piracy campaign, with a skull-and-crossbones
         as the logo, but nothing could stem the tide. So the industry began to look for a medium that could not be copied.
      

      
      It was also in 1979 that the first commercial digital recordings were made. This system used PCM (pulse code modulation) recorders,
         which could produce a sound without any analogue ‘hiss’. Classical LPs began to appear with ‘DIGITAL’ as a selling point, offering, it was claimed, absolutely silent background; and it was true, except that there was an analogue
         ‘moment’ at the microphone end, and when the needle hit the vinyl an analogue process was involved. Nevertheless it did make
         a discernible difference, and the classical world jumped on this as a major step forward in the engineering of recordings.
      

      
      The Philips videodisc introduced digital technology to the home in 1978, and after the engineers of Philips and Sony came
         together the compact disc was born. Manufacturing CDs was complex and involved a huge investment. Nevertheless, following
         their initial release in Japan in 1982 and the rest of the world in 1983, CDs transformed the record world. All the record
         companies hoped that this remarkable fidelity would set such a standard that no one would want to copy onto cassette. In any
         case, until CD and cassette players were combined in one machine it was quite complex to do; and it was some years before
         the advent of home computers made copying from CD to CD relatively easy. So, for some time, the industry was convinced that
         CD would be the answer to home piracy. Ironically digital recording and the CD were to create the greatest home-piracy headache
         of all for the record companies; but in 1983 they were the perfect solution. They also ushered in a gravy train the like of
         which classical recording had never seen.
      

      
      Initially there were some questions over the nature of the CD sound. Collectors, accustomed to the perceived ‘warm’ sound
         quality of the LP, did have some criticisms of the first-generation discs and players. However, the technology improved over
         the years – computers transformed techniques of recording and production as the playback equipment itself evolved – and there
         was no doubt that the convenience of the medium and the excitement of the new ‘modern’ technology meant that it carried all before it. The playing length was determined, curiously,
         by Herbert von Karajan. Sony asked him what the length should be and he replied that it should be enough to contain Beethoven’s
         Symphony No. 9. This was quite illogical: it would have made more sense to set it at around sixty minutes (two sides of an
         LP) or ninety minutes (two sides of a cassette tape).
      

      
      The format provided a bona fide reason for the hardcore classical collector to go out and buy again all his favourite recordings
         on CD: the back catalogues of Karajan, Klemperer, Solti, Giulini; of Michelangeli, Stern; of opera and even historical performances
         going back into the early years of recording. It was a little while before the record companies really began to exploit the
         back catalogue – but when they did, it proved very profitable. The new medium also opened the door for a much wider public
         to sample classical music. While people were buying their Pink Floyd and The Beatles on CD they would throw a classical CD
         into their basket. It looked good on the shelves, and a full orchestra did sound impressive on CD.
      

      
      The only issue for the first four or five years was that the CDs were very expensive (their silver appearance was designed
         to endorse this). There was restricted manufacturing capacity at the few CD plants around the world. Record companies could
         demand high prices from the consumer for the privilege of owning this technology and sold CDs for three times the price of
         LPs. There was a clear indication that classical music was in the vanguard of the CD movement, even though the discs were
         not cheap. This was primarily because the longer playing times more obviously benefitted classical music than pop; but it
         had also clearly been deemed that the higher spending power of the classical collectors, and their interest in hi-fi – they
         did not play their LPs on a multi-changer Dansette – would make them early adopters. The assumption proved correct.
      

      
      The commercial success of the CD’s early years meant that classical record companies began to show their heads above the record-industry parapet. This could be seen by the growth of the classical presence at MIDEM (the annual record-industry
         trade fair held in Cannes each January), which led to the establishment of MIDEM Classique. It gave an energy to the industry
         in general and classical music in particular. New technology was helping to make classical music a bit fashionable.
      

      
      At the same time, the general public’s perception of classical musicians was on the rise. Karajan may have been in the last
         years of his life, but his profile was high. For some time his concerts in Japan with the Berlin Philharmonic were not only
         packing out concert halls but were being relayed on NHK radio and television, reaching audiences of fifteen million. He realised
         the importance of connecting with the wider public and began to have all his concerts filmed: it was a massive investment
         in terms of cost but it would provide him, he hoped, with a kind of immortality. All this attention had a remarkable effect
         on record sales, and by the time of Karajan’s death in 1989 he represented 25 per cent of all DG’s sales.
      

      
      There was a fresh energy in classical recording. This was created partly by the advent of the CD, but also by the flowering
         of a new generation of independent labels. In the UK, Hyperion, Chandos, Nimbus, ASV and others began to make a significant
         artistic and sales impact. In Germany, ECM, under its highly individualistic founder Manfred Eicher, was developing a cult
         following, while Capriccio emerged as the CD was launched. BIS, founded by Robert von Bahr in 1973, had already established
         itself as the leading independent in Sweden and grasped the opportunity of the CD with both hands.
      

      
      From Hong Kong, in 1982, came another initiative: Marco Polo Records, founded by the German-born businessman Klaus Heymann
         to record and release world-premiere recordings of music from the Romantic and late Romantic periods. It was a clear marketing
         strategy which sat well beside the other independent labels so far established. It was not normal for such an initiative to
         originate in Hong Kong, but the world was becoming smaller. The first recordings came out on LP; and even though the CD was introduced soon after the formation of the
         company, the lack of manufacturing capacity meant that it was some time before Heymann could get Marco Polo accepted for pressing
         by a CD plant.
      

      
      Together these small but bold labels began to be a force of their own, changing the face of classical recording and playing
         their part in raising its profile. On the whole, the driving force was the music rather than the artists; and the growth of
         the CD helped enormously as, month by month, increased production meant a wider and more varied representation of music and
         labels on the shelves.
      

      
      During the mid-1980s CD manufacturing plants began to proliferate. The CD as a medium was clearly here to stay, and the general
         financial investment sector had decided to put money in. To begin with, the manufacturing prices were high as the piper called
         the tune. By 1985 they were starting to drop as competition among plants and greater capacity steadied the market. By 1987
         there was even some spare capacity – enough for one Japanese manufacturer to agree to press CDs for $3 each (compared with
         $1 for an LP).
      

