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			All books in the Rowman & Littlefield Dictionaries for the Modern Musician series use the ASA (Acoustical Society of America) method for pitch identification, and this is the system used in this volume. As is customary with many keyboard charts, the numeral zero is used for those pitches below C1. However, what is sometimes termed the “modified” Helmholtz system (below) is generally preferred by piano makers, technicians, and many museums for indicating keyboard compass, and that chart has been included below for easy reference and comparison.

			“Modified” Helmholtz Pitch Designation System

			
				
					[image: ]
				

			

			“Modified” Helmholtz Pitch Designation System used by the American Musical Instrument Society (AMIS), by museums in their instrument catalogs, by auction houses selling musical instruments, and often by musicians asking about the compass of a piano they are considering playing in concert.

		

	
		
			Preface

		

		
			Since nearly all dictionaries require selectivity, the modern pianist’s world presents a number of daunting challenges to anyone bold enough to chronicle its essentials between two covers. At least some of those challenges are well understood by experienced performers and teachers, for over the past quarter century the profession seems to have expanded in two opposing directions. First, the new technologies surrounding digital keyboards are accelerating to the point that even a dedicated technophile may have difficulty staying current with the most cutting-edge developments. At the same time, virtually any pianist who has studied or taught in a college or conservatory over the last several decades has observed the increased emphasis being placed not simply on performance practices of earlier periods, but on the actual instruments used before 1840—instruments now being both restored and replicated by highly skilled craftsmen.1 At present, both of these movements have carved unassailable footholds in the modern pianist’s world, though both were considered little more than novelties a generation ago.

			Perhaps not surprisingly, the partisans of period instruments and the devotees of electronic keyboards have not always found common ground, but the artists and teachers who focus on traditional instruments and repertoire have also observed some disturbing trends over the last few decades: for amid shrinking budgets and declining enrollments, their students often seem less concerned—and less informed—about the rich legacy that has shaped their art. While some have suggested that we simply live in an age overly obsessed with the here and now, others have attributed the lack of awareness to proliferating competitions that tend to promote more homogenous playing, a “style” more often concerned with accuracy than artistry, and an approach that bears little resemblance to the individuality once associated with the so-called Golden Age of pianism. But whatever the causes, it seems paradoxical that talented students should spend years studying Bach, Beethoven, Chopin, or Debussy in an effort to aid their awareness of the composers’ intentions, while their exposure to the Bach of Edwin Fischer, the Beethoven of Artur Schnabel, the Chopin of Alfred Cortot, or the Debussy of Walter Gieseking—performances that were once considered iconic to generations of pianists—has likely been intermittent at best.2 To compound the irony, today’s students have unprecedented access to the most treasured performances of the past, whether via the Internet or through the large number of commercial reissues available on CD, an ease of access that their teachers could scarcely have imagined in their own student days.3

			Since, for a variety of reasons, the pianist’s world has always been driven more by personality than terminology, the majority of entries in this volume focus on the major pianists and teachers of the past two centuries. Perhaps in some measure, this approach may help enrich the modern pianist’s world, since music schools rarely seem to address the legacy of artistic piano performance in a systematic fashion.4 Thus, with the understanding that the printed word can never take the place of a recording or a live performance, this book has been designed to offer detailed background, as well as easy reference, to those both familiar and unfamiliar with the seemingly endless array of notable performers who have shaped our pianistic heritage. Admittedly, such an alphabetical survey amounts to little more than a selective overview, and the necessity of keeping this work from expanding to multiple volumes has also required many omissions. The most painful exclusions have resulted in the absence—with a few delimited exceptions—of countless younger, often magnificently gifted artists who have not yet reached the half-century mark. Although this decision was dictated primarily by spatial considerations, it could be argued that it was not entirely arbitrary, since by the time pianists reach mid-life, it often becomes easier to evaluate the mark they are likely to leave on their profession. And it may offer some consolation to note that the majority of younger pianists today, especially those under management, rarely want for publicity. In fact, they are likely to have websites detailing their backgrounds and even offering sound samples, a status never enjoyed by the majority of great artists who are no longer with us.

			In addition, the present volume is not strictly a compendium of classical pianists, or it could have contained far more names. Equally important to aspiring students, as well as to seasoned professionals, is the instrument itself, and although detailed books exist to explain the piano’s construction, some twenty entries covering modern parts and components are also present—terms that today’s pianists might do well to understand. There are also extended entries for nearly forty modern manufacturers, and many have been expanded to essay length, since today’s pianists will no doubt encounter more than one brand over the course of their careers, and it may be enlightening to understand something about both the history of a given instrument and of a given company. It could also be argued that in the last thirty-five years, the growth of smaller, independent makers who currently build exquisitely crafted modern instruments—including concert grands—heralds an exciting era of increased experimentation and variety, so entries for a number of these pioneers have been included as well. Since several brilliant essays by knowledgeable authors also grace this volume as appendixes, this may be an appropriate spot to highlight the masterful piece on historic pianos by authority and collector Edmund Michael Frederick that appears as appendix C. It is followed by a brilliant, highly readable essay on digital pianos by composer and theoretician S. David Berry, whose lucid explanations may offer enlightenment to the growing numbers of pianists likely to encounter electronic keyboards in the near or distant future. Digital piano performance often suggests at least an element of improvisation, a skill which most serious pianists are likely to attempt at some point in their careers, and fortunately, many schools are finally beginning to recognize its importance as a functional competency.5 Thus, it seems appropriate to honor some of the greatest improvisers of the twentieth century, and nearly forty artists who have distinguished themselves in the realms of jazz and popular styles have also been included.

			Several additional points should be made to guide effective navigation of this work. First, while terms related purely to the piano are offered, space did not permit the inclusion of more general music terminology, and those in quest of such material may find worthwhile guidance in the bibliography at the rear of this volume. Although repertoire is discussed continuously in these pages, this book is not meant to double as a piano literature text, so there are no specific entries for musical works. And though a few composers who have brought revolutionary approaches to piano composition in the twentieth century have been given separate acknowledgments, countless outstanding pianists whose fame today rests primarily with composition have been omitted, including Brahms, Debussy, and Prokofiev. An important litmus test in this case was whether or not the pianist maintained a long-standing concert career that traversed a spectrum of repertoire, which left little question about Liszt, Rachmaninoff, and numerous others but also led to some (hopefully) understandable exclusions. The United States, especially, is home to some priceless instruments, artifacts, and archival materials from earlier eras of pianism, and some of the most important museums and collections have been included for convenient reference—venues well worth a visit from any serious pianist. A number of well-known competitions have been listed as well, often with a bit of historical background, though that number has grown so much in the last several decades that it was necessary to limit the list to a few of the oldest and most venerable.

			All books in the Rowman & Littlefield Dictionary for the Modern Musician series use the Acoustic Society of America (ASA) standard for pitch identification, but since many museums and musical instrument auction houses prefer the modified Helmholtz system, the tone chart at the front of this volume provides both systems for easy comparison. With certain exceptions, throughout this book the spellings of proper names conform to those favored by the New Grove Dictionary of Music and Musicians. Because so many diverse names and terminology are comingled alphabetically throughout these pages, appendix A subdivides the dictionary entries by category for easier reference. It is followed by appendix B, a highly illustrative diagram of the modern piano’s action generously provided by the Renner company, at this writing arguably the world’s leading manufacturer of hammers and actions. I am especially grateful to master illustrator T. M. Larsen for captioning this diagram, as well as for his assistance with other graphics throughout the book. I am also deeply indebted to James Croson for contributing the many attractive—and at times complex—musical examples that adorn this volume.

			My thanks to authors David Berry and Michael Frederick has already been offered, but I would be remiss if I failed to reference the contributions of Michael’s wife, Patricia, who provided inestimable assistance to the historic piano essay, as well as some immensely valuable visual charts. And words can barely express my gratitude to Robert Berkman, a master of the Pianola and arguably the world’s leading authority on player and reproducing pianos, for contributing the superb essay which serves as appendix E and elucidates a little-understood but once immensely important area of pianism. Many additional contributions, though perhaps less visible, proved invaluable to the dictionary portion of the book, and there is no way I can sufficiently thank Gregor Benko, co-founder of the International Piano Archives (now) at the University of Maryland, and Donald Manildi, the present curator of IPAM. Both of these gentlemen, who are authorities without peer in their field, tirelessly and knowledgeably perused virtually the entire manuscript, patiently correcting factual errors and guiding me to the most accurate sources now available. Others who graciously gave of their time either through research or by reading some, or most, of the entries include Max Brown (also of IPAM), James Coleman, Francis Crociata, George Fee, Stewart Gordon, Jeremy Nicholas, Caio Pagano, Robert Reynolds, Dan Franklin Smith, Michael Spreeman, Michael Spring, and John Watson. I also owe special thanks to Lloyd Meyer, the president of Renner USA, to the Metropolitan Museum of Art, to the Musical Instrument Museum of Phoenix, and to Jason Sipe of the Arizona Piano Company in Tempe for their generous contributions of photos and illustrations.

			This book was originally suggested to me by Bennett Graff, then senior music editor for Rowman & Littlefield, and I am deeply grateful for his guidance and support, as well as for that of my original series editor, David Daniels, who unstintingly offered enlightenment, warmth, and enthusiasm. More recently, I owe an equal or greater debt to Natalie Mandziuk, the present music editor at R & L, and to the present series editor, Jo Nardilillo, without whose assistance this work could never have seen completion. I also express my deepest love and gratitude to my wife, Maryanne, who seemed always to understand that hermit-like daze that overtook me at times in the few months preceding the completion of the manuscript, as well as to our two feline companions who waited patiently outside the door, as if mindful of the fact that—perhaps—something of significance might be occurring on the other side.

			Notes

			1. A growing number of schools in America now offer degrees in historic piano performance on period instruments, including Oberlin and of course Cornell, a program long associated with the highly revered Malcolm Bilson, whose pioneering efforts have arguably nurtured much of the passion and interest that characterizes the modern movement.

			2. Joseph Horowitz’s brilliant book The Ivory Trade (New York, 1990), an analysis of the 1989 Van Cliburn Competition, described some renditions of Bach’s Chromatic Fantasy and Fugue heard in the finals, performances which made him long for the “Faustian creative fever” conveyed by Edwin Fischer’s 1931 HMV recording. He wrote, “Fischer’s recording is famous, but it seems doubtful that many of the Cliburn contestants have heard it” (172), an observation that still resonates over twenty-five years later, even though Fischer’s recorded output can be accessed far more easily today.

			3. On June 11, 2015, I was privileged to chair a panel of internationally recognized experts at the Eastman School of Music to address issues related to “historic pianism,” and the selections played ranged from an 1889 Edison cylinder of Brahms performing a portion of his first Hungarian dance to a 1926 recording of Tchaikovsky’s B-flat minor Concerto by Vassily Sapellnikoff, a Russian pianist who had once played the work under the composer’s baton. All the recordings heard that afternoon are now easily available on CD, and the distinguished guests in attendance found the performances riveting. But it was also noted that, despite the high level of acoustic fidelity and scholarly annotation now characteristic of modern releases, commercial sales of historical reissues are for the most part unimpressive, especially with younger pianists.

			4. A notable exception is the course “Perspectives of Pianism,” at this writing taught most recently in the spring semester of 2016 at the University of Maryland by Donald Manildi, the present curator of the International Piano Archives at the University of Maryland (see IPAM). Of course, having the resources of IPAM available to students enables a series of unique educational experiences, but as Manildi notes, “the abundance of historic piano material now accessible on CD reissues would make similar classes relatively easy to design.” However, the presence of such courses in colleges and conservatories still appears to be more the exception than the rule.

			5. In America especially, increasing numbers of pianists and educators have begun to insist that college and conservatory students develop at least a modicum of improvisatory skills. The National Association of Schools of Music stops short of mandating improvisational competency as a requirement for maintaining accreditation, but the skill is both recognized and encouraged, as reflected in their 2010 advisory guidelines: “Students must acquire a rudimentary capacity to create original or derivative music,” and such music may include “the creation of original compositions or improvisations, variations or improvisations on existing materials.”

		

	
		
			A Brief Word about Recordings

		

		
			Despite the fact that A Dictionary for the Modern Pianist discusses many recordings by famous pianists, this book contains no discography, since even a sketchy, incomplete list of worthwhile piano discs might easily require another volume. Nonetheless, it may be helpful to understand some of the terminology used to discuss both the earlier and more recent recordings mentioned throughout these pages.

			The earliest reproductions discussed herein are wax cylinders, products of an era that began as early as the 1880s and was fostered largely by Thomas Edison, who played a major role in developing the technology. Commercially produced cylinders lasted until about 1915, and though some fascinating early pianistic treasures exist in this format, cylinders deteriorate over time and are not easy to reproduce; hence they are exceedingly rare today. Fortunately, a number of highly prized cylinder recordings from the 1890s, such as those by the great Russian pianist Pavel Pabst—one of the few recording artists who died before 1900—have been transferred to CD and are now accessible to modern audiences (see Pabst, Pavel).

			Although it was a gradual process, cylinder technology was eventually succeeded by the gramophone disc, which was far easier to market and transport and became commercially viable as early as 1905. A disc played on a turntable spinning at approximately 78 revolutions per minute was the dominant means by which people enjoyed recordings through the first half of the twentieth century, and by the end of World War I, two-sided discs were available in both ten-inch and twelve-inch format. The larger discs could often accommodate two short piano pieces on a single side, but the maximum capacity was still no more than about five minutes of music, so for many years, record companies favored shorter works. Throughout the 1920s, larger works such as sonatas and concertos were issued far less often, since they required a number of separate discs (many compositions were even recorded with cuts), obliging listeners to change records frequently so that an entire movement could be enjoyed.

			It should also be said that before 1925, virtually all recordings were acoustic; that is, the sound was captured with large acoustic horns placed throughout the studio. With this method, although piano sound could often be reproduced adequately at moderate dynamics, acoustic horns had difficulty reproducing extremes of loud and soft, so nearly all companies eagerly embraced microphones when they became available about 1925. The earliest 78s from the microphone era are always called electric, but merely as a means of distinguishing them from their acoustic predecessors. Although microphone technology has remained essential to the present day, the term “electric” was less frequently used after 1948, when Columbia Records developed the long-playing discs popularly known as LPs. LPs quickly became extremely popular, even though consumers were now required to purchase turntables that spun at 33⅓ revolutions per minute, and by the early 1960s the LP format had totally replaced 78s, at least for classical releases. Even Columbia’s earliest long-playing discs had a capacity of 20 minutes per side, and this was soon increased somewhat, so that by 1960, a single LP could easily contain two large Beethoven sonatas. LPs were also a boon to jazz pianists who desired to offer lengthier, extended improvisations, and by the late 1950s, artists such as Oscar Peterson and Bill Evans released entire sets recorded live during their club engagements, a novelty that would have been extremely cumbersome to market during the 78 era. The LP remained the gold standard for serious pianists until the audio compact disc—with a capacity of 80 minutes—was developed in 1980 and CDs became commercially available a short time later.

			Some of the world’s greatest pianists once made another type of recording, and from about 1900 until 1930, many piano manufacturers were heavily immersed in the production and sale of “player” or “reproducing” pianos, which are also discussed throughout this volume. Player pianos required piano rolls, a form of recording unique to the piano that is neither acoustic nor electric but was once extremely popular with American and European audiences. In the 1920s, many artists preferred this method of recording, since even after microphones became standard, the effective editing of commercial records was still decades away, and if either the artist or the company found fault with the playing—or if the session suffered from imperfect audio pickup (a common problem at the time)—the entire selection needed to be rerecorded. On the other hand, piano rolls could be edited (in fact, editing was often a requirement before they could be released); hence pianists who already suffered from “microphone fright” (and there were many) found the creation of piano rolls far less nerve-wracking. For a complete treatment of this immensely sophisticated subject, see Robert Berkman’s remarkably thorough and comprehensive essay on player and reproducing pianos that comprises appendix E at the rear of this volume.

		

	
		
			A

			Abel Hammer Company. Informal name for the Helmut Abel Corporation, a firm located in Frankenhardt, Germany, dedicated to the manufacture of hammerheads, shanks, and flanges. Most knowledgeable technicians consider Abel to be one of the highest-quality hammers available, and some prefer them to Renner hammers because they are somewhat softer and often require less voicing when first installed. Under managing director Norbert Abel and technical manager Frank Abel, their modern production plant of just under thirteen thousand square feet produces many varieties of hammerheads, completed and delivered by individual agreement with their customers. A recent Abel catalog indicates hammers for uprights and grands made from mahogany, hornbeam, maple, or walnut. Many different felt specifications are also available. See http://abel-pianoparts.de.

			Acrosonic. See Baldwin.

			Aeolian Company. American piano manufacturer which once served as the parent company for many leading makers. Founded in New York City in 1887, Aeolian first began manufacturing mechanical organs, and later, pneumatic player pianos which served as a source of entertainment in restaurants and in the homes of wealthier patrons. In 1903, they merged with several other companies to form the Aeolian, Weber Piano & Pianola Company, and ten years later, they developed the Duo-Art reproducing piano. In the Depression, the company faced serious financial problems and merged its organ division with the E. M. Skinner Company to form the Aeolian-Skinner Organ Company. In 1932, the piano division merged with the American Piano Corporation, which already owned Chickering, Knabe, and several other brands, becoming the Aeolian-American Corporation, and in 1959 the Aeolian Corporation. Their factories and general offices were eventually moved to East Rochester, New York, where they also built Mason & Hamlins—often sharing frames and other components—and later to Memphis. In 1982, former Steinway president Peter Perez purchased the company, but it was forced to declare bankruptcy three years later. The brands listed above were then sold to other makers.

			agraffe. A small brass fitting attached directly to the piano’s metal plate near the tuning pins, designed to ensure the proper spacing of strings. Agraffes are drilled with tiny holes through which the strings pass before they reach the pins, and some makers use a separate fitting for each note on the piano, though this practice is often discouraged since many technicians believe it tends to deaden the sound in the middle and higher registers. Agraffes are generally found guiding the strings from A0 to F♯4 and are drilled to accommodate the appropriate number of strings (one, two, or three) for the respective pitches.
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					The agraffes, positioned between the tuning pins and the dampers, on a new Schimmel C-213 studio grand. Courtesy Arizona Piano, Tempe, Arizona.

				

			

			Albert, Eugen (or Eugène) d’ (b. Glasgow, 1864; d. Riga, Latvia, 1932). Scottish-born pianist and composer whose professional career was spent largely in Germany. In 1876, at the age of 12, he entered London’s newly formed National Training School for Music, where he studied piano with Ernst Pauer (who had trained with Mozart’s youngest son) and composition with Sir Arthur Sullivan, the Training School’s first principal. Despite the fact that his youthful talents as a pianist and composer were widely recognized, d’Albert later denounced his British training as “worthless,” and by 1881 he was studying at Weimar with Liszt, who greatly admired his talent. After he emigrated to Germany, he Germanized his given name from Eugène to Eugen and soon won the respect of Brahms and other prominent musicians. Noted especially as a Beethoven interpreter, he concertized widely, and in 1890, at the composer’s request, he gave the premiere of Strauss’s Burleske. In 1907, he succeeded Joachim as director of the Berlin Hochschule, and he gradually began to focus more on composition. D’Albert is also remembered for his colorful personal life, marrying six times and fathering eight children. His second wife was pianist Teresa Carreño, who was ten years his senior.

			aliquot. Latin for “several” or “a number of.” An aliquot string is a portion of the string that is not actually struck but is allowed to vibrate sympathetically, in effect dividing the string into multiple segments. Some makers (especially Steinway, who first employed the practice in 1872) leave the strings undampened between the bridge and the hitch pins by placing a metal aliquot bar between them, thus creating a duplex scale. This practice adds resonance to the sound, but since the aliquot segment is much shorter than the vibrating portion, it vibrates at a far higher frequency, occasionally resulting in unpleasant harmonics. At the front (keyboard) end of the piano, most makers dampen the strings with felt between the capo bar and the tuning pins to deaden those segments, but some allow them to vibrate as well, occasionally causing tuning problems. The most extreme version of a front duplex design is attributed to Julius Blüthner, who in the 1870s began attaching a fourth sympathetic string to each note in the top two octaves. Though unstruck, it still required tuning in sync with the other three, and for that reason many tuners have found some Blüthners more difficult to tune. Most recently, Fazioli and the modern Mason & Hamlins have employed tunable duplex scaling, that is, mechanisms that allow fine adjustments of the rear aliquot portion of the strings when necessary.
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					Aliquot strings on a Blüthner grand made in 1874. The aliquot is the single string that appears between each triple-strung note, but unlike the other strings, it is not struck by the hammer. Tuned an octave higher than the strings it adjoins, as soon as the damper is raised, it is permitted to vibrate sympathetically, causing the tone to have a slightly richer sound.

				

			

			American Piano Company. See Knabe.

			Ammons, Albert (b. Chicago, 1907; d. Chicago, 1949). Pop pianist often acclaimed as the “King of Boogie-Woogie.” He was largely self-taught, admitting that he learned to harmonize melodies by slowing down piano rolls so that he could place his fingers over the depressed keys. In the early 1920s, he developed an interest in Blues which soon led him to the early boogie style honed by pianists such as Clarence “Pine Top” Smith, who greatly encouraged him. At seventeen, while driving for a Chicago taxi company, Ammons met Meade “Lux” Lewis, another driver, and they nurtured each other’s interest in the emerging style. Lewis often practiced at the Ammons family home, and they also played duets on a battered upright at the cab depot, an “act” they frequently presented at a number of local nightspots. Ammons formed his own small group in 1934, and two years later when he recorded the popular “Boogie Woogie Stomp” and “Swanee River Boogie” for Decca, he established the pop persona for which he was best known. In 1937, he went to New York, where he began doing three-piano work with Lewis and boogie pianist Pete Johnson (1904–67)—often accompanying Blues singer Big Joe Turner—and the next year they took their act to Carnegie Hall where they, at least briefly, made boogie highly marketable. Inspired by their success, Benny Goodman, Tommy Dorsey, and many other Swing-era figures quickly created boogie arrangements that proved immensely popular. The solos and duets Ammons recorded with Lewis in early 1939 were the first entries in the newly established Blue Note jazz label catalog. Ammons then formed a trio and worked with a number of well-known musicians, including trumpeter Harry James, with whom he recorded in February 1939. One of his last performances was for Harry Truman’s inauguration in 1949, and by the time Ammons died later that year at the age of forty-two, the boogie era had fairly well passed.

			Ampico reproducing piano. A reproducing piano introduced in 1914 by the American Piano Company. See appendix E.

			Anda, Géza (b. Budapest, 1921; d. Zurich, 1976). Hungarian pianist especially acclaimed for his interpretations of Mozart, Schumann, and Bartók. A student of Dohnányi and Kodály at the Liszt Academy in Budapest, he made a number of concert appearances in Germany during World War II, including his orchestral debut with Mengelberg in the Brahms Second and a 1943 appearance with Furtwängler and the Berlin Philharmonic in the Franck Symphonic Variations. Immediately thereafter, he fled to Switzerland, soon establishing residency, but he performed frequently in postwar Germany and Austria, becoming especially popular in Salzburg, where he began giving master classes in the early 1950s. In 1960, he succeeded Edwin Fischer as director of the Lucerne master classes, and in the same year he recorded the three Bartók concertos for Deutsche Grammophon, performances which many believe have never been excelled. His recordings of the complete Mozart concertos, which were conducted from the keyboard, were issued as a box set by DG in 1972, and the cycle is still held in high esteem by many observers. His performance of the Andante from Mozart’s K. 467 became internationally famous when it was chosen as background music for the 1967 Swedish film Elvira Madigan. His premature death at the age of fifty-four was due to esophageal cancer.

			Andsnes, Leif Ove (b. Karmøy, Norway, 1970). Norwegian pianist. He trained at the Bergen Music Conservatory under Czech professor Jiri Hinka (b. 1934), and he also acknowledges the mentorship of Belgian professor Jacques De Tiège (a student of Schnabel and Leon Fleisher). He made his New York debut in 1989 and has subsequently performed with most of the world’s major orchestras. He has championed the music of Grieg, Nielsen, and Janáček, and his extensive discography also includes a good deal of traditional Romantic repertoire. Andsnes has been praised for the extreme finesse, sensitivity, and refinement of his interpretations, and he has won numerous awards. Gramophone chose his CD devoted to twenty-four of Grieg’s Lyric Pieces—a disc recorded at Grieg’s Bergen home, “Troldhaugen,” on the composer’s 1892 Steinway—as the Best Instrumental Recording of 2002. Though most of Andsnes’s recordings have been for EMI, in 2012 he signed an exclusive contract with Sony and began his “Beethoven Journey” series, a project involving collaboration with the Mahler Chamber Orchestra, a highly selective organization founded by conductor Claudio Abbado. Sony has now released a box set of Andsnes performing and conducting all five Beethoven Concertos with the MCO, and at this writing he continues to tour with the group internationally.

			Argerich, Martha (b. Buenos Aires, 1941). Argentine pianist acclaimed for her pyrotechnical approach to virtuosic, highly demanding works, who has also beguiled audiences with her subtlety and sensitivity. Recognized as a prodigy, at the age of five she began working with Vincenzo Scaramuzza at Buenos Aires’s Santa Cecilia Academy. Her talent became so widely acclaimed that when she was fourteen, Argentinean president Juan Perón appointed her father to a diplomatic post at the Argentine embassy in Vienna so that her family could relocate. There she began working with Friedrich Gulda, whom she cites as her greatest artistic influence, though she only remained with him for about eighteen months. Later she sought additional coaching from Abbey Simon and Michelangeli, among others. At the age of sixteen, she won the Geneva International Competition and the Busoni Prize, and her international career was launched when she won the International Chopin Competition in 1965. The following January, her New York debut at Philharmonic Hall (now David Geffen Hall) electrified critics, including Allen Hughes of the New York Times, who praised her for “tone quality that makes Philharmonic Hall sound like an acoustical marvel, technique that makes . . . Schumann’s [Fantasy] seem like the easiest thing in the world and interpretive instincts that make the ebb and flow of the music seem altogether natural and spontaneous.” When she returned to the same hall in February 1974, Times critic Donald Henahan noted the “quality of frenzy” in the crowd’s ovations, observing that Argerich was rapidly becoming a cult figure. In the early 1960s, she was briefly married to Taiwanese violinist Robert Chen, and from 1969 to 1973 she was married to Swiss conductor Charles Dutoit. For a time, she was also in a relationship with pianist Stephen Kovacevich, and each union produced a daughter. Argerich has continued to collaborate with Dutoit over the last several decades, and in October 1997 when she joined him in Carnegie Hall with the Montreal Symphony for a performance of the Prokofiev Third, the New York Times’s Bernard Holland commented on her “rock-star magnetism” that “elicited a near-endless barrage of applause and curtain calls.” The following afternoon, when she returned to perform the Ravel G Major, the cheering crowd demanded she repeat the concerto’s finale, prompting Holland to observe that if Dutoit “had not ushered his players off the stage, the applause might still be going on.”

			In 1990, Argerich’s career became seriously hampered for the better part of a decade when she was diagnosed with malignant melanoma. She responded well to treatment, but the cancer recurred in 1995 and eventually metastasized to her lungs and lymph nodes. She then underwent more aggressive treatment, including the partial removal of a lung, at the John Wayne Cancer Institute in Santa Monica, California, where she was also given an experimental vaccine. At present the cancer is in remission, and she is still much in demand as a soloist throughout the world. She has also long been devoted to chamber music and at times has added chamber works to her solo recitals, appearing frequently with Latvian violinist Gidon Kremer and Latvian-born Israeli cellist Misha Maisky. She has also performed and recorded four-hand and two-piano works with Kovacevich, and she frequently works with Brazilian pianist Nelson Freire. Her extensive discography, which includes recordings on the Deutsche Grammophon, EMI, and Philips labels, features numerous chamber works, and since 2001, she has involved many of these musicians in the annual Progetto Martha Argerich (Martha Argerich Project), a festival of concerts held each summer in Lugano, Switzerland. On November 15, 2012, Bloody Daughter, a documentary chronicling Argerich’s life, directed by her youngest daughter, Stéphanie Argerich, was well received when it was premiered at the seventh Rome Film Festival. The film’s director, who is also Kovacevich’s daughter, explores the relationship between her parents, and her father appears in many scenes. Argerich has been praised for allowing her daughter such access to her private life, since she is not always portrayed in a flattering light, and the temperament that she has been known to display often shines through. Although she is still recognized by most as one of the world’s greatest pianists, she has at times engendered criticism for what many perceive as capricious behavior, and in 2002, the New York Times’s Anthony Tommasini even wrote, “Until Ms. Argerich appears onstage you can never be quite sure that she will play the scheduled work, or even play at all.”

			Arrau, Claudio (b. Chillán, Chile, 1903; d. Mürzzuschlag, Austria, 1991). Chilean pianist, generally acknowledged as one of the greatest of the twentieth century. The son of a physician who died before his son was born, Arrau was recognized as a prodigy, and when he was eight, his mother was given a grant by the Chilean government so that he could study in Berlin. He worked at first with Waldemar Lütschg (1877–1948) and then with Paul Schramm (1892–1954), a Leschetizky pupil. At the age of ten, he entered the Stern Conservatory, where he studied with Martin Krause (1852–1918), a Liszt pupil who had also taught Edwin Fischer. Over the next five years, Krause became like a father figure to the youth—even teaching him without a fee—and he proved to be the most decisive influence on his playing. Even though Krause died when his pupil was only fifteen, Arrau could never bring himself to seek additional study. He returned to Chile in 1920 as a largely finished artist and enjoyed some early artistic successes in both Europe and America, but when he returned to Berlin in 1924 he endured some difficult times financially before joining the staff of the Stern Conservatory two years later. From early in his career, he was known for an enormous repertoire, and in 1935 he performed the complete solo works of Bach for Berlin audiences in a series of twelve recitals. Soon thereafter, he gave cycles encompassing all the Mozart and Schubert sonatas. In 1938 he performed all thirty-two Beethoven sonatas—as well as the five concertos—in Mexico City, works with which he became strongly associated in subsequent years. When war broke out, he returned briefly to Chile before relocating to New York City, where he lived until the last year of his life.

			In the immediate postwar period, Arrau recorded mostly for Columbia, and his 1948 five-disc 78 set of Books I and II of Albéniz’s Iberia was extremely well received, as was his 1953 LP of the Liszt E-flat Concerto with Ormandy. He also ghosted for actor John Ericson—including a ten-minute performance of the Rachmaninoff Second—in the 1954 MGM feature Rhapsody, starring Elizabeth Taylor. In the early 1960s, he signed with Philips, and his 1966 set of the thirty-two sonatas was held in special esteem by many Beethoven connoisseurs. It was soon regarded as a companion to his edition of the complete sonatas for Peters, though Arrau always regarded the two-volume set as essentially an Urtext with minimal editorial interference, acknowledging that “the Peters editors and I had arguments over every little staccato mark.” As an interpreter, he was recognized for his unerring fidelity to the composer’s score, and his artistic decisions were never seen as whimsical or impulsive. Though some occasionally found him dry, many others appreciated the panoramic sweep of his vision, particularly with the German masters, and for example, his highly acclaimed recordings of the Brahms concertos with Haitink show a warmth and lyricism that is only intensified by his grasp of structure. He also excelled in the virtuosic works of Chopin and Liszt, and many regard his performance of the Liszt Sonata as unexcelled. Arrau was also extremely analytical about questions of technique, and as his time permitted, he was dedicated to teaching. Garrick Ohlsson is one of his most prominent students. In the 1980s, many of his performances were also captured on video and subsequently released as DVDs.

			Arthur Rubinstein International Piano Master Competition. An Israeli piano competition held every three years that tends to promote repertoire most often performed by Arthur Rubinstein, while it also commissions works by Israeli composers. The competition was the brainchild of Polish-born pianist and political activist Jan Jacob Bistritzky (1920–2008), who persuaded Rubinstein to lend his name to the Arthur Rubinstein International Music Society, which sponsors the competition every three years in Tel Aviv. Rubinstein served as chair of the first jury and remained deeply committed to the competition until his death. It was first held in 1974, and the first winner was Emanuel Ax, while Janina Fialkowska tied for third prize. See http://www.arims.org.il.

			Ashkenazy, Vladimir (b. Nizhny Novgorod, Russia, 1937). Russian-born pianist and conductor. He studied with Lev Oborin at the Moscow Conservatory and in 1956 was awarded first prize at the Queen Elisabeth Competition in Brussels. In 1962 his international career was launched when he shared top prize with John Ogdon in Moscow’s second International Tchaikovsky Competition. His increasing frustration with Soviet politics and bureaucracy influenced his decision to defect to England in 1963, and for several years he lived in London with his Icelandic wife and son before relocating to Iceland in 1968 where he eventually became a naturalized citizen. For decades, Ashkenazy has been acclaimed as an iconic pianist, admired for his sensual tonal palette and effortless virtuosity. He has recorded extensively, including the complete works of Chopin (many still regard his 1960 recording of the etudes for Melodiya as unsurpassed) and the complete sonatas of Beethoven. In addition, he has left few of the standard Russian works untouched, including the complete Scriabin sonatas. Ashkenazy has also distinguished himself as a chamber musician, having recorded all the Beethoven violin sonatas with Itzhak Perlman and all the Rachmaninoff songs with the late Elisabeth Söderström. For the past twenty-five years, he has also been active as a conductor, receiving acclaim nearly equal to his recognition as a pianist. He has held major conducting posts throughout the world, and his discography includes the complete Prokofiev and Sibelius symphonies. In honor of Ashkenazy’s seventieth birthday in 2007, Decca released a substantial collection of CDs and DVDs celebrating his work as both a pianist and conductor, and the set included some newly recorded piano discs. In 2010, his first recording of the Bach six partitas was issued, and the following year, Decca brought forth a new recording of the Rachmaninoff First Sonata, along with the composer’s Variations on a Theme of Chopin. In recent years, Ashkenazy has also made a number of four-hand and two-piano recordings with his son, Vovka (b. 1962), and in 2013, to honor his fiftieth anniversary as a Decca artist, the company released a fifty-CD “original jacket collection” of his key recordings as pianist and conductor.

			August, Jan (b. New York City, 1904; d. New York City, 1976). Popular pianist and bandleader, born Jan Auggustoff. Though largely self-taught, he developed a highly virtuosic style, playing in numerous New York clubs in the 1920s. He gained much exposure and experience after touring with Paul Specht in the 1930s, and for a time he toured and recorded with Ferde Grofé. August’s flamboyant style, wrought with pseudo-Latin influence, did not blend well with the Swing craze that began in the late 1930s, so he soon returned to clubs, establishing a following with New York audiences. In 1946, he recorded the Middle-Eastern-sounding “Misirlou” for the Diamond label, and when it was rereleased by Mercury, it became an enormous hit. He was soon given his own radio show on the Mutual network, and his debonair, stylish appearance served him well in a number of film and television cameos. He retired in the 1960s.

			August Förster. See Förster, August.

			Ax, Emanuel (b. Lvov, Poland [now Ukraine], 1949). American pianist. His parents were Holocaust survivors, suffering many hardships in postwar Poland before they emigrated to Winnipeg in 1959. Ax’s father was his first teacher, and after the family relocated to New York in 1961, scholarship funding enabled him to attend the Juilliard School, where he worked with Mieczysław Munz. In 1970, he also received a B.A. in French at Columbia, and in the same year he became an American citizen. His international career was launched in 1974 when he became the first winner of the Arthur Rubinstein International Competition in Tel Aviv. Since that time, Ax has consistently remained before the public, and today he is regarded as one of the preeminent pianists of his generation, acclaimed for his musical sensitivity as much as for his masterful command of the instrument. He has especially distinguished himself in music requiring attention to fine detail, and in 1995, and again in 2004, he won Grammys for CDs devoted to Haydn sonatas. He has also received praise for his performances on fortepianos and period instruments, and in August 1998 he collaborated with conductor Paul Daniel to perform the Chopin F Minor Concerto on an 1840 Broadwood at New York’s Mostly Mozart festival, a performance that the New York Times’s Bernard Holland described as “astonishing,” filled “with such utter naturalness that one simply stepped back in awe and gratitude.” In 2010, he gave a series of recitals celebrating the bicentennials of both Chopin and Schumann, and Anthony Tommasini of the Times lauded his performance of the Chopin polonaise-fantasie for its “uncanny dramatic timing and melting sound.” But Ax has also received extreme praise for his approach to Mozart and Beethoven, and in the summer of 2014 he performed a cycle of all five Beethoven concertos in many cities throughout the world. At this writing, he is currently engaged in a series of recitals performing all the solo works of Beethoven. Long recognized as a superlative chamber musician, he has collaborated with Yefim Bronfman in two-piano works, as well as with percussionist Evelyn Glennie, presenting a program called “The Art of the Piano and Percussion” in New York’s Tully Hall in March 2001. For over forty years, he has also worked closely with cellist Yo-Yo Ma, and they have recorded the complete Beethoven cello sonatas for Sony, as well as the Mendelssohn trios, for which they were joined by violinist Itzhak Perlman. Ax has also collaborated throughout the world with Perlman, and in the summer of 2015, Deutsche Grammophon released their recording of the violin sonatas of Fauré and Richard Strauss, which the London Observer deemed “a disc to treasure.”

		

	
		
			B

			Babin, Victor (b. Moscow, 1908; d. Cleveland, 1972). Russian-born American pianist and composer, most famous for his two-piano work with his wife, Vitya Vronsky. He began his formal studies in Riga before moving to Berlin in 1928 for study with Schnabel. While there, he met Vitya, also studying with Schnabel, and they were married in 1933. After that time, they performed almost exclusively as duo-pianists, coming to the United States in 1937 and eventually assuming American citizenship. Their recordings of Rachmaninoff’s two-piano suites sold well, and they eventually became close to the composer, who assisted them both personally and professionally. In 1949, they began teaching at the Aspen School of Music in Colorado, which Babin eventually directed, and they also taught at Tanglewood. In 1961, they joined the faculty of the Cleveland Institute of Music, which Babin also directed until his death. See also Vronsky, Vitya [Viktoria].

			Bach, C. P. E. [Carl Philipp Emanuel] (b. Weimar, Germany, 1714; d. Hamburg, 1788). German composer and keyboardist and the second surviving son of J. S. Bach. He received his early keyboard instruction from his father at the Thomasschule in Leipzig. After obtaining a law degree at the University of Leipzig in 1738, he went to Berlin to join the court of Frederick the Great, remaining in the king’s service for the next thirty years. He composed a great deal of keyboard music, and in 1753 he published Part 1 of the iconic book for which he is best remembered: Versuch über die wahre Art das Clavier zu spielen (Essay on the True Art of Playing Keyboard Instruments). Containing a wealth of information concerning eighteenth-century performance practices, it was also the most comprehensive work yet written on keyboard technique, and the most influential of its time. Bach’s suggestions often applied equally well to the clavichord, the harpsichord, and the early piano, and virtually every prominent pianist from the next generation praised his insights, including Mozart, Clementi, and Beethoven. One of his most controversial suggestions is considered standard practice today: passing the thumb under the third finger in scale passages, a technique Bach had learned from his father, which he termed a “secret art known to a few.”

			Bachauer, Gina (b. Athens, 1913; d. Athens, 1976). Greek pianist. As a youngster, she studied at the Athens Conservatory with Woldemar Freeman, a Busoni pupil, and later with Cortot in Paris. She also played for Rachmaninoff on several occasions. In the 1930s she toured Europe and frequently performed under Mitropoulos in Athens. During World War II, she gave over six hundred concerts for Allied troops throughout northern Egypt, and in 1946 she made her British orchestral debut under conductor Alec Sherman, whom she married in 1951 after the death of her first husband. Following her American debut in 1950, she performed frequently throughout the United States. The Gina Bachauer International Piano Competition, now held quadrennially, is named in her honor.

			back check. A small piece of wood with felt glued to its inner face and supported by a stiff wire. When the hammer falls back to the string, it is caught by the back check, thereby preventing an unwanted rebound and restriking of the same note. When the key is completely released, the back check disengages and allows the hammer to resume its resting position.

			Backers, Americus (d. London, 1778). English piano builder. His date and place of birth are unknown, but he may have come originally from Holland. Sometime before 1750, he went to Freiburg, Saxony, to apprentice with Gottfried Silbermann, and sometime before 1770, he arrived in London where he designed the English single action (see appendix A). According to some reports, he may have been assisted in his invention by John Broadwood. Backers’s design was influential on the English action designed by Johannes Zumpe (1726–1790).

			Backhaus, Wilhelm (b. Leipzig, 1884; d. Villach, Austria, 1969). German-Swiss pianist. As a youngster he studied at the Leipzig Conservatory, later spending a year with Eugen d’Albert in Frankfurt. But except for brief study with Alexander Siloti, after the age of sixteen he was largely self-taught. In 1905 he won first prize in the Paris Anton Rubinstein Competition (Bartók won second prize), and he began to tour widely, making his New York debut in 1912. Backhaus was one of the first pianists to record, entering London’s Gramophone studios as early as 1908 and joining Landon Ronald a year later for a highly abridged version of the Grieg concerto—the first commercial recording of any piano concerto. In 1928, he also recorded the first complete set of Chopin etudes for HMV. In 1930, he established residence just outside of Lugano, Switzerland, but despite the fact that he acquired Swiss citizenship, his subsequent intimacy with Nazi causes and his endorsement of Hitler in the pre-War years made him a controversial figure outside of Germany. Backhaus has been viewed by some as one of the first “modern” pianists in that his interpretative approach eschewed the Romantic excesses of many of his contemporaries, and he held textual fidelity as an artistic ideal. Long associated with the music of Beethoven, in the 1950s he recorded the thirty-two sonatas and the five concertos for Decca, and he retained his formidable technical powers until the end of his life. Well into his eighties, he was embarked on a second Beethoven cycle for Decca, this time in stereo, and succeeded in completing all except the “Hammerklavier.”

			Badura-Skoda, Paul (b. Vienna, 1927). Austrian pianist and scholar. He studied at the Vienna Conservatory with Viola Thern (whose father had trained under Ignaz Moscheles and Carl Reinecke) and Otto Schulhof. It was at Schulhof’s urging that he later attended Edwin Fischer’s master classes in Lucerne, and he has often acknowledged Fischer as a major influence in his pianistic development. He has recorded prolifically, especially works of the Viennese masters, and his numerous editions include the Chopin etudes for Vienna Urtext Editions (1973). He is also known for a number of scholarly works addressing performance practice, such as Mozart-Interpretation (1957), co-written with his wife, Eva, a noted musicologist, and his own Interpreting Bach at the Keyboard (1995). Badura-Skoda also has a long-standing interest in early pianos, and he maintains a substantial collection of restored instruments on which he often performs—at times in four-hand works with Jörg Demus.

			Baldwin. American piano manufacturer and a major force in the United States market for most of the twentieth century. The company was founded by Dwight Hamilton Baldwin, a music teacher who began operating a Decker Brothers piano franchise in Cincinnati in 1862. In 1866, the business was renamed D. H. Baldwin & Co., selling not only Deckers but Steinways and Chickerings, as well as instruments built by an Ohio firm and sold under the D. H. Baldwin name. Baldwin soon became the largest piano retailer in the Midwest, but in 1887 it lost the Steinway franchise and began to design its own models. The company built an upright as early as 1891, and the first Baldwin grand appeared four years later. After Dwight Baldwin died in 1899, his estate was purchased by his partner, Lucien Wulsin, who refocused the company’s efforts toward manufacturing, and within a decade Baldwin pianos had become known throughout the world. Despite declining demand, Wulsin’s son kept the company afloat through the Depression, and during World War II when the Cincinnati factory was mobilized to manufacture plywood aircraft wings, its craftsmen developed new lamination techniques which they later used to design a forty-one-ply maple pinblock. Patented in 1956, Baldwin’s block was soon considered the most durable in the industry.

			Baldwin had always sought to appeal to all segments of the market, and by producing inexpensive home models, it had become the largest U.S. piano manufacturer by mid-century. For many years, at least half of their production consisted of player pianos, which they built from 1905 until the craze abated in the late 1920s, and in 1935 they introduced the Acrosonic spinet, which adorned many American homes. Even today, Acrosonics built in the 1950s and 1960s are considered superior to many comparable Asian models. The sturdy Hamilton uprights, designed primarily for institutional use, were introduced in 1939, and after the war they became ubiquitous in American public schools, colleges, and conservatories. The company held a respectable footing in the professional market as well. Baldwin concert instruments are rarely used in Europe, but they were once widely seen on American stages. The first major artist they signed was Vladimir de Pachmann for his tour in the 1904–05 season, and in subsequent years, Baldwins served as the choice of Arrau, Bolet, Gieseking, Iturbi, Watts, and many others.

			In 1962, Baldwin acquired controlling interest in the Berlin-based Bechstein company, whose instruments had been the choice of major European pianists for generations, and they also became Bechstein’s American distributor. Their engineers now entered a period of significant artistic experimentation, resulting in the development of the SD10 concert grand, introduced in 1965. But though the company had hoped the new instrument might displace Steinway as the industry leader, a series of notoriously bad financial decisions impeded its momentum. Remarkably, by 1982, following a number of intricate business maneuvers, Baldwin’s parent company, Baldwin-United, controlled over two hundred separate financial institutions, but piano sales accounted for only about 3 percent of its reported $3.6 billion in annual revenue, a figure that proved to be artificially inflated and was significantly lower than its debt, which then exceeded $9 billion. The following year, the company’s failure to meet an interest payment of over $400 million forced it to file for bankruptcy—still one of the largest in U.S. corporate history—and the piano division’s management borrowed heavily to buy back that portion of the company. They eventually moved the corporate offices to nearby Mason, Ohio, though the manufacturing wing had long since been moved to Arkansas in search of cheaper labor costs.

			To remain viable, the new business, known as the Baldwin Piano and Organ Company (a name it had first adopted in the late 1940s), was forced to sell many assets, including its interest in Bechstein. By 1988, BP&O had recovered enough to purchase the near-bankrupt Wurlitzer company, then the nation’s third-largest piano manufacturer, and by 1991 Baldwin was again controlling over 25 percent of the domestic market, further containing costs by contracting with Samick to manufacture Wurlitzers at its South Korean plant. From its earliest days, Baldwin had built less-expensive instruments under other brand names, such as Ellington and Howard, and in 1960, the Kawai firm began building the company’s Howards in Japan, closely modeling their studio grands on comparable Kawai instruments. After Baldwin’s reorganization, Samick took over the line in 1988, producing Howard models at its Inchon, South Korea, plant. When Baldwin purchased Wurlitzer in 1988, it also acquired the Chickering brand, which Wurlitzer had purchased two years earlier, and in 1995 BP&O reintroduced a small number of Chickerings to the American market.

			With its American manufacturing operations centered in the Arkansas towns of Trumann and Conway, Baldwin’s fortunes appeared to be rising, and by 1998 its grand piano production figures were reported at 2,200 per year. However, citing insurmountable competition from Asian manufacturers, Baldwin filed for bankruptcy again in 2001. The troubled firm was soon purchased by the Gibson Guitar Corporation, which has continued to build Baldwins and Hamiltons, but only in China. Gibson retains a small number of craftsmen in Trumann for finish work on custom orders, and the company still owns both Arkansas facilities, which could be brought back online if demand warranted.

			The Baldwin name has also long been associated with organs and electronic instruments. As early as 1889, the company acquired a Chicago-based organ firm and began manufacturing reed organs. In 1941, it produced its first electronic organ, designed by pianist and engineer Winston Kock, who later headed the electronic research division at NASA. After the war, this model, modified to a design with thirty-seven vacuum tubes, became so popular that the company changed its name (for the first time) to the Baldwin Piano and Organ Company. In the 1950s, Baldwin developed “touch-sensitive” keys that linked volume to the depth of key depression. By the 1970s, the company was also marketing the “Fun Machine,” a single-manual analog keyboard with push-button rhythm sections, which proved briefly popular. In the 1990s, the Baldwin Pianovelle models, eighty-eight-keyed digital instruments built in Italy, were well received by many professionals. See http://www.baldwinpiano.com.

			Barenboim, Daniel (b. Buenos Aires, 1942). Argentine-born Israeli pianist and conductor. His principal teacher was his father, Enriques, a pupil of noted Argentinean teacher Vincenzo Scaramuzza, who also taught Martha Argerich. The Barenboim family moved to Israel when Daniel was nine, and he was soon widely recognized as a child prodigy. He studied further with Edwin Fischer in Salzburg and had performed throughout the world while still in his teens. His repertoire has focused heavily on the German masters, and in addition to a number of recent Bach recordings, his discography includes complete cycles of the Mozart and Beethoven sonatas, as well as the Mozart concertos—many of which he has conducted from the keyboard. He has also been heavily identified with chamber music, and he once performed frequently with his wife, English cellist Jacqueline Du Pré, to whom he was married until her death in 1987. From an early age, Barenboim trained as a conductor, and he has conducted most of the world’s major orchestras, having served as the musical director of the Chicago Symphony, the Vienna Philharmonic, and La Scala, among others.

			Barere, Simon (b. Odessa, 1896; d. New York, 1951). Russian pianist. Barere was born to modest circumstances, and from an early age he had to support himself and members of his family by playing in cafés and vaudeville shows. Though he obtained sound training as a youth in Odessa, his talent was largely self-developed, and when he entered the St. Petersburg Conservatory at the age of sixteen, he was already playing highly virtuosic repertoire. For the first two years, he studied with Anna Yesipova, and after her death he went to Felix Blumenfeld, who also taught Horowitz. Barere’s talent so impressed the conservatory’s director, Alexander Glazunov, that Glazunov broke rules to keep him enrolled for seven years, thereby exempting him from military service in time of war. After his graduation, Barere became a piano professor at the Kiev Conservatory, but his concert career was seriously hampered by the Soviet government’s travel ban. He was able to relocate his wife and son to Riga in 1928, and they moved to Berlin in 1932, but Germany’s growing anti-Semitism forced him briefly back on vaudeville stages, and he suffered a nervous breakdown before finding refuge in London in 1934. His first important recordings were made in that year for the HMV label, and he was invited to America in 1936 by Baldwin. Though he was well received on American stages, the war brought additional hardships, and Barere did not really achieve international fame until the late 1940s, when he began to tour extensively. He started recording again in March 1951, but on April 2 he succumbed to a spontaneous cerebral hemorrhage, collapsing onstage in Carnegie Hall while performing the first movement of the Grieg concerto with Ormandy and the Philadelphia Orchestra. Barere is remembered today as a great virtuoso, and it is said that Horowitz even dropped Blumenfeld’s difficult Etude for the Left Hand, op. 36, from his repertoire after he heard Barere play it.

			Bartlett & Robertson. See Bartlett, Ethel, and Robertson, [John] Rae.

			Bartlett, Ethel (b. Epping Forest, London, 1896; d. Santa Barbara, California, 1978). English-American pianist, best known for her two-piano collaborations with her husband, Rae Robertson. She entered the Royal Academy of Music in 1915, studying mostly with Matthay and often performing with her fellow student, cellist John Barbirolli. They became lifelong collaborators, and she frequently appeared with Barbirolli after he began to conduct. At the RAM she met Robertson when he returned from wartime service in 1918, and they were married in 1921, performing frequently in London as soloists and chamber musicians and teaching at Matthay’s school. They made their London recital debut as duo-pianists in June 1924, and two months later they performed Bach’s C Major Concerto for Two Keyboards, BWV 1061,  under Henry Wood at Queen’s Hall. They made their American debut in 1928 and soon became the most prominent husband-wife team of their day. They premiered numerous works, and composers such as Britten, Arnold Bax, and Germaine Tailleferre created works specifically for them. In the late 1930s they settled in California and eventually became American citizens. See also Robertson, [John] Rae.

			Basie, William “Count” (b. Red Bank, New Jersey, 1904; d. Hollywood, Florida, 1984). American jazz pianist and bandleader, credited as one of the principal originators of the Swing style in the 1930s. Though Basie’s parents were people of modest means, they were both musical, and his mother gave him his first piano lessons. He was drawn to show business from an early age and began playing the piano for silent movies in his teens. When he was about sixteen, he dropped out of school and moved to Harlem, where he immersed himself in the burgeoning jazz scene and became close to many of its most prominent musicians. He toured briefly as a vaudeville pianist on the B. F. Keith circuit, and he also received coaching from Harlem pianists such as Willie “the Lion” Smith. About 1925, “Fats” Waller, who was then playing the organ for silent films at Harlem’s Lincoln Theater, began giving him his first organ lessons. In 1928, Basie joined bassist Walter Page’s group the Blue Devils, a territorial band based in Oklahoma City, where he was soon nicknamed “The Count.”

			In 1929, Basie and Page arrived in Kansas City, then regarded as the instrumental Blues capital, where they joined Bennie Moten’s band, which had already become popular through a series of Victor recordings. The last recordings the group made for Victor in 1932 already began to show what many characterized as the “Basie style,” featuring Page’s rapid, walking bass lines against Basie’s economical, “riff,” motivic style of punctuation at the piano. When Moten died in 1935, Basie formed his own group using many of Moten’s personnel and soon renamed it “Count Basie and his Barons of Rhythm.” By now the musicians were so skilled in the newer styles they no longer needed printed arrangements, and the entire group successfully improvised together, utilizing what became known as “head arrangements.” Through the influence and encouragement of producer John Hammond, the Basie band wound up in New York by 1937. There his sound became immensely influential on arrangements used by Swing bandleaders such as Benny Goodman. After the war when the Swing movement abated, Basie led small groups for a while, but he reestablished a band in the 1950s and made many successful LP recordings, remaining active until nearly the end of his life. As a pianist, his style was influential on, and much admired by, artists such as Nat “King” Cole and Oscar Peterson.
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					Count Basie: “Riff” fills transcribed from “One o’Clock Jump,” mm 25–28 (1937).

				

			

			Bauer, Harold (b. London, 1873; d. Miami, 1951). British-born American pianist. Taught first by his father and later by Hungarian violinist Adolf Pollitzer, he made an impressive violin debut in London at the age of 10, but in 1892 he went to Paris where he studied piano for a year with Paderewski. Somewhat remarkably, the following year Paderewski deemed him ready to tour as a concert pianist, and Bauer quickly forged an impressive career on the Continent, with marked successes in Russia and many European countries. For a number of years his activities were centered in Paris, and in 1908 he gave the premiere of Debussy’s Children’s Corner suite. Ever conscious of the flamboyant virtuosity that defined his era, Bauer was often praised as an intellect who refrained from excess, and after he became a United States citizen in 1917, he founded the Beethoven Society in New York. He also edited numerous works, and his Schumann editions for Schirmer are still widely used. He always maintained an interest in teaching, and for a number of years he served as chair of the piano department at the Manhattan School of Music in New York. He occasionally performed two-piano repertoire with Ossip Gabrilowitsch, and they made some recordings together in the 1920s. For the last ten years of his life, Bauer also gave annual master classes at the University of Miami.

			Bechstein. German piano manufacturer. The firm was established by Carl Bechstein (1826–1900), who learned his trade in France and returned to Berlin to found his own company in 1853. He was conscious of the transformative demands being placed on the instrument by performers such as Liszt, and he sought to build a piano capable of rendering greater power and endurance. In January 1857, Hans von Bülow premiered Liszt’s B Minor Sonata on the first Bechstein grand, and Liszt and Wagner soon joined Bülow in praising the instrument. By 1870, the company was building over five hundred pianos a year, and in 1885 it opened branch operations in London and St. Petersburg. In Britain, Bechstein was even given a royal charter in exchange for which it presented Queen Victoria with a gold-plated instrument. These were halcyon days for the firm, and Bechsteins soon became the instrument of choice for Brahms, Busoni, Debussy, Richard Strauss, Backhaus, and Tobias Matthay, who was presented with a special Bechstein “composing upright” in 1909.

			But both world wars inflicted significant damage on the company. Carl had died in 1900, and during World War I his two sons who ran the British wing of the company were deported from England, and all of their property was confiscated. The beautiful London hall they had built in 1901 was even renamed “Wigmore Hall,” and no Bechsteins were any longer permitted on its stage. Toward the end of World War II, the Bechstein factory was largely destroyed—perhaps by sabotage—and lay in ruin. Their plant sat in the American Sector of West Berlin, and the U.S. government seized the company, refusing to relinquish its trusteeship until 1951. By the early 1960s, the financially troubled firm was purchased by the American Baldwin company, which had promised greater recognition for Bechsteins in the States but failed to deliver—instead often applying “bait-and-switch” techniques in retail stores as a means of luring customers to its own products.

			When Baldwin’s bankruptcy forced it to sell Bechstein in 1986, its shares were purchased by Karl Schulze, an entrepreneur and one of Bechstein’s most esteemed craftsmen. In 1988 Schulze opened a new factory in the Kreuzberg section of Berlin, and four years later he purchased the Saxony Piano factory in Seifhennersdorf, pledging a new era of modernization and high-tech quality control. The company began to open numerous retail centers throughout Europe, and in 2003 it merged with the Samick company, giving Bechsteins a renewed presence in Asia. Samick withdrew from this partnership in 2009, and today Bechstein, though publicly held, is again wholly owned by a single corporate entity. Its highest-quality pianos bear the “C. Bechstein,” logo, while less-expensive grands and uprights are simply known as “Bechstein.” The company also builds two home models: the Zimmerman (not currently available in the United States), and the W. Hoffmann. See http://www.bechstein.com.

			Benko, Gregor (b. Cleveland, 1944). American piano scholar and writer. Though largely self-educated, Benko has done much to expand modern understanding of historic pianism, especially of the nineteenth century. In 1965, he co-founded the International Piano Archives in Cleveland (see IPAM), and its headquarters were soon moved to New York, where it developed a substantial archive of early recordings, many of which were reissued in modern format. He donated the organization’s holdings to the University of Maryland in 1977. Benko is credited with discovering and publishing all known recordings of Josef Hofmann and with reintroducing pianist Ervin Nyiregyházi to modern audiences. For a number of years, he has been preparing a comprehensive, scholarly biography of Hofmann, and most recently, with Edward Blickstein, he co-authored an extensive, scholarly study of Vladimir de Pachmann, Chopin’s Prophet (2013), which has been well received.

			Berman, Boris (b. Moscow, 1948). Russian-born American pianist and teacher. He was a student of Lev Oborin at the Moscow Conservatory and has been acclaimed for the breadth of his musical tastes, embracing works by Cage, Stockhausen, Ligeti, and Berio. He was permitted to emigrate to Israel in 1973, and in 1979 he came to the United States, where he taught at several universities before becoming a professor at Yale in 1984. His recordings include the complete piano works of Prokofiev for Chandos, works for prepared piano by Cage, and the complete Scriabin sonatas. His book Notes from the Pianist’s Bench (2000), a compendium of suggestions to aid performance, has been well received.

			Berman, Lazar’ (b. Leningrad, 1930; d. Florence, Italy, 2005). Russian pianist. His prodigious talent was recognized early, and his parents relocated when he was nine so that he could study at the Moscow Conservatory with Aleksandr Goldenweiser. While there, he also played for Richter and Heinrich Neuhaus. In 1956, he received a prize at the Brussels Queen Elisabeth Competition, and another at the Liszt Competition in Budapest, and he was permitted to tour Europe, making a highly acclaimed recording of the Liszt sonata in London. But his initial Western exposure was brief, since in 1959 the Soviets forbade him to travel because he had married a Frenchwoman. Though the marriage was brief, he was not permitted to leave the country again until 1971. He did however make two complete recordings of the Liszt Transcendental Etudes for Melodiya, and many who heard them were beginning to acknowledge Berman as the equal of Gilels and Richter. He finally made his American debut in 1976, and his performances of Liszt, Rachmaninoff, and Tchaikovsky electrified audiences. During this period he also made a series of recordings for Deutsche Grammophon and Columbia that are still highly acclaimed. But in 1980, the Soviets again derailed his international career when they accused him of smuggling forbidden American literature into the country. With the fall of the Soviet Union he was finally able to leave the country permanently in 1990, settling first in Norway and then in Imola, Italy, eventually assuming Italian citizenship. Today, Berman is recognized as an extraordinary virtuoso, though the recordings he left are almost exclusively Romantic, and his few excursions into Classical repertoire were not always as well received.

			Bilson, Malcolm (b. Los Angeles, 1935). American pianist and teacher, most noted for his advocacy of fortepianos in performance. Several members of Bilson’s immediate family are in the entertainment business, and his brother is famed Hollywood director Bruce Bilson. In 1968, he received his DMA at the University of Illinois under Stanley Fletcher—a pupil of both Guy Maier and Maier’s teacher Schnabel—and Webster Aitken, also a Schnabel student. After his graduation, Bilson began teaching at Cornell, where he currently serves as an emeritus professor. He also presides over the university’s collection of historic keyboard instruments, which include a Broadwood, an Érard, and replicas of Stein, Walter, and Graf fortepianos. As a performer, he has toured with the English Baroque Orchestra under John Eliot Gardiner—with whom he has also recorded the complete Mozart concertos—and with the Academy of Ancient Music under Christopher Hogwood. In 1994, he made history with the first complete cycle of the thirty-two Beethoven sonatas on period instruments, a series of programs in New York’s Lincoln Center that he shared with six of his former artist pupils—concerts which are now available on CD.

			Binns, Malcolm (b. Nottingham, 1936). English pianist. He studied at the Royal College of Music in London from 1952 to 1956 as a pupil of Arthur Alexander (1891–1969), a student of Tobias Matthay, and he made his Wigmore Hall debut in 1958. In 1960, he made his first appearance at the London Proms, where he has been repeatedly engaged, and in 1961, he gave the British premiere of the Prokofiev Fourth Concerto, exactly thirty years after it had been commissioned as a left-hand work by Paul Wittgenstein. He has become known as a specialist in twentieth-century repertoire, and especially as a champion of nineteenth- and twentieth-century British piano music, a subject on which he is a recognized expert. To date, he has recorded all the concertos of William Sterndale-Bennett—arguably Britain’s greatest nineteenth-century musician—and critic James Leonard praised his 1990 CD of Concertos Nos. 2 and 5 as “so well-played, so dedicated, and above all so convincing that it’s hard to imagine how they could be bettered.” He has recorded the Rimsky-Korsakov concerto and both Balakirev concertos for Hyperion, a disc that Gramophone acclaimed as “admirably conceived and executed.” He has also recorded works by Bax, Bridge, Britten, Ireland, and Rawsthorne, among others, and his recordings of more conventional repertoire have been equally praised. In 1996, he celebrated his sixtieth birthday by performing both books of Chopin etudes in Wigmore Hall, and at present he remains an active performer.

			Bishop, Stephen. See Kovacevich, Stephen.

			Blüthner. German piano manufacturer based in Leipzig. Founded in 1853 by Julius Blüthner (1824–1910), an Austrian-born craftsman, Blüthner was Germany’s leading piano maker for much of the nineteenth century. By 1900 they were producing five thousand instruments a year, and their pianos were praised by many of the world’s great musicians, including Brahms and Rachmaninoff. Although Blüthners are not known for their brilliance, many of their instruments have a lyrical resonance that makes them highly effective in German repertoire. One of the firm’s most distinctive innovations was Julius Blüthner’s patented aliquot string system, first used in 1873, in which an extra string is added for resonance to each trichord in the treble—that is, the top three octaves of the instrument. The aliquot string is guided through its own agraffe and is positioned slightly higher than the three strings it adjoins so that the hammer does not strike it—the string only vibrates sympathetically when the other three are struck, thereby giving greater resonance to the treble range. At one time the aliquot was shorter than the other three and tuned an octave higher, but this often made tuning difficult, so today aliquot strings are tuned to the same pitch as the adjoining trichord.

			Blüthner’s Leipzig factory suffered serious damage during World War II, but due to its stature and prestige, the company avoided nationalization and was permitted to remain under family control—although the East German government did force it to export a great many instruments to the Soviet Union. The company was finally nationalized in 1972, but after the fall of the Berlin Wall in 1989, Blüthner again became family owned. Today they build about 450 grands a year in various sizes. See http://www.bluethnerworld.com.

			Bolet, Jorge (b. Havana, 1914; d. Mountain View, California, 1990). Cuban-born American pianist and teacher. His first teacher was his sister, who successfully prepared him for an audition at the Curtis Institute when he was only twelve. His principal teacher there was David Saperton, but he also played for Hofmann, and years later he recalled the pianists who most impressed him during his student years in Philadelphia: in addition to Hofmann—whom he idolized—the pantheon included Rachmaninoff, Friedman, Moiseiwitsch, Rosenthal, Paderewski, Gieseking, and Backhaus. Bolet graduated from Curtis in 1934 and began to play for Godowsky—whom he had met through Saperton—and he became a lifelong champion of his music. Later, he also had a few lessons in Europe with Rosenthal. A few surviving live performances, including a miraculous account of the Beethoven “Les Adieux” Sonata from 1937, show him already to be a finished artist of remarkable technical attainments and unbridled imagination, and in the same year he won the Naumburg Prize. But despite his positive press notices, he was still largely reliant on income he derived from teaching, and World War II brought further impediments to his fledgling career. For a time, he made the most of unexpected opportunities, and as a lieutenant in the Cuban army, while serving as assistant military attaché to the Cuban embassy in Washington, he was sent to Constitution Hall in January 1944 to welcome an orchestra conducted by composer Sigmund Romberg. After Romberg’s train failed to arrive in time for the concert, the Cuban officer was persuaded to go onstage to accompany soprano Dorothy Sandlin, who had starred in Romberg’s Desert Song. He was then asked to fill some time by also playing a solo, and everyone present was astonished, including Eleanor Roosevelt, who, after also hearing him three months later at the Pan-American Union, wrote in her newspaper column, “I enjoyed again his great artistic gift.” But in 1945, a Cuban regime change removed him from his embassy position, and he was soon inducted into the U.S. Army as a private. By August, he had again been promoted to lieutenant and was sent to Japan as a cultural attaché to assist MacArthur’s Occupation Forces, conducting the first postwar Japanese performance of Gilbert and Sullivan’s The Mikado. But when he returned home, the only important engagements coming his way were the result of last-minute cancellations by artists such as Horowitz and Arrau. He relocated to a cramped New York apartment near Washington Square, and years later he remembered the decade following World War II as “ghastly lean years” that were often characterized by “half-starvation.”

			In 1952, Bolet made an LP of Spanish music for the Boston label, and in April 1953, he made the first recording of the Prokofiev Second Concerto, with Thor Johnson and the Cincinnati Symphony, for the Remington label. But major labels and engagements eluded him for another decade. After he ghosted for actor Dirk Bogarde in the 1960 Liszt biopic Song without End for Columbia, more engagements came his way, but he was now often dismissed as a “Hollywood pianist” suitable only for pop-concert engagements. A major turning point came in 1970 when he played a benefit in New York for the International Piano Library (see IPAM), one of ten pianists performing in a single evening whose ranks included Raymond Lewenthal, Rosalyn Tureck, and Earl Wild. Harold Schonberg of the New York Times was so enchanted with Bolet’s performance that he placed it above the other exceptional offerings: “Pin me to the wall and I will nominate Mr. Bolet for his absolutely standout performance of a pair of Liszt operatic masterpieces.” Almost immediately, Bolet was offered a contract by RCA records, and in 1982, he signed a contract with Decca which led to an additional twenty-five releases. Most of his major recordings were made in the last twelve years of his life, and today a number of his live performances have also been released. Somewhat unusually, Bolet did not object to homemade, “pirated” recordings of his concerts, and in fact he welcomed them. A two-volume set of CDs issued by Ward Marston contains a large complement of his live performances, and in his liner notes, commentator Francis Crociata observed, “This set is . . . due in large part to Bolet himself, who never forbade collectors to record his concerts, and actively encouraged them to share their recordings of his performances. Perhaps he knew better than anyone when he was offering ‘his deepest and most transcendental playing’ and on those rare ‘lightning in a bottle’ occasions there was at least a chance that his best might be captured and remembered.” He was acclaimed as primarily a Romanticist, and Bolet’s extensive discography comprises numerous Chopin and Liszt offerings, as well as such extraordinarily difficult works as Godowsky’s transcriptions of the Chopin etudes. In his later years, he showed a preference for both Baldwin and Bechstein instruments over Steinways, and today many connoisseurs believe he is one of the most important modern links to the “Golden Age” of artists such as Hofmann and Rachmaninoff. In 1968, he joined the faculty of Indiana University, where he frequently performed and gave master classes, and in 1977 he succeeded Rudolf Serkin as head of the piano department at Curtis, where he remained until 1986. Sadly, in December 1988, he tested positive for the HIV virus, and he played his final concert in Berlin on June 8, 1989.

			boogie-woogie. A piano-based pop style that developed after World War I. Although it grew to popularity concurrently with early jazz, boogie derived far more directly from the harmonic vocabulary of Blues, normally confining itself to tonic, dominant, and subdominant patterns. But like the earlier style of rag—and unlike Blues—it is almost exclusively associated with solo pianists. The tempo is far livelier than Blues and often characterized by a recurring left-hand ostinato that outlines the chord patterns. During Prohibition, boogie grew in popularity in speakeasies and roadhouses that could not afford full bands, and the best performers made the piano sound very full—if a bit cacophonous. Boogie pianists tended to improvise more than the earlier rag pianists, and well-known boogie “compositions” comparable to the rags of Joplin and others are smaller in number, most likely because the harmonic structure was too restrictive. The boogie style had become fairly mainstream by the late 1930s, but it never achieved the popularity of Swing. It was frequently parodied by big bands and vocal groups, thanks largely to the efforts of Albert Ammons, often billed as the “King of Boogie-Woogie.” As a style, its popularity began to ebb by the late 1940s. Other than Ammons, two of the most famous boogie pioneers were Clarence “Pine Top” Smith and Meade “Lux” Lewis.
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					A typical twelve-bar boogie-woogie left-hand pattern.

				

			

			Bösendorfer. Austrian piano manufacturer. Founded in Vienna in 1828 by Ignaz Bösendorfer (1796–1859), the firm is the only continuously operating Viennese company from the early nineteenth century, an era when over 150 makers were active in the Austrian capital. Bösendorfers were quickly known throughout Europe, endorsed by Liszt and other famous musicians, and the company was granted the title of “Chamber Purveyor to the Emperor” in 1858. When Ignaz died in 1859, his son Ludwig took over the company, and he continued to cultivate artistic and commercial innovations. Toward the end of the century, its craftsmen adopted cross-stringing techniques, and in 1900, they created a ninety-seven-keyed instrument, expanding the range to a full eight octaves by extending the bass down to C0—supposedly at the suggestion of Busoni, who wanted to transcribe a Bach violin work. They also lengthened the instrument to a full 290 cm, or about 9'6", dubbing it the “Imperial” concert grand, a model that continues to the present day. The company also builds a Model 225, a ninety-two-keyed 7'4" grand that extends down to F0. On all models, the additional naturals are either colored ebony or are covered with a removable panel so as not to disorient performers accustomed only to eighty-eight keys. From 1872 until 1913, the company also operated the famed Bösendorfer-Saal, considered one of the most beautiful concert halls in Vienna.

			Since Ludwig left no heirs, he sold the company to his friend Carl Hutterstrasser in 1909, and Carl’s sons Wolfgang and Alexander eventually became partners. During this period, Bösendorfer was building about two hundred to four hundred pianos a year, but production dropped to only about one hundred per year during the Depression, and the war years inflicted even more economic troubles. Toward the end of the war, Vienna was bombed, and production ceased entirely, placing the company in a very troubled financial state in the postwar years. In 1966, Bösendorfer was sold to the Indiana-based Jasper Corporation, which made Kimball pianos, and for a time its production figures increased to nearly five hundred instruments a year. In the 1970s, Kimball began to promote Bösendorfers heavily in the American market, supplying concert instruments to artists in exchange for endorsements. In recent years, some well-known Bösendorfer artists have included Keith Jarrett, Garrick Ohlsson, and Oscar Peterson. Bösendorfer briefly reverted to Austrian ownership in 2002 when it was purchased by the Bank für Arbeit und Wirtschaft und Österreichische Postsparkasse Aktiengesellschaft (BAWAG PSK), the fourth-largest bank in Austria, but BAWAG PSK sold all of its Bösendorfer shares to Yamaha in 2007. See http://www.boesendorfer.com.

			In recent years, Bösendorfer has also offered some well-publicized electronic enhancements. At least one of its uprights and its 155 cm (5') grand are marketed in Europe as “Silent” pianos, suitable for practicing without disturbing others. When the performer presses the middle pedal, the hammers are prevented from hitting the strings, but the sound that would have been produced is created by a digital tone module invented by Yamaha and accessible through headphones. Performances can also be recorded and played back in both audio and MIDI mode and are accessible through iPad and mobile apps. Somewhat more well known is the Bösendorfer Disklavier, also developed by Yamaha and first introduced in the United States and Canada in 1987. See Yamaha.

			Boston Pianos. See Steinway.

			Bowen, York (b. London, 1884; d. London, 1961). English pianist and composer, born Edwin Yorke Bowen. Reared in the Crouch Hill section of London, he entered the Royal Academy of Music at the age of fourteen, where he studied piano with Tobias Matthay and composition with Frederick Corder. He became a formidable, highly virtuosic pianist, deeply committed to what he termed Matthay’s “remarkable method,” and he remained close to Matthay for years, teaching at his school on Wimpole Street for over three decades. For most of his life, he also served as a piano professor at the RAM. He premiered all four of his own piano concertos—the first in 1903—and in 1905 he premiered the highly demanding sonata composed by his friend Benjamin Dale. He also made the first commercial recording of the Beethoven Fourth Concerto (for Vocalion) in 1925, to which he contributed his own highly Romantic cadenzas. During his youth, Bowen was highly acclaimed as a composer, and his works were performed by Fritz Kreisler, Efrem Zimbalist, Dennis Brain, and many other prominent instrumentalists. A remarkable talent, he also reached professional stature on the horn as well as the viola, and he wrote a good deal of viola music which he often performed in concert with Lionel Tertis. After years of neglect, Bowen’s music is now undergoing a revival, as reported by the London Telegraph in a lengthy story from May 2013.

			Brailowsky, Alexander (b. Kiev, 1896; d. New York City, 1976). Ukrainian-born American pianist. His first lessons were with his father, and he later attended the Kiev Conservatory. In 1911, he went to Vienna, where he studied with Leschetizky for several years, and during the First World War he also studied with Busoni in Switzerland. He made his debut in Paris in 1919 and quickly established himself as a Chopin interpreter, performing the composer’s complete works in a series of recitals for the first time in 1924. In that year, he also made his first visit to the United States, where he eventually settled.

			Breithaupt, Rudolf (b. Braunschweig, Germany, 1873; d. Ballenstedt, Germany, 1945). German teacher and pedagogical theorist. Breithaupt was widely educated, pursuing studies in law, philosophy, and psychology at the Universities of Jena, Leipzig, and Berlin. He also studied piano with Robert Teichmüller at the Leipzig Conservatory. In the 1890s, he became fascinated with many of the newer pedagogical ideas concerning weight and relaxation, and like Matthay, he studied relaxation concepts advanced by Deppe and began to theorize about piano technique. His first book, Die natürliche Klaviertechnik (Natural Piano Technique), appeared in 1905, and volume 2 followed in 1907, subtitled Schule des Gewichtspiels. This volume reappeared two years later in English translation as Natural Piano Technic, Vol. II: School of Weight-Touch. Although he taught few famous pianists, Breithaupt always credited Teresa Carreño as his pedagogical inspiration, and he invited her to play for his students. For a time his ideas were fashionable in Germany, although some, including Arrau, Matthay, and the Russian teacher Maria Levinskaya, have criticized Breithaupt for his overemphasis on weight technique to the detriment of finger development.

			Brendel, Alfred, KBE (b. Wiesenberg, Moravia, 1931). Austrian pianist, born in what is now the Czech Republic. Brendel’s father worked intermittently at jobs as diverse as hotel manager and film director, and after the family moved to Zagreb, Alfred began lessons at the age of six with various teachers. He entered the Graz Conservatory after World War II, where he studied with Ludovika von Kaan, a student of Liszt pupil Bernhard Stavenhagen, and his formal training ceased at the age of sixteen. He made his debut in Graz with a “Fugue Recital” in 1948, and in the following year he won a prize in the Busoni Competition. He then attended master classes in Switzerland with Paul Baumgartner, Eduard Steuermann, and Edwin Fischer, whom he credits as a major influence, while he also acknowledges the performances of Cortot and Wilhelm Kempff as immensely influential. By Brendel’s own admission, his career began slowly, and through the 1950s he was known mostly from the many recordings he made, which by the mid-1960s included the complete solo works of Beethoven for Vox, the first complete documentation of all of Beethoven’s keyboard works by a single artist. A pivotal turning point came in 1962 when he played a Beethoven program in London and was soon recognized as a major artist. Today, Brendel is considered one of the most iconic, intellectually penetrative pianists of the late twentieth century, viewed by most as an unexcelled interpreter of the Viennese masters (including Schoenberg, whose music he champions), Bach, and Liszt. He relocated to London in the 1970s, and to the present day, the British are some of his most fervent admirers. He signed a contract with Philips Classics in 1970, and many of his subsequent discs were made for that label, with a Philips official telling the Los Angeles Times in 1993 that “he is one of our strongest, most consistent sellers.” In January 2016, Philips issued a 114-CD box set of his recordings, spanning several decades of work. He has also released a substantial number of recordings for EMI.

			In February 1979, Brendel demonstrated his iconoclastic avoidance of the merely popular by devoting a Carnegie Hall recital to the works of Brahms, Liszt, Schoenberg, and Busoni, repertoire choices that represented “braininess” to the New York Times’s John Rockwell, who noted that his program, “even before he laid a finger to the keyboard set one to thinking.” Rockwell went on to praise his performance of the Busoni Toccata (1920) as “remarkable for its sheer finger-twisting difficulty,” but added that the evening was most memorable because it demonstrated Brendel’s “ability to think through the notes in a way that made both conceptual and musical sense,” showing that his “undeniable intellectualism has not been won at the expense of more instructive musical virtues.” Brendel seemed to relish at least an element of elitism from his admirers, and he was once quoted as saying, “I hate to think of a time when it will be the chic thing to do to come to my concerts.” His longtime American manager, Agnes Eisenberger, once expressed his view even more simply to the press: “He wanted music lovers.” But his intellectualism was tempered with humor—and even earthiness—especially in his approach to highly revered, monumental works, and when he completed a New York cycle of all thirty-two Beethoven sonatas in June 1983, the Times’s Allen Hughes wrote insightfully, “Perhaps the most important thing about the Brendel approach to Beethoven is that it does not involve the planting of a halo on the composer’s head. . . . Thus, heartiness, humor, merriment, pensiveness and brusqueness may follow one another in quick succession in his no-nonsense interpretations. His way may leave a sonata such as Opus 111 sounding somewhat ordinary to people who prefer a tortured approach, but it made a great deal of sense to this listener and, clearly, to others as well.”

			Despite the fact that, by the mid-1980s, many were likening Brendel to a latter-day Artur Schnabel—especially for his immersion in the works of Schubert—his interpretive approach was not without controversy. For several years, the New York Times repeatedly assigned critic Donal Henahan to cover his New York recitals, and despite Henahan’s erudition, in 1985 he admitted, “My own reaction to Mr. Brendel’s playing has always been mixed, my reservations centering around a certain austere and pedantic air that pervades his recitals even at those moments when he seems bent on breaking out of his Apollonian mold and is attacking the music with what might pass as Dionysian fury.” A year later, Henahan criticized an all-Liszt program offered in the centennial year of the composer’s death, opining that “it struck a false note for a pianist of Mr. Brendel’s temperament and intellectual leanings.” He was also disturbed by phrases that ended “with hands flung in the air dramatically,” as the pianist’s head was “often thrown back poetically in the way we find Liszt himself posing in familiar pictures.” But by April 1991, the critic’s reservations were tempered with adulation when Brendel performed a recital of Haydn, Schumann, and Beethoven in Carnegie Hall, a program Henahan noted was “simple in the Artur Schnabel or Rudolf Serkin sense,” while adding, “The playing was simple, too, in the sense of being simply astonishing.” Brendel’s Musical Thoughts and Afterthoughts, a collection of essays that sold remarkably well, had just been released, and Henahan now likened the pianist to a modern-day Liszt—a keyboard artist superbly adept at communication via the printed word—while stressing that he also merited comparison to contemporary pianists such as Paul Badura-Skoda and Charles Rosen, artists whose verbal expressiveness equaled their keyboard mastery. Perhaps most remarkable of all was Brendel’s achievement of a long-sought goal, since his admirers now seemed to have been simultaneously drawn from two normally disparate groups: “Besides the listeners who turn out merely in hopes of hearing famous pianists play famous music famously well, Mr. Brendel also attracts many intellectuals who regard concertgoing as a form of activity comparable to attending a lecture on Wittgenstein or Derrida.” A great many observers echoed Henahan’s sentiments, and for over a decade, scarcely any pianist in the world was more admired, for Brendel now held an unassailable mantle as a pianist capable of imparting peerless virtuosity informed by an unmatched intellectual erudition—and what many perceived as spiritual profundity. In 1989, he was made an honorary Knight Commander of the British Empire, a title that merely intensified his stature in Europe and America.

			As early as 1993, reports were surfacing that Brendel was suffering from tendinitis which had forced him to cancel some concerts, and the New York Times’s Edward Rothstein speculated that the condition may have affected an all-Beethoven recital that May in Carnegie Hall. He noted that his performance of the op. 54 Sonata seemed “ineffectual” and “out of alignment,” while in the op. 27, no. 1, “his use of silences and surges and phrasings seemed out of phase with the music’s pulse, thus softening the accents, undercutting the music’s improvisatory immediacy.” In March 1996, when he performed the Beethoven First and Third Concertos with Kurt Masur and the New York Philharmonic, the Times’s Anthony Tommasini noted that “the main drawback of Mr. Brendel’s work is his technical idiosyncrasy. His passagework is inconsistent: sometimes fluid and supple, sometimes murky and uneven.” While praising Brendel for revealing an “elegantly lyrical quality in the music that anticipates Chopin,” he also observed that such effects were interspersed with passages that were often “clunky and inelegant.” By 2004, Brendel, now seventy-three, had cut back on engagements, though no official announcement concerning retirement was made until November 2007. On August 17, 2004, he made a poignant farewell appearance at the London Proms, where he performed the Beethoven “Emperor” with Christoph von Dohnányi and the London Philharmonia, a concert which also saw the premiere of a song cycle by Harrison Birtwistle that set the pianist’s poetry. On February 20, 2008, he made his final Carnegie Hall appearance about six weeks after he celebrated his seventy-seventh birthday, and Tommasini, writing in the Times, observed, “At 77, Mr. Brendel looks spry and energetic. He certainly played through demanding pieces by Haydn, Mozart, Beethoven and Schubert with what seemed undiminished focus, utter integrity and a penchant for surprise.”

			bridge. A thin strip of wood that serves as the acoustical conduit between the strings and the soundboard. When strings are struck, the vibration is captured by the bridge and transmitted to the top of the soundboard to amplify the sound. On modern instruments with cross-stringing, there are two bridges of different lengths. The longer bridge tends to run through the center, or the most resonant, section of the soundboard, and the shorter bridge, which defines the speaking length of the bass strings, is nearer the end of the piano. Because bridges must anchor the 220 strings of a modern instrument, they are usually laminated strips of extremely hard wood, such as maple or beech. The bridges are glued directly to the top of the soundboard.

			Broadwood & Sons. British piano manufacturer. Founded in London by Scottish cabinetmaker John Broadwood (1732–1812), the business originally began as the harpsichord firm of Swiss maker Burkat Shudi. Shudi began making harpsichords in London in 1728, and Broadwood began working for him in 1761, marrying his daughter eight years later and becoming a partner in the firm in 1770. When Shudi died in 1773, Broadwood continued refocusing the firm toward piano building, and the company built no harpsichords after 1793. By 1808, two of Broadwood’s sons, James and Thomas, had joined the firm, and the name was changed to John Broadwood & Sons Ltd., a name by which it is still known.

			Broadwood is credited with many innovations in eighteenth-century piano design, including the first square piano, which was marketed as early as 1771. It modified the designs of Johannes Zumpe, employing an English single action (see appendix C) and eventually replacing the hand stops with pedals. In 1777, Broadwood and Americus Backers cooperated to install a piano action in one of Shudi’s harpsichord cases, thus creating a “grand” piano. In 1783, Broadwood patented the English double action, and by 1794 he had expanded the range to six octaves, from C1 to C7. Late in 1817, Thomas Broadwood, John’s youngest son and now a partner in the firm, presented a six-octave instrument to Beethoven, which he kept for the remainder of his life, and which he had available for the composition of his final three sonatas, op. 109, op. 110, and op. 111. Shortly thereafter, the firm began to experiment with metal enhancements to the plate, and by mid-century, Broadwood was the largest piano manufacturer in Britain. The models remained popular in the twentieth century but began to experience increasing competition from European makers. In 2008, the firm was acquired by Alastair Laurence, a piano craftsman and technician whose family ties extend back to the eighteenth-century Broadwoods. Today the company advertises “handcrafted pianos made to order” and builds only uprights in various sizes. See http://www.broadwood.co.uk.

			Bronfman, Yefim (b. Tashkent, Uzbekistan, 1958). Soviet-born Israeli-American pianist. At the age of fifteen, he emigrated to Israel, where he studied with Arie Vardi at the Rubin Academy in Tel Aviv. Studies at Juilliard and Curtis followed, where his teachers included Rudolf Firkušný and Rudolf Serkin. He has also worked with Leon Fleisher. He became an American citizen in 1989, and in the same year he made his Carnegie Hall debut. Shortly thereafter, Bronfman began working with violinist Isaac Stern and had soon garnered an impressive résumé as a chamber musician, working extensively with violinist Pinchas Zukerman. But despite his ongoing interest in chamber repertoire, he is perhaps best known as an interpreter of large-scale virtuosic works. He has recorded the complete Prokofiev sonatas and all five concertos with Zubin Mehta, and his 1996 recording of the three Bartók concertos with Esa-Pekken Salonen won a Grammy. He has also championed new music, and in May 2012, his New York premiere of the fiendishly difficult concerto by Finnish composer Magnus Lindberg received high praise.

			Browning, John (b. Denver, 1933; d. Sister Bay, Wisconsin, 2003). American pianist. Browning’s first teacher was his mother, and he performed with the Denver Symphony at the age of ten. When he was twelve, his family moved to Los Angeles, and he began to study with Lee Pattison at Scripps College in Claremont. For two years, he attended Occidental College, and in 1953 he entered the Juilliard School, where he became a student of Rosina Lhévinne. Along with violinist Betty-Jean Hagen, he won the Leventritt Competition in 1955, and he won second prize in the Queen Elisabeth Competition the following year. He quickly became one of the most highly sought American pianists, with a popularity at times rivaling that of Cliburn. In 1962, Browning was chosen by Samuel Barber to premiere his Pulitzer Prize–winning piano concerto, and he remains the artist most associated with that work. Although perhaps best known for Romantic repertoire, he also received acclaim for his recordings of Mozart, all five of the Prokofiev concertos, and Ravel’s “left hand” concerto.

			Brubeck, Dave (b. Concord, California, 1920; d. Norwalk, Connecticut, 2012). American jazz pianist and composer. The son of a cattle rancher, Brubeck was born in California’s Bay Area and spent his teenage years on a ranch in the Sierras. His mother, Elizabeth Ivey Brubeck, had trained seriously as a concert pianist, having studied in England with Matthay and Myra Hess, and when her son was six, she gave him his first lessons. He originally trained to be a veterinarian, entering the College of the Pacific in 1938, but at the urging of several faculty, he switched to music. He always blamed his poor eyesight for his inability to read music fluently, but despite this limitation, he excelled in harmony and counterpoint, earning his music degree just after war had broken out. While serving in Europe with Patton’s Third Army, he formed an integrated Swing band known as “The Wolfpack,” returning to the West Coast at the war’s end to enter Mills College, where he studied with Darius Milhaud. Though he briefly considered pursuing the academic side of music, he continued to play jazz in clubs and was eventually seduced by the West Coast movement known as “cool.” Though a 1951 swimming accident damaged his spinal cord and nearly paralyzed him, he was able to continue playing by emphasizing “comp” (block) chord patterns and deemphasizing the scale runs employed by many pianists. After he allied himself with alto saxophonist Paul Desmond, Brubeck led the most popular jazz quartet of the 1950s and 1960s. Their 1959 album, Time Out, which experiments with unconventional rhythmic patterns, was the first jazz LP to sell over a million copies.

			Bülow, Hans von (b. Dresden, 1830; d. Cairo, 1894). German pianist, conductor, and teacher, generally regarded as one of the pianistic giants of the nineteenth century, as well as one of the century’s greatest conductors. Bülow’s musical talents were recognized at an early age, even by Liszt, who was a family friend. When he was twelve, he was sent to Leipzig to further his education, but his parents only permitted him to enroll in the conservatory if he also pursued classes at the Gymnasium. He then began to develop the ruthless discipline for which he was later noted, rising before dawn each morning to practice for several hours. His teacher at the conservatory was Louis Plaidy, and he had a few lessons with Leipzig teacher Frederick Wieck, the father of Clara Schumann, whom he remembered fondly. He also came into contact with Mendelssohn and Wagner, both of whom he idolized. Following his parents’ wishes, in 1848 he entered the University of Leipzig to study law, but music eventually won out, and by 1851 he was in Weimar studying with Liszt, practicing from eight to ten hours a day. He also began writing musical criticism, and his acidic denunciations of several popular artists infuriated many, with a reputation for tactlessness following him throughout his career. In 1857, Bülow gave the premiere of Liszt’s B Minor Sonata in Berlin on the first Bechstein grand, and he became deeply committed to Bechstein’s instruments, so much so that he often referred to Carl Bechstein as his Beflügler, or the man who “gave him wings.”

			In 1857, Bülow also married Liszt’s daughter Cosima, and despite the fact that they had two daughters, the marriage was frequently stormy. Bülow often neglected her, and in 1862, after she returned to their home in Berlin following a stay in a sanitarium, she concealed the pregnancy of her second daughter because she was so fearful of her husband’s mercurial rage if she disturbed the quiet he demanded for his work. According to Bülow’s biographer, Alan Walker, on the evening of March 20, after going into labor, Cosima paced around her bedroom repeatedly in an unsuccessful effort to quell the pain. When she could no longer stand it, she cried out, and Bülow and his mother managed to get her to her bed just as the baby was born—in utter astonishment that she had even been with child. Two years later, Bülow was appointed Hofkapellmeister in Munich, a position obtained with Wagner’s help, and in late June 1864, Cosima left for nearby Starnberg, ostensibly to inspect the lodgings Wagner had procured for them, but in actuality to consummate an affair with the composer. The affair lasted for six years because Bülow refused to give her a divorce. However, even though he knew about their relationship, his loyalty to Wagner remained unbroken, and he conducted the premiere of Tristan und Isolde in 1865 and of Die Meistersinger in 1868. Bülow even assumed paternity for Wagner’s daughter Isolde, born to Cosima just two hours before the first Tristan rehearsals began on April 10, 1865. She had two additional children by Wagner before the divorce was granted, and she was finally able to marry him in August 1870.

			From 1867 to 1869, Bülow served as director of the Munich Hochschule, where he taught piano much in the style of Liszt, whom he also admired without reservation. By the early 1870s, he was touring more as a pianist, and on October 18, 1875, he made his American debut in Boston, performing with an orchestra conducted by Carl Bergmann. The first in a series of five Boston concerts, it included Beethoven’s “Emperor” Concerto and the Liszt Hungarian Fantasy, which the composer had dedicated to Bülow over twenty years earlier. Though the New York Times reviewer was slightly critical of Bergmann (whom Bülow quickly fired for missing rehearsals), in turgidly Victorian language, he was ecstatic about the soloist: “As a pianist, in the most exact sense of the word, he is without doubt the greatest artist made known to the public of the present. . . . In respect of unvarying beauty and symmetry of tone and alternate delicacy and weight of touch, as regards the power to bring forth with absolute certainty any quality of sound required, and in so far as ability to cope with any difficulties of performance which the composer’s need or caprice may suggest to him is in question, the effect of Dr. Von Bülow’s playing last night is to assign to the newcomer the highest position to be awarded from a recollection of what has been heard in the United States within the past fifteen years.” As is now well known, one week later, at the fifth concert in the series on October 25 (performing with conductor Benjamin Lang, who had replaced Bergmann), Bülow gave the American premiere of Tchaikovsky’s First Concerto in Boston, a work also dedicated to him. He had been contracted for a total of 172 concerts, but his tour ended abruptly on May 9, 1876, when his American manager, Bernard Ullman, found him on the floor after he had fainted while practicing. Bülow then became mentally disoriented, unable to remember who Ullman was, and Walker discusses the possibility that Bülow may have suffered a small stroke (which would have been his second), inasmuch as an autopsy at the time of his death revealed that he had long suffered from a chronic hemorrhaging of the brain. He was forced to cancel thirty-three of his remaining concerts, but the 139 that he did perform were more than sufficient to establish him in the minds of many as equal, or even superior, to Anton Rubinstein (who had visited America a few seasons earlier), and for the rest of the century, scarcely any knowledgeable musician spoke of the greatness of Liszt and Rubinstein without including Bülow in that company.

			For most of his career, Bülow held various conducting posts, though his acidic tongue often caused him difficulties both with his musicians and his patrons. His last important post was at Meiningen, where he served from 1880 to 1885, and while he was there, he began a series of piano master classes at the Raff Conservatory in nearby Frankfurt-am-Main. For the next four years, Bülow waived his fee, thereby donating 10,000 marks (at the time, roughly about $2,500 US) to fund a memorial to his close friend, the late composer Joachim Raff. In the spring of 1884, he began holding highly structured classes in the conservatory concert hall, lasting each morning from eight to eleven. He sat at the second piano and always (without score) demonstrated any passages he found faulty in the students’ work. The sixteen-year-old Frederic Lamond was destined to be the most famous of the pianists who attended, and Lamond long remembered the explosive encounter he had when he brought Beethoven’s “Hammerklavier” Sonata to the master, who virtually screamed at him: “Impertinent boy! You must wait years before you attempt such a work!” But since Lamond, now in tears, had prepared nothing else, he valiantly persevered, and Bülow eventually became full of praise for his performance. While awaiting confirmation of his appointment as assistant conductor in Meiningen, the composer Richard Strauss also attended in the summer of 1885 and soon wrote to his father, “I’m rapidly coming to the conclusion that Bülow is not only our greatest piano teacher but also the greatest executant musician in the world.” In 1888, Bülow returned to the European concert stage performing what he termed a “Beethoven Cyclus,” consisting of most of the sonatas and important variations, and there was no questioning his stamina, for it was characteristic of him to perform the last five sonatas of Beethoven—from op. 101 to op. 111—in a single evening, all without score, and often without pausing between movements. After he played his first London recital on June 4, the Times echoed the sentiments of most of the public: “That Dr. von Bülow is one of the leading pianists of our time, that his intellectual grasp is as large as his technical skill is phenomenal—these are facts generally acknowledged. But he is more than a mere virtuoso. We talk in literature of novels ‘with a purpose’; Dr. von Bülow might be called a pianist ‘with a purpose,’ or, if the word should be preferred, with a mission, that mission being the active advocacy of all that is highest and purest in art, to the exclusion of the vulgar, the artificial, the showy.” By 1890, Bülow was suffering increasingly from neuralgiform headaches, undoubtedly the result of a tumor, and he relocated to Egypt in search of a drier climate, where he died just a month after his sixty-fourth birthday. Though he was one of the greatest pianists of the nineteenth century, today he is often most remembered for his editions of the thirty-two Beethoven sonatas, which, though still used by many teachers, are rarely favored by professionals, since his editorial suggestions are indiscriminately interspersed with Beethoven’s original markings. Walker also makes a convincing case for resurrecting his edition of all the Chopin etudes—which today are rarely used.

			Busoni, Ferruccio (b. Empoli, Italy, 1866; d. Berlin, 1924). Italian pianist and composer whose career is most closely identified with Austria and Germany. Born to musicians, Busoni moved with his family to Trieste when he was a few months old, and he always regarded himself as more cosmopolitan than Italian, learning several languages fluently while still a child. His early piano lessons were with his father, a professional clarinetist, but he was largely self-taught, performing Mozart’s C Minor Concerto when he was only nine—in the same year that he entered the Vienna Conservatory. He studied composition with various teachers in Graz and Leipzig, and he briefly studied piano with Carl Reinecke at the Leipzig Conservatory. He taught in Helsinki and more briefly in Moscow before moving to Boston in 1891 to join the faculty of the New England Conservatory, where he remained for three years. Active in both Boston and New York, he also toured as a concert pianist to wide acclaim. In 1894, he settled in Berlin, the city where his activities were centered for much of his career. Busoni traversed a wide range of repertoire, and, somewhat unusually, when he returned to America for a series of concerts in January 1904, he performed the Henselt F Minor Concerto in New York with Wilhelm Gericke and the Boston Symphony, a work then considered outdated by European standards. The New York Times was unimpressed, deeming it “a not very intelligible choice for an artist of his rank . . . old fashioned and faded.” But the unnamed critic viewed the performance as “the playing of a great artist, large and free in its utterance,” with “a tone of rich, unctuous roundness and bigness, and a power of execution that knows no flagging.” Several weeks later, he performed a recital of Beethoven, Chopin, and Liszt at the White House for President and Mrs. Theodore Roosevelt, and a few days later he was praised in the Times for his performance of the Franck Quintet with the Franz Kneisel Quartet at New York’s Mendelssohn Hall: “It was of the most sensitive mastery, delicate in its gradations of color and dynamics, and blending with the tone of the other instruments, subordinating where subordination was prescribed, yet charged with an authority of its own—ensemble playing of the highest type.” Busoni was also composing prolifically at the time, though the musical world knew him best as a pianist, especially since he had long been the sole support for his parents, and his piano tours were far more lucrative than his royalties or teaching fees. But he also found them extremely arduous, and in 1904, while touring in Chicago, he drew a cartoon of himself which he later presented to his wife, Gerda, showing him dragging a grand piano with a tow line across a map of the American Midwest, labeling it “the anti-sentimental journey of F. B.” A few years earlier, he had confided to friends, “I have great success as a pianist, the composer I conceal for the present,” though on November 10, 1904, he premiered his massive seventy-minute piano concerto in Berlin, a work that is still rarely performed due to the demands it places on the soloist (and the fact that its fifth movement requires a male chorus).

			Busoni often led a nomadic existence as a pianist and teacher, and he rarely remained in one city for more than a few years. He also exuded a quality of magnetic mystery, and most who studied with him adored him. A few years after the teenaged Arthur Rubinstein arrived in Berlin, he recalled his “pale, Christ-like face” and “his diabolical technical prowess,” which made him “by far the most interesting pianist alive.” For several years, Busoni conducted master classes in Weimar, and by 1907 he had gravitated to the Vienna Conservatory, where his most noted pupil was undoubtedly Ignaz Friedman. But disputes with the conservatory’s administration drove him to Basel, Switzerland, by 1910, where he remained through World War I and where his most devoted pupil was Egon Petri, who later championed his music. His other well-known students included Alexander Brailowsky, Rudolf Ganz, Mieczysław Munz, Eduard Steuermann, and, more briefly, Percy Grainger. As a composer, Busoni was very much part of the pre–World War I avant garde, constantly exploring new tonal directions, and he even wrote theoretical works championing newer styles, which at the time had a limited following. But as a pianist, his popularity was immense, and his concertizing and teaching sustained him throughout his career. His keyboard transcriptions of Bach violin and organ works were also very popular, though they are occasionally derided today by “purists.” After the war, he accepted an invitation from the Weimar Republic to teach composition at the Berlin Academy of Arts, where one of his most well-known students was the composer Kurt Weill. He also occasionally referred composition students such as Steuermann to his good friend Arnold Schoenberg, and as a pianist, Steuermann later became a noted exponent of both Busoni and Schoenberg’s piano works. Although Busoni did not record extensively, beginning in 1919 he made a number of acoustic recordings of more miniature works for English Columbia, as well as piano rolls for both Welte-Mignon and Duo-Art. Busoni’s own works are not frequently played today, but John Ogdon recorded his piano concerto in 1967, and more recently the work has been both performed and recorded by Marc-André Hamelin and Garrick Ohlsson.

			Busoni Prize. The first prize in the Ferruccio Busoni International Piano Competition, held annually in Bolzano, Italy. The competition was inaugurated in 1949 to commemorate the twenty-fifth anniversary of the death of Ferruccio Busoni, and the top prize has been won by many prominent pianists over the years, including Jörg Demus, Martha Argerich, and Garrick Ohlsson.

		

	
		
			C

			Cage, John (b. Los Angeles, 1912; d. New York City, 1992). American composer often recognized as the most iconic promoter of avant garde techniques in the twentieth century. Reared in the greater Los Angeles area, for a time he attended Pomona College, where he pursued studies in theology and literature before dropping out to travel through Europe. In Paris, he studied piano briefly with Lazare Lévy (1882–1964), who also introduced him to the modernist styles of Stravinsky and others. By 1933, Cage was studying with Henry Cowell in New York and already experimenting with tone rows, and when he returned to California, he worked extensively with Arnold Schoenberg, who proved a major influence. One of Cage’s most famous piano works is Sonatas and Interludes for Prepared Piano (1946–48), twenty separate pieces that form his most extensive work in the area of “prepared” piano, that is, a grand piano with many of its strings adapted and modified by implements such as screws and furniture bolts, according to specific instructions included with the score. Cage’s most famous composition is 4'33", and although it may be “performed” with any combination of instruments, most typically the performer sits silently at the piano for four minutes and thirty-three seconds. It was premiered by pianist David Tudor (1926–96) in Woodstock, New York, on August 29, 1952.

			cantabile. Italian for “songlike,” or less formally, “as if sung.” The term is often associated with Chopin, whose music is heavily dependent on a kind of tone production that emulates the human voice, enabling melodic voices to stand out in a legato texture against the more subordinate lines in a composition. See Chopin.

			capo d’astro bar. A portion of the cast-iron frame that defines the speaking length of the higher treble strings. The capo d’astro bar usually begins at G4 and runs to C8, the piano’s highest pitch. In the higher registers, it is used by most manufacturers in lieu of the agraffe, which defines the speaking length in the middle and lower registers, because it is believed that using agraffes throughout the instrument might impede the tone’s resonance. After the higher strings leave the tuning pins, they pass underneath the capo bar, which is molded to a V shape at its bottom edge.
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					The interior of a modern Bösendorfer grand. The agraffes, which extend as high as the note F♯4, can be seen at the lower right of the photo between the dampers and the tuning pins. Beginning at G4, the capo d’astro bar replaces the agraffes in the higher register. The capo d’astro extends all the way up to C8, the highest note on the piano.