      
      It was at this point that a new era in classical recording was about to begin, in the unlikely surroundings of French hypermarkets.
         A Hong Kong buying office, Fargo, had placed an extremely large order with a Hong Kong company for digital recordings of popular
         classics to be sold at budget price. The first Naxos CDs rolled off the Denon presses in Yokohama.
      

      
      It was not only the advent of the CD that laid the ground for a new enterprise such as Naxos: there were other considerable
         changes to the classical record industry in the late 1980s. Some of the majors had new owners who began to question the traditional,
         comfortable ways of operating. Large multinational companies became interested in the potential profits of classical music
         as consumers replaced their LPs with CDs. In 1986 Bertelsmann, the German publishing and magazine group, bought RCA so that it could have music alongside print. In 1987 Sony bought CBS Records and created Sony Classics as part
         of its drive to acquire content: it didn’t want purely to make the CDs. In 1988 the Time Warner group decided to get deeper
         into classics and bought the German company Teldec; four years later the group was joined by former EMI president Peter Andry,
         who brought Erato into the fold and founded a separate label, Warner Classics. Thus there was created a new ‘major’ with three
         arrows in its quiver, plus Elektra Nonesuch as a kind of ‘independent’ within. All these classical companies, though they
         didn’t know it, were soon to be subject to tougher business-accounting policies: a target return on investment of less than
         two years rather than the hitherto relaxed return that had predominated.
      

      
      Along with these changes on the label side of the business, equally important changes were happening in the retail world.
         For years, classical record sales had been driven by the classical departments of chain record stores and a network of independent
         classical music shops run by highly knowledgeable enthusiasts. Both these channels had gained a reputation for being, at times,
         somewhat forbidding. Those who were less than confident in their classical knowledge could find the experience of buying a
         recording a daunting one.
      

      
      These stores had previously concentrated their efforts on full-price product and mid-price reissues. The advent of the CD
         changed that. By 1987 there were already mid-price and even budget CD lines on the market. In October 1987, in the UK, EMI
         introduced the CD equivalent of its popular ‘Music for Pleasure’ line of LPs, retailing at £6.99. British multi-chain stores with record sections, such as WH Smith and Boots, began sourcing cheap CDs to retail at £4.99
         and even £3.99. Enterprising independent distributors were scouring the world to meet this demand. Recordings were acquired
         from Yugoslavia and Slovakia, though rumours rapidly began to spread about their dubious provenance and sometimes questionable
         quality.
      

      
      It was at this moment that Naxos appeared, started almost by accident by Klaus Heymann, the Hong Kong-based entrepreneur who
         loved classical music as much as he loved grasping a business opportunity. If his Marco Polo was a result of the former, Naxos
         was a product – at the start – of the latter. It entered the record retail channels in a variety of ways, starting with supermarkets
         and general-store chains, and only gradually found its way into the classical mainstream. For example, in the UK Naxos became
         the exclusive classical label for Woolworths in 1988, at the time one of the leading record retailers in the country with
         10 per cent of the market and a need for a budget classical line. It was the first key step to breaking into the UK market
         on a national basis. It wasn’t particularly auspicious because it restricted a label that had aspirations for a serious international
         classical presence, and Naxos was initially in danger of being lumped with the other fly-by-night labels that featured Eastern
         European orchestras. The fact that it presented new digital recordings (‘DIGITAL/DDD’ was prominently displayed on all the covers) of reliable performances was not often noted by rivals, journalists or even
         retailers in those early days. It could have sunk into obscurity and the nondescript bargain bins with the others. That fact
         that it didn’t remains one of the remarkable stories of classical recording.
      

      
      The reason for its survival was due partly to its being in the right place at the right time and partly to the immense energy
         and true dedication to classical music that went into its development and expansion. It was certainly the right moment for
         a budget CD label to come through. Music Week, the UK trade magazine, noted in the summer of 1988: ‘Established classical consumers will be looking to change their home
         library over the next five years to a new hi-tech medium, providing steady income for retailers with a basic stock of classical
         repertoire.’ And so they did. Sales of CD recordings were growing by 20 per cent per year. By 1988 CD sales were equalling LP sales. It was boom time – clearly helped by cheaper CDs.
      

      
      Even the majors recognised this. Late in 1988 PolyGram announced budget lines of CDs using back-catalogue analogue recordings,
         retailing at £5.99. There were known names in these lists – at least known to classical aficionados – but that was not of interest to the new
         buyers of classical CDs in Woolworths. They wanted to see the words ‘DIGITAL/DDD’ stamped on the CD covers. The majors thought that ‘star’ names on CDs, albeit in remastered analogue recordings (AAD), would
         brush aside these upstart versions from Eastern Europe. They were wrong.
      

      
      In fact, it would have been extraordinarily prescient for anyone in PolyGram HQ to think that this little label from Hong
         Kong would pose a threat to the established order of things. DG had much more important things to think about. In 1989 Herbert
         von Karajan died. It was truly the end of an era, and DG executives despaired at the thought of finding a replacement. They
         hoped it would be Claudio Abbado, who succeeded Karajan at the Berlin Philharmonic and was on their books; but in their hearts
         they knew that he would never match the old master for sheer presence.
      

      
      They must have felt doubly threatened because, over at EMI, a scruffy but brilliant violinist by the name of Nigel Kennedy
         was racking up two million sales with a patchy recording of The Four Seasons (which had been recorded at different times and edited together) through force of personality and pop-style marketing. It
         was still a celebrity event, but with a totally different character and a new popular reach. Karajan never attempted to be
         popular – though he became so, in a way – just grand.
      

      
      In 1990 the Kennedy campaign was put into the shadows by the success of The Three Tenors and their tour de force at the World Cup in Rome, in the ruins of the Baths of Caracalla. Luciano Pavarotti (Decca), Placido Domingo (DG) and José
         Carreras (Philips) each represented one leg of the PolyGram stool; superbly marketed, they sold millions, creating a wave
         that all three were able to ride for years. They were given a superb start by the clever idea to use Pavarotti’s recording
         of ‘Nessun dorma’ as the theme music for all the UK television broadcasts of World Cup matches. Decca had a hit on its hands
         before The Three Tenors CD was even pressed.
      

      
      However, it also put the spotlight of investment finance on the majors. Suddenly classical music was not only prestigious
         but a commercial commodity. The spectre of financial expectations slid into the classical boardrooms: the money men wanted
         a part of the cake. The majors, within multinational companies, now found themselves in a darker environment, where financial
         targets needed to be met and awareness of the bottom line was about profit, not a good bass section. Many expectations were
         simply unrealistic for regular classical sales. Meanwhile, Naxos’s fast-growing catalogue, efficiently marketed and distributed,
         and sold at a price anyone could afford, began eating into the core classical sales as well as appealing to a wider, non-specialist
         classical audience. Its slimline operation was fashioned for the times.
      

      
      Unable to produce a ‘Three Tenors’ success year after year to meet the financial targets expected of them, the classical managers
         at the majors were forced to change their ways. Through the 1990s it became clear that the old, gentlemanly methods of running
         a major classical record company could no longer apply. A large roster of star artists on generous contracts could not be
         maintained; horror on horror, many who had been with the labels for a considerable number of years had to be ‘let go’. Cuts
         undreamed of a decade earlier had to be made. The demands of the new accountants were unrealistic and unsustainable in the
         classical music world, but the damage was done. No longer could core repertoire be repeated for the benefit of new artists
         wanting to give the world their Beethoven, their Brahms. No longer could these majors nurture young artists. Instead, stars with popular appeal had to be found, propelled into the public eye, and ditched if they didn’t make an instant
         mark. Promotional budgets, for advertising and for journalistic trips, were cut. Recording budgets were cut. No longer were
         the majors able to carry the torch for new interpretations: only successful crossover projects could meet the requirements
         of the bottom line.
      

      
      These new pressures had a knock-on effect throughout the classical music industry and resulted in a further development: artist
         labels. When Colin Davis’s association with Philips was ended, he, the London Symphony Orchestra and the LSO’s manager Clive
         Gillinson decided to form their own label, LSO Live. Other orchestras followed suit, including the London Philharmonic Orchestra.
         Independents, which had traditionally kept away from core repertoire, began moving into the central classical road. Artists
         who found themselves adrift without a record company began looking for other possibilities.
      

      
      Meanwhile there was the continuing pressure exerted by the small, seemingly insignificant label based in Hong Kong, which
         was selling its CDs for less than the value of the smallest banknote in each country. The main nineteenth-century symphonies
         played by Eastern European orchestras under the baton of unknown conductors could not really be of any significance, could
         they? Surely the main violin concertos played by an unknown Japanese violinist and the piano concertos by a quiet Hungarian
         could not compete in the main classical marketplace?
      

      
      They could. From being an exclusive line at Woolworths in 1988, the company moved to the mainstream UK record shops, and within
         a short time the famous ‘Naxos White Wall’ began appearing all over the country. It was a pattern that was repeated all over
         the world – at different speeds, in different ways, yet always describing an upward graph. The white cover with its simple,
         basic graphics had created a standard look that made the label instantly identifiable. It stood out from all others. In a remarkably short time Naxos became perceived as a brand, the only brand of its kind in mainstream classical music.
         People started to home in on it; and because the repertoire was expanding rapidly, Naxos became a brand that they wanted to
         revisit. It began to change the face of the classical record departments. As the concept of ‘own branding’ took hold, it also
         began to appear in other, non-traditional outlets, such as bookshops. By the early 1990s it had established a ubiquitous presence
         in many markets.
      

      
      There was continued development in the last two decades of the twentieth century and an exciting volatility in classical recording.
         There were opportunities everywhere, and those who emerged and still survive demonstrated not only a deep classical commitment
         but also the ability to move with the changes and even see them coming. The majors had a swansong with the celebrity culture;
         the new independents showed themselves to be truly inventive in terms of repertoire, bringing lost or forgotten music to consumers
         of recorded music. Both majors and independents recognised the rise of period performance.
      

      
      Equally significant was the provision of classical music to a vast popular audience at a desirable price. This was achieved
         more by Naxos than by any other company, and through curiously plain, traditional values: providing reliable performances
         of central repertoire in new digital recordings on CD, even with basic but dependable liner notes. Classical recording would
         never be the same again.
      

      
      By the middle of the 1990s it was clear, to those who could see the signs, that a new order was emerging. The dominant hold
         maintained for so long by the majors over the classical record industry was being undermined from both inside and out. The
         digital international world was a different one. A new customer base was going into record shops willing to walk out with
         bundles of white-liveried budget CDs, knowing that reliability was assured and a real gem might be discovered. These recordings were not coming from grand offices in the capital cities with long classical traditions (which was, ironically,
         one reason for the company’s success – for many years, the majors simply didn’t take it seriously as a threat): Naxos had
         its headquarters in Hong Kong. In the UK, for the first key years of its growth, there was an office in Sheffield and then
         in Redhill, Surrey. In the US it was based in Cherry Hill, New Jersey and then in Nashville, Tennessee. In Sweden it was in
         the country town of Örebro; in Germany it was in Münster.
      

      
      Increasingly, as the 1990s progressed, these Naxos offices became distribution points for other classical labels, in some
         cases becoming the main classical distributor in the country. It was not a plot that the grand men who ran PolyGram or EMI
         or Sony could have imagined would happen. By the first decade of the twenty-first century, however, it was very clear where
         their main opposition was coming from.
      

      
   
      
      Two

      
      Klaus Heymann: A Profile

      
      Klaus Heymann is tall: 1.93m (6’3”). Now in his mid-seventies, he is white-haired, slim and walks with a slight stoop, perhaps the result of spending so many
         years in the Far East where he towers over most, or maybe an inevitable consequence of all those years hunched over a keyboard
         – typewriter or computer. His principal home has been in Hong Kong for more than forty years, and although he now spends a
         few months each year in his second home in Auckland, New Zealand there is little suggestion that he will leave China in the
         near future.
      