				

			

			Carreño, Teresa (b. Caracas, 1853; d. New York City, 1917). Venezuelan pianist, composer, and singer. Born to a musical family, she was taken to New York at the age of eight, where her father worked diligently to market her as a prodigy. He scheduled a debut for her a few months after her arrival, and she soon had a few lessons with Gottschalk. A year later, she played for Lincoln at the White House. In the spring of 1866, her family relocated to Paris, where she met many famous musicians, including Liszt. She soon began lessons with Georges Mathias (1826–1910), a pupil of Chopin, and she later played for Anton Rubinstein. At the age of nineteen, Carreño married French violinist Émile Sauret, and following the death of her father in 1874, they left with their infant daughter for America, which served as her home base for the next fifteen years. Somewhat remarkably, she soon turned to opera singing, and in 1876, she made her New York debut singing the role of Zerlina in a production of Don Giovanni. After divorcing Sauret, she entered into a common-law relationship with Italian baritone Giovanni Tagliapietra, by whom she had two children (having already given up her daughter by Sauret for adoption).

			In 1885, Carreño returned to Venezuela for a year, where she concertized, composed, managed an opera company, and laid plans for a conservatory. By then her relationship with Tagliapietra was crumbling, and in 1889 she relocated to Berlin, which became her base of operations for the remainder of her career. She resumed her concertizing, championing the music of—among others—MacDowell, who dedicated his Second Concerto to her. In 1892 she married the Scottish-born Eugen d’Albert, by whom she had two daughters, and who coached her extensively. It is said by many that he imparted a greater musical depth to the fiery virtuosity that had always characterized Carreño’s playing. The marriage ended in 1895, and she continued to tour extensively, but she was now also in demand as a teacher. She soon made the acquaintance of Berlin teacher Rudolf Breithaupt, who claimed to base his pedagogical theories on her approach, citing her as a model of ease and relaxation and frequently asking her to perform for his students. In 1902, she married (legally) for the final time, this time to Tagliapietra’s brother, Arturo, and they remained together until her death. In 1905, she recorded seventeen selections for the Welte-Mignon reproducing piano (about ten years later in New York, she recorded for the Duo-Art as well), and two years later she began her first world tour, which was so successful that she undertook another in 1909. She remained in Germany for two years after the war began, but she finally left for New York in the fall of 1916, where she died the following spring.

			Casadesus, Robert (b. Paris, 1899; d. Paris, 1972). French pianist, composer, and teacher. He studied at the Paris Conservatoire with Louis Diémer (1843–1919), who also taught Cortot. He also received coaching from violinist Lucien Capet, a family friend who initiated him into chamber music. While at the conservatoire, he met Gabrielle (“Gaby”) L’Hote (1901–99), also a pianist in Diémer’s class, and they married in 1921. Throughout their careers, they frequently performed four-hand and two-piano repertoire together. By the end of World War I, he had become intimate with Ravel, Poulenc, and the aging Fauré, and in subsequent years he became especially known for his interpretations of French repertoire. In 1921, he began assisting Isidor Philipp at the American Conservatory at Fontainebleau, which brought him to the attention of conductor Walter Damrosch, who helped him gain recognition in America. He made a series of recordings for French Columbia in 1928 that are still widely admired, especially the four Chopin ballades and the Schumann Symphonic Etudes. During World War II, Casadesus and his family remained in the United States, where he became acquainted with French violinist Zino Francescatti (who was also prevented from returning home), and the two men began to tour and record extensively. Their Columbia discs include live performances of the complete Brahms violin sonatas recorded at the Library of Congress in 1947 and 1952, and in 1962, Columbia released their recordings of the complete Beethoven violin sonatas as an LP boxed set. Francescatti and Casadesus also broadcast the Beethoven “Kreutzer” Sonata in May 1970 for the ORTF (French television network), and the video is now available as a DVD. Through the 1940s, Casadesus lived in Princeton, New Jersey, and over the next decade he coached a number of young pianists who later became prominent, including Grant Johannesen and Menahem Pressler. For over thirty years he was closely associated with the American School at Fontainebleau, and after the war he even returned to France to serve as its director during Nadia Boulanger’s absence. Casadesus also composed prolifically, and his cadenzas for Mozart’s Concerto in C, K. 467—a work he recorded with George Szell—are often chosen by pianists who perform the concerto. In January 1972, the eldest of his three children, Jean—also a pianist who occasionally performed with his parents—was killed in an automobile accident at the age of forty-four, and just eight months later, Robert, whose health quickly declined, also died.

			Casio synthesizers. Any of a series of electronic keyboard synthesizers built by the Casio Computer Company, a Japanese corporation. Their earliest model, known as the Casiotone, was marketed purely for home use in the early 1980s, but its hybrid analog-digital approach to producing instrumental sounds—known as Vowel-Consonant synthesis—often produced uneven results. This was soon followed by their CZ series, which proved briefly popular with both professionals and amateurs due to an improved digital technology and affordability. Many musicians quickly embraced the CZ models, including Japanese drummer Yukihiro Takahashi, who toured with a CZ-1 in 1986, and French composer Jean Michel Jarre, who used the CZ-5000 on his acclaimed Rendez-Vous album in the same year. Eight different CZ models were marketed, and three of them had sixteen digital oscillators, which allowed for the possibility of sixteen-voice polyphony. The best-selling model was the CZ-101, the first fully programmable digital synthesizer, which sold for under $500, and the most advanced was the CZ-1, which was (briefly) the choice of many professionals. In an effort to compete with Roland and Yamaha, Casio replaced their CZ series with several VZ models in the early 1990s, but many found the user interface more difficult, and Casio had left the synthesizer field by 1992. But more recently they have again begun marketing two models, the XW-P1 and the slightly more expensive XW-G1, which includes a sample looper and player, and both have been well received. See http://www.casio.com.

			cast-iron frame. The heaviest structural component of the modern piano, also known as the plate. It sits atop the soundboard and serves to counter the massive tension imparted by the strings, which in a concert grand can exceed 35,000 pounds. The plate’s invention dates from 1825 and is attributed to Boston maker Alpheus Babcock (1785–1842), who first used, and later patented, an iron frame in a square piano of his own design. He joined the Boston Chickering firm in 1837, and the company was incorporating iron plates in its grand pianos by 1840. Because the standard compass of all instruments today is eighty-eight keys—and over half the notes are triple-strung—all manufacturers use plates to provide greater tuning stability, and ultimately greater power, though scarcely any makers cast them in on-site foundries. Most still concession their production out to specialized firms. In the United States, the largest plate manufacturer is the O. S. Kelly Company in Springfield, Ohio, whose plates consist of a mixture of steel and pig iron. For years, Baldwin was Kelly’s largest customer, but Baldwin plates are now cast in South America. Since 1938, Kelly has also manufactured plates for Steinway, who has recently acquired the company. In grand pianos, plates are typically harp shaped, and large holes are placed strategically throughout the design so as to allow maximum vibration from the soundboard. All plates must be cast to exacting specifications, since they must not only be shaped to fit exact models but must also be drilled with tiny holes to accommodate each tuning pin.
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					A cast-iron frame built by the O. S. Kelly Company for a Steinway Model B. Courtesy Musical Instrument Museum, Phoenix.

				

			

			Cavallaro, Carmen (b. New York City, 1913; d. Columbus, Ohio, 1989). American popular pianist and bandleader. Born to Sicilian immigrants, he often claimed that his musical interests were piqued at the age of three when his mother won a toy piano with soap coupons. While attending DeWitt Clinton High School in the Bronx, he trained seriously as a concert pianist, but the Depression restricted professional opportunities, and after graduation he began working in clubs, expanding the weekend work he had pursued at church and social dances during his high school days. His highly virtuosic, often ornate style drew some influence from Jan August and especially Eddy Duchin, and in the 1930s he worked with a number of popular society bandleaders, including Rudy Vallée and Abe Lyman. In 1939, for a time known simply as “Carmen,” he began fronting his own small group of rhythm instruments, which he later expanded to eight pieces, and in 1944 he moved to Hollywood, where several film appearances popularized him as an orchestra leader. In 1945, his recording of an arrangement of the Chopin A-flat Polonaise sold over a million copies, and other faux-classical selections were also highly popular, including his arrangement of Addinsell’s Warsaw Concerto. In 1956, he performed Rodgers and Hart’s “Manhattan” for Columbia’s The Eddy Duchin Story, and the Decca LP featuring his stylizations of other Duchin standards heard in the film sold over a million copies. By the late 1950s, big bands were far less popular, and Cavallaro had returned to fronting small groups, even occasionally performing in jazz clubs, but he was intermittently active until the end of his life.

			Cherkassky, Shura (b. Odessa, 1909; d. London, 1995). Russian-born American pianist who lived in London for much of his life. Cherkassky has been acknowledged as one of the greatest pianists of the twentieth century, though many believe he rarely achieved the fame he deserved. He was first taught in Odessa by his mother, Lydia, a highly trained pianist who years later (in California) taught Raymond Lewenthal. Following the Revolution, as conditions in Russia deteriorated, his parents managed to obtain passage to America, and late in 1922 the family arrived in Baltimore to stay with relatives. Recognized already as a phenomenal prodigy, the young Cherkassky was acclaimed for his stunning control and remarkable imagination, and by May 1923 he had given three separate recitals in Baltimore, before performing later that month for Harding at the White House. After playing for Paderewski and Rachmaninoff, he entered the Curtis Institute in the fall of 1925 as a student of Hofmann, though he later expressed his greatest praise for David Saperton, then Hofmann’s assistant, to whom he admitted, “It is to you that I owe the development of my technic.” In 1928, while still a student at Curtis, Cherkassky began a world tour, which included concerts in Australia, New Zealand, and South Africa. But when the Depression hit, his principal patroness, Mary Curtis Bok, was forced to curtail her support, and the small amounts he earned from his concerts were insufficient to sustain his parents, who had no other livelihood. Following the death of his father in 1935, Cherkassky heeded Bok’s suggestion to base himself in Europe, where he found it easier to obtain engagements.

			Forced home by the war in 1940, Cherkassky received mixed reviews from several New York critics when he played at Carnegie Hall that October, and Howard Taubman of the New York Times even labeled him a “victim of his own redoubtable gifts.” After receiving high acclaim throughout Europe, he was startled when he discovered that his interpretive approach, which harkened back to the Romantic grandeur of Hofmann and Anton Rubinstein, was now being derided as outmoded and sentimental. With his mother, he relocated to Los Angeles, but during the war years, he became increasingly dependent on others for financial assistance as his concert appearances dried up. Although he was always willing to learn new works—he performed both Stravinsky’s recently composed Circus Polka and the Shostakovich First Concerto to high acclaim—his engagements were so few that he became despondent and began to drink excessively. He was also one of the first modern pianists to popularize Tchaikovsky’s Second Concerto, which he performed with Stokowski at the Hollywood Bowl and eventually made into a signature piece, but conductors were becoming reluctant to work with him, since in performance he often departed from agreed phrasings and tempi. In 1949, he relocated to the French Riviera, and Nice became his base of operations for the next twelve years. He was well received by most of Europe, finding adulation in Germany as well as in Israel, where he had performed seventeen times by 1954. His 1957 London recital was so successful that the influential firm of Ibbs & Tillett immediately assumed his European management, and he settled in London in 1961, where he lived until his death. But despite a few intermittent appearances, he received little American recognition until 1976, when he again began regular tours of the United States. An artist of remarkable longevity, Cherkassky played his last concert at the age of eighty-six, just weeks before his death. Many of his live performances have been released on CD, and they indicate that he maintained his virtuosic mastery until his final days. Though most noted for Romantic repertoire, he had extraordinary range, and in his later years he learned new works by Berio, Boulez, Ligeti, and many others.

			Chickering & Sons. American piano manufacturer. The firm was established in Boston by Jonas Chickering (1798–1853), who learned woodworking while living on his father’s farm in New Hampshire. In 1817, he came to Boston to apprentice with a piano builder, and he began building his own instruments as early as 1823. After 1830, he partnered with John MacKay, a sea captain who exported his pianos to South America, importing Brazilian rosewood and mahogany on his return trips for use in their construction. Alpheus Babcock (1785–1842), who first used—and later patented—an iron frame in a square piano of his own design, joined the Chickering firm in 1837, and the company was incorporating iron plates in its square and grand pianos by 1840 (see cast-iron frame). Some of these instruments bore the Chickering & MacKay imprint, but the partnership ceased when MacKay was lost at sea in 1841. When Swedish soprano Jenny Lind arrived in America in 1850 under the sponsorship of P. T. Barnum, Barnum spared no expense to make her tour a sensation, and he commissioned Chickering to design a special instrument to accompany her, a square piano with a rosewood case and carved walnut legs, which was proudly proclaimed the “Jenny Lind” model. The Lind tour did much to popularize the Chickering name, and the cast-iron plate in her piano withstood the extremes of the American climate, enabling the instrument to hold its tune far better than most of its competitors. The Chickering received its first major European recognition at London’s Crystal Palace when it was acclaimed the finest American piano at the Great Exhibition of 1851. Other American manufacturers, including Henry Steinway, began to study Chickerings to improve their own designs, and by the mid-nineteenth century, Chickering was the largest piano builder in America.

			In 1852, when Jonas Chickering brought three of his sons into the company, he changed its name to Chickering & Sons. In 1867, Chickering tied with Steinway as the finest of all American pianos at the Paris Exhibition, but only (Charles) Frank Chickering, the second-eldest son, was admitted to the Legion of Honor. He was personally praised by Napoleon III in a public ceremony before twenty thousand people, and rather than send his 8'4" grand back to Boston, he personally delivered it as a present to Franz Liszt in Rome. Liszt frequently performed on it, and for the next two years, in the words of scholar Alan Walker, his Chickering “was the talk of Rome.” By 1900, the firm had some 1,800 workmen, and in 1906, the French-born instrument maker Arnold Dolmetsch (1858–1940) arrived in Boston, where he remained for four years, overseeing a total of seventy-five Chickering harpsichords and clavichords—some of the first “early” keyboard instruments built in the twentieth century. In 1908, the Chickering firm was sold to the American Piano Company, and after 1932 when this firm merged with Aeolian, Chickerings were built according to the scale and specifications of Aeolian’s top line, the Mason & Hamlin. But like most pianos, Chickering lost momentum in the Depression, and it was never able to regain the stature it had enjoyed in the pre–World War I era. After Wurlitzer purchased the Aeolian brand in 1985, it built only studio and console-sized Chickerings, mostly designed to appeal to entry-level buyers. In 1995, some eight years after Baldwin purchased Wurlitzer, a number of less-expensive Chickering grands were introduced to the American market, but when Gibson acquired Baldwin in 2001, the Chickering brand was discontinued.

			Chittison, Herman “Ivory” (b. Flemingsburg, Kentucky, 1906; d. Cleveland, 1967). American jazz pianist. Reared partially in Tennessee, in 1925 he entered Kentucky State College to study chemistry, and though he was largely self-taught as a pianist, he soon left school to try his hand at music. Beginning in 1928, he toured for several years with a territorial band based in Cincinnati—which also featured trumpeters Sy Oliver and Roy Eldridge—where he developed a mastery of the stride style. After spending time in New York, in 1934 he left for Europe with Willie Lewis & His Entertainers, remaining abroad for the next six years, and recording that October with Louis Armstrong in Paris—part of a tour that included appearances in Belgium and Switzerland. His tasteful, at times lush, fills behind Armstrong’s vocal on “The Sunny Side of the Street” show him to be a sensitive collaborator, with a style at times reminiscent of Earl Hines. In 1938, Chittison took a small group to Egypt, where he lived and worked for the next two years before returning to New York, where he led trios in clubs for the remainder of his career. Though much of his ensemble playing was melodic and at times restrained, his solo work, as shown for example by a 1941 RCA Bluebird recording of Gershwin’s “The Man I Love,” reveals a remarkable command of the keyboard, with a virtuosity rivaling that of his contemporary Art Tatum. For seven years, beginning in 1944, Chittison was also heard weekly on CBS radio as the “house pianist” at the fictional Blue Note Café on the series Casey, Crime Photographer starring Shakespearian actor Staats Cotsworth—though Teddy Wilson was also occasionally featured.

			Chopin, Frédéric (b. Żelazowa Wola, Poland, 1810; d. Paris, 1849). Polish-born pianist, composer, and teacher who lived in Paris for much of his life. Recognized as one of the major composers of the early Romantic period, Chopin is also generally acknowledged as the inventor of modern pianistic style, and his influence on composers and pianists such as Liszt, Rachmaninoff, and Scriabin is incalculable. Born to a Frenchman who fled to Poland to escape conscription during the Revolution, he was not reared in affluent circumstances, but since his father became a French tutor at the Warsaw Lyceum, he enjoyed greater advantages than most of his countrymen. At the age of sixteen, he entered the Warsaw Conservatory for intensive study with its rector, Jósef Elsner (1769–1854), but since Elsner could never have provided his pupil with the guidance enabling him virtually to reinvent the piano’s expressive possibilities, the ultimate source of many of Chopin’s innovations remains a mystery. For example, most of the twelve etudes that comprise his op. 10 were written by the time he was twenty, and they stand alone in the transformative effect they had on pianism. More specifically, the first Etude in C demands an unprecedented elasticity and flexibility in the right hand, and the second, in A minor, requires that rapid passagework be executed entirely with the third, fourth, and fifth fingers—the “weakest” of the five. The third Etude in E redefined the instrument’s lyrical powers as well, demanding an entirely new concept of tone production he termed cantabile touch. This “singing” quality and his insistence on tempo rubato were among the most defining, readily identifiable hallmarks of the new pianistic style. In addition, the harp-like sonorities found in, for example, the first Etude in A-flat from op. 25 heralded a new world of sensual, pianistic color.
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					Chopin: Etude in C, op. 10, no. 1, mm 1–2. The extensions required to perform this study at an Allegro tempo demand a great deal of elasticity in the hand.
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					Chopin: Etude in A Minor, op. 10, no. 2, mm 1–2. The entire melodic outline of this study must be executed by the third, fourth, and fifth fingers, generally considered the “weakest” because they are controlled by the same tendon.
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					Chopin: Etude in E, op. 10, no. 3, mm 1–5. Another study requiring independence of fingers, though this time the objective is not agility as such. Here, the outer fingers of the hand must sing a cantabile melody.
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					Chopin: Etude in A-flat, op. 25, no. 1, mm 1–2. Chopin uses larger note heads at the beginning of each beat to indicate the cantabile melody, which the pianist must render with different colors and dynamic gradations than those imparted to the inner voices, which are more harp-like.

				

			

			After Chopin arrived in Paris in 1831, he was largely dependent on teaching for his livelihood, and in recent years his genius as a pedagogue has received greater appreciation. The techniques demanded by his compositions necessitated an entirely new manner of approaching the instrument, and Chopin appears to have been markedly astute in rejecting long-established norms that inhibited the effects he desired. For example, he demanded the student avoid the traditional fixed hand position, advising instead that the right-hand fingers rest on the last five notes of the B-major scale (from E4 to B4) so that “the long fingers will occupy the high [black] keys, and the short fingers the low [white] keys.” Long before the term “relaxation” had entered the pedagogical vocabulary, he stressed a relaxed condition as a basis for all effective playing, placing him at odds with many in the Clementi school who required the student to play stiffly, even while balancing a penny on the back of the hand. As his pupil Karol Mikuli reported, “Chopin’s main concern was to do away with every stiffness . . . or cramped movement of the hand, in order to obtain . . . souplesse [suppleness].” Chopin also defied many authorities by recommending a liberal use of the thumb on black keys, an uncommon practice then forbidden by many teachers. Although Chopin’s hands were small and his palms narrow, Hungarian composer Stephen Heller observed that they seemed to “expand and cover a third of the keyboard. It was like the opening of the mouth of a serpent which is going to swallow a rabbit whole. In fact, Chopin appeared to be made of caoutchouc [rubber].” Chopin was also a close friend of Camille Pleyel, who served as his publisher and provided him with pianos, and he frequently performed at the Salle Pleyel. After 1831, most of his compositions were conceived at Pleyel instruments.

			Chopin Competition. See International Chopin Competition.

			Ciccolini, Aldo (b. Naples, 1925; d. Asnières-sur-Seine [Paris], 2015). Italian-born French pianist. He entered the Naples Conservatory at the age of nine, where he studied with Paolo Denza (1893–1955), a pupil of Busoni. In 1949, he was a prizewinner in the Long-Thibaud Competition (now the Long-Thibaud-Crespin Competition), and he remained in Paris for further studies with Marguerite Long, who nurtured his affinity for a number of French composers she had known personally, especially Eric Satie. Ciccolini twice recorded all of Satie’s piano music and was long recognized as a champion of the music of Chabrier, Saint-Saëns, and Fauré, as well as the works of Debussy and Ravel. His playing has been praised for its precision and clarity of line, and his effectiveness with Classical repertoire is amply demonstrated by his cycles of the complete Mozart and Beethoven sonatas. He served as a professor at the Paris Conservatoire from 1971 to 1989—where one of his most well-known students was Jean-Yves Thibaudet—and in the summer of 2010 he gave a highly acclaimed recital to commemorate his eighty-fifth birthday at the International Piano Festival of La Roque d’Anthéron in southern France. He spent his final days quietly in Asnières-sur-Seine in the northwestern suburbs of Paris.

			Clavinet. A small electric keyboard built by the German Hohner company—best known for harmonicas and accordions—and first introduced in 1964. It was designed to approximate the sound of a clavichord and was once popular with rock and disco groups, even chosen occasionally by performers like Stevie Wonder. At one time, Hohner produced as many as seven different models until they ceased production in the early 1980s. However, the sound is still considered so distinctive that today most digital instruments are designed with a Clavinet patch so that modern keyboardists can emulate it.

			Clementi, Muzio (b. Rome, 1752; d. Evesham, England, 1832). Italian-born English pianist, teacher, composer, and piano manufacturer. Clementi’s father, a silversmith, recognized his talent early and placed his son with a succession of competent teachers. At thirteen, the young Clementi assumed the position of organist at the church of San Lorenzo in Damaso in central Rome, where he was heard by Peter Beckford, an aristocratic Englishman so impressed by his talent that he later claimed he “bought” the youth from his father. For the next seven years, Clementi lived at Beckford’s country estate north of Blandford Forum in Dorset, where he studied harpsichord intently and made some early attempts at composition. At the age of twenty, he moved to London, where he published several keyboard sonatas and soon developed a reputation for technical finesse in performance. He undertook his first European tour in 1780 and was generally well received, and the following year in Vienna he took part in a competition with Mozart, where the requirements included sight-reading the music of other composers. Mozart was acclaimed the winner, but he held a distinct advantage since the contest proved to be Clementi’s first exposure to the pianoforte. Mozart’s subsequent, acidic denunciation of his opponent as an insensitive “charlatan” was often repeated and did much to undermine Clementi’s reputation with future generations. Clementi returned to London in 1783, where he accepted the twelve-year-old Johann Baptist Cramer as a pupil, but he soon left for France in pursuit of an ill-fated romance and did not settle permanently in the English capital until 1785. Nonetheless, some of his finest keyboard compositions had already been written. For the next several years, he was recognized as London’s most prominent keyboard soloist, but since he performed mostly his own compositions, his popularity waned when the English public began to prefer Haydn’s music during the Austrian composer’s visits in the 1790s.

			But Clementi was quickly becoming the most fashionable teacher in London, and in 1793 he accepted the eleven-year-old John Field for a seven-year apprenticeship, as well as several other pupils destined for notable professional careers. He also amassed considerable sums by teaching members of the wealthiest families, and in 1798 he invested at least £2,000 in the bankrupt firm of Longman & Broderip to form Longman, Clementi & Co. For a number of years, Longman had been outsourcing its pianos to highly accomplished builders, and Clementi was quick to capitalize on the popularity of English pianos in Europe. He soon signed agreements with the Pleyel firm to sell his instruments in Paris, and when the Longman family withdrew from the business in 1802, the company became known as Muzio Clementi & Co. Clementi took a remarkably hands-on approach to business matters, assuming full responsibility for his product’s quality and doing whatever he could to enhance his instruments’ popularity throughout Europe. For example, he experimented with modifications in soundboard design, and in 1810 he became the first English maker to accommodate Continental tastes by altering the six-octave English compass of C2 to C7 to reflect the European preference of F1 to F6. (Even the Broadwood that Beethoven received in 1818 still used the older English compass, despite the fact that the “Emperor” Concerto—written nine years earlier—demanded the higher treble; hence some of its passages required modification for English pianos.)

			By 1800, Clementi had virtually retired from public performance, but he continued to compose, and his most important pedagogical works were yet to come. His Introduction to the Art of Playing on the Piano Forte, which appeared in 1802 in three “segments,” included extensive explanations of basic music terminology, along with exercises. Clementi’s advice on the subject of fingering soon resonated with generations of students: “The fingers and thumb should be placed over the keys, always ready to strike. . . . All unnecessary motion should be avoided.” For much of the nineteenth century, a “fixed” hand position was considered axiomatic to many teachers. Segments 2 and 3 contained musical examples by various composers, including Handel, Corelli, and Haydn. His Six Sonatinas, op. 36, were intended as an appendix, but they became so famous that they were subsequently republished innumerable times, and even today they remain teaching staples for intermediate-level pianists throughout the world. Equally famous is his Gradus ad Parnassum (Steps to Parnassus), a set of one hundred exercises dating from 1817, many of which clearly point the way to Romantic pianism, often stressing legato touch and individuation of textures within the same hand.

			Cliburn, Van [Harvey Lavan, Jr.] (b. Shreveport, Louisiana, 1934; d. Fort Worth, Texas, 2013). American pianist who in the late 1950s became the most iconic of his generation. His mother, Rildia Bee (née O’Bryan), a native Texan, had trained seriously as a concert pianist, first at the Cincinnati Conservatory, and then with Arthur Friedheim in New York, but she was discouraged from pursuing a professional career by her father, a Texas state legislator. She returned to Texas and in 1923 married Harvey Lavan Cliburn, then a railroad employee who eventually entered the oil business on the advice of his father-in-law. When Van was born, the family was still living in Shreveport, where Rildia Bee taught piano and ran a riverfront mission, and she began giving him lessons when he was three. In 1940, they relocated to Kilgore, Texas, and at the age of twelve, Van won a competition that enabled him to perform with the Houston Symphony. At seventeen, he entered Juilliard, intent on studying with Rosina Lhévinne, who was at first reluctant to accept him but was eventually won over by his sincerity and persistence. Much has been written about the quiet demeanor of the young Texan, a lifelong Southern Baptist, whose personality seemed to define the essence of American virtue for many in the 1950s. The seminal event in his career occurred in April 1958 when he won the first International Tchaikovsky Competition in Moscow, a decision largely engineered from behind the scenes by Soviet premier Nikita Khrushchev, who sought to ease cold-war tensions through cultural exchanges with the United States. Nonetheless, Cliburn’s pianism in large-scale Romantic works was often extraordinary, as demonstrated by his performance of the Rachmaninoff Third Concerto in Carnegie Hall on May 19, 1958, under the baton of Soviet conductor Kiril Kondrashin. The performance was later released as an RCA Red Seal LP to high critical acclaim, and his 1958 RCA recording of the Tchaikovsky First with Kondrashin not only won a Grammy but became the first classical recording in history to go platinum (to sell a million copies). It eventually went to triple platinum.

			Almost immediately, Cliburn’s popularity began to eclipse that of any classical artist in the world. On May 20, 1958—the day after he performed the Rachmaninoff in Carnegie Hall—he became the only musician in history ever to be honored with a New York City ticker-tape parade, and in the same week his portrait appeared on the cover of Time, captioned “The Texan Who Conquered Russia.” Later that year at a dinner in Fort Worth, Irl Allison, president of the National Guild of Piano Teachers, announced that $10,000 had been raised for the first Van Cliburn International Competition. It was first held in 1962 at Texas Christian University in Fort Worth, and Cliburn remained closely associated with the organization until his death. Through the 1960s, his popularity remained high, but his repertoire had always been somewhat restricted, and some critics began to react negatively to a career that many felt had been overly commercialized, resulting in performances that were often seen as eccentric and even poorly prepared. In 1978, he withdrew from the stage for a decade, relocating to a mansion in Fort Worth where he lived with his mother, who died in 1994. From the 1990s until his death, his appearances were infrequent, and personal stresses occasionally took their toll, especially a highly publicized palimony suit filed against him in 1996 by a former lover. In May 1998, he collapsed onstage while performing the Rachmaninoff Second in Fort Worth, according to one critic and friend, “from sheer exhaustion and nervousness.” But he was still highly regarded by myriad admirers. He received Kennedy Center Honors in 2001, as well as the Presidential Medal of Freedom from George W. Bush in 2003.

			Cohen, Harriet (b. Brixton, [London], 1895; d. London, 1967). English pianist. Her mother, a pupil of Tobias Matthay, who had once worked as a cinema pianist, was the second cousin of pianist Irene Scharrer. Both women were also the great-granddaughters of Moses Samuel, a watchmaker whose descendants had founded Britain’s H. Samuel jewelry chain. Harriet was no older than twelve when she entered the Matthay School, and she made her first appearance in July 1908, performing a Chopin waltz in Bechstein Hall as a pupil of Matthay’s sister, Dora. She won an Ada Lewis Scholarship to the Royal Academy of Music that fall, where she first worked with Matthay’s pupil Felix Swinstead before entering Matthay’s class. She soon became close to many of Matthay’s pupils, including RAM alums such as Scharrer and her closest friend, Myra Hess, both of whom offered her additional instruction and advice. But the RAM graduate who proved to have the greatest influence on her personal and professional life was the composer Arnold Bax (1883–1953), also a former Matthay student, who—though married—began a decades-long affair with Cohen when she was nineteen. Bax quickly became obsessed with her, writing nearly all of his piano works for her, even though he often asked Hess (who also had feelings for him) to premiere them, since at the time she was better known. This created a major rift between Hess and Cohen, who rarely spoke after 1920. Bax introduced Cohen to many of his colleagues, and she developed close relationships with Vaughan Williams, who wrote his piano concerto for her, and Elgar, whose quintet she recorded. She was soon acclaimed as a “modernist,” but ironically she also enjoyed substantial success as a Bach interpreter. Her September 1924 Columbia recording of the D Minor Concerto with Henry Wood was the first commercial release of this work, and just four years later she recorded the first nine preludes and fugues from Book I of the Well-Tempered Clavier, a project that Columbia, regrettably, did not complete. Even today, Cohen’s Bach, characterized by extreme beauty of sound and contrapuntal clarity, stands comparison with the finest modern interpretations.

			In her youth, Cohen was an extraordinarily beautiful woman, and many prominent men were drawn to her. She was a brilliant conversationalist, and her intimates included D. H. Lawrence, H. G. Wells, George Bernard Shaw, and British prime minister Ramsay MacDonald. In addition to Vaughan Williams, other composers who sought her for their works included Falla and Bartók, who dedicated his six Bulgarian dances from Vol. VI of the Mikrokosmos to her. After World War II, Bax also featured her pianism in David Lean’s Oliver Twist (1948)—his only film score—for which she received a screen credit. She was subsequently heard on the Columbia-released sound track as well. Just months later, she injured her right hand when she shattered a drinking glass, and despite the fact that Bax composed a left-hand concerto for her, she was never able fully to resume her career. The Harriet Cohen International Music Awards were founded in 1951 by Bax and others to honor Cohen and are given periodically in various categories. Over the years, the awards have included a Bach prize for Glenn Gould (1959) and a Beethoven prize for Byron Janis (1962).

			Cole, Nat “King” (b. Montgomery, Alabama, 1919; d. Santa Monica, California, 1965). American jazz pianist and singer. Born Nathaniel Adams Coles, he was the son of a butcher-turned-Baptist minister, and at the age of four he moved with his family to Chicago. The Reverend Coles, who often played the organ in his church, gave his son his first piano lessons, and Nat later studied the classics as well. With America in the grips of a Depression, he dropped out of high school at the age of fifteen to work as a full-time musician, soon joining with his older brother, Eddie, a bassist, to form a sextet called Eddie Cole’s Swingsters. In 1936, they recorded two sides for Decca in New York, and they participated in a Broadway revival of Noble Sissle’s Shuffle Along. Nat then traveled with the show’s touring company to Los Angeles in 1937, where he remained. He soon formed a trio known first as the King Cole Swingsters, then as the King Cole Trio, which included guitarist Oscar Moore and bassist Wesley Prince—later replaced by Johnny Miller—and used the “Old King Cole” nursery song as its theme. They recorded a few sides for Decca in 1941 and had signed with Capitol by 1943 when Cole’s composition “Straighten Up and Fly Right” topped the Billboard Harlem Hit Parade Chart for over ten weeks before crossing over to the pop charts. The group released its first album in 1944, and though its eight tracks contained only three vocals by Cole, his singing began attracting greater attention. In March 1945, Billboard ranked the album as number one, a position it held for ten weeks, and a year later the trio was heard regularly on NBC radio as a summer replacement (along with Eddy Duchin) for Bing Crosby’s Kraft Music Hall. Their own fifteen-minute Saturday afternoon show on NBC also proved highly popular and ran until April 1948. By then, Cole had already scored major successes crooning ballads, and his recordings of Mel Tormé’s “Christmas Song” and Watson and Best’s “I Love You for Sentimental Reasons” had already become best sellers, so Capitol made a marketing decision to emphasize his vocals, often with string accompaniment. Nonetheless, many jazz artists continue to revere Cole’s piano work and cite him as a major influence, and his admirers included Bill Evans and Oscar Peterson. André Previn once observed that Cole not only knew what to play, but “what to leave out,” and the subtle economy of his taut, rhythmic punctuation often harkens back to Count Basie’s style from the early days of Swing.

			Colonial Williamsburg, Dewitt Wallace Decorative Arts Museum. A museum in Williamsburg, Virginia, operated since 1985 by the Colonial Williamsburg Foundation. It features furniture, metals, ceramics, glass, paintings, prints, firearms, and textiles from the seventeenth through the nineteenth centuries. It also contains an extensive collection of musical instruments, including harpsichords and pianos similar to those used at Williamsburg from about 1700 to 1830. The museum collection includes about twenty-five pianos, and concerts are often presented in the attached Hennage Auditorium. The earliest piano is a square Zumpe from 1766, and other notable instruments include a Longman & Broderip grand from 1790, a square piano by Philadelphia maker Charles Albrecht dated between 1800 and 1805, an Alpheus Babcock square piano built in Boston in 1828, and a Chickering Dolmetsch two-manual harpsichord completed in Boston in 1907. See http://www.history.org.

			Confrey, “Zez” [Edward Elzear] (b. Peru, Illinois, 1895; d. Lakewood, New Jersey, 1971). American popular pianist and composer. He studied music at the Chicago Musical College, where he found himself drawn to the modern styles of Ravel and Stravinsky. After service in the navy during World War I, he went to work cutting piano rolls for the Chicago-based QRS Company before moving to a manager’s position with the Chicago office of G. Schirmer in 1919, where his duties included representing vaudeville singers. He soon began composing songs for his clients, and his first popular piano solo, “My Pet,” which featured Impressionistic harmonies, appeared in 1921. As the popularity of ragtime waned, it was succeeded by a new postwar fad—frequently termed “novelty piano”—characterized by a rhythmic stride left hand set against a syncopated, virtuosic treble often played in octaves. The style proved an excellent fit for the player piano craze that gripped the United States in the 1920s, and Confrey personally cut rolls for most of his compositions, including “Kitten on the Keys” (1921) and “Dizzy Fingers” (1922). He also made acoustic recordings of many of his creations for Brunswick and other labels, including the popular “Stumbling” (1922), to which he added lyrics and which soon became a vocal and instrumental standard. Mills Music was eager to publish his compositions, for even though they were far too difficult for most amateur pianists, their popularity remained high due to the recordings and the piano rolls. A high point in Confrey’s career occurred in February 1924 when he participated in the Paul Whiteman concert held at New York’s Aeolian Hall which premiered Gershwin’s Rhapsody in Blue. Almost immediately, he was hired by the American Piano Company to create rolls for their Ampico mechanisms, and Whiteman personally backed the formation of an orchestra which Confrey fronted for a number of years for tours and recordings. He continued to compose for most of his life, but his style changed little with the passing years, and he was considered largely passé by the 1930s. He died just before the rag revival of the 1970s and hence was unaware of the renewed interest in his music, an interest that has resulted in numerous modern recordings and editions.

			Cooper, Imogen (b. London, 1949). English pianist. The youngest of four children, she is the daughter of critic and Beethoven scholar Martin Cooper, and as a youngster she entered the Royal College of Music as a student of Kathleen Long (1896–1968). But she was unhappy with the British schools she attended, and when she was twelve, her parents permitted her to move to Paris, where she entered the Paris Conservatoire as a student of Jacques Février, who had once studied with Marguerite Long, and Yvonne Lefébure, who had once been an assistant to Cortot. While still in her teens, she relocated to Vienna, where she coached for a time with Alfred Brendel, whom she still credits as a strong pianistic influence, and additionally with Paul Badura-Skoda and Jörg Demus. Though she has always been recognized as an accomplished artist of high musical intelligence, within the last decade her career has begun to attract even greater international attention. In 2008, the London Guardian’s Stephen Moss described her as a “slow burner,” while noting that she appeared to be gaining some long-overdue recognition. Cooper has tended to specialize in the German masters, but in 1996, she gave the premiere of English composer Thomas Adès’s Traced Overhead, a work composed for her. When she performed it in New York in 2006, the New York Times’s Anthony Tommasini praised her for playing that was “wonderfully delicate and, when called for, steely and incisive.”

			Corea, Chick [Armando Anthony] (b. Chelsea, Massachusetts, 1941). American jazz pianist, keyboardist, and composer. The son of a jazz musician, Corea came of age during the Bop era, and the vocabulary of Dizzy Gillespie, Charlie Parker, Thelonious Monk, and others formed some of his earliest musical influences. He credits Boston pianist Salvatore Sullo, with whom he began lessons at the age of eight, with establishing a solid classical foundation, but he also acknowledges that his father gave him the freedom to explore music as he chose, even when his interests led him into areas that some might have considered avant garde. In the early 1950s, Boston had a dynamic jazz scene, and Corea, who began playing gigs in high school, learned much from the musicians he heard in the clubs he frequented. By the early 1960s he had arrived in New York, and after a brief stint at Juilliard, he began working with ensembles fronted by Blue Mitchell, Herbie Mann, and others, where his talents were soon recognized both as pianist and composer. Stan Getz recorded his composition “Windows” in 1966, and two years later, his position in the jazz world was firmly established with the release of his trio album Now He Sings, Now He Sobs, which many jazz musicians still revere. In 1968, he replaced Herbie Hancock in Miles Davis’s band, which was then absorbing rock influences, and Corea can be heard on several Davis albums playing a Fender Rhodes electronic piano. His style, which had often emphasized quartal-based harmonies performed in rapid arpeggiation, was now becoming more dissonant and avant garde, and it eventually led him to the 1971 fusion album Return to Forever, named for the new group he had formed blending acoustic with electric instruments. Through the 1970s, Corea began to collaborate more with other established jazz artists, and in the 1980s he began performing classical works as well. His recording with the London Philharmonic of his own piano concerto, which appeared in 1995, won a Grammy, and to date, his classical and jazz albums combined have won twenty-one Grammy Awards. He has also performed Mozart in public, and in 1996 he recorded the piano concertos, K. 466 and K. 488, with Bobby McFerrin and the Saint Paul Chamber Orchestra. He has also performed the Two-Piano Concerto in E-flat, K. 365, with Keith Jarrett.

			Cortot, Alfred (b. Nyon, Vaud, Switzerland, 1877; d. Lausanne, Switzerland, 1962). Franco-Swiss pianist, conductor, and teacher, whose professional career was spent largely in Paris. When he was nine, his family left Nyon and he began auditing classes at the Paris Conservatoire, where he eventually studied with Louis Diémer (1843–1919), who also taught Robert Casadesus. At the age of nineteen, Cortot won the conservatoire’s premier prix for a performance of the Chopin Fourth Ballade, but he soon demonstrated that his interests far exceeded the study of piano. He first began to distinguish himself by participating in four-hand recitals of Wagner’s operas, and in 1897 he was appointed as a choral coach at Bayreuth before becoming an assistant conductor there under Hans Richter. He soon served as both impresario and conductor to bring Wagner’s operas to Paris, and in 1902 he conducted Tristan und Isolde, as well as the city’s first performance of Götterdämmerung. In 1905 he joined with violinist Jacques Thibaud and cellist Pablo Casals to form the most important piano trio of his day, and they later toured throughout Europe and America. In 1907 Fauré asked Cortot to establish a women’s program in piano at the Paris Conservatoire, where two of his most prominent students were Clara Haskil and Magda Tagliaferro. But even though he had a sincere interest in teaching, his concert schedule frequently interfered with his obligations to students, and he agreed with many that the conservatoire had long neglected certain essentials of a musical education. So in 1919, he helped found the École Normale de Musique de Paris, promising a new curriculum that “omits nothing.” In addition to Casals and Thibaud, the École engaged some of the finest Parisian musicians of the day, including Nadia Boulanger, Wanda Landowska, and Arthur Honegger. Though he continued to tour throughout both Europe and America, he also began a pattern of summer master classes there that drew pianists from all parts of the world. Cortot was renowned for highly inspirational sessions exploring some of the most beloved works in the piano’s repertoire, though his greatest fame rested as an interpreter of Chopin and Schumann. Over the years, many famous pianists participated, including Dinu Lipatti and Vlado Perlemuter.

			For his time, Cortot was also one of the most widely recorded pianists in history. He made numerous acoustic recordings—the earliest in 1919 for Victor in America (released on HMV in Europe)—and though he remained with HMV (which later became EMI) for much of his career, he also cut many electrical sides for Victor. Although he did not achieve his dream of recording the complete works of Chopin, he set down most of the composer’s compositions, and his 1933 recording of the complete etudes is generally considered indispensable to the connoisseur. His 1935 recording of Schumann’s Kreisleriana has also met with comparable acclaim. Cortot’s approach reflects a nineteenth-century aesthetic, and his rubatos occasionally sound extreme by modern standards, but his taste and musical imagination are unexcelled. Unfortunately, he was also an extremely erratic player, and his recordings abound with missed notes and other blemishes. This became particularly apparent in his later years, and though all the recordings he made after 1947 have now been released on CD (including some RCA LPs from the early 1950s) modern listeners may wish to proceed with discretion. Cortot also contributed to his postwar difficulties by his active support of the Vichy government during the Nazi occupation of France. He accepted the presidency of the French (Nazi) Order of Musicians and agreed to give concerts in Germany before party leaders (though he later claimed he balanced each concert with an appearance at a German POW camp). He was persona non grata in France in the immediate postwar period, and in March 1947 he became a permanent Swiss resident. Cortot also wrote and edited prolifically. His Principes rationnels de la technique pianistique, published by Salabert in 1928, stressed the creation of a fluid legato while integrating the fingers with the arm in piano technique. His Salabert editions of the Chopin etudes and other works often contained exercises to assist their performance and are still widely used. Long a champion of French piano music, in 1930 Cortot issued the first volume in what became a three-volume work titled La Musique française de piano.

			Cowell, Henry (b. Menlo Park, California, 1897; d. Shady, New York, 1965). American pianist, theorist, and composer recognized for the avant garde techniques his music required in piano performance. Reared largely by his mother, a novelist whose lifestyle was often described as “bohemian,” Cowell received virtually no formal musical education until 1914, when he entered UC Berkeley as a pupil of musicologist Charles Seeger. He then studied with avant garde composer-pianist Leo Ornstein in New York, who was noted for his use of tone clusters. In 1917, Cowell premiered his most famous piece, “The Tides of Manaunaun,” which uses clusters extensively and was originally intended to introduce a play. “Aeolian Harp,” which requires the pianist to stroke the strings with the dampers raised, followed in 1923, and these techniques were said to be influential on the “prepared” piano works of his pupil John Cage, which appeared some twenty-five years later. Such “strumming” techniques were explored more fully in Cowell’s “The Banshee” (1925), which requires both dampened and undampened effects.

			Cramer, Johann Baptist (b. Mannheim, Germany, 1771; d. London, 1858). German-born English pianist, teacher, and composer. The son of a German violinist, Cramer was brought to London as a child, and the city remained his home for the rest of his life. At the age of twelve, he began studying with Clementi and soon reached such heights that he was regarded as the pianistic equal of Beethoven, who greatly admired him. Like Clementi, Cramer was also active as a publisher, and he was the first to issue Beethoven’s Fifth Concerto in England, assigning it the nickname “Emperor.” Though Cramer composed prolifically, his music is rarely heard today, with the exception of his 84 Exercises, op. 50, which demand fluency in all keys and are still widely used.

			Craxton, (Thomas) Harold (b. London, 1885; d. London, 1971). English pianist and teacher. The son of a teacher who became a publican, he was born to modest circumstances and spent most of his childhood in Devizes, Wiltshire. His first serious teacher was composer and pianist Cuthbert Whitemore, a pupil of Matthay, and Craxton also studied extensively with Matthay at his school in London. In his early twenties, he began accompanying professionally, and within a decade he was recognized as one of the finest collaborative pianists in Britain. He toured extensively with Dame Nellie Melba, and his other soloists included Elena Gerhardt, Astra Desmond, and Jacques Thibaud. By the mid-1920s he was in such demand that he was appearing in public an average of once per week, but he also broke ground as a soloist, giving a series of London piano recitals at about the same time devoted entirely to the works of the Elizabethan Virginalists. He began teaching at Matthay’s school in 1915, and in 1919 he joined the faculty of the Royal Academy of Music. Craxton also transcribed earlier music, and he fingered the complete Beethoven sonatas edited by Donald Francis Tovey—issued in three volumes by the Associated Board of the Royal Schools of Music in 1932—which are still widely used. His prominent students include Denis Matthews, Nina Milkina, Peter Katin, and Noel Mewton-Wood (1922–53). The youngest of Craxton’s six children (and his only daughter) became the renowned oboist Janet Craxton (1929–81).

			Cristofori, Bartolomeo (b. Padua, Italy, 1655; d. Florence, 1731). Italian harpsichord builder generally recognized as the inventor of the pianoforte. Little is known of Cristofori’s early life, but by the late 1680s he was employed by the Medici family in Florence to care for Prince Ferdinando’s harpsichords. A surviving list of the Medici inventory reveals that by 1700 he had designed several instruments, including an “oval” spinet—with the longest strings in the center of the case—and the earliest known pianoforte, which was then termed a “harp-like” harpsichord “che fa’ il piano, e il forte” (capable of producing soft and loud). It was double strung, with a cypress soundboard. By 1711, the prototype had been refined and was now known as a gravicembalo col piano, e forte (harpsichord with soft and loud). It is unknown how many of these instruments Cristofori built, but today only three survive, and of these, only one is playable: a 1720 pianoforte now in the Metropolitan Museum of Art. The Met’s Cristofori has been modified so many times over the centuries that today it is virtually impossible to know how it originally sounded, but many have remarked on the beauty of its sound. It has fifty-four keys and is double-strung throughout. Its range is four and a half octaves, and at present the keyboard runs from C2 to F6, though it is believed that the original range was F1 to C6, omitting F♯1 and G♯1. Like Cristofori’s first instrument, the 1720 pianoforte contains a cypress soundboard (though it is not original), and its case is made of boxwood. But unquestionably, the instrument’s most distinctive feature is the action Cristofori designed, and for a fuller discussion, see appendix C.

			cross-stringing. Also known as “overstringing,” the practice of stretching the longer (wound) strings of the piano over the shorter strings and connecting them to a separate bridge. Cross-stringing was explored by various builders from as early as the 1830s, but Henry Steinway obtained the first patent in 1859. The advantage is that it allows the bass strings to be longer and to vibrate more in the center of the soundboard. Cross-stringing was dominating the industry by 1880, but a few builders resisted because they felt that straight stringing provided greater clarity of sound. For example, Ravel composed on a 1902 straight-strung Érard, and Érard was building some beautiful, richly toned straight-strung instruments as late as 1930.

			
				
					[image: ]
				

			

			
				
					A pianoforte built by Bartolomeo Cristofori in 1720, now in the Metropolitan Museum of Art, New York. Courtesy Metropolitan Museum of Art.

				

			

			Curzon, Sir Clifford (b. London, 1907; d. London, 1982). English pianist. The son of an antique dealer, Curzon was also the nephew of light classical composer Albert Ketèlbey (1875–1959), and some of his earliest musical memories were formed as he listened to his uncle perform his most popular selections, such as “In a Persian Market,” at their family piano. As a youth, he began studying with Charles Reddie at London’s Royal Academy of Music, and he was voted an RAM subprofessor at the age of seventeen. After his graduation in 1926, he worked with Tobias Matthay, and through the early 1930s he often adjudicated competitions at Matthay’s school on Wimpole Street. In 1928, he went to Berlin where he worked extensively with Artur Schnabel, and for the rest of his career he found himself most drawn to the works of German masters in which Schnabel excelled—especially Mozart, Beethoven, and Schubert. A lifelong student, Curzon went to Paris in the early 1930s, where he eagerly absorbed the teachings of Wanda Landowska and Nadia Boulanger. He was also a formidable Liszt player, and one of his earliest recordings was a 1936 Decca release of the piano and orchestra Liszt transcription of Schubert’s “Wanderer” Fantasy with Henry Wood. An artist acclaimed for his patrician, non-ostentatious manner, Curzon was a refined player capable of rendering large-scale works with powerful grandeur, but he always found the beauty and subtleties inherent in miniatures such as Schubert’s Moments musicaux. By the mid-1970s, he was arguably Britain’s most esteemed pianist, and he was knighted in 1977. Diagnosed with a rare blood disease in the last several years of his life, he remained active until his final days, but in his later years he often preferred to use score, and his orchestral appearances were most often restricted to the Beethoven Fourth or one of several Mozart concertos.

			Cutner, Solomon (b. London, 1902; d. London, 1988). English pianist known professionally by his forename, Solomon, and considered by many to be one of the greatest of the twentieth century. Born in London’s East End to Harris Cutner, a tailor, Solomon was a brilliant prodigy, and when he was seven, his father took him to Mathilde Verne (1865–1936), a pupil of Clara Schumann, who ran a music school with her sisters in Kensington. A year later, after he performed the Tchaikovsky First, he became a sensation. Verne soon negotiated a contract with his father (of questionable legality) giving her custody of the youngster, and she pushed him relentlessly to concertize—at times in violation of child labor laws. As a child, Solomon was warm and gregarious, and he found performance a joy. But as he reached his teens, Verne’s pressure became so unbearable that he suffered a mental breakdown, and by the age of fifteen, he had begun to loathe the piano. On the advice of conductor Henry Wood, he withdrew from performance, and he thereafter resented Verne for denying him his childhood. After the war, he went to Paris, where he briefly studied composition with Marcel Dupré and piano with Belgian pianist Lazare Lévy (1882–1964), and after a four-year hiatus, by 1921, he was performing again.