      
      He has always found it particularly satisfying that the revolution caused by Naxos in the classical record industry came not
         from Europe, the established centre of classical music, or from the United States, but from Hong Kong. He often says that
         had he been based in Europe he would not have been able to do what he did. It was precisely because Hong Kong was not a classical
         music centre that Naxos was able to grow in size and strength, and expand worldwide. None of the major classical companies
         was looking to see what was coming out of the East. By the time they did, it was too late.
      

      
      He has never been tempted to move. The headquarters of Naxos remain there – in the hi-tech quarter of Cyberport. His wife, the Japanese violinist Takako Nishizaki, has a growing violin-teaching practice (Suzuki Method); and his son Rick, now
         in his mid-thirties, runs Naxos Far East from Hong Kong.
      

      
      Heymann’s roots in Hong Kong go deep. The entrepreneurial, risky, high-octane atmosphere, flavoured by the Chinese ability
         for commerce, has always suited Heymann. He scored his first commercial successes there, and built a comfortable fortune well
         before Naxos. He has made the most of his position as a businessman comfortable within Chinese circles in particular and Far
         Eastern circles in general, though he started his business life in Europe. German by birth but European by education (Portugal,
         Paris and London as well as Frankfurt; fluent in four languages and conversational in more), he is international in outlook.
      

      
      This even applies to his name. He generally introduces himself as Klaus ‘Hay-man’ rather than rigidly insisting on the correct German pronunciation of ‘Hei-mann’. When he goes into his offices in Cyberport most of the staff address him as ‘Mr Hayman’. He studied linguistics and
         his English is impeccable; but he speaks, curiously for a European, with a noticeable American colour. This was probably a
         legacy of his early years in Hong Kong and Southeast Asia, the time of the Vietnam War, when he was dealing mostly with Americans.
         He absorbed the tones, and in any case it was more appropriate for business.
      

      
      For Klaus Heymann is, at heart, a businessman. He has an arts and humanities background. Mention Seneca or Don Quixote and it transpires that he read them in the original language. Literature, history, politics and political theory were the
         stuff of his student years and he has not lost them. Yet he is the first to admit that now he does not read books. He gets
         on the plane (first class) and reads business or classical music magazines, or The Economist or the Financial Times, or business analyses. He absorbs the current concepts of ‘the long tail’ or ‘the global market’ or ‘the tipping point’ or
         ‘the black swan’; he keeps up with world politics, mainly insofar as it touches his business, and technological developments.
      

      
      For a septuagenarian, he is exceptionally well informed concerning digital directions and developments. When fax technology
         came in he was one of the first to leap at it, and he insisted that all his business colleagues kept up. It is similar with
         email: he receives hundreds of messages a day, but any of his vast number of regular correspondents around the world will
         say that he almost always responds within a day – more often than not within hours, even minutes. It seems effortless. He
         was a very early adopter of Skype: Naxos offices around the world were required to get on to it. He drew the line at Skype
         video, however – because he says it uses too much bandwidth. In his late sixties he began to suffer from repetitive strain
         injury due to the hours he spent using his mouse. He switched to a pen mouse, and then adopted the early versions of speech
         recognition software. If you watch him at his computer now, you see him mainly speaking to it. He has top-of-the-range speech
         recognition software that allows him to answer all emails with barely any need to touch the keyboard. Nothing must stand in
         the way of fielding the torrent of communication that comes in from all time zones.
      

      
      Mostly he works from the office in his home in Hong Kong, an ante room beside the main drawing room. The desk is impeccably
         tidy. The laptop computer sits in pride of place. In the background can be heard his wife practising or teaching. He may have
         the Naxos Music Library playing. If a document comes through that requires careful reading, he prints it out and reads it
         on paper rather than on the screen. Otherwise, donning his headphones with a microphone, looking for all the world like a
         call-centre person, he speaks to his machine, and to the world, and runs the Naxos empire.
      

      
      And that is exactly what he does. All Naxos roads lead to this little office. Sometimes, the email or Skype line may lead
         to his more impressive steel-and-glass office – with a larger desk – in Cyberport, though he now goes there only a couple of times a week. Those lines could lead anywhere in the world of course
         – to Shanghai, Nashville, London, Munich – wherever he happens to be.
      

      
      From his early days in post-war Germany he found he had a natural aptitude for business, for commercial opportunity. This
         was partly due to his facility for mental arithmetic. He is extremely quick at weighing up costs and profit margins, and he
         has an instinct for what the market will take. At first it was just trade. He preferred it to be something technological –
         cameras, the latest hi-fi equipment, cutting-edge studio equipment – because he read about them anyway. He loved a challenge,
         particularly when circumstances forced him to think sideways to resolve a situation. Not for him were the formal avenues to
         trade. If it could be done faster, more profitably – be it in a somewhat unorthodox manner – it was all the better. He picked
         up the nuts and bolts of advertising and marketing while working for Braun; and he learned how to start a business from scratch
         when he went to Hong Kong to open the office of an American newspaper.
      

      
      Underpinning all this were the two central passions of his life: sport and music (principally classical). A useful tennis
         player, helped by his height and ball skill, he played competitively and coached. Most people who take up sport to a good
         level of skill and competition retain the lessons learned in that activity. Klaus Heymann was competitive as a teenager and
         remained so in business. To him, a skilful return of serve followed a few parries later by a neat passing shot was particularly
         satisfying. His tennis was not based on overt aggression, the unstoppable volley.
      

      
      So it has been in business. His business style is not to crush rivals but to play his game to his strengths, and neatly make
         a move in a time of his own choosing. On the other hand, Heymann is the first to acknowledge that on many occasions he has
         been lucky with the way the ball has bounced or with a net cord just when he needed it. Winning is the name of the game, without a doubt, and there has been little room for sentimentality.
         Despite his wife being a violinist he holds no sentimental attitude towards musicians. Of course, being married to a musician,
         he is acutely aware of what it means to be a performing artist; but as the owner of a record company he can rarely allow his
         feelings or preferences for an artist to take priority over the needs of the company to make a profit. His view is pragmatic:
         ‘no profit, no record company, no recordings’.
      

      
      He knows he holds the aces. He does not have long-term contracts with his musicians but has, from the start, expected his
         artists to be loyal to him and to Naxos. If a musician was disloyal, by recording for someone else, for example, he would
         censure them without regret or ensure that they never recorded for him again. This was particularly the case in the early
         years, when he was building the company and felt that he couldn’t afford to send out the wrong messages. The attitude extended
         to his business dealings, too: he was capable of sidestepping a business partner who was not performing his or her side of
         the deal, especially if an opportunity arose. Nevertheless he is sharp rather than ruthless. He has also been known to apologise
         at a later stage for actions he took but subsequently regretted.
      

      
      On the other hand, he can be long-suffering and surprisingly generous. This side of his personality can astound those who
         don’t know him well. One former employee who left under a cloud threatened to sue him and frequently insulted him personally;
         but Heymann continued to pay for his children’s education as he had promised to do.
      

      
      He pours resources into music-education projects because he wants to promote classical music, even sing its praises. Some
         make money; most do not. But he doesn’t seem to mind because the cause is right. Rarely does he take credit for it: despite
         leading Naxos from the front, he has never been into the personality cult. He is frequently interviewed for classical music or business columns but he is also content to be anonymous.
         In China, where Nishizaki is a very well-known soloist, he can be referred to as ‘Mr Nishizaki’ and it amuses him; perhaps
         he is even proud of it. In 2010, at the Hong Kong Business Awards, he was on the stage with some of the richest men in the
         city (that means mega-rich) after winning the Owner-Operator Award. If the truth be told, he nearly declined it because the
         event interrupted plans for a break in New Zealand where he would play golf every day. He chose to stay because the exposure
         was good for Naxos’s profile in its home town.
      

      
      As with many highly successful men, there are contradictory traits in his character; or maybe it is more accurate to say that
         there are different traits which manage to co-exist. He makes cool business decisions, quite unemotionally; yet his response
         to music is clearly emotional. Few business partners of long standing have heard him talk about his passion for music in any
         intimate way, and would be surprised to hear him describe his response to Richard Strauss’s Der Rosenkavalier, for instance:
      

      
      
      	
         Rosenkavalier is one of the few things that makes me cry. I do not cry at deaths of heroines, or when someone dies on stage … but dramatic resolutions, such as when the Marschallin gives away Octavian to Sophie because she knows that this is the right
               thing to do – this moves me. In the same way, I was deeply moved when I first saw Pfitzner’s Palestrina, and it still affects me today. Nobody gets killed. But Palestrina’s reconciliation with his persecutor Cardinal Borromeo,
               and the sense of spiritual release, is extremely powerful. And I prefer Bruckner to Mahler. Bruckner doesn’t have downs: he
               is an uplifting composer, even in his slow movements, except perhaps the slow movement of the Ninth Symphony. For me, his
               symphonies are all about the good things of the world: his architecture is grand, his world is whole. Mahler, by comparison, is for me more uneven emotionally,
               wilder, less sure.
         

      

      

      
      Heymann is direct and refreshingly unpretentious when he talks about music. He did not learn to read it or to play an instrument
         because there was no such tradition in his family. In any event, there was no money after the war for buying an instrument
         and funding lessons. From a very young age he had to work because he did not receive pocket money from his parents. He declares
         that not having learned, at the very least, to play the piano or read music is one of his great regrets in life, though he
         has famously turned it to his advantage with the creation of Naxos. After a lifetime in music, and years of marriage to a
         violinist, he still talks of a musician playing ‘high’ or ‘low’ rather than ‘sharp’ or ‘flat’. He has been offered honorary
         doctorates by a number of universities but has always declined them; he feels that because he doesn’t read music it would
         be pretentious to accept. Yet he is still confident to stand up at the annual sales conference and sing the praises of Schumann’s
         Scenes from Goethe’s Faust or Mozart’s Divertimento in E flat, sublime works with which only the knowledgeable are generally familiar. Furthermore,
         he knows that in the current climate the recent recording of Scenes from Goethe’s Faust (a large-scale work with full orchestra, soloists and chorus) will probably never recoup its investment. For projects which
         are particularly dear to him, he doesn’t mind.
      

      
      Like many entrepreneurs, he is a risk-taker. He says that he never takes a big risk that could sink the company, but he is
         very prepared to make many small bets, or sink resources into new areas, in the hope that one or two of them will bear fruit.
         He has probably had more failures than successes in his business life, but all the failures have been small while he made
         the right decisions in some really crucial areas.
      

      
      It is not often realised that Naxos is actually the product of a husband-and-wife team. The relationship between Klaus Heymann and Takako Nishizaki is unusually close, both in personal
         and business terms. Heymann always acknowledges the contribution that his wife has made, though it is not often recognised
         because he is the label’s most prominent figure. Nishizaki’s recordings helped to start the label, but it is also she who
         has recommended which musicians should record for Naxos, and even their area of repertoire, after hearing them in concert
         or on demonstration recordings. She has had a considerable influence on the musical character of Naxos. It should be said
         that the equality of women has never been an issue with Heymann.
      

      
      But Naxos the company has been made by one man, which has been its strength and its weakness. For all its twenty-five years
         Heymann has run the company, even down to a detailed level. Most of the new ideas and directions come from him. He listens
         to his employees at every level and he supports them, but ultimately nothing happens without his approval. This is both a
         help and a hindrance. It means that instant decisions are possible. It also means that, despite some capable and dedicated
         people around him, it has been difficult for the company to move on to a more corporate footing, even when it was evidently
         too large for one pair of hands. Heymann has been acutely aware of this, and of the track record of companies that have outgrown
         the entrepreneur–founder: only too often they have closed, or been subsumed into a larger company. Over the years, he has
         tried to find someone to take over from him, or at least to become CEO and take over the day-to-day running of the company.
         He has put people in place but few have lasted beyond two or three years. Very simply, Heymann has never found anyone who
         can match him in the key areas of classical music, business, vision and swift opportunism, as well as an untiring commitment to work. Unsurprisingly he has little patience for people he deems to
         have fallen short – a trait that applies at all levels. If people do not come up to his expectations they generally last a short time. To those who do, he gives the kind of loyalty he expects from them.
      