			Unlike the stereotypical prodigy whose successes more often seemed linked to intuition, Solomon as an adult performer became profoundly thoughtful, and his interpretive insights seemed wholly original and infused with inexorable musical logic. This was especially apparent in works noted for their depth and elusive subtleties, such as the late Beethoven sonatas, and his HMV recordings of the A Major, op. 101, and the B-flat, op. 106, “Hammerklavier,” for example, are considered some of the finest on disc. He recorded all five Beethoven concertos, but he also excelled in Romantic works. His 1949 recording of the oft-hackneyed Tchaikovsky First is fully convincing, with a freshness and originality rarely heard, and the Grieg Concerto he recorded with Herbert Menges and the Philharmonia in September 1956—his last recording—is for many the standard against which others are measured. Although he did not play a great deal of modern music, Arthur Bliss chose Solomon for the premiere of his piano concerto, commissioned by the British Council for “British Week” at the New York World’s Fair in June 1939, and the work was later recorded in 1943 with Adrian Boult and the Royal Liverpool Philharmonic. After the war he began to record all thirty-two Beethoven sonatas for HMV/EMI, but the project was cut short when he suffered a massive stroke late in 1956 that left him partially paralyzed. Though he lived for another thirty-two years, his playing career had ended, and the tragedy was underscored by the only film he made for BBC Television just a few weeks before his stroke—featuring a monumental performance of the Beethoven “Appassionata.”

			Czerny, Carl (b. Vienna, 1791; d. Vienna, 1857). Austrian pianist, teacher, and composer. According to his autobiography, Czerny was born to a family of musicians who lived and worked near Prague, and after his father came to Vienna in the 1780s, he earned a meager living teaching and tuning pianos. He was Carl’s first teacher, and the child’s gifts were recognized early. When he was ten, he played for Beethoven, who asked to teach him several times a week in an arrangement that lasted for over a year. Beethoven also asked Czerny’s father to buy his son a copy of C. P. E. Bach’s Essay on the True Art of Playing Keyboard Instruments and required him to bring it to every lesson, where they diligently studied its exercises. The lessons ceased sometime in 1802 when Beethoven became more preoccupied with his own compositions, but he remained close to Czerny for many years. Czerny proofread most of the composer’s scores, and Beethoven even deputized him to premiere the “Emperor” Concerto in 1812 since by then his advancing deafness made it impossible for him to continue his public performances. By this time, Czerny was well established as a pianist in Vienna, and in 1816 he began a series of weekly performances in his home devoted to Beethoven’s piano music which the composer often attended. By then, he had evidently committed all of Beethoven’s piano works to memory, and he was often praised for his fiery virtuosity. But though Czerny was occasionally offered the opportunity to tour, he never left Vienna, residing with his mother and father until their deaths, in 1827 and 1832 respectively. He also wryly observed that he was not enough of a “charlatan” to achieve international fame, so he soon turned to teaching and composition.

			Czerny met extensively with Clementi during the latter’s visit to Vienna in 1810 and learned much about his approach to teaching, which he greatly admired. Still in his teens at the time, he had accepted some of his father’s piano students and was already commanding a healthy fee. By his own account, he was soon working twelve-hour days, teaching students without pause from 8 a.m. to 8 p.m. A number of his pupils became musically prominent, including the noted teacher Theodor Leschetizky, but unquestionably his most famous was Franz Liszt, who studied with him between the ages of nine and eleven—Liszt’s only formal study of the piano. In his free time, Czerny also composed with remarkable proficiency, and his catalog eventually included nearly nine hundred works. Though he was widely published in his day, his compositions were not always admired, especially by Schumann, who set the tone for later negative assessments of his work. At times Czerny also edited the works of other composers, and though his editions are still popular with some, they are rarely the choice of modern performers seeking stylistic authenticity. For example, his edition of Bach’s Well-Tempered Clavier freely adds phrase marks, dynamics, and articulation without comment, and on occasion he even adds octaves to the bass voices. In a book devoted to their performance, he made similar changes to several of Beethoven’s sonatas. Of the sixteen volumes of piano exercises he published, undoubtedly the most famous is his School of Velocity, op. 299, which offers studies of graduated difficulty. It is still used by piano teachers throughout the world, and for generations it has been considered a universal rite of passage for piano students.

			Cziffra, Georges [György] (b. Budapest, 1921; d. Longpont-sur-Orge, France, 1994). Hungarian-born French pianist and composer. Although Cziffra has at times been dismissed as a type of pianistic stunt pilot with a cultish following, those who know his work well often consider him to be one of the most masterful virtuosos of the twentieth century. He was born in extreme poverty, though before World War I, his father, who played the cimbalom in a gypsy band in Paris, had provided a comfortable living for his family. But when war came, the French imprisoned all Hungarian males, and he was incarcerated as they expelled his wife and their two daughters. Cziffra was born and grew up in a wretched one-room flat that straddled a marsh, where hunger was so prevalent it was called “The Daily”—and though the decision brought them untold anguish, his parents soon agreed to have his youngest sister sent to Holland, where she was later adopted by a Dutch family. His father’s health had broken down, and he worked little, though eventually his mother and older sister found some intermittent work doing laundry. His sister’s employers were impressed by her ability to sing songs in French, and after they raised her wages, she was prompted to rent a battered upright piano. Cziffra remembered his first “instruction” occurring at the age of five as he watched her practice, and he displayed remarkable progress. When he was nine, Dohnányi admitted him to the Budapest Academy of Music, where he studied with Dohnányi’s teacher, Liszt pupil István Thomán. He remained for eight years, but his classes were suspended when Thomán died in 1940, and Cziffra later remembered that in the same year, “soldiers went into the universities to encourage young people to anticipate the conscription order.” Cziffra himself, newly married, was conscripted in 1942 and sent to the Russian front, where he was captured before being sent to a Soviet gulag for two years. He managed to escape but was recaptured, and shortly before the war ended, he was forced to fight for now-communist Hungary. When he returned to Budapest in 1946, he was unable to find serious work and only survived by playing in bars and cabarets for minimal wages. Like many struggling under communism in the postwar years, he tried to escape from Hungary but was captured and sent to a labor camp for two years. Forced to perform strenuous tasks, he was made to carry over 130 pounds of concrete up six flights of stairs, which permanently injured ligaments in his right arm and required him to wear a leather wristband for the rest of his life. Finally, amid the chaos of the Hungarian uprising in 1956, Cziffra, along with his wife and son, were able to escape to Vienna.

			When Cziffra made his debut later that year at Vienna’s Musikverein, one critic likened the experience to hearing Liszt arisen from the dead. The pianist created such a sensation that EMI signed him to a long-term contract and even purchased a house for him outside Paris. The recordings he made for them created a sensation throughout Europe and America, but in October 1957 the New York Times reported that he was forced to cancel six weeks of engagements due to “intensive practicing” that resulted in “a painful swelling of the hands” related to his prison injuries. He did make his Carnegie Hall debut a year later with the New York Philharmonic under Thomas Schippers, and Edward Downes, who reviewed the concert for the Times, was dazzled by his performance of both the Liszt E-flat Concerto and the Hungarian Fantasy, but complained that “there was little music in this performance,” noting especially that in the concerto, “the lack was serious.” Similar criticisms followed Cziffra for most of his career, and he never developed a wide following in America. But he recorded prolifically, and early in 2009, EMI released a forty-CD box set that has caused many commentators to reevaluate the pianist’s work. Writing in International Piano in 2016, Michael Johnson observed that he “displayed superhuman qualities at the keyboard, with a larger-than-life personality that made him one of the towering individuals of his time.” In his review of the 2009 EMI set, Donald Manildi, the current curator of IPAM, described him as “a man and musician of utter sincerity and humility, but unfettered by academic rules and regulations,” whose pianism “still exerts its powerful fascination, some fifteen years after his death.” A brilliant improviser, Cziffra occasionally raised eyebrows by adding embellishments to his Liszt performances, and as he himself noted, “I divided the profession. I became its Antichrist due to my improvisations, which multiplied the difficulties ten times over.” 

			A great many videos have survived as well, including a wildly fanciful series of improvisations (which includes quotations from Chopin etudes) filmed in London’s BBC studios on May 16, 1962—which, according to Johnson, has to date received more than 650,000 views on YouTube. This and other recordings demonstrate Cziffra’s astounding facility, which he often exploited in his own transcriptions, including a startling arrangement of Rimsky-Korsakov’s “Flight of the Bumble Bee” in octaves. But Manildi also notes that his sensitivity and eloquence as a miniaturist cannot be discounted, maintaining that his performances of Scarlatti, Rameau, and other Baroque composers exude a “jewel-like precision and polish.” Cziffra occasionally worked with his son, who became a conductor, and he was devastated by his suicide in 1981. After that time, he began to appear less in public as his own health deteriorated, exacerbated by grief as well as by excessive smoking and drinking. He had long been a resident of the small town of Senlis, outside Paris, and in 1973, he purchased a run-down cathedral that was then serving as a junkyard for abandoned autos. He spent nearly two decades restoring it and asked his friend Joan Miró to create and donate three modernistic stained-glass windows. The Royal Chapel of Saint-Frembourg in Senlis has now been beautifully restored and today serves as a popular venue for chamber music concerts.

		

	
		
			D

			Da Costa, Raie (b. Cape Town, 1905; d. Hove, England, 1934). South African pianist famed for her syncopated stylizations. As a girl growing up in Cape Town, she trained seriously as a dancer, but when she was sixteen she suffered a serious fall which prompted her to refocus her energies toward piano. She studied at Cape Town’s College of Music, where she won top honors, and in 1924 she arrived in London for extensive studies with Tobias Matthay. She performed frequently at the Matthay School, but partly because of intense competition, and partly because she had a natural gift for improvisation, she soon gravitated toward pop styles. By 1927, she was being heard regularly on the BBC as a “syncopated” pianist, a term that in Britain often incorporated elements of jazz and the novelty styles popularized in the United States by Zez Confrey and others. When Da Costa first appeared on the scene, the leading British syncopated pianist was the classically trained Billy Mayerl, but she was soon enjoying comparable fame. After she made her first recording for Parlophone in April 1928, the company began billing her as “The Parlophone Girl—Dance Pianiste Supreme.” Her career soon skyrocketed, and she appeared in many elaborate stage shows in London and throughout Europe. But most knew her from the over one hundred improvised stylizations she recorded of songs by Kern, Porter, Gershwin, and others. In 1930, she also recorded two virtuosic works for HMV, Liszt’s paraphrase on themes from Rigoletto and Alfred Grünfeld’s Soirée de Vienne, and both demonstrate a remarkable command of the instrument. In the summer of 1934, while appearing at a seaside hotel in Hove, already weakened from exhaustion, she suffered a sudden attack of appendicitis, and at the age of twenty-nine she died of complications following surgery.

			d’Albert, Eugen. See Albert, Eugen d’.

			damper. A lever covered with felt on one side that prevents the piano strings from vibrating. On modern grand pianos, each key—beginning at A0 and running to D6—has a damper attached, which begins to rise as soon as the key is depressed and begins to lower as the key returns, eventually reconnecting with the strings when it reaches its resting position. Most manufacturers will not damp strings higher than D6, since allowing sympathetic vibration from the shortest strings with the quickest decay rate makes the entire instrument more resonant. The dampers in the bass register are larger than those in the treble, since longer strings activated by larger hammers require a greater mass for effective damping. Since the earliest days of piano building, most instruments have also had damper pedals, which raise many, or all, of the dampers at once and keep them raised until the pedal is released. Today, most pianos also have a sostenuto pedal, which keeps only those dampers elevated which are already raised. Unlike the damper pedal, the sostenuto pedal is designed to allow only selected notes to resonate.

			Davidovich, Bella (b. Baku, Azerbaijan, 1928). Soviet-born American pianist. The daughter of a surgeon, she entered the Moscow Conservatory at eighteen, where she studied with Konstantin Nicolayevich Igumnov and Yakov [Jacob] Flier, who also taught Vladimir Feltsman. In 1949, her career was launched when she tied for first prize in the International Chopin Piano Competition. A year later, she married Ukrainian violinist Julian Sitkovetsky, who died tragically of lung cancer eight years later, leaving her a widow at the age of thirty with a three-year-old son. For a number of years she toured the Soviet Union and Eastern Europe, but her Jewish ethnicity often denied her privileges granted to other Soviet artists, and she was nearly forty before she made her first appearance in the West. She performed in Amsterdam in 1967, but an American tour scheduled for the following year was abruptly canceled with no reason given by the Soviet government. She also served as a professor at the Moscow Conservatory from 1962 to 1978. In 1977, her son, violinist and conductor Dmitry Sitkovetsky, feigned mental illness to induce Soviet authorities to allow him to emigrate to the United States, and he immediately began studying at Juilliard. The Soviets sought reprisals against Davidovich by canceling all of her foreign engagements, but the following year she was able to obtain Jewish exit visas for her family, and she soon settled with her mother and sister in New York City. In October 1979, at the age of fifty-one, she made her Carnegie Hall debut to resounding acclaim, and she began teaching at Juilliard in 1982, becoming an American citizen two years later. Heralded as one of the greatest Soviet-trained pianists of the twentieth century, Davidovich specializes in Romantic repertoire, especially the works of Chopin and Schumann, and her playing is characterized by an exquisite sensitivity and musical taste, as well as an effortless virtuosity. She has often performed chamber music with her son.

			Davidovsky, Mario (b. Médanos, Argentina, 1934). Argentine-American composer. As a youth, he trained as a violinist in Argentina and also studied composition at the University of Buenos Aires. In 1958 he came to the United States, where he studied at Tanglewood with Aaron Copland and also with Milton Babbitt, who spurred his interest in electronic music. In 1960, Davidovsky was appointed associate director of the Columbia-Princeton Electronic Music Center in New York, eventually serving as a professor at Columbia and subsequently teaching at Harvard and other prominent institutions. Davidovsky has long had an interest in blending electronic with acoustic sounds, and one of his most famous works is Synchronisms No. 6 for piano and electronic sound (1970), which won the Pulitzer Prize. Written for pianist Robert Miller, who premiered it at Tanglewood in August 1970, it was the sixth in a series of twelve Sychronisms written between 1963 and 2006—works in which Davidovsky blended the sounds of various instruments with tape-recorded electronic sounds. In the composer’s words, their purpose was to blend the two mediums “into a single, coherent musical and aesthetic space.”

			Davis, Ivan (b. Electra, Texas, 1932). American pianist. He earned a B.Mus. degree in 1952 at North Texas State College (now the University of North Texas) under Silvio Scionti (1882–1973) and pursued further studies in Rome under Carlo Zecchi (1903–84), a student of both Busoni and Schnabel, and in New York with Horowitz. In both 1956 and 1957 he won second prize in the Busoni competition. He made his New York debut in 1959 and his London debut in 1968. Since 1966 he has been on the faculty of the University of Miami. Davis has recorded widely on various labels and been much acclaimed for his Scarlatti, as well as his renderings of Romantic virtuosic repertoire. He has recorded a complete Gottschalk CD as well as a disc for New World Records, which includes works by Richard Hoffman and William Mason.

			De Groote, Steven (b. Johannesburg, South Africa, 1953; d. Johannesburg, 1989). South African pianist. Born to professional musicians who emigrated to South Africa from Belgium, he trained at the Royal Conservatory of Music in Brussels under Spanish pianist Eduardo del Pueyo, who taught the techniques of Liszt disciple Marie Jaëll (1846–1925). He graduated from the conservatory in 1971 with first prize in piano and the following year entered the Curtis Institute, where his teachers included Rudolf Serkin and Mieczysław Horszowski. The seminal event in his career occurred in 1977 when he won the Van Cliburn International Competition, an achievement that brought him special esteem, since he became the only pianist in history to win not only the grand prize but prizes for best performance of a commissioned work and best performance of chamber music. Though some critics dismissed him as a mere “competition player,” he was recognized by many others as an artist of extreme sensitivity and subtlety. His approach to the instrument seemed effortless, and he was acclaimed for the beauty of his sound as well as his polished refinement. His repertoire was broad, and in addition to the larger, more standard works of Beethoven and Schubert, he performed (and recorded) composers such as Korngold, Piston, Gunther Schuller, and Max Reger. He was also highly effective as a teacher, and in 1981 he joined the faculty of Arizona State University in Tempe, where—despite his youth—he engendered the respect and admiration of many students.

			De Groote was also fascinated by flying, and while in Arizona he began training as a pilot. In January 1985, while flying on a Sunday morning with an instructor south of Phoenix, his single-engine plane was caught by wind shear and crashed on the Gila Indian Reservation. Fortunately, the wreck was found quickly, and he was rushed to Phoenix for emergency surgery, but he suffered injuries so severe—including a severed aorta—that his doctors gave him only a 2 percent chance of survival. His back was also broken, and he spent months in a body cast, but miraculously he came through the ordeal with an excellent prognosis and seemed well on the way to a full recovery. He gradually began to resume his career and was soon again playing major engagements. In 1986, he became artist-in-residence at Texas Christian University in Fort Worth, the city of his Cliburn triumph nine years earlier. But it is now believed that one of the many blood transfusions he received had included a sample tainted with the HIV virus, an all-too-common occurrence before blood donors became routinely tested. In May 1989, during what was to have been a brief visit with his family, he contracted pneumonia and had to be hospitalized in Johannesburg. He died there on May 22 at the age of thirty-six.

			de Pachmann, Vladimir. See Pachmann, Vladimir de.

			Demus, Jörg (b. Sankt Pölten, Austria, 1928). Austrian pianist. As a youth, he entered the Vienna Academy of Music, where he studied piano and conducting, graduating in 1945. He took additional courses in conducting following his graduation, and in Paris he furthered his piano studies with Yves Nat (1890–1956), a one-time pupil of Louis Diémer. He also took additional lessons and master classes with Gieseking, Kempff, Michelangeli, and Edwin Fischer. He made his formal debut in Vienna in 1953, and in 1956 he won the Busoni Prize. Demus has been praised for his sensitive touch and fluid legato and has been highly acclaimed for his performances of the German masters, as well as Franck and Debussy. He owns a large collection of early pianos and has frequently performed and recorded on them, at times in conjunction with his close friend, pianist Paul Badura-Skoda. In 1970, Demus collaborated with Badura-Skoda on a book analyzing Beethoven’s sonatas. Demus has also received much recognition for his work as a collaborative pianist and has worked with singers such as Elisabeth Schwarzkopf and Elly Ameling. His Deutsche Grammophon recording of Schubert’s Winterreise with Dietrich Fischer-Dieskau is considered by many to be among the finest on disc.

			Deppe, Ludwig (b. Lippe-Alverdissen, Germany, 1828; d. Bad Pyrmont, Germany, 1890). German pianist, conductor, and teacher considered by most to be the “father” of the “weight and relaxation” school of piano technique. He was active in Hamburg for a number of years, where he studied piano with Eduard Marxen, who also taught Brahms. Like Brahms, Deppe often complained that he had learned little from Marxen, and he frequently lamented the lack of guidance shown by teachers who merely assigned exercises to their students. While in Hamburg, he founded and conducted a musical society, and he taught piano students, including, according to some sources, a young Emil von Sauer. Some sources indicate that Deppe also studied in Berlin with composer and theorist Adolph Bernhard Marx, but whether or not he actually knew Marx, he was greatly influenced by his ideas, especially the conviction that technique should never be separated from artistry, even while practicing—a revolutionary idea at the time. Deppe was also fascinated by Marx’s belief that technical mastery need not be limited only to the naturally gifted and that its components could be analyzed and explained in such a way as to make them accessible to anyone with a serious interest. In 1873, one of Deppe’s first prominent students in Berlin was the American pianist Amy Fay (fresh from studies with Tausig and Liszt), who later recalled that he hoped one day to establish a “school” of piano playing roughly analogous to the Italian “school” of singing. She remembered her surprise when Deppe explained that “when it comes to the piano, there are no fixed laws, and each teacher goes his own way,” and she believed he had created “a logically developed system for forming a fine piano technique.”

			Deppe intended to write an extensive treatise explaining his theories in detail, but he died before it could be begun. He placed special emphasis on the role of the arm, as outlined in detail in an 1885 article he wrote for a German piano journal, “Armleiden der Klavierspieler” (Problems of the Arm among Pianists). He was one of the first to introduce terms such as “weight” and “relaxation” into the pianist’s vocabulary, and the ideas explored in his article were influential on Breithaupt, Leschetizky, and especially Matthay, who thought Deppe was the most enlightened teacher of the nineteenth century. Deppe was in the vanguard of pianists who believed that the piano’s tone could be affected qualitatively, that is, made either beautiful or harsh simply by the technique employed by the pianist. He did not believe the piano key should ever be struck, but depressed “solely through the weight of the hand,” with “quiet, relaxed fingers.” Fay did much to promote his ideas in America, and another of Deppe’s pupils, the German pianist Elisabeth Caland (1862–1929), published Die Deppe’sche Lehre des Klavierspiels in 1897, issued in America in 1903 as Artistic Piano Playing as Taught by Ludwig Deppe. Caland’s work is considered by many to be the most definitive exposition of Deppe’s theories.

			Dichter, Misha (b. Shanghai, 1945). American pianist. Born in China to Polish Jews, he came with his family to Los Angeles when he was two. As a youngster, he studied piano with Aube Tzerko (1909–95), a pupil of Schnabel, and composition with Leonard Stein, a pupil of Schoenberg. While still a teenager, he entered the Juilliard School as a student of Rosina Lhévinne, and in 1966, his career was launched when he won the silver medal at the International Tchaikovsky Competition in Moscow. He soon became acclaimed for his performances of Russian Romantic repertoire, and he has appeared with most of the world’s major orchestras. He has also recorded the complete Liszt Hungarian Rhapsodies for Philips. He has often appeared in concert with his wife, the Brazilian-born Cipa (Glazman) Dichter, who also trained at Juilliard with Lhévinne. In 2006, Dichter was diagnosed with Dupuytren’s contracture in his right hand and eventually agreed to the necessary surgery that would enable him to continue playing. He has spoken extensively about the months of intensive, disciplined therapy that were necessary for him to return to his former level of accomplishment.

			Disklavier. See Yamaha.

			Dohnányi, Ernő [Ernst von] (b. Pozsony, Hungary, 1877; d. New York City, 1960). Hungarian pianist, teacher, composer, and conductor. The son of a mathematics professor, he entered the Budapest Academy of Music at the age of seventeen, where he studied with Liszt pupil István Thomán, who also taught Bartók. He also studied composition there with German composer Hans von Koessler, a devotee of Brahms who nurtured his pupil’s continuing reverence for the composer, and he later took some piano lessons with Eugen d’Albert, another Brahms disciple. Dohnányi was a prodigious student, completing his academy studies by examination at the age of nineteen, and he was soon enjoying considerable success in Europe as a touring pianist. In 1905, he was appointed to the faculty of the Berlin Hochschule, where he remained for nearly ten years, returning to Hungary during the war—shortly after he had completed his famous Variations on a Nursery Tune for piano and orchestra, which he subtitled “For the enjoyment of humorous people and for the annoyance of others.” By now, Dohnányi was Germanizing his forename, especially on his published compositions, to “Ernst” and adding the aristocratic “von” to his surname since he claimed his family had been ennobled in the late seventeenth century. Years earlier, he had married a German pianist, Elsa Kunwald, and shortly after their son Hans turned thirteen, Dohnányi fell in love with German actress and singer Elza Galafrés. He had a son with Galafrés in 1917, though they could not be married until after the war because their spouses at first refused to grant them divorces.

			Dohnányi now entered one of his most productive periods, although his actions at first met with controversy. Appointed director of the Budapest Academy in 1919, he was soon removed by the Hungarian Soviet Republic for his refusal to discharge composer Zoltán Kodály, who had encountered governmental opposition due to his support of Hungarian nationalism. But the following year, Dohnányi was appointed director of the Budapest Philharmonic, where he promoted Kodály’s music, along with the works of Bartók and his friend Leo Weiner, who also taught at the academy. He also continued to teach at the academy, and he was concertizing prolifically, performing all the solo works of Beethoven in the 1920–21 season and cutting some piano rolls for Ampico. In addition, he began to develop a reputation as a master teacher, and over the next decade his pupils included Erwin Nyiregyházi, Annie Fischer, Géza Anda, Edward Kilenyi, and Georg Solti. Musically, the entire decade might best be encapsulated by Bartók’s famous remark from 1920: “Musical life in Budapest today may be summed up in one name—Dohnányi.”

			In the 1930s, as the specter of Nazism began to overtake Europe, Dohnányi faced myriad challenges, and his role as either a Reich sympathizer or opponent is hotly debated to the present day. In 2002, an international group of scholars attending the Dohnányi Festival at Florida State University evoked a consensus that he was far more a victim of—than an apologist for—Nazism, but many of his friends and acquaintances claimed that he suddenly fled Hungary in 1944 only because he was convinced that Hitler would win the war with a “secret weapon.” The tale is made more poignant by the realization that his eldest son, Hans, who had become a prominent German jurist, was unequivocally opposed to Nazism and executed in a concentration camp a few months later in April 1945. After Dohnányi, who had separated from Elza years earlier, arrived in America with his common-law wife, Ilona Zachár, they were married in 1949. In that year, he also joined the faculty of Florida State University in Tallahassee, where he remained for the next decade. Late in January 1960, at the age of eighty-two, Dohnányi traveled to New York to add to his limited discography by recording the Beethoven Sonatas, op. 109 and 110, and several shorter pieces for the Everest label. Though the performances are scarcely faultless, they are immensely instructive and show a masterful command of the instrument, coupled with an extraordinary warmth, freedom, and musical imagination. While in New York, he required hospitalization for pneumonia, and he died on February 9, ten days after making his recordings. Two years later, Mills Music published his Daily Finger Exercises for the Advanced Pianist in three volumes (first published as Essential Finger Exercises in Budapest in 1929), which provide substantial insight into his technical approach. Some of his exercises, like those for holding notes, are still controversial among teachers who feel that students may run the risk of injury unless great care is employed in their execution. However, his exercises are similar to some suggested by Matthay in his 1908 Relaxation Studies.
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					Dohnányi: Exercise No. 1 from Daily Finger Exercises for the Advanced Pianist (1929), mm. 1–3. Three notes in each hand are to be depressed silently in the first measure and sustained through the duration of the exercise. If the notes are not sustained freely without tension, the exercise will be impossible to play easily.
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					Tobias Matthay: Special Exercise for Finger Individualization from Relaxation Studies (1908), p. 104. Matthay thought that using dynamic gradations among the sounded notes was an important test for genuine finger independence.

				

			

			Dorfmann, Ania (b. Odessa, 1899; d. New York City, 1984). Russian-born American pianist. She entered the Paris Conservatoire at seventeen for study with Isidor Philipp, but in the aftermath of the war, she found little work in Russia and chose to begin her concert career in Europe, basing herself in London in the 1920s. She made her New York debut in 1936 and settled in the United States two years later. On May 1, 1942, she joined violinist Mishel Piastro and cellist Robert Schuster to perform the Beethoven Triple Concerto with the NBC Symphony under Toscanini (the only time he ever conducted it), and on November 12, 1944, she again joined Toscanini for a performance of the Beethoven First, using her own cadenzas. In the mid-1950s, she joined the faculty of the Juilliard School, where she remained until shortly before her death.

			double escapement. In a grand piano action, the mechanism that allows the jack to be reset under the hammer while the key is still partially depressed, thereby allowing the string to be restruck without the key returning all the way to the surface. Sébastien Érard developed the first double escapement in 1808, and in 1821 an improved version was patented in England by his nephew, Pierre. The following year, Sébastien also patented the mechanism in France, and double escapement soon became a standard feature on all Érard pianos, though it was some time before other makers adopted it. On modern instruments, double escapement is considered an indispensable advantage to negotiate repeated notes, and it also helps to ensure softness—as for example in the opening of Ravel’s Toccata—since the key is re-depressed closer to the let-off, or point of escapement (see appendix B), and there is less time for it to acquire the speed necessary to achieve louder effects. It also helps to ensure legato effects with repeated notes, since the dampers will not fully reconnect with the string until the key rises back to the surface. Some artists debate the legitimacy of employing double escapement on works written before the mechanism was perfected. For example, Beethoven’s pianos had only single escapement, and in his day, the opening of the “Waldstein” Sonata would have demanded the keys return to the surface for each chord iteration, though modern artists will tend to repeat them before the keys reach the surface to help ensure Beethoven’s desired pianissimo effect at the required speed.
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					Beethoven: Sonata, op. 53, “Waldstein,” mm 1–3. In modern performances, the pianissimo marking for the opening chords is often facilitated by utilizing the double escapement mechanism, though this feature did not exist on Beethoven’s pianos.
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					Ravel: Toccata from Le tombeau de Couperin, mm 1–4. Reliance on double escapement is almost inevitable to open the toccata—a feature which Ravel’s Érard certainly had—despite the staccato mark, which may have been added merely to indicate that he wanted no pedal in the opening measures.

				

			

			Douglas, Barry (b. Belfast, 1960). Irish pianist and conductor. In Belfast he studied with Felicitas LeWinter, a pupil of Emil von Sauer, and in London with John Barstow at the Royal College of Music, and later with Maria Curcio, a Schnabel student. In 1986 his career was launched when he won the gold medal in the International Tchaikovsky Competition. Since then he has toured with orchestras throughout the world, and his discography is extensive—in July of 2016 the Chandos label released the sixth and final volume of his survey of the solo works of Brahms. In recent years, Douglas has also received acclaim for his work as a conductor, and he is a co-founder of Camerata Ireland, a Belfast-based chamber orchestra which he has conducted in all the Beethoven symphonies and with which he has recorded all five Beethoven concertos, conducting from the keyboard.

			Dreyshock, Alexander (b. Žáky, [now] Czech Republic, 1818; d. Venice, 1869). Czech pianist. His gifts were recognized from an early age, and at fifteen he journeyed to Prague for study with Václav Tomášek, a self-taught Czech pianist whose pupils included German music critic Eduard Hanslick. Dreyshock toured widely through Europe and was recognized for his pyrotechnical feats of skill. His most famous stunt was performing the left hand of Chopin’s “Revolutionary” Etude entirely in octaves, a composition he included in every concert and which, according to many, he performed up to tempo. In 1862, Anton Rubinstein invited Dreyshock to become a professor at the newly formed St. Petersburg Conservatory. He also served as court pianist to the tsar, but the Russian climate did not agree with him, and in 1888 he relocated to Italy, where he died a year later of tuberculosis.

			Duchin, Eddy [Edwin] (b. Cambridge, Massachusetts, 1909; d. New York City, 1951). American popular pianist and bandleader. Duchin had little musical training, and as a young man he worked as a pharmacist, but he longed to make a living in music. By 1930 he was in New York working for another Boston-born musician, Joe Reisman, whose orchestra played nightly at the Central Park Casino, a popular nightspot where high society came to dine and dance. Duchin’s engaging manner and matinee-idol appearance made him so popular that by 1932, Reisman was deputizing him to lead the orchestra. When Emil Coleman brought his own society orchestra to replace Reisman in 1932, he asked Duchin to remain, and by 1935 the young pianist was headlining at the casino with his own orchestra. Reisman and Coleman favored dance music over jazz, and their sound—dubbed “hotel style” by some and immensely popular in its day—featured an abundance of strings and saxes. It was a syrupy mixture which Duchin retained and exploited, often weaving decorative octave obbligatos around the melodies of popular standards and employing exaggerated rubatos while his rhythm section kept a stricter beat. His octaves and arpeggios often created a faux classical effect, and his theme song was even taken from Chopin’s popular Nocturne in E-flat, retitled “My Twilight Dream” to complement the lyrics given it by singer and trumpeter Lew Sherwood. One of Duchin’s most ardent admirers was socialite Marjorie Oelrichs, and they were married in June 1935. Two years later, their only son, Peter (who later became a prominent society pianist-bandleader), was born, but Marjorie died just five days after giving birth. During World War II, Duchin served aboard a navy destroyer in the Pacific, eventually earning the rank of lieutenant commander, but after the war, despite some increased radio exposure, he was never able to regain his former popularity. He died of leukemia at the age of forty-one, and five years later, Columbia Pictures released The Eddy Duchin Story starring Tyrone Power and Kim Novak. The film sparked such renewed interest in his career that the Carmen Cavallaro companion LP released by Decca in the same year sold over a million copies. Cavallaro often acknowledged Duchin as a major influence on his own career.

			Duo-Art reproducing piano. See appendix E.

			duplex scale. The effect that results when a manufacturer leaves the few inches of string between the bridge and the hitch pins undampened. Most makers dampen the end of the strings with small pieces of cloth or felt, but some prefer to leave them free to vibrate sympathetically to enrich the sound created by the vibration of the speaking length. But although this idea works in theory, since the “waste” end of the string—also called the “resonator”—vibrates at a higher frequency than the tuned portion, the blending of the two can create unpleasant harmonics. To prevent this, some higher-end instruments, such as Steinway, Yamaha, and Fazioli, are built with an “aliquot” duplex scale, which allows the resonator to be tuned with separate tuning pins close to the hitch pins. But many technicians find these mechanisms difficult to adjust precisely, and such an instrument can take far longer to tune. Some manufacturers, Kawai for one, also promote a “dual” duplex design—in other words, at the front of the instrument, the strings are left undampened between the tuning pins and the agraffes. But whatever claims are made by manufacturers, those who choose not to use duplex scaling often dismiss it as an admission that the instrument’s initial design was weak, because in their view, the sound should have been sufficiently resonant without resorting to duplexing.

			Dussek, Johann Ladislav (b. Čáslav, [now] Czech Republic, 1760; d. Saint-Germain-en-Laye, France, 1812). Czech pianist and composer whose professional career is heavily associated with the decade he spent in London. The son of a church organist, he was given his earliest keyboard training by his father before attending several schools where his accomplishments were unimpressive—including the University of Prague, where he lasted only a semester. In 1778 he entered the service of an Austrian army officer, accompanying him to Belgium the following year, where he became organist at St. Rumbold’s Cathedral in Mechelen. By now he was composing, and he performed some of his earliest compositions there, enjoying such success that he was soon sought in Holland and Germany. In 1782 he reached Hamburg, where for the first time he encountered a fortepiano, and where he may have also studied briefly with C. P. E. Bach. After that time, Dussek performed extensively and in fact was one of the first touring concert pianists. He was acclaimed in Russia, Lithuania, and especially Germany, where he also performed extensively on a glass harmonica similar to Benjamin Franklin’s model—an instrument he is said to have mastered. Though he was a great favorite of Marie Antoinette, he sensed the dangers of the impending Revolution and left Paris in 1789 to settle in London, where he remained for eleven years. He quickly became prominent as a teacher, and in some cases his fees even exceeded the exorbitant rates charged by Clementi. He also collaborated with Haydn, appearing in some of the concerts the composer directed in both 1791 and 1792, and he established a relationship with John Broadwood, taking delivery of Broadwood’s first six-octave grand in 1794—an instrument expanded in the treble from the normal five and a half octaves at Dussek’s urging. He immediately began composing for the expanded range and even often offered alternative versions of the same work to be performed with or without “additional keys.”

			Haydn also composed his last sonata, the E-flat, Hob. XVI:62, at Dussek’s Broadwood, but despite Haydn’s famous endorsement proclaiming the Czech composer the “most eminent of men,” Dussek’s flamboyant personality often left controversy in its wake. As a younger man, he was rakishly handsome and evidently predated Liszt in his insistence that the instrument be turned sideways in performance—according to Ludwig Spohr—“so that the ladies could admire his handsome profile.” Dussek was involved in numerous (and at times scandalous) amorous relationships before he reached London, and in 1792 he married Sophia Corri, a singer, pianist, and harpist fifteen years his junior. They soon had a daughter, but the marriage was contentious and wrought with strife and infidelities from each of them. Nonetheless, Dussek started a music publishing business with his father-in-law, Domenico Corri, which a few years later was headed for bankruptcy. In an attempt to stave off disaster, the pianist negotiated a substantial loan from Mozart’s librettist Lorenzo Da Ponte, who was now living in London, but the business was so poorly managed that in 1799 Dussek fled to Hamburg to avoid his creditors, abandoning his wife and six-year-old daughter, bankrupting Da Ponte, and leaving Corri to face imprisonment alone. He then gave a number of highly successful concerts in Germany and Prague, and in 1804 he was appointed Kapellmeister to Prince Louis Ferdinand of Prussia. After the prince was killed in battle in 1806, he wrote a commemorative programmatic sonata which he titled Elégie harmonique sur la mort du Prince Louis Ferdinand de Prusse. Despite his earlier associations with the French monarchy, he returned to Paris in 1807 to serve French prime minister Talleyrand, a position he kept until his death. The concerts he gave in Paris (he was now performing on an Érard) were highly successful, and one critic praised his appearance at the Odéon in 1808 as a “triumph without precedent.” But as he aged, Dussek’s looks quickly faded. He began to drink excessively, and before he reached the age of fifty, he became so rotund that he could no longer reach the keyboard. He spent his last years mostly in bed, eventually dying of gout. His place of burial remains uncertain.

			Along with Clementi and Field, Dussek is often recognized as a member of the “London School” of piano composition, which served as a bridge between late eighteenth- and early nineteenth-century compositional styles. But many commentators believe that Dussek’s music, which is rarely played, is insufficiently appreciated today for its revolutionary role in foreshadowing Romanticism. Not surprisingly, many of his piano works are highly virtuosic, predating Romantic practice by using an abundance of rapid double thirds and octaves. He also explored large-scale programmatic compositions, similar to his Elegy for Prince Louis Ferdinand. Though relatively few of his thirty-four piano sonatas bear programmatic titles, he also published larger compositions such as The Sufferings of the Queen of France (1793), his commemorative tribute to his friend Marie Antoinette, which even depicts her “Invocation to the Almighty” while on the gallows.

		

	
		
			E

			Ellington, “Duke” [Edward Kennedy] (b. Washington, D.C., 1899; d. New York City, 1974). American popular pianist, composer, and bandleader, generally acknowledged as one of the most important figures in the development of jazz. His father was periodically employed as a butler at the White House, and both of his parents were amateur pianists. Daisy Ellington doted on her son, exposing him from an early age to the refinements of art and culture—including classical piano studies—and her concern for his appearance and manners soon prodded his friends to nickname him “Duke.” Despite his training, at first he preferred only to play popular songs by ear until his interest in ragtime motivated him to take his lessons more seriously. As a teenager, he began playing professionally in clubs and theaters and even turned down a commercial art scholarship so that he could pursue music more seriously. In 1923 he took his small group, the Syncopators, to New York, where he promptly renamed them “The Washingtonians,” and soon became a resident of Harlem, where he befriended James P. Johnson and “Fats” Waller, both of whom influenced his playing. Ellington’s big break came in 1927 when he began a long engagement at Harlem’s famous Cotton Club, expanding his group to sixteen pieces and renaming them the “Jungle Band.” They played nightly for African-American entertainers who created exotic floor shows for which he often devised highly unusual wind voicings to complement their scenery and costumes. Considered a genius at orchestration, Ellington generally used the piano as a means of coloring his arrangements, and his thick chordal textures are often suggestive of orchestral sound. He was one of the first jazz pianists to integrate classically embroidered arpeggios into Swing, and his virtuosity is especially apparent in the 1934 Paramount film Murder at the Vanities, where the improvisations in his Ebony Rhapsody grow from a symphonic parody of Liszt’s Second Rhapsody.

			Ellington’s harmonic vocabulary was extremely advanced for his time, and he was a master at setting a mood simply with a few carefully chosen chords. He also integrated diverse jazz styles into his playing, as shown by Paramount’s 1947 stop-motion “Puppetoon,” Date with Duke, produced by George Pal. Ellington performs his Perfume Suite continuously through the seven-minute short, effortlessly gliding from concert, to rag, to Blues idioms. He also frequently employed Basie-style riffs, with his signature opening of Billy Strayhorn’s “Take the ‘A’ Train” being perhaps the most famous. Though Ellington did not often feature himself as a soloist, in 1962 he joined with two icons of the Bop generation, bassist Charlie Mingus and drummer Max Roach, to record Money Jungle, released as an LP by United Artists. The trio covers a number of Ellington’s own tunes, offering a highly percussive version of “Caravan” reminiscent of Thelonious Monk (who acknowledged Ellington as an influence), as well as an exquisite, understated solo rendition of his 1940 song “Warm Valley.”

			Emerson, Keith (b. Todmorden, Lancashire, 1944; d. Santa Monica, California, 2016). English keyboardist and composer. Shortly after Emerson was born, his family was relocated to West Sussex for the remainder of World War II, and though he later took piano lessons there, his keyboard skills were largely self-acquired. He began playing popular tunes by ear, and by his teens he was supporting himself performing in clubs and dance halls. His earliest idols were virtuoso jazz pianists such as Fats Waller, Art Tatum, and especially Oscar Peterson, with whom he later developed a friendship. Emerson arrived on the scene in the final glory days of the Hammond organ, which was still prevalent in supper clubs and other smaller venues, and he quickly became fascinated with the instrument’s coloring possibilities. He acquired an L-100 about 1960, a spinet model that sold well in Britain and which he used a few years later when he formed his first band, the Nice. A four-man group, they performed a fusion of rock, jazz, and classical, and some consider them to be the first progressive rock band. Emerson’s virtuosic keyboard skills, augmented by the addition of the larger Hammond C-3, were offset by his onstage demeanor, which was becoming increasingly violent. For example, he often attacked his organ keys with daggers to keep them sustained. In 1970, he joined with guitarist-vocalist Greg Lake and drummer Carl Palmer to form Emerson, Lake & Palmer, and despite some well-publicized, lengthy breakups, the group enjoyed mainstream success for decades, to date selling over forty million albums. Their first album contained treatments of classics, such as Bartók’s Allegro Barbaro, which Emerson performed at the piano in a highly percussive fashion, and—though the Atlantic label was reluctant to release it—their 1971 rendition of Mussorgsky’s Pictures at an Exhibition quickly rose to the top of the charts. By 1974, ELP was tied with Led Zeppelin as the highest-grossing rock band in the world, and their onstage antics were now complemented by the addition of an enormous Moog modular synthesizer, which, given its immense size, Robert Moog had not designed for touring, but which created eerie sounds that fans had never before heard in concert. After Emerson added both a Clavinet and a Minimoog to his keyboard equipment, he consulted with Moog to explore the possibilities of a “beta” polyphonic synthesizer (later called the Polymoog), and he was soon the only keyboardist in the world touring with the three separate prototypes of Moog’s components. 

			As the technology progressed, Emerson was always quick to adapt to it, and he later performed on a Yamaha GX1, which his group used in 1977 to synthesize Copland’s Fanfare for the Common Man. In 1978, he became the spokesperson for the Korg PS-3300, the first fully polyphonic synthesizer. Emerson also frequently performed extended solo sets on the Steinway D, which he routinely kept on the platform. His improvisations generally displayed a stunning, frenetic virtuosity that he appeared to deliver with ease, though he had to undergo a rehabilitative process in 1993 following surgery to repair an ulnar nerve in his right arm—the result of whiplash sustained in a motorcycle accident. Sadly, on March 10, 2016, his body was discovered at his home in Santa Monica, California, by his longtime girlfriend, Mari Kawaguchi. He died as the result of a self-inflicted gunshot wound, and Kawaguchi later told the press that the nerve damage had never really healed and was intensifying to the point that it had begun to affect his playing: “The pain and nerve issues in his right hand were getting worse. . . . He didn’t want to let down his fans. He was a perfectionist and the thought he wouldn’t play perfectly made him depressed, nervous and anxious.”

			Érard, Sébastien (b. Strasbourg, 1752; d. Passy, [Paris], 1831). French piano manufacturer. He was a mathematical prodigy and taught himself mechanical drawing, utilizing his skills to assist his father, a cabinetmaker. At the age of sixteen, following his father’s death, he went to Paris and quickly gained recognition for the innovative assistance he offered others with harpsichord design. He built his first square pianoforte in 1777 and soon caught the attention of the Bourbons, who protected him from rivals by granting him a trade license and commissioned several instruments from him—an association that prompted him to relocate to London in 1792 to avoid prosecution by revolutionaries. By now he was in partnership with his older brother, Jean-Baptiste—who remained in Paris to oversee their interests—and he set up another factory and showroom at 18 Great Marlborough Street that flourished for nearly a century. The brothers’ assets were assisted in no small measure by the firm’s diversification into harps, which soon became a mania with the English aristocracy. By the mid-1790s, although Érard frères were building nearly five hundred pianos a year, Sébastien seems to have been largely preoccupied with the harp. Almost all the patents he registered over the next fifteen years—especially in England—were for the harp, and in 1810 he patented the modern seven-pedal concert harp. Not surprisingly, Érard was the first Parisian maker to add pedals to the piano, and in addition to damper and una corda pedals, he frequently included a celesta pedal and a bassoon pedal—the latter placing leather against the strings to produce a buzzing sound.

			By 1820, Pierre Érard, Jean-Baptiste’s son, was running the London operation, and the following year he registered an English patent for the most famous of the Érard innovations, the double escapement action. The invention is attributed to Sébastien, who first conceived it in 1808 and patented an improved version in France in 1822, though it was some years before other makers adopted it. The following year, Érard added iron bars to the instrument’s frame, and the company was now known for its meticulous workmanship, as well as dozens of finely detailed innovations: for example, in 1851 Pierre registered a patent for an intricate mechanism to enhance tuning. They also made improvements in hammers, regulation screws, and many other components of the instrument’s action. The Érard was awarded the gold medal at London’s Great Exhibition of 1851, and for a time it was widely perceived as the finest piano in the world. Queen Victoria immediately acquired one, and many pianists based in Paris were long associated with the brand, including Chopin and Liszt. Both Anton Rubinstein and Paderewski toured with Érard grands, and Ravel composed many of his most famous piano works on a 1901 Érard—today on view at Belvedere, his home southwest of Paris.

			In the later nineteenth century, Érard continued to maintain high standards of elegant casework, and they experimented with unusual features, producing a number of instruments with ninety keys (extending down to G0) through the late 1920s—although the company’s engineers long resisted cross-stringing (see appendix C). Nonetheless, Érards built between 1875 and World War I can be instruments of tremendous power and subtlety, and today many have been exquisitely restored. The Depression and World War II had a devastating effect on the company, though it still continued to build instruments into the postwar era. In 1960, Érard merged with Gaveau, and the two firms merged with Pleyel a year later. In 1971, the Érard name was acquired by Schimmel, which at this writing is no longer manufacturing Érard pianos.

			Essay on the True Art of Playing Keyboard Instruments. See Bach, C. P. E.

			Essipoff, Annette. See Yesipova, Anna.

			Estonia. Soviet piano manufacturer from 1951 to 1990, and since 1994 a private company operating from Tallinn, the capital of Estonia. For centuries, Estonia, a smaller country bordered on the north by Finland and on the south by Latvia, has been home to highly skilled craftsmen, and piano building flourished there from the late eighteenth century. In 1918, the nation won its independence from Russia, but the Soviets reclaimed the territory in June 1940. By then the nation’s largest piano manufacturer was the Ernst Hiis firm, which had been operating continuously since 1893. World War II seriously depleted Estonia’s population, and the Ernst Hiis factories were destroyed, but by 1950 the communists were attempting to reestablish the industry, and on Stalin’s order some twenty independent makers were forced to merge with Hiis and form the Tallinn Piano Factory. The piano’s name was changed to “Estonia” in April 1951, and for decades the company focused on producing two grands, with a length of 190 cm (about 6'3") and 273 cm (just under 9'). Their production figures were small, the workmanship was often uneven, and the instruments were intended primarily for distribution in Soviet-bloc countries. Not surprisingly, they were found in both the Moscow and Leningrad Conservatories, and many Soviet artists, such as Gilels and Richter, frequently performed on them. Through the 1970s, under Kosygin, the Soviets began to increase their exports to the West, and a few Estonias were made available for sale in the United States and the United Kingdom, usually at highly discounted, “loss leader” prices to propagandize their commitment to culture. For example, in the late 1970s, the Estonia concert grand was being retailed in London for about £9,000 (then about $13,500)—which obviously was not a sustainable business model without government subsidies.

			In 1994, three years after the Soviet Union fell, the firm was privatized, and a decision was made to continue operating under the Estonia name. The company is now largely owned by its over one hundred employees and produces only grand pianos at the rate of about three hundred per year. It now markets more aggressively in the United States, and its American offices are based in Nanuet, New York, about nineteen miles north of Manhattan. At present, Estonia builds five separate models ranging in size from 168 cm (about 5'6") to 274 cm (9'). In recent years, the Estonia has received praise from a sizeable number of prominent Western pianists, including Claudio Arrau, Oscar Peterson, and Marc-André Hamelin. See http://www.estoniapiano.com.

			Eugene Ysaye Competition. See Queen Elisabeth Competition.

			Evans, Bill (b. Plainfield, New Jersey, 1929; d. New York City, 1980). American jazz pianist and composer and one of the most admired and influential jazz artists of the postwar era. As a youngster, he studied the classics intensively, though he was fascinated by the Swing bands he heard on the radio—and later the piano work of Nat “King” Cole, whom he often cited as a major influence. He also studied the flute and violin, and in 1946, he entered Southeastern Louisiana College (now Southeastern Louisiana University) on a flute scholarship. While there, he also majored in piano, and his graduation recital included major works such as the Chopin B-flat Minor Scherzo and the first movement of the Beethoven Third Concerto (with second piano provided by his teacher). In 1950, he received both a bachelor of music and a bachelor of music education degree, and he formed a trio with guitarist Mundell Lowe—who was then working in New Orleans—and bassist Red Mitchell. Though the group worked intermittently in New York and other cities, their progress was disrupted by Evans’s draft notice. Fortunately, he was stationed for the next three years at Fort Sheridan outside of Chicago, where he was able to play occasional club dates. He was now developing his own style, which drew heavily from Cole’s influence, as well as the block chord structures of George Shearing. But he often took criticism badly, secluding himself for a time after his discharge and eventually turning to drugs. He returned to New Jersey and set up a studio in his parents’ home, studying intensively and entering the Mannes College of Music in New York in 1955, where he studied composition.