      
      He has for many years maintained a board, consisting principally of the managing directors of Select Music UK, Naxos of America
         and Naxos Sweden, plus other occasional, co-opted members. Matters are discussed, and on the whole Heymann does not force
         issues through, especially on matters that directly affect the distribution companies. He does not interfere in the running
         of the national companies unless there are problems. The national CEOs run their companies as if they were their own. Most
         are ‘lifers’ with ten years or more experience with Naxos. He is, however, prone to start new projects, even major initiatives,
         without discussion or agreement at board level. All his senior executives now expect to find, from time to time, a new venture
         already committed to, a new person appointed, a new label taken on for worldwide distribution, a new composer cycle underway.
         Heymann is shrewd but spontaneous; he has an instinctive feel for an overview of a subject, particularly a deal. But in rapidly
         coming to a conclusion, he sometimes makes mistakes. Paradoxically, he can pay great attention to detail, whether it be in
         a lawyer’s brief – he has frequently pointed out issues that his own lawyers have missed and thereby won a case – or in the
         proof-reading of a cover or booklet notes. The underlying explanation is that if he is deeply interested in a topic the scrutiny
         is minute; if he has marginal interest, or has other, more pressing business, the scrutiny will be cursory.
      

      
      Heymann is consumed by work. It is not so much that he is driven by it, but more that he is fascinated by it, be it business
         or the arts. It may have been the oscillation between both, or involvement in them in parallel, that has kept him so fresh
         and curious. Nevertheless he does have his recreational interests. For some years, wine and golf have held probably equal
         status. He prefers New World wines to European vintages, and he knows them well: wine was one of the great attractions for
         him of Australia and New Zealand. Even when he is in Europe he drinks New World wines. He is not a collector because his preferred
         wines don’t last very long. He is an accomplished golfer, and still walks from hole to hole, declining transport. It is his
         exercise, his break from the computer and the email (he rarely uses a mobile phone). It is also his opportunity to experience
         again the spark of competition. He always plays better when he plays against someone – and without doubt he carries that into
         his business life.
      

      
      Heymann muses from time to time about retiring, even if it is only partial retirement. He is not really serious, though. In
         Asia there are many businessmen, both Chinese and Western, who run international companies into their eighties, and in his
         heart he sees no reason why he should not be one of them. There are few signs that his sharpness or his eagerness for new
         business have diminished in any way. He remains the most farsighted figure among his colleagues, and is probably still the
         greatest risk-taker. There is no doubt that Naxos remains his own, and he does with it what he wants while being mindful of
         the fact that he now has more than 300 employees, many of whom, especially the executives, have devoted their lives to the
         company. After all, in the end, he sees that he is risking his own money, and that is that.
      

      
   
      
      Three

      
      The Early Years: From Frankfurt to Hong Kong 1936–1967

      
      Klaus Heymann was born in a suburb of Frankfurt on 22 October 1936. His father, Ferdinand, was an administrator working for
         the city government and his mother, Paula, was a traditional housewife, a role which she resented though she had only had
         a primary school education. She was bright and capable, and when his father was drafted into the army in 1939, as war clouds
         gathered, she took his job in City Hall. Ferdinand was an anti-aircraft officer and was mainly based around German towns.
         When Heymann was four years old he was evacuated, in common with other children, to the countryside, to be joined by his mother
         only later. First of all he was housed in villages in Hesse, then towns in Alsace, and finally, at the end of the war, in
         Bavaria. When the family returned to Frankfurt in 1945 they found that their apartment had been turned over to displaced persons,
         and they (Ferdinand, Paula, Klaus and his younger sister Brigitte) moved into the attic of Heymann’s grandmother. A second
         sister, Barbara, was born three years later. Eventually, in 1948, they moved back to their flat and normal life began. Heymann
         was twelve. He remembers his childhood home as a ‘cultured’ household:
      

      
      
         We were a book-reading family. I remember that as a kid, myself, my two sisters and my mother would be sitting in four different
               corners of the room, everyone with a different book. The culture was a reading culture. Music came a little later for me,
               though my parents always liked classical music and went to concerts. Just after the end of the war, in late 1945 when I was
               nine, I went to my first concert in a spa on the other side of the lake – the Munich Philharmonic Orchestra playing Beethoven’s Leonore 3, the Fourth Piano Concerto and Schubert’s ‘Unfinished’ Symphony. I remember the pianist was Rosl Schmid and the conductor
               Hans Rosbaud (I heard many concerts with him later on after he had become music director of the Hesse Radio Orchestra). I
               found it fascinating. The music made a great impression on me and, back in Frankfurt, I started to go to all the youth concerts’
               at the Hessischer Rundfunk. I went to a lot of concerts.
         

         My grandmother on my mother’s side had a house in one of the other suburbs and had friends who lived in the countryside, so
               she had food. We went there on weekends on a bicycle – a 20-kilometre bicycle ride to eat. And she had a piano in the hallway
               but she would never let me touch it. I remember her saying: ‘You’re going to destroy it. Don’t touch the piano!’ Perhaps,
               if she had let me play on it, or just touch it, things might have worked out differently and I might have learned an instrument.
               But that didn’t happen and I never did. Neither of my parents played, so that was the way of the family. And I never learned
               to read music either.
         

         I became more involved with music around 1955 when my father bought his first record player, which played LPs. I remember
               I was in high school because I was still making money as a caddy; I was nineteen. We had one of those old radios, of course,
               but it had a pretty good sound. The first disc my father bought was Mendelssohn’s Hebrides overture on 45 rpm. And then to aggravate my father, whose musical preferences stopped around 1900, I bought Stravinsky’s Petrushka, Richard Strauss’s Till Eulenspiegel and Don Juan, as well as the Symphonie fantastique by Berlioz. Those were my first three LPs. I think they were all Philips and conducted by Willem van Otterloo [the Dutch conductor
               of the Residentie Orkest in The Hague], who was particularly known for his recordings of twentieth-century music.
         