			Evans soon began working with jazz arranger and theoretician George Russell, who chose him for an all-star sextet on a 1956 LP for RCA’s “Jazz Workshop” series. Evans takes an impressive solo in Russell’s Concerto for Billy the Kid, which displays the acknowledged influence of Lenny Tristano, the rapid runs (doubled in octaves) of Bud Powell, and a fascination with Russell’s harmonic concepts that centered heavily on the Lydian mode. Later that year, Orrin Keepnews, jazz historian and producer for Riverside Records, agreed to let Evans front a trio for New Jazz Conceptions, an album for which he was joined by bassist Teddy Kotick and Paul Motian, the drummer who had backed Russell’s sextet. For the most part, the album treats popular standards, but Evans provides some impressive solo work on Rodgers and Hart’s “My Romance” and his own “Waltz for Debby,” which he had written several years earlier during his army service. One of the album’s high points is his virtuosic treatment of Ellington’s “I Got It Bad,” though all the selections show an acute mastery of harmonic substitution and voicing. But though it was critically acclaimed, the album sold poorly, and its lack of popular success prompted Evans to revisit his Bach scores to improve his sense of polyphony and voice leading. Miles Davis soon became aware of his work and asked him to join his sextet, which partnered him with Bop-era icons such as Cannonball Adderley and John Coltrane. By 1958 Davis was also experimenting with modality, and he was delighted that Evans’s work with Russell had uniquely prepared him for their collaboration. In March and April of 1959, Evans joined the group to record Kind of Blue for Columbia, one of the best-selling jazz albums of all time.

			In the fall of 1959, Evans teamed up again with drummer Paul Motian and bassist Scott LaFaro to form the Bill Evans Trio, still one of the most heralded in the history of jazz. They made their first recording, Portrait in Jazz, for the Riverside label that December, and it ranks as one of the first documentations of Evans as a mature soloist. He treats popular jazz standards such as Arlen’s “Come Rain or Come Shine” and Porter’s “What Is This Thing Called Love?” with imagination and lyrical clarity while allowing his partners to have their own individual voices—especially LaFaro, in one of the most hallowed jazz pairings in history. The two albums the Trio then made capturing their live performances, Sunday at the Village Vanguard and Waltz for Debby, are also some of the most acclaimed recordings in the history of jazz, demonstrating an unprecedented degree of refined ensemble interplay. Both LPs were taken from the same live performance at the Village Vanguard on June 25, 1961, but just ten days later, LaFaro, aged twenty-five, was killed in a traffic accident. Evans was devastated, and his heroin habit escalated. Nearly a year later, he reformed his Trio with bassist Chuck Israel, and in May 1962, they recorded two albums for Keepnews that were well received. But his drug habit was becoming increasingly expensive, prodding him to switch to the more widely distributed Verve label in 1963 to record Conversations with Myself, a disc viewed as gimmickry by some but more often acknowledged as one of the greatest expressions of his genius. Using the “sound on sound” techniques that producers had been experimenting with for over a decade, Evans uses double and triple overdubbing to embroider his own solo tracks—again mostly of standards—and the LP won him his first Grammy. In 1966, he gave Puerto Rican bassist Eddie Gomez a permanent spot in the Trio, and their appearance in June 1968 at the Montreux Jazz Festival in Switzerland—with drummer Jack DeJohnette—earned him his second Grammy when it was released as a Verve LP. Later that year, he recorded another solo effort, Alone, in New York—mostly treatments of popular standards—and it garnered a third Grammy.

			Along with Gomez, Evans soon added drummer Marty Morell to the Trio, a union that lasted until 1975. After temporarily kicking his drug habit, Evans entered a period of greater personal and professional stability. In 1972, The Bill Evans Album, for which he also used a Fender Rhodes electronic keyboard, won two Grammys, and three more albums featuring saxophonist Stan Getz were well received. In 1975, Evans began collaborating with singer Tony Bennett, and they made two highly acclaimed albums together, absent a rhythm section. In his later years, Evans became addicted to cocaine, and he became extremely despondent when his older brother, Harry, committed suicide. He made his last album for the Warner Brothers label in 1979, titled We Will Meet Again, to honor a song Harry had written years earlier. Suffering from a variety of health problems, he seemed resigned to the fact that his own death was imminent, and he died of pneumonia and untreated hepatitis in September 1980 at the age of fifty-one. We Will Meet Again was awarded a posthumous Grammy in 1981. Today, Evans is acknowledged as one of the greatest keyboard masters in jazz history, with harmonic innovations heavily grounded in quartal harmony, coupled to an unparalleled finesse of execution. His musical lines sing with a clarity unobscured by pedal, and his sense of timing is impeccable.

		

	
		
			F

			Fay, Amy [Amelia] (b. Bayou Goula, Louisiana, 1844; d. Watertown, Massachusetts, 1928). American pianist, teacher, and writer. Fay’s father was an Episcopal clergyman who graduated from Harvard before being called to a parish near Baton Rouge. One of nine children, at the age of twelve, following the death of her mother, she went to Boston to live with her older sister, Melusina (“Zina”), who was attending school in Cambridge. Zina, an early feminist—and later the wife of American philosopher Charles Peirce—was an extraordinary intellect and became like a surrogate mother to Amy. She used her connections at Harvard to procure lessons from John Knowles Paine, at the time one of the most acclaimed musicians in America, and on Paine’s recommendation, Amy left for Germany at the age of twenty-five for further study. Over the next six years, she wrote to Zina prolifically, who selected many of her letters for Music Study in Germany (1880), a book that became so popular it went through twenty-five editions during Fay’s lifetime. On Paine’s recommendation, she went to Berlin to study with Carl Tausig, but when Tausig closed his school she went to Theodor Kullak (1818–82), a former Czerny student and a noted teacher. She admired Kullak’s command of the instrument, but she experienced considerable frustration at the lack of technical guidance he provided. Nonetheless, she remained with him for three years, until she entered Liszt’s class at Weimar in May 1873. Many of her highly detailed letters, filled with charm and an unpretentious honesty, serve as some of the most oft-cited accounts of Liszt the teacher, and they are considered indispensable to serious scholars. In November 1873, she met Ludwig Deppe in Berlin, and she remained under his guidance until she returned home in 1875. She became a passionate advocate of Deppe’s theories, for although she felt that Liszt “could transform us all” with “a touch of his wand,” she admitted that he offered little advice concerning technique. Neither did Kullak, who often told her, “Oh, you’ll get this after years of practice.” But she felt rejuvenated when she met Deppe, who “shows me how to conquer the difficulty now. . . . In short, he makes the technique and the conception identical, as of course they ought to be, but I never had any other master who trained his pupils to attempt it.”

			With the continuous encouragement of Zina, Fay defied many stereotypes concerning traditional women’s roles when she returned to the States, working simultaneously as concert artist, teacher, critic, commentator, and musical activist. She relocated to Chicago in 1878, where one of her most prominent students was the composer John Alden Carpenter. After her younger sister Rose, a decorative artist, married famed conductor Theodore Thomas in 1890, they worked together—along with their brother Charles, a prominent businessman—to help found the Chicago Symphony. A year later, she moved to New York, where she continued her highly popular “Piano Conversations” series, recitals where she spoke informally to the audience before performing each piece, thus anticipating the modern lecture-recital. She contributed to journals such as The Etude and the Musical Courier, and she was often candid about the manner in which the music profession tended to marginalize women, observing that men were routinely paid in advance for lessons, while women almost never were, providing parents with little incentive to keep appointments. With Zina, she founded the New York Women’s Philharmonic Society in 1899 and served as its president from 1903 to 1914.

			Fazioli. Italian piano manufacturing company based in Sacile, founded in 1981 by Paolo Fazioli (b. 1944), the sixth and youngest son of Romano Fazioli, a furniture manufacturer. Romano was also an amateur pianist, and in an effort to expand his business, he produced several experimental pianos in the 1930s before his activities were disrupted by the war. Paolo trained seriously as a pianist, but he also studied engineering at the University of Rome, and in 1978 he assembled a team of engineers, wood craftsmen, and technicians to design a “conceptually new piano.” In 1980, the first prototype, a six-foot grand (Model F 183), was produced, and prototypes for Model F 156 (about 5'1") and Model F 278 (9'1") were also created. In 1981, production began after the Fabbrica di Pianoforti Fazioli was officially established in a portion of the family’s furniture plant at Sacile, about thirty-five miles northeast of Venice, and Model F 228 (about 7'5") was introduced later that year. Today Fazioli produces six separate models, and their Model F 308 (about 10'2") is currently the largest instrument available on the commercial market. This model also includes a fourth pedal that serves as a “practice” pedal, bringing the hammers closer to the strings. Fazioli and Petrof are currently the only manufacturers offering the Magnetic Balanced Action (or MBA) as an option, a system employing magnets rather than key weights, which allows pianists to adjust the action to their tastes within seconds. According to some reports, the company currently produces only about one hundred instruments a year, but most technicians have high praise for Fazioli workmanship and materials. They use Renner and Abel actions exclusively, and Kluge keyboards. The company also prides itself on its use of “resonant spruce” for its soundboards, taken from the Val di Fiemme (also known as the “Forest of Violins”) in the Dolomite Mountain range—reportedly the forest where Stradivarius obtained his wood. To date, a great many noted artists, including Argerich, Lazar’ Berman, Brendel, Ciccolini, and Fleisher have used and praised Fazioli instruments, and Angela Hewitt performs almost exclusively on Faziolis. See http://www.fazioli.com/en.

			Feltsman, Vladimir (b. Moscow, 1952). Soviet-born American pianist and conductor. His talents were recognized early, and he soloed with the Moscow Philharmonic at the age of eleven. At seventeen, he entered the Moscow Tchaikovsky Conservatory where he studied with distinguished pianist and teacher Yakov [Jacob] Flier. In 1971, he won the grand prix at the Marguerite Long International Piano Competition (now the Long-Thibaud-Crespin Competition), and he was permitted to tour Europe and Japan. Long a critic of Soviet persecution of artists, Feltsman applied for an exit visa in 1979, but it was denied, and he was forbidden to perform for the next eight years. His desire to leave was finally granted in 1987, and since his cause was championed by Nancy Reagan, his first American recital occurred that September at the White House. This was followed by a Carnegie Hall debut in November where he contrasted Schubert and Schumann with selections from Messiaen’s Vingt Régards sur l’Enfant Jesus. Since that time he has toured and recorded widely and established himself as a highly respected teacher covering a broad spectrum of repertoire. He currently serves on the faculties of the Mannes School in New York and the State University of New York at New Paltz. Since 1994, he has also served as artistic director of “Piano Summer” at SUNY New Paltz, which welcomes gifted pianists from around the world.

			Fender Rhodes. The popular name for the Rhodes electric piano marketed by Fender and invented by Harold Rhodes (1910–2000). Rhodes, born in California, began training as an architect but dropped out of school in the 1930s to teach piano, soon developing a teaching method that amalgamated classical study with jazz improvisation. During World War II while serving in the Army Air Corps, he also gave lessons to servicemen, devising a portable twenty-nine-note keyboard fashioned with parts from a B-17 to entertain wounded men in hospital wards. After the war, he founded the Rhodes Piano Company, and in 1946 he began building the “Pre-Piano,” a faux acoustic piano with hammers that struck “tines” rather than strings, which were then amplified in a manner similar to electric guitars. The company was purchased by the Fender Electric Instrument Manufacturing Company in 1959, which in the same year introduced the Piano Bass, sometimes known as a “keytar,” which synthesized the thirty-two-note range of a bass guitar, from E1 to B3. Small enough to sit atop a piano or organ, in the 1960s the Piano Bass became popular with keyboardists who used it to create amplified bass lines. In 1965, Fender was sold to CBS, and Rhodes remained with the company to create the first Fender Rhodes piano, a seventy-three-key instrument with amplification system designed as a separate component to sit underneath the keyboard. By the late 1960s, these models had become extremely popular in college classrooms to teach “class piano,” and Fender was also marketing an accompanying “Teacher’s Model,” which allowed individual monitoring of students’ progress through headphones. Other enhancements followed in the 1970s, and in 1981, after CBS purchased ARP Instruments, Fender marketed its first synthesizer, the Rhodes Mk III EK-10, but it proved unreliable, and CBS sold the company to Roland in 1987. Roland marketed digital pianos under the Rhodes name, but Harold Rhodes disapproved of their models and managed to reacquire the rights to his name in 1997. But he was then in poor health and died three years later. In 2007, the Rhodes Music Corporation introduced a reboot of the original electric piano, known as the Mark 7. This was essentially the same instrument that won tremendous popularity in the 1970s, the choice of artists such as Chick Corea, Herbie Hancock, Miles Davis, Vince Guaraldi, and Stevie Wonder.

			Feurich. Famed German piano manufacturer currently owned by Wendl & Lung, an Austrian maker based in Vienna. The firm was founded in Leipzig in 1851 by Julius Feurich, who came from a long line of harpsichord and piano builders. The company opened a second plant in the Leipzig suburb of Leutzch in 1911, and by that time they were producing about 1,600 pianos a year. Feurich was often the choice of concert artists in Germany and throughout the world, but after World War II, the German Democratic Republic seized its assets and the company was forced to relocate to the West, first establishing a new factory at Langlau in Bavaria, and in the late 1960s at Gunzenhausen, about twenty-eight miles southwest of Nuremburg. In 1991 the company was partially sold to Bechstein, but the Feurich family took control of the name again in 1993. The original plan was for the family to control the marketing and distribution, while the actual manufacturing would be concessioned out to other firms. Until 1998, Feurichs were being built by Schimmel, using identical specifications to several of Schimmel’s models. Today, its designers work from the Wendl & Lung offices in Vienna, while the instruments are actually made in Ningbo, in the People’s Republic of China. As this is written, Feurich designs are being planned for a newer plant in Burscheid, in the Rheinisch-Bergische District of western Germany. At present, Feurich, still considered one of the finest European pianos, is building four upright models and three grand models. Its largest grand is 218 cm (about 7'2"). Like Fazioli, Feurich also offers a fourth pedal on some models, though theirs is called a “pédale harmonique,” offering “harmonic resonance.” One of the possibilities it permits is a heightened resonance on staccato notes. See http://www.feurich.com.

			Fialkowska, Janina (b. Montreal, 1951). Canadian pianist. Her father, a Polish army officer, immigrated to Canada after World War II, and her mother, who had studied with Cortot in the 1930s, was her first teacher. Her talent was recognized from an early age, and at the age of twelve she entered The Study, a prestigious girls’ school in Montreal, where her teacher was Yvonne Hubert, a pupil of both Cortot and Marguerite Long. In the late 1960s, she studied in Paris with noted teacher Yvonne Lefébure, who had also trained with Cortot. In 1970, she entered Juilliard as a pupil of Sascha Gorodnitzki (1904–86), a student of Josef Lhévinne, and she eventually became his assistant. In 1974, she tied for the bronze medal at the first Arthur Rubinstein International Competition in Tel Aviv, and Arthur Rubinstein was so impressed with her work that he agreed to mentor her career. From that time forward, she has performed with most of the world’s major symphonies and received high acclaim as a soloist and chamber musician. In 2002, her career faced a serious setback when she was diagnosed with a tumor in her left arm. She underwent surgery to remove it and later underwent a rare procedure in which muscles in her right arm were transferred to her left. For about eighteen months, she valiantly continued to play with her right hand alone, performing her own transcriptions of the Ravel and Prokofiev left-hand concertos. She successfully resumed two-handed performances in January 2004 and has subsequently again been recognized as an artist whose performances of Chopin and Liszt are unexcelled, though she has also received acclaim as a Mozart interpreter and has promoted the works of Polish composers such as Lutoslawski. Though she currently resides in Germany, Fialkowska is much revered in her native Canada. She is heard frequently on the CBC and has organized several performing arts projects to benefit the careers of young Canadian pianists.

			Field, John (b. Dublin, 1782; d. Moscow, 1837). Irish pianist, composer, and teacher. The son of a professional violinist, he received his first lessons from his grandfather, an organist, and late in 1793 the family relocated to London. Field’s father soon advanced fees to Clementi, who accepted the youth, then eleven, for a seven-year apprenticeship, and Clementi also used his connections to find work for Field’s father in London. Clementi introduced Field to many musical celebrities, including Haydn, who greatly admired his playing. Clementi was also instrumental in encouraging Field’s compositional efforts, publishing the nineteen-year-old’s set of three sonatas in 1801. When Clementi traveled through Europe, he often took Field with him, and late in 1802 they arrived in St. Petersburg, where Field became enamored with the city’s cultural climate. After Clementi secured his former pupil a teaching post in the household of General Marklovsky at Narva, Estonia, Field’s Russian career began to blossom, and in subsequent years his many appearances both in St. Petersburg and Moscow secured his reputation as the nation’s foremost pianist and teacher. Indeed, many commentators believe that Field was most responsible for what was later recognized as a “Russian School” of pianism, and he may have been the greatest European performer of his day as well. Nearly all remarked on the beauty of his tone, with a subtle sensitivity that was delivered without ostentation, placing him in sharp contradistinction to the flamboyant, less thoughtful pianists who then dominated European concert halls. He owned the autograph of Vol. II of Bach’s Well-Tempered Clavier, and he both taught and performed its fugues, which was somewhat atypical for his time period. His pupil, the composer Mikhail Glinka, remembered that “it seemed that he did not strike the keys, but his fingers fell on them as large raindrops, and scattered like pearls on velvet.” Field’s music often exploited similar subtleties, and it was immensely influential on Chopin, and even Liszt, who edited eighteen of his nocturnes for publication. With Clementi and Dussek, Field is often recognized as the third member of the “London School” of piano composition, and arguably of the three, his style forms the strongest link to the Romantic period. Like Chopin, he favored a cantabile soprano line—often with chromatic embellishment—and he frequently exploited pedal points in his bass lines.

			Firkušný, Rudolf (b. Napajedla, [now] Czech Republic, 1912; d. Staatsburg, New York, 1994). Czech-born American pianist. Firkušný’s parents lived in the Moravian city of Brno, the home of composer Leoš Janáček, who recognized the child’s gifts and began to mentor him from the age of five. The youth then studied piano at the Prague Conservatory with Vilém Kurz, whose approach to teaching was closely modeled on Leschetizky’s principles. He also studied composition with Dvořák’s son-in-law, Josef Suk, and he later pursued piano studies in Paris with Cortot and in Italy with Schnabel. He made his New York debut in 1938 to lukewarm praise, but subsequent reviews lauded him as one of the finest European artists. He fled the Nazis in 1940, living in New York for the duration of the war, but though he had intended to return home, his opposition to the communists prompted him to become an American citizen in 1948, and he did not again play in Czechoslovakia until 1990. Nonetheless, he remained a staunch advocate of Czech composers, performing four of Bohuslav Martinů’s six concertos and frequently championing the version of Dvořák’s difficult concerto revised by his teacher Vilém Kurz, before revising it further, and finally returning to the original score. Firkušný was known for the beauty of his tone, and he was considered a master of the standard repertoire from Mozart through Debussy. His virtuosity was stunning, and his musical conceptions were always original, though very much in the tradition of the Romantic grand masters. He taught for many years at Juilliard, where one of his noted students was Yefim Bronfman.

			Fischer, Annie (b. Budapest, 1914; d. Budapest, 1995). Hungarian pianist. A child prodigy, she studied at the Liszt Academy of Music with Dohnányi, to whom she always attributed her technical ease and flexibility. In 1933 she won the International Franz Liszt Competition in Budapest, which launched her career, though for the remainder of the decade she performed mostly in Europe. Because she and her husband, Aladar Toth, the director of the Budapest Opera, were Jewish, they fled Hungary in 1941 and spent the remainder of the war in Sweden. This was the only period in her life when she taught extensively. After the war, she resumed her performing career, but she did not make her New York Carnegie Hall debut until 1982, according to some, because the few recordings she had then made had not been widely circulated in the United States. She held a lifelong aversion to the recording studio because she believed that a performance could never be “finished” in the sense that it deserved preservation on disc, and she much preferred to authorize releases of live performances. When she did return to New York, she preferred to play at the Metropolitan Museum of Art because she felt most comfortable in intimate settings, although she also preferred never to be far from Budapest. Today, Fischer is recognized as an artist of profound stature with connoisseur appeal, and in the eyes of many, her understanding of Beethoven stands comparison with Schnabel’s insights. She was also highly esteemed for her Schumann, which in the words of one commentator, sounded “so fresh, tender and spontaneous as to be almost improvised.” Over the years, her recordings—both live and studio—were issued on numerous labels, and in 1977 she was asked by the Hungaroton label in Budapest to record all thirty-two Beethoven sonatas, which she had recently performed in concert. She agreed, and the engineers allowed her to use her own Bösendorfer. They were recorded over many years, and she approved portions while she was still living, but none were released until after her death. Fortunately, they are now all available on CD, and many believe they rank as one of the finest Beethoven cycles available.

			Fischer, Edwin (b. Basel, 1886; d. Zurich, 1960). Swiss pianist, conductor, and teacher. Fischer’s aesthetic approach to the German masters is seen by many as so transcendental that he ranks as one of the most influential pianists of the twentieth century. At the age of ten, he entered the Basel Conservatory, where he studied with pianist and composer Hans Huber, and at sixteen he went to Berlin for study at the Stern Conservatory with Martin Krause, a Liszt pupil who some years later taught Claudio Arrau. Fischer was also drawn to the playing—and personalities—of d’Albert and Busoni, whom he acknowledged as the greatest musical influences on his career, and he made his Berlin debut performing d’Albert’s Second Concerto. He taught at the Stern Conservatory for a number of years before World War I forced him home to Switzerland. When the war concluded, he returned to Germany, and by the early 1920s, he was being praised for his interpretations of Bach, Mozart, Beethoven, and Schubert. In 1926 he branched out to conducting with the Lübeck Musikverein before moving to Munich in 1928, where he served as conductor of the Bachverein for four years. In 1932 he succeeded Schnabel as principal piano professor at the Hochschule für Musik in Berlin, where he also founded a chamber orchestra. This was the most defining period of Fischer’s career, for he began to conduct Bach and Mozart concertos from the keyboard, a practice rarely seen since the early nineteenth century. In 1933, he recorded the Mozart K. 466 with the London Philharmonic for HMV, and a series of recordings followed where he served as both soloist and conductor. In the same year, he also began his landmark cycle of the complete Well-Tempered Clavier for HMV, which was equally groundbreaking since it was the first documentation of the entire “forty-eight” on disc.

			Fischer’s approach to Bach on the piano, though controversial in some quarters, is still seen as unexcelled by many commentators. His 1931 recording of the Chromatic Fantasy and Fugue is especially illustrative of his vision, characterized by commentator Joseph Horowitz as reminiscent of “light refracted through stained glass,” which seemingly conjured “the Gothic thunder of a great organ,” accompanied by recitatives “as articulate as any Bach evangelist.” Fischer’s Bach performances were not “authentic” in the modern sense of that term, but his counterpoint always spoke with lyrical clarity, and his conceptions could be profoundly moving, especially with works that many approached in a more cerebral fashion. To be sure, he was an uneven performer, but when he played his best, he reigned as an absolute master of technical and interpretive nuance, capable of making his instrument sing beautifully at virtually any dynamic level. But his lifelong struggle with stage fright often got the best of him, even on recordings, especially those made after World War II, where wrong notes often intrude. Modern scholars also still debate the degree of Fischer’s acquiescence to the Third Reich, though all concede that he was immensely naive in the realm of politics. German-born violinist Adolf Busch, who dismissed him as a “career opportunist,” broke relations with him after Fischer supposedly confided to him, “Now that the Jews are no longer allowed to play, the golden era begins for us.” However, others report that Fischer extended untold kindnesses to many Jewish musicians, and during the war, he also helped Dinu Lipatti escape from Nazi-controlled Romania, enabling him to reestablish himself in Geneva. Fischer was also forced to flee Germany when an Allied bombing raid destroyed his home and virtually all of his possessions, and after the war he gave a series of master classes in Lucerne which attracted some of the world’s finest young pianists. In addition to Lipatti, the list includes Alfred Brendel, Paul Badura-Skoda, Jörg Demus, and Daniel Barenboim, virtually all of whom acknowledge Fischer as a major—and in some cases the defining—influence on their art.

			Fleisher, Leon (b. San Francisco, 1928). American pianist, conductor, and teacher. Born to Jewish immigrants of modest means, Fleisher was a child prodigy whose gifts were recognized early and nurtured largely by his mother, who often prodded him and monitored his practice sessions. While still very young, he had excellent training from various San Francisco teachers, and when he was nine, Alfred Hertz, the former conductor of the San Francisco Symphony, arranged for him to play for Artur Schnabel. Fleisher arrived at Schnabel’s summer home on Italy’s Lake Como in the summer of 1938, and their relationship lasted for ten years—the Fleishers even relocated to New York City after Schnabel left Europe so that their son’s lessons would not be interrupted. Before he turned twenty, Fleisher enjoyed remarkable successes, including a New York Philharmonic debut under Pierre Monteux at sixteen, and appearances with the Chicago Symphony a year later under Leonard Bernstein—followed by four separate appearances in 1946 under both William Steinberg and George Szell. Szell also engaged the eighteen-year-old Fleisher as the first piano soloist during his inaugural season with the Cleveland Orchestra in October 1946. But despite the critical acclaim he received, Fleisher’s engagements soon declined, and his dry spell lingered until he won first prize in the Queen Elisabeth Competition in May 1952. His career then skyrocketed, enhanced by Szell’s request to join him in a long-term project recording the standard concerto repertoire for the Epic (Columbia) label. Between 1956 and 1961, Fleisher and the Cleveland Orchestra recorded twelve concertos together, including the complete Beethoven cycle.

			By Fleisher’s own account, he needed a salaried position to qualify for a mortgage to house his growing family, so in 1959 he began teaching at the Peabody Institute in Baltimore, a relationship that, at this writing, has lasted for over fifty-six years. As early as 1963, he began to notice some numbness in his right hand, and within a year, he was experiencing cramping and a lack of muscular control in his fourth and fifth fingers. With great determination, he managed to perform a Mozart concerto with Szell in April 1965, but he was forced to withdraw from the Cleveland Orchestra’s planned tour of the Soviet Union, and he performed no two-handed concerto engagements again until September 1982, when he played Franck’s Symphonic Variations in Baltimore under Comissiona—a work that he substituted for the Beethoven Fourth at the eleventh hour because it demanded fewer right-hand scales. For over thirty years, Fleisher’s condition remained undiagnosed, though he tried therapies ranging from acupuncture to psychiatry. He even had carpal tunnel surgery shortly before his Baltimore appearance, but he soon recognized that any improvement he had experienced was short lived. He exploited left-hand repertoire where possible and was engaged so often to perform the Ravel D Major Concerto that he admitted he was tiring of it. In the late 1960s, he also turned to conducting, first with the Theater Chamber Players in Washington—a group that freely embraced avant garde repertoire—while concurrently serving as both music director of the Annapolis Symphony and associate conductor of the Baltimore Symphony from 1973. After he had endured decades of frustration, Fleisher’s hand problem was diagnosed in 1994 as focal dystonia, a condition impairing nerves and muscles for which the causes are unknown. After receiving therapies consisting of Rolfing massage and Botox injections, he made a less-publicized comeback in 1995, and since that time he has continued to perform a good deal of two-handed repertoire, especially chamber music. However, it is as a teacher that Fleisher has arguably made the greatest impact on the modern pianistic world. While he continues to teach at Peabody, he is in demand the world over for master classes, to which he brings a probing intellectual analysis that seems to discover subtleties in the score without losing sight of a work’s overall shape. Yefim Bronfman and André Watts are among his most famous students. In 2007, he received Kennedy Center Honors for a lifetime of service to the arts, and in 2010, he published My Nine Lives, a personal memoir written in cooperation with Washington Post music critic Anne Midgette.

			Förster, August. German piano manufacturer located in Löbau, in the eastern part of Saxony. Founded in 1859 by August Förster (1829–97), a cabinetmaker who apprenticed with piano builders, the firm built many high-quality instruments in the late nineteenth century. In 1900, Förster’s son Cäsar opened a branch factory a few miles away across the Austro-Hungarian border at Georgswalde (now known as Jiříkov in the Czech Republic) to avoid exorbitant duties whenever they sold pianos in Austria, but the communist Czech government nationalized the plant in 1945, and until 2000, the Czech firm of Petrof was building pianos under the August Förster name. But the Löbau plant was also nationalized by the German Democratic Republic, inflicting hardships on the workers that even today the company is reluctant to discuss. The August Förster line has now been rejuvenated, and the firm currently handcrafts about 110 grands and 150 uprights annually with a staff of fewer than forty workers. Though they use Renner hammers, they make their own copper strings. They produce four models of grands, the largest of which is their “Super Mondial” Model 275 (9'1"). See http://www.august-foerster.de/cms/en/5/Home.

			Fou Ts’ong (b. Shanghai, 1934). Chinese pianist who has lived in London for most of his professional life. He was born to a family of intellectuals, and as a youngster he studied in Shanghai with pianist and conductor Mario Paci, who founded the Shanghai Symphony. In 1953, he entered the Warsaw Conservatory as a pupil of Zbigniew Drzewiecki, a Chopin specialist who had trained in Vienna under Marie Pretner, a Leschetizky pupil. In 1955, he placed third in the International Chopin Competition, and his playing so impressed the judges that he won the Mazurka Prize. Since that time, Fou has been recognized for a special affinity for these works, and when Martha Argerich won the Chopin Competition (and the Mazurka Prize) in 1965, she acknowledged his recordings as a major influence. In 2005 in Warsaw, he recorded eighteen of the mazurkas on an 1849 Érard for the Fryderyk Chopin Institute. His work has also been highly praised by Leon Fleisher and Radu Lupu, and his discography includes a critically acclaimed disc of Scarlatti sonatas. He regularly serves as a juror at many prestigious international competitions.

			Frager, Malcolm (b. St. Louis, 1935; d. Pittsfield, Massachusetts, 1991). American pianist. His father was a successful merchant, and his talent was recognized early. After hearing Carl Friedberg perform in 1948, Frager managed to convince his parents to send him to New York when he was fourteen so that he could study privately with him, and he worked with the pianist from 1949 until his death in 1955. Frager was also a cultivated intellectual, and in 1957 he graduated Phi Beta Kappa from Columbia University with a major in Russian studies. His international career was launched by winning two competitions in successive years, the Leventritt in 1959 and the Queen Elisabeth in 1960. He was immediately recognized for a virtuosic command enhanced by a penetrating musical intellect, and his 1960 RCA recording of the Prokofiev Second Concerto with René Leibowitz and the Paris Conservatoire Orchestra was nominated for a Grammy. But many have commented on Frager’s inability to achieve the level of popularity of his American contemporaries such as Van Cliburn and John Browning, and some have suggested that his aversion to showmanship and ostentation may have held him back. He was a serious artist, as much at home in a Mozart concerto as he was with Tchaikovsky, and he even studied many composers’ autographs before adding those works to his repertoire—an uncommon practice in the early 1960s. He also promoted the Sonatas of C. P. E. Bach; performed Haydn, Mozart, and Schumann on period instruments; and was a champion of Weber’s concertos. For many years, Frager made New York City his home, but in 1969 he and his wife relocated to a seventy-acre farm near Lenox, Massachusetts, virtually adjacent to the Berkshire Music Center and the Tanglewood Festival. In 1978, he recorded a number of Chopin selections on a Bösendorfer Imperial grand to celebrate the manufacturer’s 150th anniversary. Although in his later years his engagements were rarely with major orchestras, he was still extremely active as a soloist and chamber musician. Frager was a Christian Scientist, and it is not generally known what degree of medical treatment he may have had, but he had been suffering from cancer for over a year before he died at the age of fifty-six.

			François, Samson (b. Frankfurt, 1924; d. Paris, 1970). French pianist. The son of a French diplomat, he lived in several European countries as a child, and before he was six, he received instruction in Italy from opera composer Pietro Mascagni. In Paris, he later worked with Yvonne Lefébure and Cortot at the École Normale, as well as with Nadia Boulanger. In 1938, he also began working with Marguerite Long at the Paris Conservatory, and five years later he won the piano division of the first Marguerite Long–Jacques Thibaud Competition (now the Long-Thibaud-Crespin Competition), which helped launch his international career after the war. EMI record producer Walter Legge took a special interest in him and brought him to England, where his recital and orchestral appearances proved very popular. But many have observed that François’s dashing, movie star–like appearance often made him more effective in live performance than in the recording studio, and he was frequently criticized for rhythmic liberties in Chopin, for example, that some critics viewed as eccentricity rather than musically justifiable rubato. But his imaginative quirkiness was used to wonderful effect in 1959 when he collaborated with André Cluytens to record the two Ravel concertos for EMI, an LP that won the Prix de l’Académie du Disque Français and which many still consider unexcelled recordings of Ravel’s masterpieces. François was an avid jazz fan, and he even collaborated with singer Peggy Lee, but he also loved the high life, drinking excessively and partying the night away—a lifestyle that probably contributed to his heart problems and his early death at the age of forty-six.

			Frankl, Peter (b. Budapest, 1935). Hungarian-born British pianist. He studied at the Liszt Academy with Ákos Hernádi, a pupil of Bartók, Dohnányi, and Schnabel. A poetic, cultivated pianist, Frankl has been praised for his understanding of mood and for the beauty of his sound. He has recorded the complete works of Schumann and Debussy on the Turnabout label, but his Chopin and Bartók interpretations have also been highly acclaimed. He has lived in London since 1970, and since 1987 he has been a visiting professor at the Yale School of Music.

			Frederick Collection of Historic Pianos. A collection of playable historic pianos that serves as the basis of the Historical Piano Study Center, located in Ashburnham, Massachusetts, about fifty-five miles northwest of Boston. The pianos have been beautifully restored by Edmund Michael Frederick, who maintains the collection in partnership with his wife, Patricia. The Fredericks began collecting historic pianos in 1975 in Ohio, and after they relocated to Massachusetts in 1984, they housed the instruments in their home. Since 2000, the Stevens Library, a handsome 1890 brick building that once was Ashburnham’s town library, has served as the collection’s home. At this writing, there are twenty-six instruments on display, ranging from a Viennese-style fortepiano from about 1790 by an unknown maker to a 1928 Érard—with several more pianos currently awaiting restoration. Highlights of the collection include an 1805 Clementi, a Graf from about 1828, several Streichers, and five Érards, including an 1877 Extra-grand modèle de concert, a ninety-key instrument extending down to G0. The Study Center can seat about twenty-five for master classes, lecture-recitals, workshops, seminars, and panel discussions. The Fredericks regularly host individual and group tours of the collection, which is open to the public two days a week, year-round. In 1985, the couple also established Historical Piano Concerts Inc., which maintains a recital series featuring pianos in the Frederick Collection, and at this writing about a dozen concerts are presented annually in the fall and spring. Held within walking distance of the Stevens Library in the acoustically sympathetic Ashburnham Community Church, the concerts feature distinguished artists performing major works on instruments historically and aesthetically appropriate for their period. Numerous recordings of instruments from this collection are also available commercially. See http://www.frederickcollection.org.

			Freire, Nelson (b. Boa Esperança, Brazil, 1944). Brazilian pianist. His talent was recognized early, and when he was twelve he won a grant for study in Vienna with Bruno Seidlhofer, who also taught Friedrich Gulda. Within two years, he was playing concerts in many European cities. Freire has been praised for his virtuosic command of the instrument, but earlier in his career he was sometimes criticized for subordinating musical values to technical display. However, in recent years he has received high acclaim for his recordings of Chopin and Liszt, and he has been especially praised for his performances of the music of his countryman, Heitor Villa-Lobos. Freire has also given numerous four-hand programs with Martha Argerich; they toured Japan in 2003, Brazil and Argentina in 2004, and the United States and Canada in 2005.

			Friedberg, Carl (b. Bingen, Germany, 1872; d. Meran, Italy, 1955). German pianist and teacher. At the Hoch Conservatory in Frankfurt, he was a pupil of the Dutch-German pianist James Kwast (who had studied with Czerny pupil Theodor Kullak), and he also studied with Clara Schumann. Friedberg himself began teaching at the Hoch Conservatory in 1893, where one of his students was a young Percy Grainger. Soon, he also developed a close relationship with Brahms, who greatly admired his playing and personally coached him in a great many of his works. His concert career spanned some sixty years, and he made his Vienna orchestral debut in 1900 under Mahler’s baton. In 1904 he began teaching at the Cologne Conservatory, but his tenure was cut short in 1914 by the outbreak of World War I while he was on tour in America. Unable to return home, he remained in New York, giving numerous master classes at the Institute for Musical Art (now Juilliard), which were well received. He returned to Germany at the war’s end and was offered the principal piano professorship at the Berlin Hochschule, but in 1923 he was persuaded instead to return to New York, where he became the major piano professor at the newly renamed Juilliard School, remaining there until his retirement in 1946. One of his most prominent Juilliard students was William Masselos, and after his retirement in 1949 he began giving private lessons to the fourteen-year-old Malcolm Frager. On the advice of Dame Myra Hess, Bruce Hungerford began lessons with Friedberg in the early 1950s, and they remained close until Friedberg’s death.

			Friedheim, Arthur (b. St. Petersburg, 1859; d. New York City, 1932). Russian-born pianist and conductor. The son of an army officer, Friedheim began piano lessons with a student of Anton Rubinstein at the age of six. At fourteen he began studying with Rubinstein himself, remaining with him for four years until 1877, when his interest in composition led him to Liszt, whose music he felt was more adventurous. After he arrived at Weimar in 1878, he and Liszt grew especially close, and when Liszt relocated to Rome in the autumn of 1881, Friedheim even became his secretary, answering the many letters which by then—according to Liszt—would demand “ten hours a day . . . if I were to pay my debts of correspondence.” After Liszt’s death in 1886, Friedheim was based briefly in Leipzig, but he toured widely, promoting his late master’s piano works. His New York debut was in 1891, and in the newly opened Carnegie Recital Hall he performed three mammoth recitals in a week’s time, one of which was devoted entirely to Liszt’s music. Friedheim was based in London for many of his most productive years between 1897 and 1908, when he assumed the directorship of the Guildhall School of Music as well as the Royal Manchester College of Music, and he finished his most successful opera, Die Tänzerin (The Dancer), which was well received in Germany. He returned to New York in 1910, and many engagements in the United States, Canada, and Mexico quickly followed, but his German-sounding name was sufficient to deny him success when World War I broke out. He was unable to return home, and for a time he was even forced to work as a cinema pianist. After the war, his fortunes greatly improved, and he taught in New York until 1928 when he moved to Los Angeles for his health, becoming one of the first pianists to broadcast widely on the radio. In the early 1920s, one of his New York students was Rildia Bee O’Bryan, the mother of Van Cliburn, whose admiration for him seemed unbounded. Friedheim was widely acclaimed as one of the greatest pianists of his day, and those who heard both artists compared his virtuosity to that of Rachmaninoff. In the 1920s, he edited all the Chopin etudes for Schirmer, an edition that is still widely used. He also left two manuscripts of memoirs that were blended into a single volume and published in 1961 as Life and Liszt: The Recollections of a Concert Pianist.

			Friedman, Ignaz (b. Podgórze, Poland, 1882; d. Sydney, Australia, 1948). Polish pianist and composer, often ranked by his peers as one of the greatest virtuosos of all time. Born to a Polish violinist of modest means, Friedman was recognized as a prodigy, though he remained in Poland until 1900, when he went to Leipzig to study composition with Hugo Riemann, arriving in Vienna in the following year for studies with Leschetizky. He made his Viennese debut in 1904 performing no fewer than three large concertos on the same evening: the Brahms First, the Tchaikovsky First, and the Liszt E-flat, and for the next forty years, he was rarely out of the public eye, having performed some 2,800 concerts by the end of his career. In addition to the major European capitals, he appeared in Iceland, Turkey, Palestine, and Japan. When the war came in 1914, he relocated to Copenhagen for the duration, appearing in the United States for the first time in 1920 and making his first acoustic recordings for American Columbia in 1923. Friedman remained with Columbia throughout his career, and today he is often most acclaimed for his Chopin mazurkas, for which his youth in the Polish countryside had uniquely prepared him. In all, he recorded nearly forty Chopin compositions, and the five etudes he left are filled with miraculous moments, though he takes liberties—especially at cadences—that might be considered unacceptable by today’s standards. His imaginative inspirations were complemented by an unassailable virtuosic ease and an unmatched range of coloring and dynamics that often shines through, even on discs made in the 1920s. In 1940, he accepted an engagement in Australia and decided to settle there, remaining until his death, though his playing career was cut short in 1943 by persistent neuritis that afflicted his hands.

		

	
		
			G

			Gabrilowitsch, Ossip (b. St. Petersburg, 1878; d. Detroit, 1936). Russian-born American pianist, conductor, and composer. As a youngster, Gabrilowitsch trained at the St. Petersburg Conservatory under a veritable who’s who of Russian luminaries, including Anton Rubinstein, Anatoly Lyadov, Alexander Glazunov, and Nikolai Medtner. On Rubinstein’s recommendation, he went to Vienna in 1894, where he studied with Leschetizky for two years. He made his Berlin debut in 1896, performing in New York for the first time in 1900. A year earlier in Vienna, he had met twenty-five-year-old Clara Clemens, the daughter of writer Mark Twain and a contralto who was then studying piano with Leschetizky. They performed together on occasion and were married ten years later. Twain was then very ill, and they remained with him until he died in April 1910. Four months later, their only daughter, Nina, was born at the family’s Connecticut home before they left for Germany, where Gabrilowitsch had been appointed conductor of the Munich Konzertverein (later the Munich Philharmonic). His position was discontinued with the outbreak of war in 1914, but they remained in Munich until 1917, when he was imprisoned during an anti-Semitic pogrom launched by the NSDAP (Nationalsozialistische Deutsche Arbeiterpartei), the National Socialist German Workers’ Party. He was freed only through the intervention of the future Pope Pius XII (then the Bavarian archbishop Eugenio Pacelli), and they were able to flee to Zurich before booking passage to the United States.

			After the war, Gabrilowitsch was offered the directorship of the Boston Symphony but turned it down, instead recommending the recently emigrated Rachmaninoff, who also declined it. But in 1918 he did accept the directorship of the Detroit Symphony on condition that his schedule allow him the freedom to concertize and that a new hall be built—the present Orchestra Hall, which opened in October 1919. Over the next decade, he brought a new standard of quality to the symphony, and—mirroring Rubinstein’s practice—he also toured with a series of “historical recitals,” tracing keyboard literature from the English Virginalists through the early twentieth century. In 1905, Gabrilowitsch was one of the earliest pianists to record for the Welte-Mignon reproducing piano, and in the 1920s he also made rolls for Duo-Art, including some highly acclaimed renderings of Chopin etudes. Although he did not record widely, between 1924 and 1928 he recorded some Romantic miniatures, including a few of his own compositions, for the Victor label. Gabrilowitsch distinguished himself as a chamber musician as well, and in 1923 he made a highly acclaimed acoustic recording of Schumann’s Quintet, op. 44, with the Flonzaley Quartet, and the musicians created an electrical version of the same work four years later. For a number of years, he also performed two-piano recitals with Harold Bauer, and in 1928 they made a famous recording of Arensky’s waltz from his op. 15 Suite.

			Ganz, Rudolph (b. Zurich, 1877; d. Chicago, 1972). Swiss-born American pianist, teacher, and conductor. Ganz worked with various teachers in Switzerland, and in 1899 he arrived in Berlin for studies with Busoni. Two years later, Florenz Ziegfeld Sr. invited him to chair the piano department of the Chicago Musical College, and he remained associated with the school (absorbed by Roosevelt University in the 1950s) in various capacities until his death—except for the seven years between 1921 and 1927 when he served as conductor of the St. Louis Symphony. He returned to the CMC in 1928, and between 1934 and 1954 he served as its president. Ganz was also a composer, and he introduced a good deal of modern music in his recitals. He invited Arnold Schoenberg to join the CMC after he was installed as president, but Schoenberg declined for health reasons, settling in Los Angeles instead. Busoni dedicated his first sonatina to Ganz, Ravel dedicated the Scarbo from his Gaspard de la nuit to him, and Griffes dedicated “The White Peacock” to him. Although he did not record widely, he made a number of acoustic recordings for Pathé between 1918 and 1921, with mostly conventional repertoire. He also appeared on national radio programs such as NBC’s Kraft Music Hall, performing composers as diverse as Rameau and Scriabin, and many of these performances have been preserved. Just after World War II, he made an album of 78s for American Decca devoted to the music of Edward MacDowell, a composer he also championed.

			Garner, Erroll (b. Pittsburgh, 1923; d. Los Angeles, 1977). American jazz pianist and composer. Garner’s gifts were recognized early, and at the age of ten, he appeared in a child novelty act on Pittsburgh station KDKA. Despite the fact that he came from a musical family, he never learned to read music, an impediment that denied him membership in the Musician’s Local. As a teenager, he followed in the footsteps of his older brother Linton, appearing in numerous clubs around the city, but since he was not permitted to perform with union members, he was forced—in his words—“to sound like a band.” Indeed, Garner soon developed one of the most distinctive, immediately recognizable piano styles in the history of jazz, with thickly voiced chords that George Shearing once characterized as “kind of a ‘shout,’ just like a huge ensemble of brass and saxophones.” Garner arrived in New York in 1944, soon forming a trio with bassist John Simmons and drummer Harold “Doc” West, and their 1945 recording of David Raksin’s “Laura” was a best seller. By 1948, Garner was headlining at the Three Deuces on New York’s 52nd Street with bassist Oscar Pettiford and drummer J. C. Heard, and by the mid-1950s, a number of concert and television appearances had cemented his appeal far beyond the immediate jazz community. His fame was further assured when the popular ballad “Misty,” which he wrote in 1954, was embraced by entertainer Johnny Mathis as a signature tune. Garner’s characteristic style—clusters of rich, compound harmonies, slightly delayed, against a rhythmically taut left hand—was often imitated and occasionally parodied by amateurs and professionals alike.

			Gekić, Kemal (b. Split, Croatia [then Yugoslavia], 1962). Croatian-born American pianist. His earliest training was with his aunt, Lorenza Baturina, a professor at the local conservatory in Split, and at sixteen he entered the University of Novi Sad as a student of Jokuthon Mihailović, who had trained at the Moscow Conservatory. Gekić received his bachelor’s degree in 1982, followed by a master’s in 1985, at which time he was appointed to the university’s piano faculty. But though he had earned highest honors in his studies, Gekić was already leaving controversy in his wake, and at times he seemed to welcome the criticisms he drew from the musical establishment. In 1985, the year of his graduation, he entered the International Chopin Competition in Warsaw, and despite negative assessments from jurors who kept him from the finals, a recording made from his competition appearances sold over sixty thousand copies in Germany and over eighty thousand in Japan, where he quickly became a cult figure. More controversy erupted at the 1988 Montreal Competition, when he was again eliminated from the finals. This time the audience became so indignant that within five days a recital was organized for him elsewhere in the city that drew standing room only, and a week later, over two hundred had to be turned away from his recital at Montreal’s McGill University. Though one Montreal critic described his performances as a “wild fireworks extravaganza,” replete with exploits that seemed “to defy the laws of nature,” she also noted that his approach was “intelligent, sensitive, imaginative, and electrifying.” Liszt scholar Alan Walker has described Gekić as a “phenomenal” pianist, whose “transcendental performances of the Figaro Fantasy and Chasse Neige are beyond compare,” but he still evokes controversy in many quarters. In Japan, where he has two national fan clubs, Gekić is highly regarded as a great Liszt player, and his Transcendental Etudes on the JVC Music Japan/USA label is considered by many Japanese as the finest ever made. In 1999, he began teaching at Florida International University, and he has been a frequent participant in the Miami International Piano Festival. His 2012 GamaMedia release of the twenty-seven Chopin etudes has been well received by many.

			Geneva International Competition (Concours International d’Exécution Musicale de Genève). A competition founded in 1939 and held at the Geneva Conservatory for a variety of instruments, voice, conducting, chamber music, and—most recently—composition. Though the first-prize winners have not been predominantly pianists, Arturo Benedetti Michelangeli won the award in 1939—the competition’s inaugural year—Friedrich Gulda won in 1946, and Martha Argerich in 1957. Second prizes went to Malcolm Frager in 1955 and Maurizio Pollini in 1957. See http://www.concoursgeneve.ch.

			Genhart, Cécile (Staub) (b. Basel, Switzerland, 1898; d. Rochester, New York, 1983). Swiss-born American pianist and teacher. The daughter of organist and conductor Gottfried Staub, she was from an intensely musical family, and her father was intimate with many prominent musicians of the day, including Max Reger, Fritz Kreisler, Albert Schweitzer, and Walter Gieseking. During World War I, she played for both Busoni and d’Albert in Zurich, and she also studied intensively with Emil Frey, a student of Breithaupt. She made her European debut in Zurich in November 1920 before relocating to Munich to attend the master classes of Austrian pianist Josef Pembauer, and eventually reaching Berlin in October 1921, where she began studying with Edwin Fischer. In December 1922, she made her Berlin Philharmonic debut under its concertmaster, Otto Marienhagen—who conducted in place of the ailing Fischer—performing both the Beethoven First and the Brahms Second. After she married choral conductor Herman Genhart, they arrived in Rochester, New York, in 1924 so that Herman could join the faculty of the newly established Eastman School of Music. She made her Carnegie Hall debut in November 1925, and the following year Eastman’s director, Howard Hanson, asked her to join the school’s faculty, where she remained until her retirement in 1971. In the summer of 1929, she began studying in London with Tobias Matthay, and her admiration for him seemed boundless. Genhart taught dozens of prominent pianists and teachers, including Stewart Gordon, Anne Koscielny, and John Perry, and her student Barry Snyder, who has served on the Eastman faculty since 1970, won second prize in the Van Cliburn Competition in 1966.

			Gershwin, George (b. Brooklyn, 1898; d. Hollywood, California, 1937). American jazz/popular pianist and composer. Born Jacob Gershovitz to Russian immigrants, Gershwin had no formal piano lessons until he was twelve, and at fourteen he began studying with the Wisconsin-born Charles Hambitzer, who performed at New York’s Waldorf-Astoria and taught privately on the Upper West Side. Hambitzer immersed his pupil in standard classical repertoire and served as his mentor until his own death in 1918. But arguably, Gershwin’s most valuable keyboard skills were honed at the Tin Pan Alley offices of Jerome H. Remick & Company, where, after dropping out of school at the age of fifteen, he began working as a song plugger. Here the necessity of producing any song in Remick’s catalog at a moment’s notice undoubtedly strengthened his improvisational ability and his familiarity with the latest popular styles, which at that time were becoming increasingly influenced by ragtime and jazz elements. In fact, the first song Gershwin wrote with his older brother, Ira—which appeared in a Broadway review in 1918—was called “The Real American Folk Song (Is a Rag).” Gershwin’s meteoric rise to fame as a Broadway composer soon followed, and his piano skills often reinforced his popularity. By the time his show Lady, Be Good! opened in New York in December 1924, his piano virtuosity was already well documented by the Victor recording of Rhapsody in Blue which he had made with Paul Whiteman the previous June. Lady, Be Good!, which starred Fred and Adèle Astaire, proved so successful that a London production opened on April 14, 1926, and just six days later, Gershwin—who was already being lionized by the Mayfair set as “the American Liszt”—went to the Columbia studios with the Astaires to make his first electrical recordings. His imaginative, often frenetic improvisations under their singing—especially in the song “Fascinatin’ Rhythm”—provide a rare glimpse into his versatility, as well as the endemic popularity of jazz idioms in the 1920s. Gershwin returned to Columbia’s London studios in November to record four songs from his hit show Oh, Kay!, where he employed similar harmonic and rhythmic inventiveness in songs like “Clap Yo’ Hands” and “Someone to Watch Over Me.”