         Although I didn’t play an instrument, which is something I regret very much to this day, I did read books. When I was in high
               school I read lots of adventures by a German author called Karl May. He set his stories around the world – the American Old
               West and the Middle East – countries which he had never visited. He himself wrote about forty or fifty, and after he died
               other people concocted others. I had a classmate whose father was an industrialist and he had the money to buy all of them,
               so I borrowed them from him. My ambition was to read every one of his novels, and I did.
         

         I also read other things. I read everything! I think I was probably the best customer of our local city library. I read under
               the blanket at night; I read all the time. But not about music. I read the programme notes to the concerts but reading about
               classical music came later when I began record-collecting seriously, after university.
         

      


      
      Heymann learned to earn money from a very young age. At ten he had started buying reading sheets from a kiosk in the early
         morning and reselling them at school for a small profit. Sport was also a keen interest and he got himself a job at a big
         tennis club as a ball-boy, and then as a caddy at Frankfurt’s only golf club. In his student years he did many other jobs,
         ranging from cleaning and removing labels from bottles for re-use to loading mail on the night trains and being a witness
         at weddings. He was an able tennis player – he became the playing coach of the Frankfurt University tennis team – and made
         money by giving tennis lessons at the Frankfurt Press Club and, during the summer holidays, at a big industrial plant near Wiesbaden. He went
         to Frankfurt University in 1956, just before he turned twenty, to read English and Romance languages and literature. He was
         always attracted by travel; he became fascinated by Brazil and decided to learn Portuguese. The winter term of 1958 was spent
         studying Portuguese language and literature at Lisbon University and living with a Portuguese family. He established a pattern
         of playing and teaching tennis during the summer, and earning sufficient money to fund a winter term at a university abroad.
         It became an important preparation for his later life.
      

      
      
         I learned a lot about the different way people lived. I was some sort of a doer. While studying in Lisbon I also played tennis
               for the university and met a lot of people. I had two very good professors: one, a Brazilian, had written the most important
               history of the Portuguese language, and the other one was teaching both linguistics and literature. The Portuguese have many
               dialects: there were many little valleys that were separated from the rest of the country at the time. This professor would
               write out the phonetic transcription of a sentence and we would have to guess from which part of the country it came. He spoke
               very movingly about the extreme poverty there – how some villages had only one suit: when one of the villagers had to go to
               the city for an official visit he put on the one village suit.
         

         Because I had studied abroad I got a part-time job running a seminar for my fellow students at Frankfurt University, and this,
               together with coaching tennis, meant that I was actually starting to become quite well off. And my languages were expanding.
               I spoke German, English and Portuguese, and I was reading in French, Spanish and Italian – and I took some courses in Romanian,
               which was half Romance language, half Slav.
         

      


      
      In 1959 Heymann spent the winter term at King’s College London; he was ostensibly studying in the Portuguese department but
         he also went to lectures on French and English. He regards his time there as crucial because he learned ‘a critical approach
         to literature’, which was very different from the more deferential German attitude. In 1960 it was back to Frankfurt for the
         summer, earning well, and then to Paris and the Sorbonne for the winter, where he had the good fortune to study with the distinguished
         professor and author Antoine Adam. Heymann had brought with him his tape recorder and recorded the lectures while all his
         fellow students took notes. These winter study periods also introduced him to a lot of opera, theatre and concerts: the San
         Carlos Opera in Lisbon, the Royal Opera House, Covent Garden in London (it was the early years of Georg Solti), and the Opéra
         and Comédie-Française in Paris. But it was a life that couldn’t continue: he decided that five years as a student had been
         enough. He was told that in order to finish his Frankfurt degree he would need to stay for another two years, so he dropped
         out.
      

      
      It was 1961 and he was accustomed to earning a living in a variety of ways. Tennis was not an option as a profession: ‘I was
         a good state-level player but no more – and there was no professional circuit as there is now.’ He didn’t want the life of
         a club tennis coach, either. But it was through his tennis coaching at the Frankfurt Press Club that he got a job as an advertising
         sales supervisor for a newspaper called The Overseas Weekly (which was nicknamed ‘The Over-Sexed Weekly’ because of the cheesecake pictures that featured in all issues). It was an English-language
         tabloid for the 300,000 troops in the American armed forces stationed in Germany.
      

      
      
         My boss was a hi-fi nut and also a classical music lover. We hit on the idea of publishing a hi-fi supplement, which is where
               I got to learn about hi-fi. Then people came to me and said they needed translations of hi-fi manuals from German into English. So I started a very lucrative business of doing translations of operating instructions and advertisements which
               would be polished up by my boss. Even today, if you buy a Braun shaver, you will find a lot of terminology in the instructions
               that came from me many years ago. Then I started freelance copywriting on the side. I was working all the time, doing my day
               job, and then having translations or copywriting delivered to me at 7 p.m. which had to be completed overnight. It was proper
               on-the-job training. I got to know the ad agencies not only as a translator or writer but also as a model for brochures. I
               modelled as a Lufthansa captain once, with a gorgeous blonde model sitting next to me in a fancy car; it was winter, but I
               was dressed in the captain’s summer uniform because the advertisement was scheduled to run in summer. It was freezing. The
               advertising-agency people put a fur coat on the model between shoots but I was standing there, shivering, in my summer uniform.
               On another occasion I did a cigarette commercial and had to hold a cigarette; but I had never smoked, and my eyes began watering
               and I started to cough. I learned that you never look into a camera but have to focus on a spot, like the shoulder of the
               cameraman; otherwise you look vague. So now, whenever we do a shoot with a musician or if a press photographer takes pictures
               of me, I know what to do.
         