			Gershwin’s desire to be taken seriously as a symphonic composer has also been well documented, and understandably, he relished the company of serious performers and composers. As early as 1923, he accompanied Canadian soprano Eva Gauthier, and three years later British contralto Marguerite d’Alvarez asked him to join her in a series of recitals. She also requested he compose a serious piano work to enhance their tour, and at her recital at New York’s Roosevelt Hotel on December 4, 1926, he performed five preludes, some of which were developed from melodies in his song sketchbook. Three of these were published in 1927, and he recorded them in London in June 1928, though his renderings seem a bit straightforward and lacking in nuance. However, his two recordings of the Rhapsody with Whiteman—the second an electrical version for Victor in April 1927—are far more instructive. In both accounts, Gershwin dispatches the virtuosic passages with ease, molding his phrases with bold imagination and clarity. Regrettably, he never recorded his Concerto in F, which he premiered with Walter Damrosch and the New York Symphony in 1925, though a studio broadcast of the third movement has survived. On November 9, 1933, Gershwin joined the house orchestra on The Fleischmann’s Yeast Hour—a weekly NBC radio program hosted by Rudy Vallée—to deliver a whirlwind reading of Eliot Jacobi’s abridged arrangement with spirit and conviction.

			Gieseking, Walter (b. Lyon, France, 1895; d. London, 1956). German pianist, considered by many to be the greatest Debussy interpreter of the twentieth century. The son of a German physician and entomologist who worked in southern France, Gieseking played the piano from a young age but did not begin formal study until his parents returned to Germany in 1911. He entered the State Conservatory of Hanover at the age of sixteen, where he studied for several years with Karl Leimer (1858–1944), to whom he credited his pianistic success. His progress was rapid, and he performed all the Beethoven sonatas in Hanover in 1915 before being called to active duty a year later. He resumed his career after the war, making his Berlin debut in 1920 and his first recordings for the German Homocord label in 1923. His affinity for Debussy was already apparent, exemplified by the acoustic recordings he then made of several shorter works, including the two Arabesques (which he rerecorded in 1927 to benefit from the newer microphone technology). His career soon reached international status, and he was being increasingly sought in France, England, and America. A large man, Gieseking towered over the keyboard, making the piano roar at one moment and speak with virtually inaudible pianissimos in the next, but the most distinctive feature of his effortless technique was the range of coloring he imparted both to the German masters and especially to Debussy and Ravel. Debussy’s widow, the former Emma Bardac, felt he was a virtual reincarnation of her late husband and acknowledged, “At last I have found one pianist who plays his works with understanding. . . . I close my eyes and feel the master is playing again.” In 1930, Gieseking and Karl Leimer published The Shortest Way to Pianistic Perfection, collaborating again in 1938 to produce a book devoted to pianistic coloring. Both works were centered on Leimer’s theories concerning the value of studying scores away from the keyboard and training the pianist’s mental faculties, techniques which Gieseking employed throughout his career with remarkable success: it was said that he once learned one of Hindemith’s sonatas on a train and performed it the same evening in public.

			Gieseking made some of his most memorable recordings for Columbia in the late 1930s, including the Beethoven “Waldstein,” which he recorded in Berlin in 1938, and the “Appassionata,” which he set down in New York in 1940, but he did not play again in America for well over a decade. He remained in Germany during World War II, and though many artists—rightly or wrongly—were branded as Nazi apologists in the postwar years, Gieseking’s case was arguably more complex. In the fall of 1945, his perceived complicity prodded an Allied tribunal to blacklist him, but he was cleared of all wrongdoing by the U.S. State Department in February 1947, which now insisted that there was not “one scintilla of evidence” that he had unnecessarily aided the Nazis. Though he was soon performing again in Europe, a major campaign was waged by various American interests to discredit him, and about four hours before his scheduled Carnegie Hall recital on January 24, 1949, he was detained by the Justice Department, which now claimed to hold “new evidence” of his guilt. In fact, the charges proved to be groundless, but when given the choice of a four-to-six-week confinement on Ellis Island or immediate deportation, Gieseking chose to leave the United States without playing a note in any of the thirty-eight cities where he had been engaged. Four years later in April 1953, he returned to a cheering New York crowd and toured throughout America until his death, though some critics commented that his technical powers seemed to be fading. However, the EMI LPs devoted to the complete solo works of Debussy and Ravel are among the finest in his discography and are still acknowledged by many as definitive.

			In 1954, EMI also released a set of eleven LPs recorded in London devoted to the complete works of Mozart, making Gieseking the first pianist in history to record the sixty-three works comprising the composer’s solo output. But some complained that his interpretations lacked drama, and Harold Schonberg of the New York Times, while praising Gieseking for his tonal control and coloring, even lamented, “One feels that only too often he is merely playing notes.” His career was seriously derailed yet again in December 1955 when, because of fog, he and his wife were forced to take a bus from the Frankfurt airport to Stuttgart, and icy roads caused the driver to crash into a concrete wall. Gieseking’s wife was killed, and it was feared for a time that he might have suffered brain damage, but he returned to Carnegie Hall the following March. His final recording project for EMI was a projected cycle of the thirty-two Beethoven sonatas, which he had begun in London in 1955, and though he did not live to complete it, he recorded until the last week of his life. Late in October 1956, he fell ill while recording the op. 28 Sonata, “Pastorale,” and was taken to a London hospital where, after emergency surgery, he died several days later. He only completed the sonata’s first three movements, which EMI later released.

			Gilels, Emil (b. Odessa, 1916; d. Moscow, 1985). Soviet pianist. As a youth, he studied in Odessa with Yakov Tkach, who sternly insisted on an intense regimen of scales and technical calisthenics—at times driving his pupils to tears—though years later Gilels expressed appreciation for the foundation he had received. He gave his first recital in Odessa at the age of twelve and was soon accepted as a student at the Odessa Conservatory, where he studied with Bertha Reingbald from 1929 to 1935. This was an extremely influential period in the young pianist’s development, for where Tkach had been merely a draconian taskmaster, Reingbald was widely cultured, and she exposed him to a wealth of art and music that had been previously unknown to him. In 1935, he entered the Moscow Conservatory as a pupil of the renowned Heinrich Neuhaus, who taught Richter and many other successful pianists, but their relationship was complicated. Gilels had already won a major Soviet competition and was viewed by many as a rising star—in fact Arthur Rubinstein had told the teenage pianist that if he ever came to America, he would eclipse all the competition. But Neuhaus saw him merely as a competent technician seriously lacking in artistic development, and he was often undiplomatic. At times Gilels was deeply wounded by his bluntness, as he constantly sought his approval and felt it was never fully received. The seminal event in his career occurred in Brussels in June 1938 when he won the first piano contest hosted by the Ysaÿe Festival (now the Queen Elisabeth Competition), though his subsequent appearances were seriously restricted by the controls Stalin placed on Soviet artists, as well as by the war that soon devastated most of Europe. In 1938, Gilels began to teach at the Moscow Conservatory, and he premiered Prokofiev’s Eighth Sonata in 1944, but he was not heard in the West until 1947, when he was permitted to play in some European capitals. In America, he was known only through sporadic radio broadcasts, and it was only as a result of the Eisenhower administration’s participation in a July 1955 Geneva summit conference proposing Soviet-American cultural exchanges that the impediments of the United States were slightly eased. Gilels finally appeared with Ormandy and the Philadelphia Orchestra the following October, performing the first Tchaikovsky concerto, and he became an immediate success with American audiences. Subsequently, he was recognized as one of the great Soviet pianists of the twentieth century, and his tour schedule soon became so busy that by the mid-1970s he had stopped teaching at the conservatory. He suffered a heart attack in 1981, and his health declined soon thereafter. Gilels was most known for his authoritative performances of the German masters, and his performances of Scarlatti and Chopin were also much admired.

			Gina Bachauer International Piano Competition. A piano competition known originally as the Brigham Young University Summer Piano Festival and International Competition and held on the BYU campus in Provo, Utah, from 1976 to 1980. In 1980, the event was moved to Salt Lake City and renamed the Gina Bachauer International Piano Competition to honor Gina Bachauer, who was a great favorite of Salt Lake audiences when she appeared with the Utah Symphony under Maurice Abravanel. The symphony now serves as a principal sponsor, and for a time the competition was held on a biennial schedule, with the gold medalist receiving a Steinway grand piano and a New York recital debut. In 1983, the Bachauer Foundation was admitted as a member of the World Federation of International Music Competitions based in Geneva, and since that time it has become affiliated with a wide network of competitions throughout the world. The Bachauer, which is now held every four years, has an artist, a young artist, and a junior division. See http://www.bachauer.com.

			Godowsky, Leopold (b. Žasliai, near Kaunas [now Lithuania], 1870; d. New York City, 1938). Polish-born American pianist, composer, and teacher. Born in an extremely small town at the convergence of the Polish, Russian, and Lithuanian borders, he was reared by his mother and a foster family in Vilnius, Lithuania. Despite the fact that he appears to have had little training, he blossomed into a prodigy and was composing and concertizing by the age of nine. He did study briefly in Berlin with Ernst Rudorff, a pupil of Moscheles, and he made his American debut in Boston at the age of fourteen. He was back in Europe by 1887, living in Paris where he was briefly mentored by Camille Saint-Saëns. He returned to the States in 1890, where he remained for a decade, concertizing and teaching in New York, Philadelphia, and Chicago. In 1900 he returned to Berlin, where his debut was so successful that he remained in the German capital for nearly a decade before relocating to Vienna in 1909 to assume Busoni’s class at the Academy of Music. He stayed in Austria until the outbreak of war in 1914, though he did return to America in 1912 to concertize and make some early gramophone records for Columbia. World War I prompted him to emigrate permanently to the United States, where he and his family engaged in a peripatetic lifestyle, living in New York until 1916, Los Angeles until 1919, and Seattle until 1923. Godowsky spent the rest of his life in New York, though he toured widely, often performing in remote locales such as Japan, Cuba, and Java.

			In 1920, Godowsky began to record for American Brunswick, and he also made some Duo-Art rolls before signing with British Columbia in 1928. Always nervous in the studio, while in London recording the Chopin E Major Scherzo in June 1930, he suffered a stroke that left him partially paralyzed and effectively ended his performance career. Nonetheless, the scherzo proved to be a remarkable recording and every bit the equal of his highly acclaimed Grieg G Minor Ballade, which he had recorded in London a year earlier. In his prime, Godowsky—universally recognized as one of the greatest keyboard masters—was idolized by most of the world’s leading pianists, including Hofmann, Pachmann, and Rachmaninoff. He also composed some fiendishly difficult arrangements of Strauss waltzes, as well as fifty-three transcriptions (counting alternative versions of the same study) of Chopin’s etudes, which many modern pianists have begun to revisit and (selectively) add to their repertoires. Throughout his career, Godowsky also had a thoughtful, serious interest in pedagogy, and he wrote numerous articles on the subject. Like Deppe, Leschetizky, Matthay, and Breithaupt, he was a strong advocate of the newer concepts of “weight” and “relaxation,” which he attempted to incorporate into his teaching and playing. He and his wife, Friede, had four children, two of whom achieved their own distinctions. His older son Leopold Jr. (1900–83) was one of the inventors of Kodachrome color film, and his younger daughter, (Mercedes) Dagmar (1897–1975), became a silent-screen actress and later a popular New York socialite-raconteur. His older daughter, Vanita (1892–1961) married pianist and teacher David Saperton, who did much to popularize Godowsky’s transcriptions. Tragically, his younger son, Gutram (later anglicized to Gordon), born in 1905, committed suicide in 1932 at the age of twenty-seven.

			Goode, Richard (b. New York City, 1943). American pianist. The son of a piano tuner, at the age of ten, Goode played for Rudolf Serkin, who recommended he study with Claude Frank (1925–2014), a noted Schnabel student. He later also worked with Schnabel’s son, Karl Ulrich (1909–2001), and for much of his career, Goode has distinguished himself in the German repertoire for which Schnabel was most noted, especially Beethoven and Schubert—a propensity that was reinforced by additional studies with Serkin and Horszowski at the Curtis Institute. Goode has long been recognized as an outstanding chamber musician, and in 1982 his recording of the Brahms sonatas with clarinetist Richard Stoltzman won a Grammy. He has also taught widely, and since 1966 he has served on the faculty of New York’s Mannes School. He acknowledges that a certain degree of stage fright caused him to avoid the solo spotlight for many years, and he was forty-seven before he made his recital debut at Carnegie Hall. Since that time, his fame has grown slowly but steadily, and today he is acknowledged as one of the most insightful performers of his era. His approach has always been unassuming and non-ostentatious, and the New York Times has praised him for a “glowing, warm sound” that traverses the piano’s “full dynamic spectrum from hushed intimacy to agitated power without ever sounding either contrived or harsh.” His discography is extensive and includes the six Bach partitas and the thirty-two Beethoven sonatas for Nonesuch, as well as numerous Schubert sonatas and a wide assortment of chamber works with major artists.

			Gottschalk, Louis Moreau (b. New Orleans, 1829; d. Rio de Janeiro, 1869). American pianist and composer. Born to an English father and a French Creole mother, Gottschalk spent his youth in New Orleans surrounded by a plethora of exotic, ethnic influences, absorbing elements of European, African-American, Cajun, Creole, and even Haitian culture. He was the oldest of seven children, but according to scholar Irving Lowens, his parents had already lost one child to cholera, so when another outbreak occurred in 1831, they quickly relocated some sixty miles up the Gulf Coast to Pass Christian, Mississippi. When Moreau (as he was always known) turned three, they heard him reproducing a Meyerbeer aria on the piano, so they immediately abandoned their fears and returned to New Orleans to find him proper instruction. He progressed so rapidly that by the age of seven he was substituting as an organist at Saint Louis Cathedral, and to the astonishment of all, it was discovered that he could sight-read the Mass service. Gottschalk’s parents often walked him through the “Place Congo”—a public square across Rampart Street from the French Quarter—on Sunday afternoons, where the city’s affluent strolled to watch slaves dressed in colorful costumes dance to exotic rhythms. One of the most popular dances was known as the bamboula, so named because it was accompanied by the beat of a drum fashioned from bamboo. Lowens further noted that these Sunday afternoon memories inspired Gottschalk’s first famous piano composition, Bamboula, danse des négres, which he premiered in Paris in 1849. By then he had been in the French capital for seven years, though when he first arrived, he was rejected by the Paris Conservatoire and by some of the city’s most eminent teachers. But when he played for Chopin, the composer is reported to have said, “Give me your hand—I predict you will become the king of pianists.” Though Chopin never taught him, Gottschalk did take a few lessons with Charles Hallé, and a great many more with Camille-Marie Stamaty (1811–70), a pupil of Kalkbrenner who also taught Saint-Saëns. The teenager was soon invited to appear in the salons of Pleyel and Érard, and French audiences were captivated both by his facile, blazing virtuosity and by the exoticism of his compositions. He became a sensation in other European capitals as well, often receiving awards and medals from heads of state, which he delighted in wearing whenever he performed. When he returned home, he willingly basked in the glow of celebrity, assuming the role of (in Lowens’s words) America’s first “matinee idol.”

			Though the best evidence suggests that Gottschalk was a towering virtuoso with an effortless technique, it was not only his proficiency but also his flamboyance that enabled him to eclipse all the piano talent of his day—for he was a superb showman. In his lifetime, he composed over one hundred compositions, which normally formed the substance of his recital programs, and just as European audiences had been captivated by Bamboula, Americans everywhere soon clamored for pieces like “The Banjo” (1854–55), one of a category of works commemorating American folk tunes and rhythmic idioms. Gottschalk’s openly patriotic compositions form a subcategory of this genre, and he proudly performed many of them during the Civil War—for despite his Southern roots, he was opposed to slavery and he sided with the North. In 1862 he played his latest work, Union, paraphrase de concert—a virtuosic pastiche conjoining “The Star-Spangled Banner” with other patriotic melodies—for Lincoln at the White House. He also toured extensively through the Caribbean and Central and South America, and he created another category typified by pieces like Souvenir de Porto Rico, marche de gibaros (1857), which blends Latin rhythms with guitar-like colors and imagery. A third category of Gottschalk’s output might rightly be termed “salon music,” and it includes well-known pieces like “Last Hope” (1854) and “The Dying Poet” (1863–64), syrupy excursions into sentimentality that were often performed even years after his death by cinema pianists who sought to underscore poignant moments in silent films. No doubt these vignettes were also alluring to the thousands of young women—many reared in proper Victorian homes—who idolized him and seemed to lose all inhibition whenever he appeared. The pianist Amy Fay even confessed to her sister that she thought Gottschalk’s “golden touch” was “equal to any in the world,” and “the infatuation that I and 99,999 other American girls once felt for him still lingers in my breast.”

			Gottschalk was a compulsive diarist, and a great many of his daily entries were posthumously published in book form under the title Notes of a Pianist, which first appeared in 1881. While his writings frequently bubble over with wit and charm, they also reveal a tormented man beset with frustration who dreaded his arduous touring schedule. After his father died in 1853, Gottschalk not only assumed his debts but became the sole support for his mother and his siblings, who for the rest of his life received the bulk of his earnings. In 1865, a California journalist calculated that he had logged some 95,000 miles on trains and given some 1,100 concerts in the process. In the same year, he concluded his West Coast tour by sailing from San Francisco to Panama, and from there he went to Peru, Chile, Uruguay, and Argentina, where he played numerous concerts. In April 1869, he sailed for Rio de Janeiro, and the Brazilian concerts proved so successful that he remained until November, when he organized a “monster concert”—an immense extravaganza involving 650 musicians—which was wonderfully received. But when he returned the next evening on November 25 to play a recital, he collapsed onstage due to exhaustion exacerbated by the malaria from which he suffered. He died several weeks later, most likely due to peritonitis resulting from a burst appendix. His body was shipped back to New York, and he was buried in Green-Wood Cemetery in Brooklyn. As with all pianists who lived before the era of recording, Gottschalk’s musical legacy today rests entirely with his compositions, many of which are still frequently performed by contemporary artists. Many of his pieces demand a high degree of virtuosity, and the imaginative, coloristic effects found in a piece like “The Banjo” still resonate with modern audiences.
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					Gottschalk: “The Banjo, Grotesque Fantasie, American Sketch,” op. 5 (1854–55), mm. 61–65, with a slightly simplified ossia supplied for the right hand. Gottschalk effectively simulates banjo sounds by contrasting extremely high treble ranges against a rhythmically steady, stride left hand.

				

			

			Gould, Glenn (b. Toronto, 1932; d. Toronto, 1982). Canadian pianist. Over thirty years after his death, Gould is regarded by many as one of the greatest geniuses in pianistic history, though knowledgeable observers are still sharply divided over the value of his highly individualistic, at times eccentric approach. He was the only child of a devoted couple who nurtured his talent, and his mother, Florence, a competent amateur musician, gave him his earliest lessons. She is also said to have encouraged him to sing to himself as he played—one of many quirks for which he would occasionally be derided throughout the course of his career. A misfit at his local public school, when he was seven, he was permitted to take placement exams for the Toronto Conservatory, where he soon began receiving theory and organ instruction. In 1943 he began studying with Chilean-born professor Alberto Guerrero (1886–1959), a largely self-taught pianist who had achieved a wide following in Canada. Though their relationship was at times contentious, Gould remained with him for nine years and was exposed to the “finger tapping” exercises that Guerrero demanded of all his students. In essence, he rested one hand loosely on the keyboard while tapping the nail joint of each finger with the forefinger of the other hand, producing a staccatissimo sound. The caveat was that the key was required to rebound of its own accord—in other words, the finger’s lifting muscles were never to be employed. It was a technique that Gould mastered early, and which he put to good effect in the Bach works for which he later became so noted, where his staccato effects were seemingly produced with minimal effort. In September 1952 at the age of twenty, he became the first pianist to be televised by the CBC, thus commencing a decades-long relationship with Canadian television, and he performed the Beethoven First with the Montreal Symphony in December 1954. A few weeks later on January 2, 1955, he made his U.S. debut at the Phillips Gallery in Washington, and nine days later he appeared at New York’s Town Hall. The individuality of his approach was telegraphed merely by his choice of repertoire, for familiar staples by Bach and Beethoven were sandwiched between miniatures by Gibbons and Sweelinck at one extreme, framed by the Berg Sonata and the Webern Variations at the other. The New York Times critic wrote, “I can only call him great, and warn those who have not heard him that he will plunge them into new and unfamiliar depths of feeling and perception.”

			David Oppenheim of Columbia Records soon signed Gould to a two-year contract, and he remained with the label throughout his career. In June he returned to New York to record (over mild resistance from at least one executive) the Bach Goldberg Variations, which Columbia released in January 1956 to immediate acclaim and which by 1960 had sold forty thousand copies—highly unusual for a classical recording and virtually unheard of for a Bach LP. Gould was now a sensation, repeatedly characterized in the press as self-possessed and uncompromising, and the New Yorker even branded him the “Marlon Brando of the piano,” since he seemed both defiant and unapologetic about piercing artistic stereotypes. In May 1957, he became the first North American pianist to tour the Soviet Union, and despite the Russians’ penchant for Romantic pianism, his performances of Bach in Moscow and Leningrad were sellouts. In January 1960, as Van Cliburn’s recording of the first Tchaikovsky concerto continued to break sales records, Gould made his first television appearance in the United States performing the Bach D Minor Concerto with Bernstein and the New York Philharmonic, a work they had recorded together three years previously.

			Though much energy and scholarship has been devoted to demystifying Gould’s professional and personal life, he remains one of the most documented (some would argue, overly documented) musicians in history. If his devotion to Bach connoted intellectuality, his erudition with words readily confirmed his brilliance, and he seemed particularly at home in front of a television camera, extemporizing about esoteric musical topics with a fluency and polish normally reserved for scholarly journals. His nearly twenty hours of surviving CBC broadcasts provide a telling glimpse into his insights, and if some might argue that he offers more pontification than substance, the performances he offered with artists such as Yehudi Menuhin or Leonard Rose serve only to verify his stature, for he rendered entire chamber sonatas without benefit of score and always with unerring accuracy and command. But by the early 1960s, the eccentricities that had always been present were increasing. To name a few, Gould always sat low at the instrument, invariably using a chair his father had modified by shortening the legs, a chair he insisted on carrying to all his appearances. (When its seat eventually gave way, he simply sat on the frame, covering it with rawhide.) He constantly complained of drafts and was at times photographed in overcoat, scarf, cap, and gloves during New York’s blistering summers. He was averse to touch and even sent instructions to Columbia Records technicians that his hands were not to be shaken. He was so afraid of flying that he did not set foot on a plane for the last twenty years of his life. Occasionally, the eccentricities affected his work, as in April 1962 when Leonard Bernstein preceded a CBS broadcast of the Brahms D Minor Concerto with the caveat that he did not agree with his soloist’s interpretation. Nonetheless, two days later on April 8, Gould was back in Toronto with a remarkable CBC broadcast of Bach’s Cantata No. 54, featuring countertenor Russell Oberlin. Preceded by his own extemporaneous commentary, he conducted a chamber orchestra from the keyboard—again without score—realizing the continuo part with impeccable taste.

			On April 10, 1964, in Los Angeles, Gould gave his last public recital with a characteristically unconventional program that included a section from Bach’s Art of Fugue and Krenek’s Third Sonata. Though many were stunned that he was walking away from a successful career at the age of thirty-one, the decision was not sudden, for it had been preceded by a torrent of cancellations that affirmed his ongoing aversion to the concert platform. He now concentrated on recordings and television appearances, and he frequently gave vent to his philosophy that technology foretold an end to the concert era. He repeatedly expressed his conviction that better performances could be created in the studio, especially when enhanced by postproduction editing techniques that he freely employed. In all, Gould made over sixty albums for Columbia, though this number includes some chamber music collaborations. He remained deeply devoted to Bach and Beethoven throughout his career, but at times he made some interesting diversions. He was continually fascinated with the Second Viennese School, recording all of Schoenberg’s solo works, as well as the piano concerto, and collaborating on selected songs with various artists. He recorded Liszt’s transcriptions of the Beethoven Fifth Symphony and the “Pastoral,” and in 1974 he performed his own fiendishly difficult transcription of Ravel’s La Valse for Canadian television, though he never recorded it. With a near-poetic sense of artistic symmetry, he repeated his 1955 recording triumph by recording a video of the Goldberg in April 1981 (digitally with an analog backup), and connoisseurs still debate the relative merits of the two versions. His final recording for Columbia was a disc devoted to the piano works of Richard Strauss in September 1982, and a few weeks later he suffered a stroke. Hospitalized in Toronto, he suffered a second on October 4 that claimed his life just weeks after his fiftieth birthday. Gould had been a hypochondriac for years, and most believe that his abuse of prescription drugs was a contributing factor to his early death.

			Objective assessments of Gould’s pianism are still at times clouded by his eccentricities, but all would agree that he had a remarkable grasp of counterpoint and polyphonic structure. Despite this, his Bach interpretations still often raise eyebrows, because his tempos can be blisteringly fast or maddeningly slow. Although Gould frequently denied it, many claimed that he sought to make the piano imitate the timbre of the harpsichord, and to be sure, his approach was far less “pianistic” than that employed by artists such as Edwin Fischer or even Rosalyn Tureck. Other questions are occasionally raised about the suitability of a heavily contrapuntal approach to Romantic composers, and it is also clear that Gould’s touch seemed to adhere more naturally to staccato rather than legato textures. However, when he chose, he could be an extraordinary colorist, as shown for example by his remarkable 1970 recording of the Scriabin Fifth Sonata.

			Graf, Conrad (b. Württemburg, Germany, 1782; d. Vienna, 1851). German-born piano maker. After working as a cabinetmaker, he arrived in Vienna about 1798 where he soon apprenticed with piano builder Jakob Schekle, marrying his widow, Katherina, after Schekle died in 1804. Graf expanded the business greatly, and by 1809 he was employing ten workers. In 1824, he was appointed royal maker to the imperial court. His instruments soon became so popular that he was forced to expand to factory-like proportions, and by 1835 it was said that he had over forty employees, each assigned to one of eight production divisions. The firm built over three thousand instruments in his lifetime, and Graf occasionally experimented with novelties such as quadruple stringing and a second soundboard. Many of his instruments employed an expanded range for the time, often extending six and a half octaves from C1 to F6 or G6, and they were used by Beethoven, Chopin, Liszt, and Clara Schumann.

			Graffman, Gary (b. New York City, 1928). American pianist and teacher. He was accepted at the age of seven as a student of Isabelle Vengerova at the Curtis Institute, an institution from which he graduated in 1946 at the age of seventeen. He then worked with Vladimir Horowitz and coached additionally with Rudolf Serkin. In 1947 he made his debut with Ormandy and the Philadelphia Orchestra, and in 1949 he won the Leventritt Award. Commentator Joseph Horowitz has deemed the 1950s a “watershed decade” in American music, and by then at least ten of the most outstanding American pianists had taken their training exclusively in the United States. It was Graffman who coined the term “Outstanding Young American Pianist” or “OYAP” to signify this group, which also included artists such as John Browning, Van Cliburn, Leon Fleisher, and Eugene Istomin. All were viewed as part of a new wave, and their talents were eagerly sought by American symphony orchestras and record labels. In 1956 Graffman began recording for RCA, and in 1964 he moved to the Columbia label. He specialized in large-scale Romantic works and was much admired for his precision and power, though critics such as Harold Schonberg occasionally derided him for a lack of color and subtlety. He maintained a thriving career until 1977, when he sprained the fourth finger of his right hand and was forced to refinger some passages. However, he continued to concertize, and his performance of Gershwin’s Rhapsody in Blue is even heard on the soundtrack to Woody Allen’s 1979 film Manhattan. But in retrospect, he believes that the refingerings may have intensified his injury, which never really improved and may have presaged the focal dystonia symptoms that he began to experience in 1979. Ironically, Leon Fleisher, one of Graffman’s closest friends, had experienced the condition’s onset in his right hand about fifteen years previously. Like Fleisher, Graffman has continued to perform music for the left hand alone, including the long-neglected concerto of Erich Korngold, commissioned by Paul Wittgenstein in 1923. He has also commissioned works by prominent contemporary composers, including William Bolcom, Daron Hagen, and Ned Rorem. Also like Fleisher, in the last thirty years, Graffman has begun to focus increasingly on teaching. He joined the Curtis faculty in 1980, serving as its president from 1995 to 2006, and undoubtedly his most well-known student to date is the internationally famous Lang Lang. His highly engaging memoir, I Really Should Be Practicing, was well received when it first appeared in 1981.

			Grainger, Percy (b. Brighton, Australia, 1882; d. White Plains, New York, 1961). Australian-born American pianist and composer. The son of a Melbourne architect, because of his parents’ marital difficulties, Grainger was brought up largely by his mother, Rose, who homeschooled her son and gave him his first piano lessons. At ten, he began to study with Melbourne teacher Louis Pabst, a student of Anton Rubinstein, who had emigrated from Germany eight years earlier, and Pabst presented him in his first recital, one day after his twelfth birthday in 1894. The program included Bach’s First Partita, and Grainger’s performance was well received, even by the local press. A collection was taken in Melbourne in 1895 to send the thirteen-year-old prodigy (and his mother) to Germany, and that fall Grainger entered the Hoch Conservatory in Frankfurt, where he began studying with Dutch pianist James Kwast (1852–1927), a pupil of Reinecke and Theodor Kullak. He also had a few lessons with Carl Friedberg and Frederic Lamond, and by 1900 he was giving his own lessons and performing widely in various German cities. In 1901, he relocated to London with his mother and soon became a great favorite with English audiences. Composition had become increasingly important to Grainger, and when he met Busoni, he performed Debussy’s recently composed toccata for him. Busoni was so impressed both by Grainger’s playing and his compositions that he offered to teach him, and the younger man left for Berlin in the summer of 1902. But Busoni was often unkind, and Grainger became convinced that he needed to surround himself with worshipful sycophants, so they soon parted company. In 1906, Grainger met Edward Grieg, and he became so devoted to his music and his friendship that he spent the summer of 1907 at his home in Norway, shortly before the composer’s death. Grainger coached many of Grieg’s works with him, and Grieg was so impressed that he wrote Siloti that he believed Grainger to be “the Rubinstein of his age.” The next year, Grainger made his first recordings in London for the Gramophone label, including a remarkable rendition of the cadenza to Grieg’s concerto. About this time, Grainger’s penchant for modern music was becoming well established, and he gave the British premieres of many works by Albéniz, Debussy, and Ravel.

			With the outbreak of war in 1914, Grainger moved with his mother to America, and though he denied it, some accused him of cowardice, since he was abandoning his adopted country in time of need. Nonetheless, he did enter the United States Coast Artillery Corps Band late in 1917, serving for eighteen months, and became an American citizen in June 1918. During his service, he played many benefits for Red Cross and Liberty Bond drives, and his arrangement of the English folk tune “Country Gardens,” which he frequently offered as an encore, became immensely popular with American audiences. After the war, he concertized widely, though his unusual repertoire choices seemed to find a wider following with popular music fans than traditional concertgoers, and he even preferred booking himself into theaters rather than concert halls. He also began teaching at the Chicago Musical College and elsewhere, albeit his pedagogical ideas were as unusual as his other beliefs. True to his Germanic lineage, earlier in his career he stressed a stiff, fixed hand position, though oddly he had no patience at all with practicing scales, and he told his students they were a waste of time. Eventually he seemed to abandon all the traditional canons, and he often preached that hand development was best achieved through strenuous physical labor, which is why he insisted on carrying his own luggage when he traveled. He also laid great stress on pedal techniques and became extremely adept at manipulating the sostenuto pedal, which was now routinely being found on Steinway instruments.

			In 1921, Grainger moved with his mother, Rose, into a house at Cromwell Place in White Plains, New York, where he lived until his death. But Rose’s mental condition was deteriorating, and a year later, she jumped to her death from the eighteenth floor of the Aeolian Building in New York, evidently because a friend had accused her of having an incestuous relationship with her son. Her suicide devastated Grainger, and he made a concerted attempt to reevaluate his life. He began to tour Europe again, but his sympathies rested mostly with Nordic countries, because he often extolled them as a “superior” race. In 1928 he married Swedish artist Ella Ström at the Hollywood Bowl, and by then he was concentrating on his own compositions, which were most often based on English and Nordic folk idioms and were typically arranged with creatively dissonant harmonization. Grainger’s compositional output was an ongoing source of frustration throughout his career, because he felt that the classical music world was never sufficiently appreciative, and in later life he often admitted that he felt like a failure. Nonetheless, he continued to perform, though often with unabashed eccentricity. He frequently told the story of hearing d’Albert play in Germany in his student days, recalling, “I was enthralled by his slapdash English style. . . . I said to myself, ‘That’s the way I must play.’ I’m afraid I learnt his propensity for wrong notes all too thoroughly.” Grainger continued to record until 1945, and many of his Columbia recordings show the same carelessness, though he left some remarkable accounts of immensely ambitious repertoire. Among these are both the Chopin B Minor and B-flat Minor Sonatas (1925 and 1928, respectively), the Brahms F Minor Sonata (1926), and the Schumann Symphonic Etudes (1928).

			Groote, Steven De. See De Groote, Steven.

			Grotrian-Steinweg. German piano manufacturer located in Braunschweig. The company’s roots date to 1835 when Heinrich Steinweg (Henry Steinway) founded a piano factory in Seesen, building instruments there until he immigrated to the United States in 1851. His eldest son, C. F. Theodor Steinweg, remained behind to manage the firm and soon moved it, first to Wolfenbüttel, and finally to Braunschweig, where in 1856 he partnered with Friedrich Grotrian (1803–-60), a German-born Moscow piano merchant who had recently returned home. They soon adopted the trade name Grotrian-Steinweg, and when Friedrich died in 1860, his son Wilhelm succeeded him. In 1865, Steinweg left the company to manage his father’s firm, Steinway & Sons, in New York, and in the same year, Wilhelm joined with two of his workmen to buy out his interest, a purchase which included the right to include “Steinweg” as part of their trade name. After studying piano building in several countries, Wilhelm’s two sons, Wilhelm Jr. (“Willi”) and Kurt, took a more active role, and Grotrian-Steinweg was soon recognized as one of Europe’s finest pianos, with a list of admirers that included Clara Schumann, Paderewski, and especially Gieseking, who preferred the instrument above all others and often recorded on it.

			After receiving high praise in 1893 at the Chicago World’s Columbian Exposition, the company sought a larger international presence but soon encountered stiff opposition from Steinway, which brought suit two years later to forbid the use of “Steinweg” in their trademark. Although the suit was unsuccessful, Willi and Kurt were so concerned that in 1919 they legally changed the family surname to “Grotrian-Steinweg.” Despite the fact that Grotrian sold relatively few pianos in America over the next decade, Steinway sent representatives to Braunschweig in 1929 to reach a private agreement. Grotrian-Steinweg also sold very few instruments in the United States until after the war, but in 1966, the company reached an agreement with the Wurlitzer company for American distribution, which now brought a major suit from CBS, then the owner of Steinway. In a landmark decision following nine years of litigation, the U.S. Court of Appeals for the Second Circuit created a legal concept known as “initial interest confusion,” ruling that Grotrian must remove “Steinweg” from its trade name in the United States. This concept has subsequently been applied to conflicts between many large corporations. Today, Grotrian’s premier instrument is its Concert Royal grand, with a length of 277 cm (just over 9'). It also builds six additional grand models, about ten separate uprights, and several custom instruments. See http://www.grotrian.de.

			Gulda, Friedrich (b. Vienna, 1930; d. Altersee, Austria, 2000). Austrian pianist and teacher. At the age of twelve, he entered the Vienna Academy, where he studied with Bruno Seidlhofer (1905–82), a student of Franz Schmidt, who in turn had studied with Leschetizky. Gulda’s career was launched four years later in 1946 when he won first prize in the Geneva International Competition, though the decision was close, and juror Eileen Joyce even resigned, claiming that Gulda’s supporters had unfairly influenced the final decision. Though he devoted himself largely to the German masters, he always had an individualistic streak, and in his earlier days, his willingness to work with smaller recording companies with less sophisticated equipment probably did his career more harm than good. In the 1950s, he developed an interest in jazz and even wrote some pop-sounding songs on which he freely improvised. He began to mingle classical with jazz selections in his recitals, and in 1956 he performed at New York’s Birdland, as well as at the Newport Jazz Festival. In 1966 he organized a modern jazz competition in Vienna, and two years later he established a school for improvisation in Ossiach, Austria. His extensive discography includes the entire Well-Tempered Clavier and the thirty-two Beethoven sonatas, as well as numerous other solo and chamber works. Gulda also served as teacher and mentor to many well-known pianists, including Martha Argerich.

		

	
		
			H

			Hallé, Sir Charles (b. Hagen, Westphalia, 1819; d. Manchester, England, 1895). German-English pianist and conductor. Born Karl Halle, he was the son of an organist-choirmaster and was recognized as a piano prodigy from a young age. At sixteen, he studied with the organist Charles Rinck at Darmstadt, and a year later he went to Paris, where he remained for twelve years, becoming an intimate of Cherubini, Chopin, and Liszt. In 1848, because of the civil strife in Germany and France, he fled to England, where he lived for the rest of his life. From an early age, he was attracted to the sonatas of Beethoven, and he was the first pianist to perform the complete set of thirty-two in Paris and in London. Eventually finding London too competitive, he settled in Manchester, founding the famed Hallé Orchestra, which gave its first concert in 1858, and decades later—a mere two years before his death—the Royal Manchester College of Music, which had been a lifelong dream. Through his lifetime, Hallé was revered in England, and he continued to perform in London until his final days, giving annual programs at St. James’s Hall, which he termed “Beethoven Recitals,” though they often featured works of other composers. Although the British love for German composers had been present for generations, there were few notable pianists residing in the country before the first major wave of immigration in the early 1850s, and though he was trained on the Continent, Hallé is generally acknowledged as the first important British pianist.

			Hallis, Adolph (b. Port Elizabeth, South Africa, 1896; d. Johannesburg, 1987). South African pianist, composer, and teacher. The child of Austrian parents, at the age of six, Hallis moved to Vienna with his family, where he studied for three years with the teenage prodigy Paula Szalit (c. 1886–1920), who was then studying with Leschetizky. In 1912, at the age of fifteen, he won a scholarship to the Royal Academy of Music in London, where he worked with Oscar Beringer (1844–1922), a pupil of Moscheles and Tausig. Forced home by World War I in 1915, he returned to London in 1919, where he began working extensively with Matthay as he began to concertize throughout Europe. In 1926, Matthay added him to the staff of his piano school, and by the end of the decade his performances of solo and chamber works had become virtual staples of early BBC programming. Hallis had remarkably wide interests, and he even composed symphonic soundtracks for two early Alfred Hitchcock films, Rich and Strange (1931) and Number Seventeen (1932). In 1936 he founded the highly acclaimed Adolph Hallis Chamber Music Concerts in London, which were designed to promote “forgotten works of the past” as well as “new works of the immediate present,” and its programs frequently conjoined composers as disparate as Couperin, Busoni, and Schoenberg. In February 1938, he made the first complete recording of Debussy’s Douze Etudes for the Decca label, and in March 1939, his series presented the premiere of Alan Rawsthorne’s concerto for pianoforte, strings, and percussion, which was written for him. Later that year he was again forced home by war, and he remained in South Africa for the rest of his career, eventually joining the faculty of the University of Witwatersrand in Johannesburg, where he taught until his ninetieth year. After the war, he continued to perform in Europe, and in 1956, he gave the British premiere of Hindemith’s Second Piano Concerto with the Hallé Orchestra under Barbirolli. His prominent South African students include Petronel Malan (b. 1976) and Anton Nel (b. 1961).

			Hamelin, Marc-André (b. Montreal, 1961). Canadian pianist and composer. His father, a pharmacist, was also a schooled musician interested in the works of Alkan and Godowsky, and he enrolled his son in Montreal’s Vincent d’Indy School when he was nine. At eleven, he began studying with Yvonne Hubert, a pupil of Cortot (who also taught Janina Fialkowska), and upon Hubert’s retirement several years later, he began working with Harvey Wedeen, a pupil of Casadesus, Vengerova, and Marcus, who commuted monthly to Montreal while still teaching at Temple University in Philadelphia. On Wedeen’s recommendation, Hamelin entered Temple in 1980, and for many years he considered Philadelphia his home. His international career was launched when he won the Carnegie Hall International Competition of American Music in 1985, and shortly thereafter, he began coaching with Russell Sherman (b. 1930). In 1993, he recorded concertos by Alkan and Henselt for the Hyperion label, and to date he has recorded over sixty additional Hyperion discs, often exploring less-familiar repertoire, including the works of Busoni, Medtner, Ornstein, Rzewski, and Georgy Catoire. He has also won esteem for his interpretations of Classical and Romantic repertoire and has recently begun to include his own music in his programs, including a set of twelve fiendishly difficult etudes in minor keys patterned after well-known etudes by Chopin, Liszt, and others. Hamelin is widely viewed as one of the world’s greatest pianists, combining an immensely probing musical intellect with an unassailable virtuosic mastery. His ability to digest complex scores is universally admired, and his talents as a composer are increasingly lauded. In 2015, the Van Cliburn International Competition announced that he has been commissioned to compose the required work for its 2017 contest, which will mark the first time that the composer of the required work will also serve on the jury. In June 2015, his extensive and highly praised discography earned him induction into the Gramophone Hall of Fame. Hamelin is married to Cathy Fuller, a pianist and classical music broadcaster for Boston NPR station WGBH, and they currently make their home in the Boston area.

			Hamilton. See Baldwin.

			hammer. A felt-covered wooden mallet that strikes the string (or strings if the note is double- or triple-strung), causing it to vibrate. Each hammer is set into motion by depressing a key, and both key and hammer are considered part of the piano’s action. Today, although Steinway still designs and builds its own hammers, most piano manufacturers buy them from companies that limit themselves to the production of piano actions, such as Abel and Renner. In general, harder woods are preferred for the hammerheads, and Renner USA, for example, tends to favor walnut, while its German factory uses European hornbeam, one of the hardest woods known. But the largest mass in a hammerhead is the felt, and even companies that specialize in action production tend to buy their felt from other specialized firms. Today, one of the largest is Filzfabrik Wurzen, founded in Leipzig in 1783 as the J. D. Weickert company. The first felt for piano hammers was made in Germany in 1847, and as piano manufacturers began to favor felt over leather, Weickert’s growth was exponential. By 1871, the company was known as Pianofortefilzfabrik and had been relocated to a large plant in Wurzen, about fifteen miles east of Leipzig. For decades, the Wurzen factory produced what was widely perceived as the world’s finest felt, which they supplied to Steinway, Bechstein, and virtually all of the premium piano manufacturers. But after World War II, due to communist trade restrictions in East Germany, the felt became unavailable in the West until the reunification of Germany in the 1990s. Today, Wurzen felt is once again the first choice for Renner and other major manufacturers. See appendix B, and see also voicing.

			Hammer, Jan (b. Prague, Czechoslovakia, 1948). Czech-born American pop pianist, keyboardist, and composer. He studied piano seriously from a young age, and as a teenager he toured with a jazz trio through Eastern Europe. In 1966, he entered the Prague Academy of Musical Arts, but two years later his studies were cut short by the Soviet invasion of Czechoslovakia, and he was fortunate to receive a scholarship to the Berklee School in Boston. He soon distinguished himself as a collaborative jazz musician, touring with artists such as Sarah Vaughan and flutist Jeremy Steig before relocating to New York in the early 1970s where he joined John McLaughlin’s first Mahavishnu Orchestra, adding the sounds of synthesizer and acoustic and electric piano to the ensemble. Hammer’s career received a major boost in 1984 when he was hired by producer Michael Mann to create original cues and theme music for the popular NBC television show Miami Vice. The show’s theme was released as a single in 1985, topping the charts for eleven weeks, and in 1986 it won two Grammys. Subsequently, it was voted the number-one television theme of all time by TV Guide readers. During the show’s run, Hammer relied heavily on the pitch-bend wheel of the Minimoog to create synthesized guitar effects which he occasionally fed through distorted guitar amplifiers, but in recent years his live performances have favored the Korg Triton Extreme, and he confines himself to—in his words—its “onboard distortion effects.”

			Hancock, Herbie [Herbert] (b. Chicago, 1940). American jazz pianist, keyboardist, and composer. Widely viewed as a prodigy, he studied the classics as a child and performed the first movement of Mozart’s “Coronation” Concerto, K. 537, with the Chicago Symphony when he was eleven. His interest in jazz developed when he was in his teens, and he cites Bill Evans and Oscar Peterson as major influences, as well as the popular 1950s vocal group the Hi-Lo’s, whose harmonies he attempted to reproduce at the piano. His interest in science was so intense that in 1958, when he entered Grinnell College in Iowa, he became a double major in music and electrical engineering. He interrupted his studies for concentrated work in jazz, and in 1962 he recorded Takin’ Off for the Blue Note label, for which he fronted a small group enhanced by trumpeter Freddie Hubbard and saxophonist Dexter Gordon. The album served as the debut appearance of Hancock’s tune “Watermelon Man,” with which he has long been identified and which has been covered by dozens of jazz, blues, and rock artists. The album caught the attention of Miles Davis, and in May 1963, Hancock joined Davis’s Second Great Quintet, remaining with the group until 1968, even as he continued to make his own Blue Note recordings. In 1964, he released Empyrean Isles, a trio album augmented by Hubbard’s superb trumpet work, which also displayed Hancock’s maturing solo style. With treble lines heavily imitative of wind players from the Bop generation, he deemphasized the more pianistic scale passages employed by Peterson and others, supporting his passagework with sparse comp chords (thickly voiced chords in the piano’s middle range that offer rhythmic support) that outlined a quartal harmonic vocabulary. A year later, his Maiden Voyage, a collection of five original compositions with water themes, was cited by the Penguin Guide to Jazz as “a colossal achievement from a man still just 24 years old” and was considered fundamental to a movement soon known as “post-Bop.”

			By 1971, Hancock was becoming enamored with electronic keyboards, and his 1972 Warner Brothers album Crossings featured his own work on a Fender Rhodes as well as that of synthesizer pioneer Patrick Gleeson, who programmed and performed on a Moog synthesizer—a pioneering effort, but one that brought mixed reviews from critics. Hancock’s most experimental album in this area was Sextant, released in 1973 by Columbia, in which both Hancock and Gleeson performed on ARP synthesizers—with Hancock adding the timbres of the Fender Rhodes and the Clavinet—but it sold poorly. In 1973, he formed a new group, the Headhunters, dedicated to less ethereal and more accessible funk jazz styles, and the Columbia album they released the same year sold well, with Hancock confining himself entirely to the Fender Rhodes, the Clavinet, and ARP synthesizers. In recent years, he has also used the handheld Roland AX-7 keytar on recordings and in concerts. After 1980, Hancock’s work became more mainstream, as he made crossover albums fusing jazz with rock, soul, and hip-hop styles, and his popularity with the general public was enhanced by his numerous film and television scores, beginning with Antonioni’s Blowup in 1966. Millions more heard his big-band R&B score for Bill Cosby’s Fat Albert and the Cosby Kids, an NBC special that aired in 1969, and in 1974 he scored the Charles Bronson hit film Death Wish, later recording its Blues-tinged “Joanna’s Theme.” Hancock has also collaborated with a wide spectrum of artists representing different genres, including Chick Corea, Wynton Marsalis, Paul Simon, Joni Mitchell, and, more recently, Kanye West. He was named the Los Angeles Philharmonic’s Creative Chair for Jazz for 2010–12.

			Hanon, Charles-Louis (b. Renescure, France, 1819; d. Boulogne-sur-Mer, France, 1900). French teacher and composer. Trained as an organist, Hanon relocated to Boulogne-sur-Mer, a city on the French coast near Calais, when he was twenty-seven. A Franciscan, he was in service to the church for much of his life, working with schools that educated poorer children. He is best known for The Virtuoso Pianist in 60 Exercises, first published in Boulogne in 1873. The exercises are subdivided into three segments: exercises 1 through 20, called “preparatory”; exercises 21 through 43, more advanced; and exercises 44 through 60, termed “virtuoso exercises,” which are the most advanced of all. Still used in music schools throughout the world, at one time the entire set was required at the Moscow Conservatory, and many famous Russian pianists have sung their praises. While Hanon still has his supporters, his exercises have also met a good deal of criticism in the twentieth century. Some allege that their repetitive nature breeds a mind-numbing lack of musicality, while Hanon’s repeated instructions to “lift the fingers high” are thought potentially harmful to younger pianists striving to develop their technique.
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					Hanon: The Virtuoso Pianist in 60 Exercises, ex. 1, mm 1–5.
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					Hanon: The Virtuoso Pianist in 60 Exercises, ex. 45, mm 1–2.

				

			

			Haskil, Clara (b. Bucharest, 1895; d. Brussels, 1960). Romanian pianist. Born to Sephardic Jews, her father, Isaac, sold household goods, and her mother, Berthe, was her first teacher. Her gifts were recognized by the time she was six when she was enrolled for a year in the Bucharest Conservatory. After her father died in 1899, her uncle, a physician who practiced in Vienna, assumed responsibility for her education, and in 1905 he enrolled her in the Vienna Conservatory, where she was taught for several years by Richard Robert (1861–1924). Born Robert Spitzer, Robert was an Austrian pianist and teacher who also taught George Szell and Rudolf Serkin. When she was ten, he recommended her to Fauré, then the director of the Paris Conservatoire, and she studied there for three years with Cortot (though some sources say she had far more lessons with Lazare Lévy, then Cortot’s assistant), graduating in 1910 with the premier prix. An acclaimed prodigy, she began to tour Europe, and when Busoni heard her in Switzerland, he offered to teach her, but her mother refused on the grounds that she was too young to live in Berlin on her own. However, by then she had also developed signs of scoliosis (curvature of the spine), and in an effort to delay its full onset, she entered a nursing home where she spent the four years from 1913 to 1917 in a body cast. Cared for by her mother and sisters, she now saw Paris as her home base, but the physically frail and often emotionally distraught Haskil was only able to perform intermittently through the 1920s. She made her London debut in 1926 and her New York debut a year later, and though the New York Times was complimentary, it cited her apparent nervousness, adding that “she has a talent worth development through cultivation and experience.” At this stage in her career, Haskil was known mostly for large-scale virtuosic works, and her memory was so phenomenal that it was said she learned the Liszt Feux follets simply from hearing Vlado Perlemuter perform it at a private function, performing it herself several days later without ever having seen the score. Her performances were enhanced by remarkably large hands that enabled her to stretch the interval of a thirteenth.