      


      
      It became clear that there was not a real future in The Overseas Weekly and when, at the start of 1966, Braun offered Heymann a job as the export advertising manager, he changed paths. It was an
         important step because he learned key sales and marketing methods that he was later to use in his classical music business.
         Braun was famous for its classic, clean design, but Heymann realised that the export markets were not carrying this through
         in their advertising. He therefore wrote a Braun style guide for advertising – and many of these principles were carried through
         to Naxos.
      

      
      
         Braun did lots of tests on which typography and layouts are easiest to read and used the results in their designs. No indentation
               because it delays the reading speed; dark blue on white is easier to read than black on white; sans serif type is easier to
               read than serif. Braun used templates for layouts into which the text and pictures had to fit, and, as a result, all their
               advertisements and printed material had a very clean look. I learned a lot.
         

      


      
      After Heymann had spent a year with Braun, The Overseas Weekly invited him to open an office in Hong Kong. It was the time of the Vietnam War, and he arrived in Hong Kong on 6 January
         1967 with a suitcase and a two-year contract. Although he has travelled the world, Hong Kong has remained his base ever since.
      

      
   
      
      Four

      
      A New Home in the Far East: Building a Business Career 1967–1982

      
      The move to Hong Kong set Heymann on a steep learning curve, setting up an office, and solving problems with printers, distributors,
         and not least the military authorities. They were not supporters of the paper because it had been critical of the military,
         and they refused to allow it on the military newsstands. Yet without distribution there could be no advertising. Heymann travelled
         around Asia – Thailand, the Philippines, Korea, Taiwan, Japan and, of course, Vietnam – finding outlets in front of the bases.
         He made a go of it, but realised that there were better ways to get wider distribution. He managed to get hold of military
         phone books, base by base, which carried details of key personnel, and these became the core of an unrivalled network. He
         devised a way of shipping out the newspaper in bulk to an international mail exchange centre in Japan, which then shipped
         it free of charge to the key personnel – even to soldiers and airmen in the front line! What’s more, he made no charge to
         the readers for the newspaper itself – a very early example of a free newspaper funded by advertising, which included most of the main Japanese camera and hi-fi makers. After two years he left and went out on his own. The next
         step was a direct-advertising business, Davidson and Partners; and then a mail-order company for the US armed forces in Asia,
         Pacific Mail Order System. It was 1969.
      

      
      
         I knew how to convert military phonebooks into mailing lists and so I hit on the idea of starting a mail-order business, because
               as I travelled around the military bases I kept being asked: ‘Where can I buy a camera?’ So I began a mail-order business
               and sold cameras. I made a camera catalogue. I didn’t know much about cameras and it had rather a lot of mistakes! But I mailed
               it out and three weeks later I looked in my letter-box and hundreds of envelopes containing cheques fell out. I was a dollar
               millionaire within the year. I was thirty-three. It sounds easy, but there were many problems to be overcome, especially the
               posting difficulties – getting the cameras to the buyers on the military bases. I found out that the nearest US territory
               to Hong Kong was a place called Guam. I set up a warehouse there, and shipped the parcels in bulk by air freight from Hong
               Kong to Guam. Our people in Guam posted the parcels at the local post office and the goods were then sent all over Asia to
               the armed forces by the US Government, at US domestic postage rates.
         

      


      
      It was an exciting time. Heymann flew in military helicopters over the Vietnamese terrain and saw, at first hand, the testing
         circumstances, with guns jamming and communications wild and difficult. He was in Saigon during the Tet Offensive: he learned
         not to sit near windows in cafés because the Vietcong might throw explosive devices through them. He became involved in travel
         tourism for soldiers on R&R, working with a big American airline.
      

      
      Then came the Paris Peace Accords of 1973 and the writing was on the wall for this form of mail-order activity. However, he wasn’t quite finished: he adapted the business, offering
         hi-fi equipment to members of the military who were preparing to return to the US; they would buy it while still in the Far
         East, and have it shipped home for their arrival. Although it was clear that his life in Hong Kong and the Far East would
         be very different, Heymann had no thought of returning to Europe. ‘I couldn’t imagine living anywhere else.’
      

      
      During this time he continued to listen to music, but mainly on LP: there was very little live music-making of any reasonable
         standard in Hong Kong. He also maintained an interest in hi-fi equipment. He had been selling Revox tape recorders and Bose
         speakers to the GIs, and it was this that led to the next major step in his career: he had a meeting with the innovative designer
         of speakers, Dr Amar G. Bose. Dr Bose had come to Hong Kong to visit the distributor of his unusual speakers but was disappointed
         in the distributor’s performance. He offered the distribution of Bose in Hong Kong and China to Heymann. It was the beginning
         of a fruitful relationship that was to last more than twenty-five years and later make a crucial contribution to Naxos itself.
         Revox also gave him the distributorship of its tape recorders for Hong Kong and China. It was a natural step for Heymann because,
         even during those heady and busy days since his arrival in the Far East, music had remained a central part of his life, an
         emotional lifeline to his Western heritage.
      

      
      
         From the start of my life in Hong Kong I collected records. I used to read all the catalogues and buy LPs from all over the
               world – including the Eastern European recordings from Hungaroton, Supraphon and Opus. I got these from a little distributor
               in Hong Kong called Essex Trading. The company’s salesman David Levy knew a lot of unusual music – all the Polish and Czech
               and Hungarian composers – as well as the central repertoire. I had hundreds of LPs lined up on my shelves at home. I tried cataloguing them but didn’t have the time to keep it up, and eventually I shelved them according
               to the order in which I bought them.
         

         I knew mainly about orchestral music and opera. I liked the big piano and violin concertos, and the symphonic repertoire –
               Bruckner and Mahler: particularly music that was fast and loud. It was only later, after I met my wife, Takako Nishizaki,
               that I really learned about chamber music, and how to listen to music intelligently and sensitively. As the Revox and Bose
               distributor, I decided it was a good idea to promote the equipment by organising concerts. But also I was missing the European
               environment. I had been accustomed to going to concerts and opera in Europe, and while I loved being in the Far East, and
               could listen to records, I felt the lack of live music. So I started to correct that myself.
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