			Forced to flee the Nazi occupation of Paris, in the icy March of 1941, Haskil and a small group of other Jewish musicians arrived at the Gare Montparnasse in the middle of the night to embark on a dangerous, harrowing journey to Marseilles. Required to travel on foot for many miles, at one point they were even forced to crawl on their bellies to avoid detection by sentries in front of a German police station. But when they reached Marseilles, the pianist developed another serious problem since she was experiencing double vision from a tumor pressing on her optic nerve, a condition which might have blinded her had she not been treated by a Jewish surgeon who risked the treacherous journey from Paris. Fortunately, she was able to immigrate to Switzerland just ahead of the German southern occupation, and she made Vevey her home for the rest of her life. Her career began to blossom after the war, and she returned to London in 1946, soon appearing with all the major British conductors. She also began to record widely, specializing in the German masters, and her performances of Mozart (especially the concertos), Beethoven, and Schubert were highly praised for their subtleties and elegance. By the 1950s, she was widely recognized as one of the world’s most cultivated pianists, and in 1958 she finished recording the complete Beethoven violin sonatas with Belgian violinist Arthur Grumiaux, released in America on the Epic label and cited by the New York Times as the “best available.” In December 1959, she planned to join Grumiaux in Belgium to undertake another tour, but on arriving, she suffered a serious fall on a concrete staircase in the Brussels train station. Tragically, with her two sisters at her side, she died just a few days later.

			Heller, Stephen (b. Pest [now Budapest], Hungary, 1813; d. Paris, 1888). Hungarian pianist, composer, and teacher. Though mostly known in the twentieth century only for the myriad programmatic studies and character pieces he composed for intermediate pianists, Heller was widely respected during his lifetime. His talents were recognized early, and when he was nine, his father sent him to Vienna in hopes of placing him with Czerny. But finding Czerny’s fees prohibitive, Heller went instead to Anton Halm (1779–1872) who, like Czerny, was a close friend of Beethoven. Halm was impressed with his student, exposing him to the works of Beethoven and Schubert, and he deemed Heller ready for a concert tour when he turned fourteen. But though it was successful, Heller became physically and emotionally exhausted after performing in a number of German cities and soon settled in Augsburg to recuperate. He remained in the city to study composition, and in 1836, Schumann promoted some of his music in the Neue Zeitschrift für Musik. In 1838, he arrived in Paris, where he soon befriended Berlioz, Chopin, and Liszt, and he left several important accounts of concerts given by Chopin. He earned a modest living writing, composing, performing, and teaching, and one of his students was Isidor Philipp. He also became a close friend of Charles Hallé, who premiered many of his pieces. Hallé continued to perform his music after he settled in England in 1848, and Heller joined him there in 1849, where they gave a number of four-hand concerts. In 1862, he also joined Hallé to perform Mozart’s two-piano concerto at London’s Crystal Palace. In the early 1880s, Heller, who had returned to Paris, developed vision problems, and Hallé, the poet Robert Browning, and several others raised funds to sustain him until the end of his life. Heller’s numerous programmatic studies were highly popular in the early twentieth century, and they are still assigned with some regularity to students in Europe and America.

			Henselt, Adolf von (b. Schwabach, Germany, 1814; d. Warmbrunn, Germany [now Jelenia Góra, Poland], 1889). German pianist and composer. He was born in a small town a few miles from Nuremburg, and when he was three his family moved to Munich, where he was immediately given violin lessons. He soon switched to piano, studying with the wife of the Bavarian Geheimrat (privy councilor), Josepha von Fladt. When he turned eighteen, King Ludwig I financed studies for him with Hummel for six months at Weimar, and he then went to Vienna, where he studied composition with Simon Sechter, widely believed to be one of the most prolific composers of all time. After two years of intensive work with Sechter, he went into seclusion where he practiced incessantly, developing a stretch in both hands that enabled him easily to grasp a tenth—a somewhat unprecedented reach for his day and one that made it possible for him to play many sustained passages without relying on the damper pedal. In 1836, following what has been described as a nervous breakdown, he went to Carlsbad to recuperate, where it is believed he met Chopin, which he followed with an extended visit to Hummel at Weimar. There he married the recently divorced Rosalie Vogel, and he met Hummel’s pupil, the Grand Duchess Maria-Pavlovna, the wife of the Grand Duke Charles Frederick and the daughter of the Russian tsar. The duchess recommended Henselt to the St. Petersburg court, and he arrived there in 1838. In the same year he published his 12 Études caractéristiques, op. 2, from which the most famous study is undoubtedly the sixth in F-sharp, Si oiseau j’étais (If I Were a Bird), recorded in 1923 by Rachmaninoff. Though it was less complex, Henselt’s style was often compared to Chopin’s, but he composed relatively little after the age of thirty. He spent the rest of his career in Russia, where he was greatly admired as a performer and teacher, and many have observed that his cantabile touch was highly influential on many Russian pianists, continuing a national aesthetic that was begun with John Field.

			Hess, Dame Myra (b. South Hampstead [London], 1890; d. London, 1965). English pianist and teacher. One of the most beloved pianists of the twentieth century, Hess was an icon to the British, but she enjoyed spectacular successes elsewhere in Europe and especially in America. Born to Orthodox Jews, she was the youngest of four children, and when she was seven, her mother allowed her to take a musical exam at Trinity College. She emerged as the youngest child ever to receive the Trinity College Certificate, and she was soon studying under various teachers at the Guildhall School. When she was eleven, she entered St. Leonard’s School for Girls, where her classmate, the thirteen-year-old Irene Scharrer, who was already studying with Tobias Matthay, urged her to join his studio. In the autumn of 1903, under Matthay’s guidance, she won a full scholarship to the Royal Academy of Music, and he remained her teacher and mentor until his death in 1945. She made her London recital debut at Aeolian Hall in January 1908—about a month before her eighteenth birthday—and by then, she had already soloed with a young Thomas Beecham. Though her early performances were generally well received, financial stability eluded her for over a decade, and Matthay assisted her by adding her to the staff of his recently established piano school. By 1914, increasing frictions with her family drove her out of their home, and Matthay and his wife assumed the role of surrogate parents, welcoming her to their Sussex country home almost every weekend.

			Her international career began to blossom in 1922 when she undertook her first American tour, and within a decade the New York Times was characterizing her as a pianist who “stands alone in the beauty and personal quality of her performance.” Hess was repeatedly praised for the distinctive beauty of her sound, an effortless virtuosity, and deep interpretive insights—qualities which Matthay stressed in his writings—and throughout her career she actively promoted his pedagogical theories. In 1936, she was awarded the CBE (Commander of the British Empire), and during World War II, her artistic stature with the British reached unprecedented heights when she oversaw the daily concert series at London’s National Gallery of Art—which, over a period of six and a half years, welcomed some 750,000 patrons. She appeared frequently, performing all the Mozart concertos, as well as numerous solo and chamber recitals, and she shared the spotlight with many of Britain’s most eminent pianists, including Harriet Cohen, Clifford Curzon, Eileen Joyce, Moura Lympany, Benno Moiseiwitsch, and Solomon. The concerts continued even during the Blitz, with Gallery audiences occasionally enduring the effects of unexploded bombs and direct hits. In June 1941, in recognition of her services during wartime, Hess was made a Dame Commander of the Order of the British Empire, the first pianist ever to be so honored.

			Though she made a number of memorable recordings, she was never fully comfortable in the studio, and she came to the medium somewhat later than many of her contemporaries. Her first solo recording was for American Columbia in January 1928, when she set down her popular transcription of the chorale from Bach’s Cantata 147, Herz und Mund und Tat und Leben, published by Oxford in 1926 as “Jesu, Joy of Man’s Desiring.” She was most at home with the German masters, and arguably her 1953 HMV renderings of Beethoven’s op. 109 and op. 110 Sonatas are some of the finest on disc. But though many of her recordings were highly praised, some have observed that Hess often froze in front of a microphone and that her greatest triumphs were heard in the concert hall. Fortunately, many of her live performances were also preserved and are now widely available on CD.

			Hewitt, Angela (b. Ottawa, 1958). British-Canadian pianist generally recognized as one of the preeminent Bach interpreters of her generation. Since her father, who served as the choirmaster at Christ Church in Ottawa, was born in Yorkshire, Hewitt has dual citizenship. Her mother gave her her earliest piano lessons, and as a young child she also studied violin, recorder, and ballet. At six, she began commuting to the Royal Conservatory in Toronto, where she remained until the age of fourteen, studying piano with Earle Moss (1921–2003), an advocate of Matthay’s theories, and Myrtle Guerrero, the former wife of Alberto Guerrero, who taught Glenn Gould. At fifteen, she began working at the University of Ottawa with French pianist Jean-Paul Sévilla (b. 1934), whom she credits as an especially strong musical and artistic influence, exposing her to Bach’s Goldberg Variations and a great deal of French repertoire and taking his classes to Paris each summer. She also worked with him in Paris in 1978 when he was on sabbatical and took some additional lessons with Catherine Collard (1947–93), a pupil of Cortot’s noted student Yvonne Lefébure. After she won several important competitions, Hewitt’s career was given a major boost in 1985 when she won a Bach competition in Toronto to commemorate the late Glenn Gould. The jurors included Leon Fleisher and Olivier Messiaen, whose music she later recorded. In 1994, she began her recording career with Hyperion, and at this writing she has released over fifty discs on that label, including the complete keyboard works of Bach, which have met with unprecedented accolades. Gramophone conferred its Critics’ Choice Award on her 1998–99 recordings of the complete Well-Tempered Clavier, and she rerecorded the “forty-eight” in 2008, following a tour in which she performed them in fifty-eight cities throughout the world. Her playing has been repeatedly praised for its mastery of polyphonic textures, beauty of sound, and rhythmic energy, and the Sunday Times lauded her Bach series as “one of the record glories of our age.” She has also distinguished herself in Mozart, Beethoven (at this writing, she has recorded most of the thirty-two sonatas in a projected cycle), French music—including the complete works of Ravel—and Romantic repertoire, especially the works of Schumann and Liszt. Hewitt currently resides in London but maintains residences in Ottawa and Umbria, Italy. In the summer of 2005, she founded the Trasimeno Music Festival in Umbria near Perugia, an annual week-long series of concerts in which she has actively participated with noted artists such as Dame Felicity Lott and conductor Jeffrey Tate. The Fazioli piano is her instrument of choice, and she performs on it wherever possible. She was awarded the OBE (Order of the British Empire) in 2006. On December 30, 2015, the governor general of Canada named her a Companion to the Order of Canada, the highest honor the Canadian government can bestow on one of its citizens.

			Hines, Earl “Fatha” (b. Duquesne, Pennsylvania, 1903; d. Oakland, California, 1983). American jazz pianist and bandleader, especially famous for his early work with trumpeter Louis Armstrong and immensely influential on several generations of jazz pianists. The son of a trumpeter, he grew up in the Pittsburgh area, and though he was given classical piano lessons, he soon gravitated to pop idioms. By all reports, his ear was so exceptional that as a child he amazed friends and family by playing songs from stage shows before the sheet music had even been published. Although accounts vary, Pittsburgh bandleader Lois Deppe claimed he discovered Hines while he was still in high school and soon hired him to play with his orchestra, the Symphonian Serenaders, at the Liederhaus, a popular nightspot. Hines later recalled that he was influenced by some of the pianists he heard working there, and he soon mastered the stride style employed by the popular rag pianists, though he was never a fan of rag, which by then was becoming passé. He soon modified his stride left hand by expanding his chords to create “filled” tenths, and connecting his bass lines chromatically to create a “walking” effect. Since Deppe led a full orchestra, Hines found that he also needed to modify his treble to minimize the scales and arpeggios often heard at the time, thus developing the “trumpet” style for which he later became well known. In effect, he learned to render his melodies in octaves, but filled them in to create four-voice chords, which in the higher registers tended to simulate the sound of a brass section. On October 3, 1923, Deppe took his group to Richmond, Indiana, to make their first recordings for the Gennett label. On that day they cut four sides, but only two were released, including Hines’s original tune “Congaine,” where his virtuosic solo presages his later stylistic trademarks. Deppe, a singer, often took Hines on tour as his accompanist, and a month after their recording debut, they both returned to Richmond to record two songs, including the well-known spiritual “Sometimes I Feel Like a Motherless Child.” Hines’s accompaniment is far simpler here; for the most part he supplies only a basic harmonic foundation, occasionally doubling the melody.

			In 1925, Hines left for Chicago, where he soon impressed Louis Armstrong with the finesse of his “trumpet-style” phrases. They began working together in various locations, and in 1927 Hines replaced Armstrong’s wife, Lil Hardin, as the pianist for his Hot Five recording group. They soon made several recordings for the Okeh label that are considered classics in the history of jazz, including “West End Blues,” a tune by Armstrong’s former employer, Joe “King” Oliver, which they recorded in Chicago on June 28, 1928. Two of the recording’s most striking features are Armstrong’s virtuosic fanfare introduction and Hines’s solo, a mixture of rapid, single-note passagework and chordal “trumpet” calls in the piano’s upper registers. Hines soon made many additional recordings—a number with Armstrong—and late in 1928 he formed his own orchestra, which performed nightly at Chicago’s Grand Terrace Café, a club controlled by Al Capone, who showed his gratitude by purchasing a white Bechstein grand for the bandstand. Through much of the Depression, the Grand Terrace musicians were broadcast coast to coast seven nights a week on the NBC radio network, and Hines—now affectionately called “Fatha” by his admirers—soon became the most popular pianist in America, influencing scores of younger artists, including Art Tatum and Nat “King” Cole. The Grand Terrace closed in 1940, and Hines took his band on the road for a time, but the Swing era had passed by the late 1940s, and after a somewhat strained attempt to reunite with Armstrong, he formed his own small group, which many believe forged a path to more modern Bop styles in the early 1950s. But rock and other fads were impinging on the popularity of jazz, and by the late 1950s, the semiretired Hines had settled in Oakland, California, where he was running a tobacco shop. By the mid-1960s, with the help and encouragement of jazz historian Stanley Dance, he relaunched a solo career, often appearing in concert without benefit of rhythm section, and his work became much admired by a new generation. His style remained extraordinarily virtuosic until his final days, elaborately ornamented with a nearly infallible—though often subtle—sense of rhythm. Remarkably, in the last twenty years of his life, he made over one hundred LPs, many with some of the finest jazz musicians then working, and he toured throughout the world. He was voted “No. 1 Jazz Pianist” by Down Beat in 1966 and received the award five additional times in subsequent years.

			hitch pin. A metal pin screwed into the piano’s cast-iron frame to which one end of each string is attached after it passes over the bridge.

			Hofmann, Josef (b. Kraków, [now] Poland, 1876; d. Los Angeles, 1957). Polish-born American pianist, composer, and teacher, generally considered one of the giants of twentieth-century pianism. His father was a composer-conductor, and his mother was a singer. He was recognized from the age of four as a prodigy, and as a child he gave concerts throughout Europe. He reached America by the time he was eleven, where he was scheduled to give eighty concerts, and where more than a few observers compared him to the young Mozart. In November 1887, he made a spectacular impression on New York audiences when he performed the Beethoven First at the Metropolitan Opera House, so much so that when he returned, he played to standing room only. The New York Times pronounced him a “marvel,” observing that it was “impossible” to confer a critical judgment on his performance after a single hearing, since “the customary standards of criticism are abolished by this youthful prodigy.” Nonetheless, by the end of January, Casimir Hofmann, Josef’s father, was accused of exploiting him through overwork, and—according to Hofmann scholar Gregor Benko—though he was largely blameless, Casimir was forced to cancel Josef’s remaining concerts, prodded by publicity seekers grandstanding for their own purposes. He was even threatened with suit by Josef’s American manager, but a settlement was reached after Singer Sewing Machine heir Alfred Corning Clark advanced $50,000 to finance the youngster’s education—on condition that he give no more concerts until he turned eighteen. His father took him to Berlin that spring, where he played for several teachers, including Moszkowski and d’Albert, but his most important guidance came from Anton Rubinstein, with whom he began working in Dresden when he turned sixteen. Two years later, Rubinstein arranged for Hofmann’s “adult” debut in Hamburg, conducting him in his own D Minor Concerto, and soon Hofmann was embraced as a master throughout the world.

			In 1898, he returned to the United States, and eventually his popularity grew to the point that he was asked in 1907 to write a series of articles on piano playing for the Ladies’ Home Journal. These covered a variety of topics, and they later became the basis for his book Piano Playing, first published in 1909 and filled with shrewd insights, but also viewpoints that occasionally took unexpected turns. For example, even though his teacher, Rubinstein, is often acknowledged as one of the greatest colorists of the nineteenth century, Hofmann was quite insistent that the piano’s tone could not be changed qualitatively and that the best it could offer were, in his words, “monochrome” effects. Although Hofmann’s recording career began virtually with Edison, for whom he made some wax cylinders as a child, he rarely embraced the commercial medium with much enthusiasm, admitting to many that he changed his mind so frequently that the interpretations preserved on recordings rarely satisfied him. In 1895–96, he recorded four cylinders for Julius Block in Moscow, and his first commercial recordings were made in Berlin in 1903 for the Gramophone and Typewriter Company (later the Gramophone Company), when he set down two Mendelssohn miniatures, as well as Chopin’s “Military” Polonaise and two Schubert transcriptions by Tausig and Liszt respectively. He made his largest series of recordings for American Columbia between 1912 and 1918 (over thirty separate selections), and he recorded sixteen titles for Brunswick between 1922 and 1923, again mostly miniatures but including remarkable renderings of Liszt’s Waldesrauschen and the Second Hungarian Rhapsody. Regrettably, Hofmann never again released a commercial recording, though a few electrical test records exist which have recently been made available on CD, as well as some private recordings, some excellent HMV masters from the mid-1930s (originally intended for release), and a number of broadcasts and live concert appearances. It is believed that all of Hofmann’s extant recordings have now been located and reissued, thanks to the efforts of Benko—who at this writing is preparing his biography—and recording engineer Ward Marston. One of the most remarkable performances unearthed by Benko and (beautifully) restored by Marston is a March 1938 live broadcast of Hofmann’s performance of the Chopin E Minor Concerto with Barbirolli and the New York Philharmonic. While the tempos are faster than are often heard today, Hofmann’s Chopin E Minor demonstrates his supreme mastery through exquisite tonal colorings, joined to a seemingly inexhaustible imagination and originality of conception. Hofmann also composed a good deal of piano music, and after World War I, he adopted the pseudonym “Michel Dvorsky” for his piano concerto Chromaticon and several other works because he sought “unbiased” critical assessments.

			In 1924, Hofmann and Leopold Stokowski served as advisors to Mary Curtis Bok concerning initial faculty appointments to the new Curtis Institute in Philadelphia, and Hofmann became the institute’s director in 1927. His most famous pupil there was undoubtedly the youthful Shura Cherkassky, who idolized him (though Cherkassky later acknowledged that he learned more about technique from David Saperton, then Hofmann’s assistant). But Hofmann was forced to curtail much of his concertizing because of his teaching and administrative duties, and when he returned to London in 1933 (his first appearance there in twenty-five years), the audiences were small—in fact it seemed as though Europe had largely forgotten him. But his popularity remained high in the United States, where he had become naturalized in 1926. Rachmaninoff thought he was the greatest pianist alive and dedicated his Third Concerto to him, though Hofmann never played it. Although Hofmann’s formal training in science and engineering was minimal, even as a boy he had offered ideas to Edison for improving his gramophone, and in adult life he continued to be fascinated with machinery. He designed a multitude of piano enhancements which Steinway found so impressive that they employed a full-time workman-technician to develop them further. Eventually, a “D” concert grand outfitted with Hofmann’s inventions accompanied him on his tours (Steinway built four such models in all), with modifications including a second soundboard installed on the underside of the lid, and narrower keys to accommodate the smaller width of his palm. At the end of World War I, he signed a lucrative contract to make rolls for the Duo-Art company, and he worked actively to improve the existing technology, for at that time the mechanism necessitated that an artist’s dynamic levels be added later, often creating highly inauthentic renditions (see appendix E). His mechanical expertise extended to other areas as well, and in his lifetime, he held some seventy patents, the most famous and profitable being the air spring shock absorbers he developed for automobiles shortly after World War I.

			Horowitz, Vladimir (b. Kiev, Ukraine, 1903; d. New York City, 1989). Russian-born American pianist, and one of the most iconic of the twentieth century. Many professionals and knowledgeable observers regard Horowitz as the greatest virtuoso of his time, but he was also acclaimed for his sensitivity as a miniaturist, especially in the sonatas of Scarlatti and the smaller character pieces of Schumann. The son of an electrical engineer, as a child he was taught by his mother, and at the age of eight he entered the Kiev Conservatory, where his most noted teacher was Felix Blumenfeld (1863–1931), a pupil of Anton Rubinstein, who also taught Simon Barere. He graduated in 1920, performing both the Rachmaninoff Third Concerto and the Second Sonata for his examinations, works with which he would long be identified. His formal debut occurred shortly thereafter in the Ukrainian city of Kharkov, and he soon became a sensation throughout Russia, though ironically his major ambition was to compose, and he told many that he only pursued concert income because his family had lost everything in the Revolution. But times were so difficult under Lenin that Horowitz was often paid only in household goods, and in 1925 he feigned the pretext of pursuing studies with Schnabel as a means of obtaining an exit visa to Berlin. Remaining in Europe for over a decade, he soon took Germany, France, and England by storm. On January 12, 1928, he made his American debut with Beecham conducting the New York Philharmonic, and though the press complained about an apparent incompatibility between conductor and soloist, Horowitz was immediately acclaimed as a virtuoso without peer. He made his American recital debut on February 20, and while impressed with the fireworks, Olin Downes of the New York Times also noted, “It has been a long time here since we heard Scarlatti played with such fluency, sparkle and charm.” Similar accolades followed the pianist throughout his career, for although his virtuosity was once characterized by Harold Schonberg as a “million volts of technique,” he was repeatedly admired for his sensitivity, and many consider his 1962 recording of the Schumann Kinderszenen, for example, to be one of the finest ever made.

			In April 1933, Horowitz made his first appearance under Toscanini’s baton, performing the Beethoven “Emperor” at Carnegie Hall, and the conductor invited him to visit his family at his summer home at Lago Maggiore. In the ensuing months, the Toscaninis became increasingly fond of Horowitz, and on December 21 he married their daughter Wanda (1907–98) in a civil ceremony in Milan. A year later, the couple’s only daughter, Sonia (1934–75), was born. They settled in the United States in 1939, and through this period, Horowitz continued to perform chamber works with two of his closest friends, the Russian violinist Nathan Milstein and the Russian cellist Gregor Piatigorsky, while he maintained a successful recording career. As early as 1926, he made a series of rolls for the Welte-Mignon company in Germany and a number of others for Duo-Art in 1928. In the same year, he made his first electric recordings for Victor, and he remained with the label through much of his career, though he was one of a number of artists permitted to record for their subsidiary, HMV, during the Depression when recording activities were greatly curtailed in America. In London in 1930, he made the first recording of the Rachmaninoff Third for HMV, with Albert Coates leading the London Symphony. Although he was unhappy with the finished product, the performance is now considered iconic by many, and to some it granted Horowitz a pseudo-proprietary claim to the work, though his assertion that Rachmaninoff shared this view must be questioned, since it was not advanced until after the composer’s death. Horowitz recorded the Third twice more, and his 1951 LP collaboration with Reiner for RCA Victor is especially admired. He became an American citizen in 1944, greatly enhancing his wartime popularity with his transcription of Sousa’s “Stars and Stripes Forever,” which was conceived to commemorate the occasion, and which he often performed as an encore. Fiendishly difficult, the work was often requested by audiences, as was his signature transcription of themes from Bizet’s Carmen, first heard in 1927.

			But in 1953 Horowitz retreated from the stage, and for the next twelve years he only made recordings, mostly at his five-story New York townhouse—a dwelling he once refused to leave for a period of two years. Much has been written about the pianist’s seclusion and eccentricities, which some have attributed to neurosis, and it is now known that he struggled with a variety of conflicts for which he sought therapy. It is also widely acknowledged that Wanda’s strict, taciturn manner prodded him to suffer a nervous breakdown and that at least some of his depression surrounded conflicts over his homosexuality. Though he occasionally discussed a return to the concert stage, he did not resume his performance career until the afternoon of May 9, 1965. His long-awaited return to Carnegie Hall was accompanied by unprecedented hoopla, as long lines braved the elements overnight to purchase tickets which disappeared in under two hours. The furor was so great that the New York state license commissioner’s office was even required to investigate box office procedures in response to myriad complaints that tickets had been illegally withheld for scalping purposes. At Carnegie Hall—and subsequently wherever he played—he performed on his own Steinway D, painstakingly prepared and maintained by Steinway technician Franz Mohr, who was dispatched to accompany him on his tours. Harold Schonberg, who attended the “return” recital, observed that he was “still a monarch,” and a spate of concerts followed, but there were additional retreats from the stage in the early 1970s and a briefer one in the early 1980s. Although he was experiencing some health difficulties, some have alleged that the absences were somewhat contrived marketing ploys, since his “comebacks” generated more publicity than Horowitz might have otherwise engendered. Several television appearances also enhanced his popularity with the general public, especially a live broadcast of the Rachmaninoff Third with Mehta and the New York Philharmonic on September 24, 1978 (the last time he played the work in public), and a live recital from the Moscow Conservatory that aired on the CBS program Sunday Morning on April 21, 1986—the first time Horowitz had performed in the Soviet Union since he left in 1925. Although Horowitz did not teach widely, he often acknowledged four students who worked with him for lengthy periods: Ivan Davis, Gary Graffman, Byron Janis, and the Canadian pianist Ronald Turini (b. 1934). Toward the end of his life, he also coached Murray Perahia, who visited him the night before his death and was actually the last person to hear him play.

			Horszowski, Mieczysław (Lvov, Poland [now Ukraine], 1892; d. Philadelphia, 1993). Polish-American pianist and teacher. His earliest lessons were with his mother, who had been a pupil of Mikuli, and at the age of seven, he began working with Leschetizky in Vienna. He was soon marketed as a child prodigy, and he performed in a number of European capitals—often for royalty—first performing in Carnegie Hall in 1906 when he was fourteen. At the age of nineteen, he decided to broaden his horizons, and he began to study literature and philosophy in Paris. At the urging of Casals, he was performing again by 1913, eventually settling in Milan. He continued his international tours through the 1920s and 1930s, and in 1940 he was invited by Rudolf Serkin to join the faculty of the Curtis Institute in Philadelphia, where he remained for over fifty years. He made his American orchestral debut with Toscanini and the NBC Symphony in Mozart’s Concerto, K. 595—a live broadcast heard on December 5, 1943—and between November 1954 and February 1955, he gave a series of twelve recitals in New York devoted to the complete solo works of Beethoven. He was also renowned as a chamber musician, frequently performing with Casals and Szigeti and collaborating with Serkin at the Marlboro Festival. Incredibly, Horszowski did not marry until he was nearly ninety, wedding Italian pianist Bice Costa, forty years his junior, in 1981. Bice cared for him in his final years and encouraged him to maintain, and even expand, his performance career. Horszowski had one of the longest reigns of any performer in history, and in June 1987 he celebrated his ninety-fifth birthday by giving a solo recital in London’s Wigmore Hall, followed by his Japanese debut six months later. His last Carnegie Hall recital was on April 23, 1990, when he was ninety-seven. Though the New York Times noted that it was scarcely the playing of a firebrand, it added, “Never has the grace of the [Schumann] ‘Arabesque’ been so stripped to its essence,” and “Never have the ‘Papillons’ sounded quite as intimate.” Indeed, Horszowski was most often praised as an artist of great cultivation and subtlety, and although he did not record widely, a great many of his live performances, including some of his final appearances, are now available on CD. His pupils at Curtis over the years included Richard Goode, Steven De Groote, Eugene Istomin, and Peter Serkin.

			Hough, Stephen (b. Heswall, England, 1961). English-Australian pianist and composer. As a child, he studied for a year with Heather Slade (b. 1947) (now Heather Slade-Lipkin), a family friend then studying with Gordon Green (1905–81), who was himself a pupil of Egon Petri. After her student won a national competition at the age of seven, Slade sent him to Green, then teaching at Chetham’s School in Manchester. Hough has often expressed his gratitude to Green for instilling musical values and guidance in his formative years, and at fifteen he began a degree course at the Royal Northern College of Music in Manchester, where Green also taught. At sixteen he won the piano division of the BBC Young Musician of the Year, and after Green became ill, he began working with Derrick Wyndham at the RNCM, whom he also cites as an important formative influence. At nineteen, he went to New York to begin a master’s degree at Juilliard under Adele Marcus, lessons that he later described as “rather negative.” His international career was launched in 1983 when he won the Naumburg Competition, but he prepared little of his repertoire with her, and he recalled that she seemed resentful that he had won, which impelled him “to become self-sufficient very quickly.” In the wake of his victory, after obtaining his master’s degree, he left the doctoral program to begin touring, and he made his formal New York debut at Alice Tully Hall in 1984. His performances were immediately acclaimed for their extreme refinement, extraordinary virtuosity, and exceptional coloring palette, and he soon embarked on a recording career, with his 1992 release of the first two Hummel concertos on the Chandos label winning wide acclaim. He now records exclusively for Hyperion, and has championed less-performed repertoire of the past and present, including English music. A 1996 disc devoted to solo works of York Bowen was so well received that some have credited Hough with inaugurating a Bowen revival, and Stephen Hough’s English Piano Album, which appeared in 2002—offering works by Elgar, Bridge, Kenneth Leighton, and others—was equally well received.

			Considered by many to be Britain’s most eminent pianist, Hough has also recorded a substantial amount of standard repertoire, and one of his most acclaimed releases is a set devoted to the four Rachmaninoff concertos, plus the Paganini Rhapsody, mostly live performances captured in May 2004 with the Dallas Symphony under Andrew Litton, voted “Record of the Year” by the Sunday Times. He demonstrated an equal endurance over a three-week period in the summer of 2009 when he performed the three Tchaikovsky concertos, plus the Concert Fantasia in G and his own arrangement of the composer’s Six Romances, op. 6, at the London Proms. In recent years, Hough has begun to include more of his own works in his recitals, many of which have been recorded, and he has written a good deal of vocal and instrumental music, including a cello concerto for Steven Isserlis, with whom he has often collaborated. Other composers have dedicated their works to him as well, most notably Lowell Liebermann, whom he met at Juilliard and whose difficult Second Concerto he premiered. Hough has long maintained residences in both London and New York, and his American residency made him eligible in 2001 to receive the so-called Genius Grant awarded by the John D. and Catherine T. MacArthur Foundation, a $500,000 cash prize given without strings to individuals who “show exceptional merit and promise for continued and enhanced creative work.” Hough was the first classical musician to receive the award, and his Renaissance man persona was enhanced in 2009 when the British Economist publication Intelligent Life named him as one of “20 living polymaths” (an eclectic list which spanned a range from Noam Chomsky to George Foreman), citing his work as a poet and writer on religion in addition to his musical accomplishments. Hough has in fact received wide acclaim for his writings and covers a variety of subjects in the biweekly blog he currently maintains for the web version of the London Daily Telegraph. A converted Catholic, he has spoken widely about his commitment to spirituality, and in 2007 he published The Bible as Prayer: A Handbook for Lectio Divina. His paintings have also been displayed, most recently in a 2012 solo exhibition at London’s Broadbent Gallery. At present, he holds dual appointments at the RNCM in Manchester and the Royal Academy of Music in London, and in 2005 he received an Australian passport granting him dual nationality—Australia being the country of his late father’s birth. Long interested in the tonal coloring possibilities of his instrument, he has expressed admiration for the Australian Stuart piano, as well as the Steingraeber and the Fazioli.

			Hughes, Edwin (b. Washington, D.C., 1884; d. New York City, 1965). American pianist and teacher. He studied with Rafael Joseffy in New York from 1906 to 1907, and with Leschetizky in Vienna from 1907 to 1910. He taught at the Ganapol School of Musical Art in Detroit from 1910 to 1912, the Volpe Institute of Music in New York from 1916 to 1917, and the Institute of Musical Art (now Juilliard) in New York from 1918 to 1923. From 1920 to 1926 he edited piano music for Schirmer, and his edition of the Schumann Concerto is still widely used. He was once widely known for the duo-recitals he performed with his wife, the pianist Jewel Bethany Hughes.

			Hummel, Johann Nepomuk (b. Pressburg, Hungary [now Bratislava, Slovakia], 1778; d. Weimar, Germany, 1837). Austrian pianist and composer. His father was director of the Imperial School of Military Music in Vienna, and in 1786 he was offered the orchestra at the Theater auf der Wieden, which was owned by Emanuel Schikaneder, the librettist for Mozart’s Die Zauberflöte. This brought the senior Hummel into contact with Mozart, who accepted his son as a pupil when he was only eight. Mozart was so impressed with the youth’s talent that he taught him without fee for two years, housed him in his home, and even presented him as a guest soloist at one of his concerts when he was only nine. Hummel’s father then took him on a European tour, where he made the strongest impression in Britain, and when they reached London, the youngster began studying intensively with Clementi. They also met Haydn, who wrote a piano trio that the thirteen-year-old Hummel premiered at the Hanover Square Rooms in 1791. In 1793 they returned to Vienna, where the fifteen-year-old Hummel began studying composition with Salieri and counterpoint with Albrechtsberger. Although there was some rivalry between them, soon Vienna was viewing Hummel and Beethoven, who was eight years his senior, as the most gifted pianists and composers in the city. But to Hummel’s disadvantage, over the next ten years, he was never able to cultivate the patrons that sustained Beethoven during the long periods needed for his composition, and he was forced to teach in order to survive, often as much as ten hours a day. 

			Because of his relationship to Haydn, the composer recommended him to succeed him as Kapellmeister at the Esterhazy court, and Hummel began working there in 1803, where one of his first assignments was the composition of a trumpet concerto which trumpeter Anton Weidinger premiered on New Year’s Day in 1804. But Hummel had little respect for his employer, Prince Nicolas, and he was often tactless. He was finally dismissed in 1811, and two years later, he married the twenty-year-old singer Elisabeth Röckel, who had also once been courted by Beethoven. She encouraged her husband to resume his concert career, which he did for a time, but desiring financial stability for his marriage, he sought a new appointment at the Württemberg court in Stuttgart, which lasted only a few years. His final appointment was at the Weimar court, and this proved to be the best of his professional situations. He became close to Goethe and Schiller, both of whom were in residence at Weimar, and both of whom loved music. Hummel and his wife returned to Vienna in 1827 to be with Beethoven as he lay dying, and Hummel was a pallbearer at his funeral. Acclaimed as one of the greatest performers of his day, Hummel is sometimes viewed as the last of the great Classical period pianists. He died a very wealthy man, in part because he demanded high fees when he performed, but he also charged a high tuition to his students—in fact, Liszt’s father, Adam, wanted him to teach his son, but he had to go instead to Czerny because Hummel refused to lower his fee. Hummel’s most famous pupils included Thalberg and Henselt. Hummel was a prolific composer, and his famed trumpet concerto is often heard today, but his piano works are rarely performed by contemporary pianists. Liszt championed the first two of his six piano concertos and performed them frequently, and in 1992 Stephen Hough recorded them for Chandos. Hummel also wrote cadenzas to some of Mozart’s concertos, including the C Minor, K. 491, a highly virtuosic, somewhat Romantic treatment of Mozart’s material which has been used by André Previn and others.

			Hungerford, Bruce (b. Korumburra, Australia, 1922; d. New York City, 1977). Australian pianist. Born Leonard Hungerford, at twelve, he entered the Melbourne Conservatorium as a student of Roy Shepherd, who had been a pupil of Cortot, and he remained with him for nearly ten years. In 1944, he also studied briefly in Sydney with Ignaz Friedman, who had permanently settled in Australia in his final years. In the same year, he played for Eugene Ormandy, then on tour in Australia, who arranged for him to go to New York after the war to study with the Australian-born Ernest Hutcheson at Juilliard. However, when he expressed some discontent with his instruction, Ormandy suggested he come to Philadelphia for further work with Olga Samaroff. But after a year, he was again deeply disappointed in the teaching he was receiving, and he approached Dame Myra Hess during one of her American tours. She mentored and coached him, and they remained close until her death, but she suggested he return to New York for study with Carl Friedberg to gain the benefit of more continuous instruction. Friedberg treated him much as an equal, and they enjoyed a warm relationship until his death. Years earlier, Samaroff had suggested that Hungerford might enjoy greater success as a concert pianist in Europe, and in 1958 he relocated to Germany, where as “Bruce Hungerford” he began to gain a reputation, especially as a Beethoven interpreter. He became close to Friedelind Wagner, granddaughter of the composer, and served for several years as pianist-in-residence at the Bayreuth master classes. He gave an all-Beethoven program in Carnegie Hall in October 1965, and two years later he was approached by Beethoven scholar Maynard Solomon and his brother, Seymour, co-founders of the Vanguard Recording Society, to record all the Beethoven piano works. Now teaching at the Mannes School in New York, he gave another Carnegie Hall recital in March 1968 but received only lukewarm enthusiasm from the New York Times. The same reviewer was far kinder to several of his Vanguard recordings in January 1970, observing that “it would be hard to overpraise Hungerford’s accuracy, adherence to score markings, or seriousness of approach.” A genuine intellectual, Hungerford also studied at Columbia and used his New York residency as an opportunity to expand his interests in vertebrate paleontology and Egyptology. Within a few years, he had become a noted authority, making six research trips to Egypt and giving frequent lectures, which he sometimes combined with his concert tours. His 1971 series The Heritage of Ancient Egypt, a seventeen-part audiovisual series illustrated with 1,200 of his own color transparencies, was sold to museums and universities across the United States. On the evening of January 26, 1977, he was returning from a lecture he had given at Rockefeller University en route to his home in New Rochelle, New York, when he was killed in a head-on collision in the Bronx. Tragically, the accident also claimed the lives of his mother, his niece, and her husband. Today, Hungerford’s personal correspondence, recordings, and other valuable documents are housed at IPAM.

			Hyman, Dick [Richard] (b. New York City, 1927). American jazz pianist, keyboardist, and composer. His earliest training was from his mother’s brother, Anton Rovinsky (1895–1966), a Juilliard graduate who had studied with Rafael Joseffy. Thoroughly schooled as a musician, Rovinsky was always alert to the newest styles, and he even premiered one of Ives’s piano works in the 1920s. Hyman once told an interviewer, “He was my most important teacher. . . . I learned touch from him and a certain amount of repertoire, especially Beethoven.” He also admitted that Chopin was an early interest, because he admired the composer’s ability to embellish lyrical melodies, a skill necessary for jazz improvisation. He began playing weekend dance jobs in high school, entering Columbia in 1944 and leaving in June 1945 to enlist in the Navy Band. After he returned to Columbia, he won a contest that awarded him twelve free lessons with Teddy Wilson, whom he idolized, and his connections eventually led to a job with Benny Goodman, who had once worked intensively with Wilson. In the 1950s, Hyman began a long career in broadcasting as a studio pianist/bandleader, serving as musical director for The Arthur Godfrey Show on CBS radio and moving to television in the early 1960s to serve in a similar capacity for the popular NBC program Sing Along with Mitch. In addition, he has been composer/musical director for over a dozen Woody Allen films, including Zelig, Hannah and Her Sisters, Radio Days, and Bullets over Broadway. Hyman has long been recognized as a passionate student of American piano styling, and he is much admired for a chameleon-like ability to replicate the effects of rag and early jazz at the keyboard. He has devoted entire discs to the works of Joplin, Confrey, and “Fats” Waller and is considered a master of analyzing and teaching the styles of iconic jazz artists such as Art Tatum, Errol Garner, and others.
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			Ibach. German piano manufacturer operating today as Rudolph Ibach & Sons, with home offices in Düsseldorf. Although never one of the largest builders, Ibach holds the distinction of being the oldest continuously operating piano manufacturer in the world, and it is still controlled by direct descendants of its founder, Johann Adolph Ibach (1766–1848). An organ builder by trade, Johann set up a workshop in 1794 in Beyenburg, a small village that is now an eastern suburb of Wuppertal, near Düsseldorf. For a number of years, he held a purely local reputation as a capable craftsman and had built his first square piano before 1800. In that year, he opened a larger shop at Rittershausen before eventually relocating to the then heavily industrial center of Barmen (now Wuppertal) in 1817. By now he had brought his sons into the firm, and his pianos began to develop a reputation throughout Germany as carefully constructed instruments with outstanding tonal properties. One of the first German pianos to employ cast-iron frames, by mid-century the Ibach was much admired by leading musicians, including Wagner and Liszt. Until 1904, the firm continued to build pipe organs, but with the advent of the twentieth century, Ibach focused exclusively on pianos, soon becoming one of the preeminent European makers, with factories in Barmen, Schwelm, and Berlin and concert halls in Berlin, Cologne, and Düsseldorf. The company also began to sponsor respected competitions in Berlin, in which artists such as Arrau and Elly Ney won high honors. But like all manufacturers, they faced major setbacks during the Depression and suffered inestimable damage during World War II when their factories and concert halls were destroyed in bombing raids. In the postwar years, they rebuilt in Schwelm, near Düsseldorf, and managed to restore some economic stability through marketing several upright models of excellent quality. Today, in addition to uprights, Ibach builds several grand models, all with duplex scaling and sostenuto pedal, ranging in size from 165 cm (about 5'6") to 240 cm (about 7'10"). See http://www.ibach.de/eng/ibach-e.htm.

			International Chopin Competition. A piano competition founded by Polish pianist and teacher Jerzy Żurawlew (1887–1980) to honor the Polish-born Frédéric Chopin. First held in Warsaw in January 1927 and designed to be held every fifth year, it occurred again in 1932 and in 1937. But World War II disrupted the five-year cycle, and it did not resume again until 1949, a year specially chosen to honor the centennial of the composer’s death. The next competition was not held until 1955, and since that time it has been held every five years. Since 1957 it has been part of the World Federation of International Music Competitions in Geneva, and beginning in 2005, Poland’s Fryderyk Chopin Institute began serving as its main organizer. In October 2005, the Chopin Competition welcomed 350 participants from around the world. The first winner in 1927 was the Soviet pianist Lev Oborin, and subsequent prizewinners have included Witold Małcużyński, Bella Davidovich, Vladimir Ashkenazy, Fou Ts’ong, Maurizio Pollini, Martha Argerich, and Garrick Ohlsson. See http://konkurs.chopin.pl/en.

			International Tchaikovsky Competition. A competition held every four years in Moscow and St. Petersburg, which now operates separate divisions for piano, violin, cello, and voice. Sponsored by the Russian federal government and its Ministry of Culture, the competition began in 1958 under the auspices of the former Soviet Union, at which time only two categories were permitted: piano and violin. The first piano winner was the American Van Cliburn, whose victory created a sensation—both artistically and politically—throughout the world. In subsequent years, the piano prizewinners have included Vladimir Ashkenazy, John Ogdon, and Barry Douglas. See http://tinyurl.com/pfj8emj (due to its excessive length, this web address has been truncated).

			IPAM. Acronym for the International Piano Archives at Maryland, an archival repository devoted to piano recordings and printed materials, presently located on the campus of the University of Maryland at College Park. Founded in Cleveland in 1965 by Albert Petrak and Gregor Benko as the International Piano Archives, the organization was soon moved to New York City, where it grew into a major repository for audio resources, earning acclaim for its reissues of historic piano performances. In 1977, its holdings were given to the University of Maryland, where they are publicly accessible to musicians, researchers, and friends of piano performance. IPAM’s first curator, Morgan Cundiff, was succeeded by Donald Manildi in 1993, who at this writing still serves in that position. Its audio holdings include an estimated 96 percent of all commercial piano recordings ever issued, with taped copies of most of the remainder, over four thousand reel-to-reel and cassette tapes—many of which are unique recordings of live concerts and radio broadcasts—and around three thousand reproducing piano rolls, including master rolls of Hofmann, Paderewski, and Friedman. IPAM also contains over eighty archival special collections devoted to individual pianists and scholars which include programs, letters, photographs, recordings, manuscripts, diaries, and scrapbooks. Among the pianists represented in these collections are Casadesus, Godowsky, and Hofmann. See http://www.lib.umd.edu/ipam.

			Istomin, Eugene (b. New York City, 1925; d. Washington, D.C., 2003). American pianist. The child of Russian immigrants, he studied at the Curtis Institute under Rudolf Serkin and Mieczysław Horszowski. In 1943 at the age of seventeen, he won the Leventritt Award, and in the same week he made solo debuts with both the Philadelphia Orchestra and the New York Philharmonic. Although he often played Chopin, he became most acclaimed for his work with the German masters, and in 1961 he formed a trio with violinist Isaac Stern and cellist Leonard Rose. They often performed and recorded together, and in 1970, their Columbia recording of the complete Beethoven trios won a Grammy. Istomin also commissioned solo works by composers such as Roger Sessions and Ned Rorem. In 1975, he married Marta Montáñez Martínez (b. 1936), the widow of Pablo Casals, and when she became artistic director of the Kennedy Center in 1980, the couple relocated to Washington.

			Iturbi, José (b. Valencia, Spain, 1895; d. Los Angeles, 1980). Spanish-born pianist and conductor. He was recognized as a prodigy from a young age, but since his parents were not wealthy, he often augmented his family’s finances by spending up to twelve hours a day playing background music in cinema houses—thus presaging the career for which he later became famous. Eventually he won a scholarship to the Paris Conservatoire, where one of his principal interests was harpsichord, then still a novelty, and Iturbi studied intensively with Wanda Landowska—later even making recordings and films on a two-manual Pleyel Grand Modele de Concert, the design that Landowska made famous. He developed a very harpsichord-like piano technique as well, relying almost exclusively on hammer-like finger strokes, an approach he employed in Romantic as well as Baroque works. For a number of years he toured with Spanish violinist Manuel Quiroga (1892–1961), but his solo career was successful as well, especially in South and Central America. He conducted for the first time in Mexico City in 1933 and subsequently organized orchestras in Mexico, Peru, and Spain. But in 1936, he was nearly killed when a Pan American clipper carrying twenty-four passengers crashed—fatally injuring two—off the coast of Trinidad. After undergoing rehabilitation, he began touring with Quiroga again, but when the violinist was struck by a truck in Times Square immediately following their June 1937 concert, Iturbi began to concentrate on his role as conductor of the Rochester Philharmonic—which he had been offered a year earlier—serving in that position until 1944. He then began the most successful part of his career, appearing over the next decade in a series of MGM musicals, often with his sister, Amparo (1898–1969), also a gifted pianist. Invariably, Iturbi portrayed himself in these films, often appearing with orchestra, accompanying stars like Jeanette MacDonald and Kathryn Grayson in light classics. He often soloed as well, as in the 1945 feature Anchors Aweigh, which starred Grayson alongside Gene Kelly and Frank Sinatra. In a highly complicated location shot, Iturbi performs the Liszt Second Rhapsody at the Hollywood Bowl while auditioning eighteen younger pianists—including some children—all of whom perform simultaneously their own concert grands. Three Daring Daughters (1948) is the only film where he shared star billing with MacDonald, and in one scene, in an effort to win over her three grown daughters, he (seemingly) improvises a boogie-woogie version of Bobby Troup’s recently composed “Route 66” (an arrangement, according to some, conceived by the teenaged—and uncredited—André Previn, who was then working full time at MGM). After his film career was over, Iturbi remained highly popular, and as late as 1975, he appeared as pianist and conductor at New York’s Lincoln Center.
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			jack. A wooden portion of the piano’s action that sits atop the key and supports the hammer. As the key travels downward, the hammer continues to rest on the jack until the entire mechanism reaches the “let-off” point, or the spot where the hammer disengages from the jack and travels toward the strings on its own. In an upright piano, a spring brings the hammer back to reengage with the jack, while in a grand, this function is provided by gravity. Then, as the key is allowed to rise, both the jack and the hammer return to their resting positions. See appendix B.

			Jamal, Ahmad (b. Pittsburgh, 1930). American jazz pianist and composer. Born Frederick Russell Jones, he was acclaimed as a child prodigy and trained from the age of seven by famed Pittsburgh singer and educator Mary Cardwell Dawson, who later founded the National Negro Opera Company. He also studied with pianist James Miller, and as a youth, he was influenced by Pittsburgh-born pianists Earl Hines and Erroll Garner. He began playing professionally at fourteen and in 1948 began touring with a band led by trumpeter George Hudson. While performing in Detroit in 1950, he grew close to the city’s Muslim community and became a student of Islam. In the same year, he moved to Chicago, converting to the Muslim faith and adopting the name Ahmad Jamal. In the same year, he formed the Three Strings, a group consisting of guitarist Ray Crawford and bassist Eddie Calhoun, which was later known as the Ahmad Jamal Trio. By 1957, Israel Crosby was the group’s bassist, and after Crawford was replaced with drummer Vernel Fournier, they signed as the house trio at Chicago’s Pershing Hotel. In January 1958, they recorded Ahmad Jamal at the Pershing: But Not for Me, an immensely influential album featuring standards ranging from “The Surrey with the Fringe on Top” to the jazz classic “Poinciana,” and the group’s popularity was enhanced the following year by a highly successful appearance on the CBS television show Jazz from Studio 61.

			In the early 1960s, Jamal moved to New York and recorded only intermittently with various sidemen, but in the late 1960s, he signed with ABC-Paramount and made several recordings for their Impulse! label, including the highly influential The Awakening, recorded in New York with bassist Jamil Nasser and drummer Frank Gant in February 1970. The album showcases Jamal’s extraordinary virtuosity in highly original treatments of “I Love Music,” the popular standard “You’re My Everything,” and Jobim’s bossa nova–tinged “Wave.” His trio’s appearance at the Montreux Jazz Festival in June 1971 was captured in two subsequent albums, and he was now incorporating the sounds of the Fender Rhodes into his ensemble, showcased especially in Ahmad Jamal ’73, released on the 20th Century label, in which he used the electronic piano exclusively. As the years passed, he gradually began to reduce the number of standards he featured in his sets, and by the mid-1980s, he was improvising mostly on his own compositions. In Jamal’s earliest recordings, one hears a classically trained lightness of touch and beauty of sound reminiscent of Teddy Wilson, though some critics occasionally dismissed him as little more than a cocktail pianist. But as a product of the Bop era, he has also been recognized as a primary influence on the less aggressive “cool” jazz movement of the 1950s, with Dave Brubeck and even Miles Davis acknowledging their admiration for his elegance, taste, and restraint. By the late 1960s, he was allowing his virtuosity to emerge more fully, and today he is recognized as one of the great pianistic masters of jazz. Some have suggested that his electronic keyboard work has made his acoustical work more orchestral in sound and that in recent years his style has morphed into something far more avant garde than that of many of his contemporaries. In March 2007, he was chosen among thirty jazz artists to be honored by the Kennedy Center as a “Living Jazz Legend” as part of its Jazz in Our Time celebration.

			Janis, Byron (b. McKeesport, Pennsylvania, 1927). American pianist. The son of Russian-Jewish parents, he was born Byron Yanks (the family name had been shortened from Yankilevich), and until he was seven, he studied in Pittsburgh with a Russian immigrant trained at the Moscow Conservatory. Though he was offered a scholarship for lessons at Carnegie Tech (now Carnegie-Mellon), his mother insisted on taking him to New York, where his gifts were immediately recognized by Josef and Rosina Lhévinne, with whom he began studying at the age of eight. But since they were still touring extensively, after a year his lessons were taken over by one of their assistants, Dorothea Anderson La Follette (1902–64), who also taught William Kapell. Friction between La Follette and the Lhévinnes soon led them to place him with Adele Marcus, with whom he worked for six years and who arranged for some of his earliest New York auditions, most notably with Samuel Chotzinoff, then the music critic for the New York Post and a producer for NBC radio. Chotzinoff, who brought Toscanini to New York to form the NBC Symphony, became the youth’s lifelong musical mentor and arranged for him to perform on the NBC Magic Key Hour, a popular Sunday afternoon variety show, for which he was prodded by network executives to change his name to “Jannes”—which he was soon spelling as “Janis.” Chotzinoff also arranged for the fifteen-year-old to perform the Rachmaninoff Second with the NBC Symphony, a work he repeated in Pittsburgh a year later under the baton of the fourteen-year-old Lorin Maazel—a concert which Vladimir Horowitz attended. Horowitz offered to give Janis weekly lessons and even took him on his tours, a relationship that lasted until Janis was twenty. After that time, Janis’s career began to blossom, and he was an extremely popular pianist in the 1950s, specializing in Romantic repertoire.

			But beginning in the 1960s, many observers were noting marked changes in Janis’s playing. Harold Schonberg of the New York Times even harshly described an April 1961 performance of both Liszt concertos with the Boston Symphony as “ugly-sounding,” adding that strength and power in Liszt did not require “banging,” and that “Mr. Janis, with all his brilliance, has not yet solved that secret.” Although many post–World War II pianists were profoundly influenced by Horowitz, Janis later admitted that his close contact with the artist may have been a mixed blessing, since—perhaps inadvertently—“I was becoming a copy of Horowitz.” But another more serious problem had been confronting him as well, and in 1973 he was diagnosed with psoriatic arthritis in both hands and wrists. As the pain continued to escalate, he tried treatments ranging from drugs to faith healing—as well as several surgeries—while he kept his illness a secret for twelve years. Finally, in April 1985, he spoke publicly about his condition at the Reagan White House and subsequently became a spokesman for the National Arthritis Foundation, playing numerous concerts to benefit the organization. His memoir, Chopin and Beyond, written in collaboration with his wife, Maria—the daughter of film actor Gary Cooper—was published in 2010. In 2013, Sony Classical released an eleven-CD set reissuing all the LPs he had made for RCA and Mercury in the 1950s and 1960s. In April 2014, he admitted that the arthritis had only gotten worse in subsequent years, but at this writing he still performs intermittently.

			Jarrett, Keith (b. Allentown, Pennsylvania, 1945). American jazz, pop, and classical pianist and keyboardist, famed for his improvisational versatility. His talents were recognized at a young age, and he studied with Eleanor Sokoloff at the Curtis Institute before attending the Berklee School in Boston. After he moved to New York, he worked briefly with Art Blakey’s Jazz Messengers before joining the Charles Lloyd Quartet to record the highly successful Forest Flower album for the Atlantic label in 1966. He was soon working with Miles Davis, where he often played a Fender Rhodes electric piano, at times alongside Chick Corea. Jarrett continued to lead his own trio through the 1970s, but he also began making solo studio albums of his own compositions on acoustic grands, beginning with Facing You (1972) for ECM. Even more successful were his recordings of totally improvised live solo concerts, the most famous being his January 1975 appearance at the Cologne Opera House, released as The Köln Concert (ECM). Though he had requested an Imperial Bösendorfer concert grand for that concert, a smaller practice grand with a weak treble and bass was delivered by mistake, and many believe that Jarrett overemphasized the piano’s middle register to compensate. Despite this, with sales exceeding 3.5 million, it ranks as the best-selling piano album of all time. He has also made recordings of classical compositions, including a CD set of both volumes of the Well-Tempered Clavier, released by ECM in 1988, that was very well received. In the same year, he recorded Lou Harrison’s Piano Concerto and Suite for Violin, Piano and Small Orchestra for New World, and in the following year ECM released his recording of the Goldberg Variations on a double-manual harpsichord that was less well received by some critics. Jarrett has also frequently composed in a serious, classical idiom, and ECM has released CDs devoted to his own works. In 1996, the label also released his recording of the Mozart Concertos, K. 467, K. 488, and K. 595, with the Stuttgart Chamber Orchestra conducted by Dennis Russell Davies, and in the same year, he performed the two-piano Concerto in E-flat, K. 365, with Chick Corea. In 2004, he received Denmark’s prestigious Sonning Award, and in 2008, he was inducted into the Down Beat Hall of Fame.

			Johannesen, Grant (b. Salt Lake City, 1921; d. near Munich[?], 2005). American pianist and teacher. Until his teens, he studied with a neighborhood teacher in Salt Lake, but in 1939 he played for Robert Casadesus, who was in town to give a recital, and the French pianist invited him to Princeton for further study. During the war years he worked with Egon Petri, then at Cornell, studying composition with Roger Sessions in New York and also with Nadia Boulanger, then at Peabody in Baltimore. He made his New York debut in 1944 and soon acquired a reputation for his sensitive treatment of less-performed repertoire, especially the works of Fauré and Poulenc. In 1949, he won the Ostend (Belgium) International Competition, and subsequently he toured Europe with the New York Philharmonic under Mitropoulos. He became well known to American audiences in the 1950s, often appearing on the NBC Bell Telephone Hour. He also championed a good deal of American music, including the works of Copland, Gershwin, Barber, and Sessions, and in 1962 he performed Wallingford Riegger’s Variations for Piano and Orchestra in the Soviet Union. From 1974 to 1985 he served as director of the Cleveland Institute, where he encouraged his students to immerse themselves in painting and sculpture to broaden their appreciation of art, since he insisted that virtuosity as such was “not the point of making music,” and his own playing was often praised for a cultivated musicianship that was never subordinated to ostentation. He also promoted the compositions of his first wife, Helen Taylor, who died in a traffic accident in 1950, and he frequently performed chamber works with his second wife, the cellist Zara Nelsova, to whom he was married from 1963 to 1973. Johannesen was a member of the Church of Latter-Day Saints, and several Mormon publications gave the place of his death as Berlin, though the New York Times reported that he died at “a friend’s home near Munich.”

			Johnson, James P[rice]. (b. New Brunswick, New Jersey, 1894; d. Jamaica [Queens], New York, 1955). American jazz pianist and composer. Considered a pivotal pianist in the history of jazz, Johnson is usually regarded as the most important link between rag and early jazz styles, and he is often termed the “father” of stride piano. He was born to modest circumstances, and his earliest training came from his mother, who taught him a number of popular songs which his perfect pitch enabled him to reproduce easily at the piano. Since his parents were also dedicated to the AME Church, he heard a number of hymns which he also recreated and embellished through improvisation. About 1908, his family moved to the “San Juan Hill” area of Manhattan (roughly where Lincoln Center now stands), so named because of its recurring neighborhood racial tensions. The teenaged Johnson had become fascinated with the rag styles then popular and soon began playing professionally in bars and brothels. By his late teens he was developing a reputation for versatility, having played for silent films and dance academies, and the mother of one of his friends—who cleaned the home of a music professor in exchange for voice lessons—urged the twenty-year-old Johnson to study the classics with her employer. The Italian-born Bruto Giannini (1848–1931) had trained at the Bologna Conservatory and helped nurture the careers of several African-American musicians, including Scott Joplin, who was then living in New York. Johnson remained under Giannini’s guidance for four years, studying Bach and Liszt with him, among other composers. Giannini stressed discipline and insisted that Johnson refinger much of his passagework, which—as he later recalled—stood him in good stead when he performed Chopin’s “Revolutionary” Etude in a “cutting” contest against “Fats” Waller and Art Tatum.

			During his time with Giannini, Johnson also began to compose some of his earliest songs, including “Steeplechase Rag,” “The Mule Walk,” and the iconic stride-audition piece “Carolina Shout” (all from 1914–16). In 1917, now acclaimed as an outstanding rag pianist, he made his first rolls for Aeolian, later switching to the QRS label and eventually cutting a total of fifty-four selections, more than any other stride pianist. He developed several techniques to make his work stand out, but unlike some of his contemporaries, he never tampered with tempo or rhythm, preferring to maintain an incessantly steady beat, punctuated often with broken left-hand tenths (rolled downward) in rapid succession, and occasionally thickening his treble in a style foretelling the “trumpet” riffs of Earl Hines. Supposedly, both Waller and a young Duke Ellington purchased his 1923 roll of “Carolina Shout” (which he had also recorded acoustically for Okeh in 1921) and slowed it down sufficiently to memorize it note by note. After the seventeen-year-old Waller met his idol in 1921, he spent hours in Johnson’s home working to improve his left hand, which at that time was relatively weak. By the early twenties, Johnson was composing for shows, and Runnin’ Wild, which opened in 1923, featured “Charleston,” his most famous composition, and the song which many believe most defined the ethos of the Roaring Twenties. He had a highly successful career for the rest of the decade, but economic hardships had set in by the 1930s, and by the middle of the decade, Johnson and his family had relocated to Jamaica, Queens. He suffered some minor strokes in the early 1940s and a major stroke in 1951, which effectively ended his performance career.

			Joplin, Scott (b. northeast Texas [near Linden], c. 1868; d. New York City, 1917). American popular pianist and composer, and the most famous of the rag pianists. Despite Joplin’s enduring fame, many of his biographical details remain unsettled, even his date and place of birth. As Edward Berlin, the leading Joplin scholar, points out, he could not have been born in Texarkana, Texas, as many sources have claimed, since that municipality was not created until June 1874, but Berlin contends that Joplin was definitely born in northeast Texas and lived in nearby communities such as Marshall and Linden as a child. Berlin has also established that, although his date of birth remains uncertain, he was born within a year of November 1868. The son of a freed slave from North Carolina and a free-born woman from Kentucky who worked as a maid, Joplin as a child was often permitted to play the pianos in the sitting rooms of his mother’s employers, and when he was about twelve or thirteen, she managed to purchase one for him. He studied with several local teachers before meeting the German-born Julius Weiss about 1879, who had been brought to Texarkana from St. Louis to tutor the children of wealthy landowner Robert Rodgers. Whether or not—as is popularly believed—Weiss was so impressed with Joplin’s talent that he offered to give him free lessons in piano, theory, and composition, there can be little doubt that he fostered the youth’s lifelong interest in opera, exposing him to European art music and nurturing, in Berlin’s words, his “aspirations and ambitions toward high artistic goals.” For a time he sang locally in a vocal quartet with two of his brothers, but he left Texarkana when he was about sixteen, engaging in several years of largely undocumented travels and supporting himself as a saloon pianist in Texas, Louisiana, and parts of the Midwest. By about 1890, it is believed he was appearing at John Turpin’s Silver Dollar Saloon in St. Louis, a city which, as Berlin notes, was an important center for the burgeoning rag style and where sooner or later most of its leading exponents met and performed. In the summer of 1893, Joplin is also known to have performed on the Midway at the World’s Columbian Exposition in Chicago, the probable venue where millions of Americans heard ragtime for the first time. While there, he met Otis Saunders, a brilliant mulatto pianist who accompanied him back to St. Louis before the two of them left for Sedalia, Missouri, nearly two hundred miles to the west, and the site of Joplin’s earliest success.

			Joplin’s activities were varied in Sedalia. Since he also played cornet, he performed for a time with the highly regarded Queen City Cornet Band, he sang with a vocal group called the Texas Medley Quartette, and he performed in a number of popular nightspots. A lifelong student, he also sought further musical education at the George R. Smith College, which opened in 1894. In 1899, he submitted what remains his most famous composition, the “Maple Leaf Rag,” to Sedalia music store owner and publisher John Stark, and although later claims about its meteoric sales were wildly exaggerated, it became well known over the next decade. Joplin returned with his wife to St. Louis in 1900, the birthplace of his popular rags “The Easy Winners” in 1901 and “The Entertainer” a year later. In 1907, after having been both divorced and widowed, Joplin moved to New York, where he spent the rest of his life trying unsuccessfully to interest backers in his operatic masterpiece Treemonisha. The quality of his piano playing remains a point of conjecture to the present day, since he made no acoustic recordings. Though he often traded on the title “King of Ragtime,” there is a wide consensus that at best he was a mediocre club pianist, and unfortunately the only documentation of his playing exists in the form of seven rolls cut from April to June of 1916, when he was already experiencing neurological difficulties related to the syphilis from which he suffered. Even though these rolls were heavily edited, Berlin has described his Uni-Record performance of the “Maple Leaf Rag” as “painfully bad.” Understandably, Joplin’s piano legacy today rests almost exclusively with his published rags—some forty in all—many of which are still widely performed.

			Joseffy, Rafael (b. Hunfalu, Hungary, 1852; d. New York City, 1915). Hungarian pianist, teacher, and composer. After early studies in Budapest, he went to the Leipzig Conservatory in 1866, where his teachers included Moscheles, and to Berlin in 1868 for concentrated work under Tausig, whom he later praised as the finest of his teachers. He also spent the summers of 1869 and 1870 in Weimar studying with Liszt, who thought highly of his abilities. He made his Berlin debut in 1872 and his New York debut in 1879 on a Chickering designed by Frank Chickering, who a decade earlier had personally delivered one of his instruments to Liszt in Rome. Joseffy decided to remain in America, eventually buying a secluded home atop a hill in North Tarrytown, New York, to which he retreated in the summer months. His interpretive approach was described as elegant, and even intimate, by his admirers, but most concede that he became a more large-scale performer after he emigrated, and he often bemoaned the exaggerated emphasis Americans placed on virtuosity as such. Although Joseffy is known to have suffered from stage fright and remained absent from the stage for some years, scholar Mark Radice posits that his failure to honor his Steinway contract in 1891 stemmed more from his rage over the $125 per diem the company was paying him for thirty concerts as opposed to the $366 per diem they paid Paderewski for eighty concerts in the same season. Joseffy also began teaching at New York’s National Conservatory of Music in 1888, the year it opened, and he remained there until 1906. In 1875, while living in Vienna, he began teaching the twelve-year-old Moriz Rosenthal, a relationship that lasted for two years, while Edwin Hughes was one of his most well-known American pupils. Today, Joseffy is best remembered as the editor of many works by Chopin and Liszt, which are still published by Schirmer and widely used.

			Joyce, Eileen (b. Zeehan, Tasmania, 1908; d. Redhill, Surrey, 1991). Australian-born British pianist. The daughter of a miner, she and her six siblings were born to abject poverty. Her father finally permitted her to study piano with a nun for sixpence a lesson, and as a teenager, through the generosity of several priests and townspeople, she was sent to Osborne, a boarding school near Perth run by the Loreto Order. There she was taught by Sister John More, an accomplished musician, and before long her playing was beguiling a chain of admirers extending up to the prime minister of Western Australia. When the town’s “Eileen Joyce Fund” fell short of the £1,000 it sought to send her abroad, Sister John intercepted the Melbourne-born Percy Grainger during a concert tour, who wrote an impassioned letter to a Perth newspaper, dubbing her “the most transcendentally gifted young piano student I have heard in the last twenty-five years.” When Wilhelm Backhaus passed through Perth, the committee eventually agreed with his suggestion to send her to the Leipzig Conservatory, where she studied with Robert Teichmüller (1863–1939), who had trained years earlier with Carl Reinecke. With the financial assistance of a New Zealand couple, she relocated to London in 1930, where she began studying with Tobias Matthay. She made her Proms debut with Henry Wood in the Prokofiev Third on September 7, 1930, and on February 16, 1933, she entered the Parlophone studios to make a “vanity” recording for the benefit of concert agents, pairing Liszt’s La Leggierezza with the demanding Etude in A-flat by Paul de Schlözer (1841–98). When Parlophone executives listened to the record, they were so overwhelmed with her virtuosity that they had it placed in record shops by August, and her career began to soar. 

			Between 1933 and 1945, she made nearly fifty solo recordings for the Parlophone and Columbia labels, and her concerto appearances were equally popular. She often staged “marathon” events in which she performed as many as four major concertos in a single evening, with an endurance so remarkable that she might pair both of the Chopin concertos on the first half, while offering both the Tchaikovsky First and Second on the second half. Since she was also famed for changing her gowns between works, she was occasionally derided for mere show-business glamour, but scholar Bryce Morrison, who knew her well, has contended that this was merely a means of buying time to help her deal with the stage fright from which she suffered. Though her virtuosity was astounding, she was also praised for extreme delicacy and refinement, and her Mozart was even recognized as “extraordinary” by Glenn Gould. Her list of admirers has also extended to Claudio Arrau, Leon Fleisher, and Stephen Hough. Acclaimed for her beauty as much as her pianism, Joyce used her panache and glamour to propagandize for the war effort, and she did much to promote Richard Addinsell’s Warsaw Concerto from the 1941 propaganda film Suicide Squadron (released in America as Dangerous Moonlight) during World War II. She also provided the background music for some successful feature films, and her performance of the Rachmaninoff Second served as underscoring for David Lean’s 1945 adaptation of Noel Coward’s Brief Encounter. While touring in India in 1960—though she was only in her early fifties—she made a decision to retire from the concert stage, later confiding to friends, “I was like a shell with nothing inside any more.” Over the next twenty-three years, she did perform occasionally, but for the most part, she avoided the spotlight, living quietly at her country home in Surrey.
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			Kabós, Ilona (b. Budapest, 1893; d. London, 1973). Hungarian-born British pianist and teacher. Kabós studied at Budapest’s Liszt Academy with Arpad Szendy (1863–1922), a pupil of Liszt, and she also coached with Busoni. She taught at the Budapest Royal Academy from 1930 to 1935, and in the early part of her career, she gave premieres of works by Bartók, Dallapiccola, and Roy Harris, among others. From 1931 to 1945 she was married to Louis Kentner, and in 1935 they settled in London, where in 1942 they gave the world premiere of Bartók’s revised version of his Sonata for Two Pianos and Percussion. After the war, she became known as one of the most eminent, though demanding, teachers in London, stressing a high degree of finish and polished musicianship. Among the pianists who studied or coached with her are Gina Bachauer, John Browning, Peter Frankl, and John Ogdon. In the 1950s, she also developed a relationship with several British filmmakers, serving as musical advisor for classical underscoring and source music used in a number of features. Though the German pianist Werner Haas is credited as ghosting for actor Mel Ferrer in the 1960 horror film The Hands of Orlac, the opening credits actually appear over the hands of Kabos’s student Oscar Yerburgh (1925–2012) (who years earlier had also studied with Matthay), since Yerburgh’s hands more closely resembled those of Ferrer. In 1965, Kabós relocated to New York, where she taught at the Juilliard School until March 1973.

			Kalkbrenner, Friedrich (b. Kassel, Germany, 1785; d. Enghien-les-Bains, France, 1849). German-born pianist, composer, and teacher. Kalkbrenner’s father served as Kapellmeister to the queen consort of Prussia, and his gifts were recognized from an early age. At twelve, he entered the Paris Conservatoire as a student of Louis Adam (1758–1848), then considered the most eminent piano teacher in Paris, and six years later he arrived in Vienna to study composition with Antonio Salieri and counterpoint with Johann Albrechtsberger. There he also met Haydn, Beethoven, and Hummel, with whom he developed close relationships. He left Vienna in 1805 at the age of twenty and began touring through Europe as a concert pianist. When he arrived in London in 1814, he met German composer Johann Logier (1777–1846), who had invented the chiroplast, a simple device designed to restrict the pianist’s movements by encasing the forearms between two mahogany rails during practice sessions. Though controversial in some quarters, the chiroplast became immensely popular in Britain, and Kalkbrenner and Logier grew wealthy by securing a patent on it and founding an academy whose piano teachers were trained in its use. Kalkbrenner continued to tour and was soon recognized as one of the world’s great pianists, though his compositional and pianistic style remained largely Classical, and he (proudly) resisted the newer Romantic fashions. In 1835, now recognized as the preeminent pianist in Paris, he became a partner in the Pleyel firm, but many observers denounced him as a vain egotist who cared far more for money than art. Chopin had immense admiration for his pianism and even sought to study with him, but he resisted when Kalkbrenner insisted he remain with him for three years. Charles Hallé had similar aspirations but became indignant when he encountered Kalkbrenner’s pompous manner, and in 1845, when a young Gottschalk played Chopin’s E Minor Concerto at the Salle de Pleyel, Kalkbrenner merely scolded him for not playing one of his concertos. For much of his life Kalkbrenner remained in generally good health, but he succumbed to cholera at the age of sixty-three.

			Kapell, William (b. New York City, 1922; d. near Half Moon Bay, California, 1953). American pianist. His parents owned a bookstore on Lexington Avenue in Manhattan, and while studying at the Third Street Music School, he met Dorothea Anderson La Follette (1902–64), then an assistant to Josef and Rosina Lhévinne. When he was about ten, La Follette began teaching him at her own studio on East 64th Street, and when he was sixteen, she approached Olga Samaroff, who helped him obtain a scholarship to the Philadelphia Conservatory, where she chaired the piano department. Kapell commuted to Philadelphia for lessons for two years, and in 1940 he won a scholarship to Juilliard, where Samaroff also taught. In 1941 he won the Naumburg Prize, which enabled him to stage a successful Town Hall debut that October. The following July he performed Khachaturian’s recently composed concerto at Lewisohn Stadium with the New York Philharmonic under Efrem Kurtz, and although other Western pianists were then playing it (most notably Moura Lympany in Britain), Kapell soon assumed a near proprietorship of the work with American audiences. His 1946 RCA recording of the concerto with Koussevitzky and the Boston Symphony became so popular that portions of it were even heard on jukeboxes. Kapell’s striking, matinee-idol appearance stood him in good stead as he became the most popular American pianist of the immediate postwar years, but he was also an extraordinarily disciplined artist, which won him the respect of critics and colleagues. He distinguished himself in performances of large-scale Romantic works, and although his career was cut short by his early death, in recent years recordings of many of his live performances have been made available on CD, including a highly acclaimed 1948 account of the Rachmaninoff Third with the Toronto Symphony under Ernest MacMillan. On the morning of October 29, 1953, after completing a fourteen-week tour of Australia, Kapell was en route from Honolulu to San Francisco when his Douglas DC-6, operated by British Commonwealth Pacific Airlines, encountered severe fog on its final approach, causing it to crash into the forest surrounding Kings Mountain near Half Moon Bay. Tragically, all nineteen passengers and crew were killed, including Kapell, who was only thirty-one.

			Katchen, Julius (b. Long Branch, New Jersey, 1926; d. Paris, 1969). American pianist. Katchen’s only teacher for a number of years was his grandmother, Rose (Mrs. Mandel) Svet, who had once taught at the Warsaw Conservatory. He made his formal debut at the age of eleven performing the Mozart D Minor Concerto with the Philadelphia Orchestra under Ormandy on October 21, 1937—then the youngest artist ever to appear with the orchestra in the regular concert season—and his playing was considered so extraordinary that the event was covered by the national press. A year later, in November 1938, his New York recital debut was also very well received, but when he made his “adult” debut in Carnegie Hall six years later at the age of eighteen, the press was extremely unkind. The New York Times, while praising his astounding virtuosity, wrote that while some pieces could not have been played “at a dizzier rate of speed . . . this racing only succeeded in obliterating every vestige of meaning in the music.” By then, Katchen had withdrawn somewhat from his concert appearances to attend Haverford College outside Philadelphia, where he majored in philosophy and English literature. After his graduation, he also worked for a time in New York with David Saperton, who by then was no longer teaching at Curtis. He received a fellowship from the French government in 1946 that enabled him to travel to Paris, where he lived intermittently for the rest of his life.

			Although he often attributed his expatriation to his disenchantment with American musical culture, it should be noted that in the earlier part of his career, Katchen repeatedly encountered negative reviews from American critics. Even though he had received some positive European notices, in March 1951 when he again played in Carnegie Hall, critic Howard Taubman wrote that his rendering of the Brahms F Minor Sonata seemed “endless,” and that his premiere of Ned Rorem’s Second Sonata—a work dedicated to him—was “remarkable only for the way it keeps the pianist’s fingers occupied.” Some of Katchen’s earlier recordings, while displaying an impressive virtuosity, also seem to lack the depth of his later work, though his April 1951 Decca recording of the Rachmaninoff Second with Anatole Fistoulari does rank as the first LP recording of a piano concerto. Arguably, his most significant artistic achievement was the set of Decca LPs he began in 1961 dedicated to the complete solo works of Brahms, which by the lights of many are unsurpassed, displaying extraordinary refinement, sensitivity, tonal control, and the resonant power which this music often demands. In 1967, Katchen also began performing the cycle in many American and European cities to high acclaim, coupled with frequent performances of the Brahms concertos with leading orchestras. Additionally, in 1968, he recorded the first and second Brahms trios with Josef Suk and Janos Starker. But sadly, in March 1969 at the age of forty-two, he succumbed to cancer at his home in Paris.

			Katin, Peter (b. London, 1930; d. Sussex, England, 2015). English pianist. Though his family lived in London, they were forced to evacuate during the Blitz, and his education was spotty. When they returned in 1943, he was chosen as head chorister for the newly formed Westminster Abbey Choir, and he soon began studying with Harold Craxton at the Royal Academy of Music. He made his Wigmore Hall recital debut on December 13, 1948, and his orchestral debut three years later, performing the Beethoven Fourth with the London Symphony to highly positive notices. Despite the fact that Katin hoped to carve out a niche as a Classical period specialist, his first London Proms engagement in 1952 requested the Tchaikovsky Second, followed by an appearance the following summer with the Rachmaninoff Third, and he soon became typecast as a Romanticist—becoming especially renowned as a Chopin interpreter. In his early career, he sought coaching from Dame Myra Hess, Clifford Curzon, and Claudio Arrau, and his own playing has often been praised for its beauty of tone, conjoined to a fluid, cantabile touch. His discography of nearly forty discs includes the complete Chopin nocturnes, as well as the complete Mozart sonatas, and several recordings made on period instruments, including an 1832 Clementi square piano and the 1836 Broadwood grand used by Chopin when he last visited London in 1848. His performance of the Brahms First with Muir Mathieson and the Sinfonia of London was used on the soundtrack of the 1962 Bryan Forbes film The L-Shaped Room, starring Leslie Caron. From 1956 to 1959 he taught at the Royal Academy, and from 1978 to 1984 he taught in Canada at the University of Western Ontario. In 1992 he joined the faculty of London’s Royal College of Music, and he retired from public performance in 2004. He lived out his final days quietly at Bexhill-on-Sea in Sussex.

			Kawai. Officially known as the Kawai Musical Instruments Manufacturing Co., Ltd. A piano, electronic keyboard, and synthesizer manufacturer located in Hamamatsu, Japan. The firm was founded in the 1920s by Koichi Kawai (1886–1955), who demonstrated a high degree of mechanical aptitude while still in his teens and accepted an apprenticeship to an organ builder, Torakusu Yamaha, who by 1900 was trying to diversify into pianos. Kawai proved an able designer and is said to have been the first man in Japan to build a complete piano action. In 1927, when his company changed management and began to experience financial problems, Kawai assembled seven technicians and formed the Kawai Musical Instrument Research Laboratory, a firm dedicated far more to design and experimentation than to mass production. For the first decade of the company’s existence, and for some time thereafter, Kawais were largely handcrafted, and though the instruments were of excellent quality, they were little known outside of Japan. Understandably, World War II seriously impeded their progress, and given the widespread shortages of manpower and materials, the postwar years were a period of struggle and reorganization. When Koichi died suddenly in 1955, his son Shigeru (1922–2006) succeeded him, and the younger Kawai may be credited with transforming a company once seen only as a haven for artisan craftsmen into a modern industrial giant known throughout the world. He correctly predicted the Japanese economic growth of the late 1950s, and not only began to mechanize but to create a supply chain supporting mass production by building his own wood-processing plant. He further stimulated demand by creating a network of Kawai Music Schools, while training its teachers at the newly established Kawai Academy of Music and tuner-technicians at the Kawai Piano Technical Center. He even sold his product through door-to-door salesmen, a workforce numbering some 2,000 by the early 1960s, which pushed enrollment in the music schools to a figure soon exceeding 300,000. With production of his acoustical pianos now exceeding 1,500 a year, Kawai set his sights on foreign export, founding Kawai America in 1963, followed by Kawai Europe, Kawai Canada, Kawai Australia, and Kawai Asia.

			The company’s foreign exports were closely tied to Kawai’s agreement, signed in 1960, to build Howard grands for the Baldwin corporation, a cooperative venture that lasted until 1988. Howards were widely distributed in the United States, and for over two decades—except for the nameplate—the Howard 550-C (5'10") studio grand was virtually indistinguishable from the Kawai grand of the same size. Kawais and Yamahas entered the American and European markets at about the same time, and both soon became ubiquitous in conservatories and universities because they offered instruments deemed satisfactory for professional use at a fraction of the cost of comparable Steinways and other premium brands. Some felt that Kawais were a bit more durable than Yamahas, and their actions generally remained smooth despite differences in climate, thanks to their use of “ABS” components in their actions, a compound of acrylonitrile, butadiene, and styrene designed to offset the unpredictability of wood in extreme humidity. In the 1990s, Kawai introduced its RX series of grands, the precursor to its Millennium III action released in 2002, which uses ABS parts combined with carbon fiber. Today, the company builds a wide variety of grands in Japan, and its premium models are marketed under the Shigeru Kawai brand name, including the 9' EX model. Today, its four classes of uprights, marketed under the Kawai name, are built in Lincolnton, North Carolina.

			Teisco is an acronym created in 1964 connoting the Tokyo Electric Instrument and Sound Company, a firm founded in 1946 to build inexpensive instruments, including a well-known series of electric guitars. Kawai purchased the company in 1967, discontinuing the Japanese-market guitar line in 1977 but using the brand to market a series of analog electronic keyboards. By 1989, all of their electronic keyboards were marketed under the Kawai name, and in some cases the same model was marketed under both the Teisco and Kawai brands. The higher-end analog keyboard models bear the SX prefix, while the digital synthesizers they released in the late 1980s have “Kawai K” model numbers, such as Kawai K1, K3, and K4. They also build some highly popular digital pianos, and their MP9000, an eighty-eight-key professional stage piano with MIDI capabilities, has been highly acclaimed by many professionals. See http://www.shigerukawai.com and http://www.kawaius.com.

			Kempff, Wilhelm (b. Jüterbog, Germany, 1895; d. Positano, Italy, 1991). German pianist, teacher, and composer. Kempff came from a long line of musicians, and his father, the organist at St. Nicolai Church in Potsdam, was his first teacher. At the age of five, he began studying seriously with Ida Schmidt-Schlesicke, who prepared him for the Berlin Hochschule by rigorously demanding he learn the entire Well-Tempered Clavier. It is said that by the age of nine he could perform (and transpose) any of the forty-eight preludes and fugues, and in the same year he entered the Hochschule as a student of Heinrich Barth (1847–1922), a pupil of Bülow and Tausig who also taught Arthur Rubinstein. Kempff later recalled that Barth was “Prussian through and through,” and under his guidance, he had mastered all thirty-two Beethoven sonatas by the age of sixteen. In 1918, he made his Berlin Philharmonic debut under Nikisch in the Beethoven Fourth, and for the rest of his seven-decade career, Kempff was most acclaimed for his interpretations of the German masters, though he also excelled in the works of Chopin and Liszt. As early as 1919, he began making acoustic 78s for Polydor, and in September 1925, he made the first recording of the Beethoven First with the Berlin State Opera Orchestra. By the 1930s, his recordings had made him famous throughout the world, and in 1934 he made a highly publicized flight to Buenos Aires on the German dirigible Graf Zeppelin, where he was met by a crowd estimated to exceed one million. This led to a tour of Japan, where he soon became a cult figure, but he did not play in New York until 1964, when he was nearly seventy.

			American critics were not always kind to the aging pianist, and the New York Times’s Harold Schonberg, while conceding that Kempff’s interpretations were “always authoritative,” found them marred by “curiously uneven” finger passages, adding that “all the indications are that Mr. Kempff is not a very strong technician.” However, in 1980, Times critic and commentator Joseph Horowitz praised him as “equally at home with the worldly and the otherworldly Schubert,” adding that “no other pianist can so hover at the threshold of a rapt, musical silence,” and, “like Schubert, Mr. Kempff is a perpetual singer.” Kempff’s mastery was also much praised by Alfred Brendel, who cites him as one of his formative influences. In addition, he was acclaimed as a teacher and gave many master classes in Stuttgart and Potsdam. Two of his most prominent students are Jörg Demus and Mitsuko Uchida. Kempff’s recording career spanned some sixty years, with two complete sets of the Beethoven sonatas, the first for Deutsche Grammophon in the early 1950s, and shortly thereafter he began recording widely for English Decca (released on the London label in the United States). His extensive discography includes the complete Schubert sonatas. His autobiography, Unter dem Zimbelstern (Under the Cymbal Star), was published in 1951.

			Kentner, Louis (b. Karwin, Silesia [Austria] [now Karviná, Czech Republic], 1905; d. London, 1987). Hungarian-born British pianist. Born in Austria of Hungarian parents, his given name was Lajos Kentner, and at the age of six he began studying at Budapest’s Liszt Academy with Arpad Szendy (1863–1922), a pupil of Liszt. He was also a composition pupil of Kodály, and through the early years of his career he was extremely close to Bartók. He made his formal debut in 1918 and began touring as Ludwig Kentner in 1920, receiving much recognition for his interpretations of Chopin and Liszt. From 1931 to 1945, he was married to Hungarian pianist Ilona Kabós, and they often performed together. In 1933, at the composer’s request, he gave the first Hungarian performance of Bartók’s Second Concerto under Klemperer, and in 1935, after anglicizing his given name to Louis, he and Kabós settled in London. In 1942, again at Bartók’s request, they gave the world premiere of the revised version of his Sonata for Two Pianos and Percussion, and in 1945, Kentner gave the European premiere of Bartók’s Third Concerto. In 1946, he took British citizenship, and following his divorce from Kabós, he married Griselda Gould, whose sister Diana married Yehudi Menuhin in 1947. Kentner and Menuhin toured and recorded together frequently, and Walton composed his violin sonata (1949–50) for them. Kentner also premiered other British works, including Tippett’s piano concerto in 1956. As early as the 1930s, Kentner had become a staunch champion of Liszt’s works, and over the course of his career he performed most of them in London. His technical powers were formidable, and he also brought long-forgotten works, such as Balakirev’s B-flat Minor Sonata, back into public awareness. His highly personal view of his own instrument, a book he simply titled Piano (1976), was very well received.

			Kilenyi, Edward (Jr.) (b. Philadelphia, 1910; d. Tallahassee, Florida, 2000). American pianist and teacher. The son of the Hungarian-born composer and violinist Edward Kilenyi Sr. (famed for his film scores and for having taught Gershwin), at the age of eleven he played for Dohnányi, who agreed to accept him as a pupil at the Liszt Academy in Budapest. Dohnányi became a formidable influence on the young Kilenyi for much of his professional and personal life, and he was even chosen to premiere some of the composer’s works. In 1928 Dohnányi took him on tour, where they performed all of Schubert’s four-hand works in celebration of the centennial of his death. Kilenyi received the Artist’s Diploma from the academy in 1930 and began to tour extensively through Europe, with Paris as his base. In 1937, he made his first recordings for Pathé, and he continued to tour, often with major conductors. In 1940, he made his New York debut with appearances at both Town Hall and Carnegie Hall, but his career was disrupted by World War II. After serving as an American Intelligence Officer, in 1945 he was appointed Music Control Officer for Bavaria, where he was charged with helping to revive cultural, artistic life in southern Germany. Kilenyi also used his position to justify an extensive search for Dohnányi, who had fled Budapest during the war and was believed to have taken refuge in Germany. After a three-month search, he was finally discovered in the Austrian village of Neukirchen am Walde. Kilenyi then helped him obtain a post at Florida State University in Tallahassee, where he served from 1949 until his death, with Kilenyi joining the same faculty in 1953 and remaining there until his retirement in 1982. Kilenyi made a number of recordings for Columbia, including Dohnányi’s Suite en Valse for two pianos, which he recorded with the composer in 1948. Though some critics occasionally chided him for a lack of precision, his repertoire was vast, and he was repeatedly praised for his elegance and style, especially with Beethoven and the Romantics.

			Kimball. American piano manufacturer, now known as Kimball International, the successor to W. W. Kimball and Company—once the world’s largest manufacturer of pianos. Originally from Maine, William Wallace Kimball (1828–1904) opened a piano dealership in 1857 inside a Chicago jewelry shop before moving in the mid-1860s to the newly opened Crosby Opera House, an imposing theater designed by architect William Boyington that stood on Washington Street. Kimball’s most prestigious brand then was Chickering, but he sold a number of less-expensive instruments, as well as reed organs. When the Chicago Fire of 1871 destroyed the Opera House, he was nearly wiped out, but he continued to sell pianos from his home. By the middle of the decade, he was again solvent, and in 1877 he began to manufacture reed organs from his own plant. Ten years later, he built a piano factory at 26th and California Streets, but the models he built were unimpressive, and he sought to improve his designs by hiring technicians away from Steinway and Bechstein. Kimball pianos were given a tremendous boost by the Chicago World’s Columbian Exposition of 1893 when the fair’s musical director, Theodore Thomas, agreed to let the company provide instruments throughout the grounds, though Thomas was forced to resign from his post due to (unproven) allegations that he had accepted kickbacks from local manufacturers. By then, Kimball had an aggressive sales force, and their plant was heavily mechanized to facilitate mass production. They had also begun to manufacture home pipe organs, as well as a few larger models, such as the instrument they placed in the Mormon Tabernacle in Salt Lake City in 1901. In the same year they entered the player piano market, and the company’s emphasis on efficiency rather than artisanship soon made it the largest piano manufacturer in America, with a product priced well below comparably sized Chickerings and Steinways. Though they were rarely the first choice of professionals, through the 1920s, Kimball pianos were found in countless American homes and schools. But the Depression took its toll on sales, and Kimball’s son, who inherited the company, made a number of poor business decisions. In 1955, the company, still controlled by Kimball’s descendants, announced construction of a $2 million plant in nearby Melrose Park, but by then it had lost market share—dropping from first place to seventh—and within a few years Kimball was headed for bankruptcy. In 1959, the company was sold to the Jasper Corporation, a cabinet-building firm based in Jasper, Indiana, and the plant was immediately relocated to the nearby Indiana village of West Baden Springs. Within ten years, Kimball was producing 250 pianos a day and was once again the world’s largest manufacturer—holding true to its slogan, “Music for the Millions.” In 1966, Jasper purchased the highly regarded Viennese-based Bösendorfer firm and immediately began an aggressive, worldwide marketing campaign that focused heavily on American importation. In 1974, the Jasper Corporation changed its name to Kimball International, going public in 1976. But due to flagging sales, it discontinued the manufacture of Kimball pianos in 1996. The Bösendorfer brand continued unaffected, and the company was sold back to Austrian interests in 2002. See Bösendorfer.

			Kissin, Evgeny (b. Moscow, 1971). Russian-born British-Israeli pianist. His talents were recognized from a young age, and at six he entered Moscow’s Gnessin State Musical College for gifted children, where his father, Isidor Borisovitch Kissin (1934–2013), was conductor of the youth orchestra, and where he began studying piano with Anna Pavlovna Kantor (b. 1923). To the present day, Kantor has remained his only teacher, and at this writing she still serves as his mentor and pianistic confidant. Kissin rose to prominence in 1984 when, at the age of twelve, he performed both Chopin concertos with the Moscow State Philharmonic under Dmitri Kitaenko, a concert recorded by the Soviet label Melodia and released as a two-LP set in 1985. In the next several years, the Soviet government released more discs and actively promoted his prodigious talent with frequent television appearances. By 1990, he had become an international phenomenon, especially after his 1989 New Year’s Eve performance of the Tchaikovsky First with von Karajan and the Berlin Philharmonic was televised internationally. He made his New York debut nine months later to resounding acclaim, and in 1997 he became the first pianist in history to perform a solo recital as a Proms event at London’s Royal Albert Hall.

			Kissin has tended to specialize in Romantic repertoire, receiving immense popular and critical recognition for his performances of Chopin and Liszt, and he is also viewed by many as an unexcelled interpreter of Russian composers, especially Tchaikovsky, Rachmaninoff, and Prokofiev. Though many of his admirers have elevated him to cult status, he defies many stereotypes, since he projects an introverted manner, and little or nothing in his stage presence suggests the theatrical. Many critics have even found Kissin inscrutable, and in 2001 the New York Times’s Allan Kozinn wrote that he seemed “mysterious” to the point of projecting “an emotional distance that can seem downright odd.” But nearly all have been mesmerized by the intellectual, emotional intensity he conveys even in quieter passages, offset by effortless, pyrotechnical displays when musically appropriate. Critical reactions to his playing, however, have still occasionally been mixed, as when in May 2007, the New York Times noted that the cheering (foot-stomping) crowd attending his Carnegie Hall recital demanded a marathon of twelve encores, but described his performance of the Brahms op. 118 pieces as “unmemorable” and his rendition of Schubert’s E-flat Sonata, D. 568, as “soulless” and “detached.” In the 1990s, Kissin began dividing his time between London and Paris, and in 2003, he became a British subject. The son of Russian Jews, he began to grow increasingly frustrated at what he perceived as slanted coverage of Israel by the British press, and in 2010 he even wrote an open letter to the director general of the BBC demanding a public apology for broadcasts which he believed offered blatant falsehoods. In December 2013, he was granted Israeli citizenship, and he affirmed his commitment to the nation: “If I, as a human being and artist represent anything in the world, it is my Jewish people, and therefore Israel is the only state on our planet which I want to represent with my art and all my public activities, no matter where I live.”

			Kluge Klavierturen [Keyboards]. German manufacturer of piano keyboards located in Remscheid. The company was established in 1876 in Barmen, near Wuppertal—then a major industrial center—by Hermann Kluge, who at the time was chief executive officer of Ibach. Not surprisingly, Ibach was the first piano manufacturer to install Kluge keyboards, with Steinway following suit a few years later. All their keyboards were designed for the dimensions of specific instruments, and by 1902, Kluge had built over 100,000, with a figure closer to 500,000 by the start of World War II. The company suffered severe damage during the war, and production did not resume until 1948, but in 1988 Kluge celebrated the building of 250,000 keyboards in the postwar years. Today it is still managed by Kluge’s descendants, but the firm was purchased by Steinway in 1999, and they build both grand and upright keyboards for numerous manufacturers. Many higher-end makers consider Kluge to be the gold standard of keyboard design. See http://www.kluge-klaviaturen.de/en/index-en.php.

			Knabe. American piano manufacturer, full name, Wm. Knabe & Co. The firm was founded by Wilhelm Knabe (1803–64), a German-born cabinetmaker who apprenticed to a piano builder before emigrating with his fiancée to America in 1831. They settled in Baltimore, where Knabe apprenticed with a local piano builder before founding his own retail and repair business in 1835. In 1839, he formed a piano building firm with Henry Gaehle, and they were soon building highly respected grands, uprights, and square pianos. One of their first patrons was Baltimore resident Francis Scott Key, who commissioned an elegant hand-carved square piano which he used until his death in 1843. In 1855, on Gaehle’s death, Knabe purchased the remaining stock, forming Wm. Knabe & Co., which began building a five-story factory at Baltimore’s Eutaw and West Streets in 1860. Though the building could not be completed until after the Civil War, its ground floor occupied nearly 35,000 square feet, and by 1866 they were producing about a thousand pianos a year, with their American sales ranking third behind Steinway and Chickering. On Knabe’s death, the firm was taken over by his two sons and his son-in-law, who opened a showroom in New York in 1873 and delivered a rosewood concert grand to the White House for President Chester A. Arthur in 1882. When Tchaikovsky was invited to New York to inaugurate the newly completed Carnegie Hall (then known as Music Hall) in May 1891, Knabe sponsored his tour and supplied his pianos. 

			By the turn of the century, they had expanded their Baltimore factories to nearly 300,000 square feet and were using the most modern and efficient machinery in the world, but they insisted on such a high standard of craftsmanship that a grand piano still took about two years to build. In 1908, Knabe, still in the hands of William Knabe’s descendants, merged with Chickering and another firm based in East Rochester, New York, to form the newly incorporated American Piano Company. They absorbed some smaller builders as well, and soon they were producing nearly eighteen thousand pianos a year. In 1926, Knabe was chosen as the “official” piano of the Metropolitan Opera, and for decades advertisements in newspapers and magazines featured Met stars endorsing the instrument—which was often termed “the Piano of Song.” By 1930, the falling sales experienced by nearly all companies became critical for brands produced by American Piano, and in 1932, American merged with Aeolian to form the Aeolian-American Corporation, which controlled over twenty different brands. The Knabe Baltimore factory was now closed, as well as the Chickering and Mason & Hamlin factories in Boston, and all of Aeolian’s brands were now produced in East Rochester. They also produced soundboards and other components which were shared among the various makes. Aeolian declared bankruptcy in 1982, and three years later it was purchased by Sohmer, which intended to remarket the brands it controlled but was sold before the plan could be implemented. For a brief time, Knabe was owned by Mason & Hamlin, but it was sold to Samick in 2001. Today, Samick builds three vertical models and four grands under the Knabe name, including a seven-foot instrument. See http://www.knabepianos.com.

			Koczalski, Raoul von (b. Warsaw, 1884; d. Poznań, Poland, 1948). Polish pianist and composer. His mother gave him his earliest lessons, and somewhat astonishingly, he made his debut in a Warsaw salon in March 1888 when he was only four, performing some smaller pieces of Chopin. Koczalski then studied for two years with Warsaw teacher Julian Gadomski, and by 1891 he was in Lemberg (now Lviv, Ukraine), where the following year he began studying with Mikuli, then seventy-three, who was arguably the most decisive influence on his pianistic development. For the next three summers, Mikuli subjected him to a daily regimen of rigorous two-hour lessons, and when the eight-year-old performed in Dresden in November 1892, one critic wrote that he was not a mere virtuoso but “a musician, or perhaps still higher: he is a musical genius.” By the age of twelve, Koczalski is said to have played over a thousand recitals, though scholar Gregor Benko and others have noted that his father was so draconian in exploiting his son that the youth’s unrelenting performance schedule undoubtedly did more harm than good. IPAM curator Donald Manildi has also observed that “Koczalski . . . cannily built his career on the basis of the direct ‘Chopin connection’” imparted through Mikuli’s teaching, and although there may be no way to call his Chopin interpretations “definitive,” there can be little question that the beauty of the cantabile sounds captured even on his early acoustic recordings from the 1920s is extraordinary. By 1904, when the twenty-year-old pianist performed for the king and queen of Denmark, he had already composed over sixty compositions, including an opera, and he soon relocated to Paris where he briefly retired from concertizing to concentrate on composition and the expansion of his repertoire. 

			When he appeared in Düsseldorf in October 1906, he gave the first in a series of recitals in which he performed nearly an hour of Chopin without pause, and four years later in 1910, he played a Chopin cycle in all of the major European capitals to celebrate the centennial of the composer, though some reported that the candelabra he always positioned on the piano seemed to give his performances an air of pretentiousness. While traveling through Germany during World War I, he was captured and imprisoned in a civilian detention camp as a Polish national, though after the war he married a German woman and seemed to find acceptance with German audiences. However, his reviews were lackluster elsewhere in Europe, and his career was clearly on the decline. But in 1924 he made sixteen acoustic Chopin recordings for Polydor in Berlin, followed by twenty-seven electrical Chopin selections for the same label in 1928, which were widely praised by connoisseurs. By the mid-1930s he had become much admired by the Germans, but the acclaim he received from Nazi dignitaries also tainted his later stature with critics and other musicians. In the late 1930s he made additional recordings for HMV, and in 1938 he was asked to record the complete Chopin etudes and preludes for Deutsche Grammophon/Polydor. All of his commercial recordings have now been made available on CD by record producer Ward Marston, and they reveal a pianist with remarkable tonal control, who never permits his extraordinary virtuosity to be subordinated to ostentation or mere display. Fortunately, one of his last concerts, a 1948 radio broadcast of the Chopin F Minor Concerto with the Berlin Symphony under Sergiu Celibidache, is now also available.

			Korg. A Japanese corporation that manufactures many electronic instruments, including digital pianos and synthesizers. Founded in 1962, the company was once known as Keio Electronic Laboratories because its offices were located near the Keio train station in Tokyo. In 1968, one of its founding partners, Tsutomo Katoh, in cooperation with Fumio Meida, an engineer, designed a programmable organ, which they sold under the name “Korg,” a Western-language acronym created by joining Katoh’s surname with that of his other founding partner, Tadashi Osanai, and the letters r and g from “organ.” Although the instrument sold well, they were concerned about competition from other manufacturers, and they produced their first synthesizer in 1973, named the “miniKORG.” Within a decade they had branched out to digital pianos. Korg has been one of the industry leaders for the last several decades, and it has pioneered numerous innovations, such as “key transposition,” which it introduced in the 1980s and is now considered a standard feature by most manufacturers (see appendix D). Shortly after their M1 Workstation synthesizer was released in 1988, its sales rose to 250,000, making it one of the best-selling synthesizers at the time. In 1988, Korg also formed a brief partnership with Yamaha, but its products were so successful that they bought their stock back in the early 1990s, and the company now again operates independently. Today their products include the Kronos, Kross, and Krome lines of synthesizer music workstations for amateur and professional use, and the seven models of the Professional Arranger series, which are identified with the “Pa” prefix. See http://www.korg.com/us.

			Kovacevich, Stephen (b. San Pedro [greater Los Angeles], California, 1940). American pianist and conductor, born to a Croatian father and an American mother. His mother remarried when he was twelve and requested that he assume his stepfather’s surname, “Bishop.” His talents were recognized from a young age, and he performed the Ravel G Major Concerto with the San Francisco Symphony when he was fourteen. At seventeen, he won a scholarship to study with Dame Myra Hess, and he has made London his home since 1960. In that year he made a highly acclaimed debut in Wigmore Hall performing the Berg sonata and Beethoven’s Diabelli Variations, and since that time he has been especially recognized as a Beethoven interpreter. In 1961, he began working with cellist Jacqueline Du Pré, and in 1965 their EMI recordings of Beethoven’s Cello Sonatas Nos. 3 and 5 were well received. He also made a number of highly regarded solo LPs for Philips, but in 1975, to avoid confusion with the rock singer of the same name, he began using the hyphenated name “Bishop-Kovacevich,” later dropping the hyphen and reverting back to his birth name. In the 1970s, he was also briefly in a relationship with pianist Martha Argerich, with whom he often performed and recorded, and they have a daughter. In 1984, Kovacevich began conducting, and he has since conducted the Australian Chamber Orchestra and the Irish Chamber Orchestra. He has also performed all the Mozart concertos and has conducted many of them from the keyboard. His complete Beethoven concertos recorded in the 1970s, with Colin Davis conducting both the BBC and London Symphony Orchestras, have recently been released as CDs by Philips. His 1975 recordings of both Brahms concertos with Davis and the LSO also received extremely high praise from Gramophone and other journals. He now records for EMI, who in 2004 released his complete Beethoven sonatas, recorded over a period of twelve years, but the set has been reviewed somewhat unevenly. In 2008, he also suffered a stroke, and although he resumed his performance career quite quickly, his most recent performances have also been occasionally seen as uneven by some.

			Kraus, Lili (b. Budapest, 1903; d. Asheville, North Carolina, 1986). Hungarian-born British pianist who spent the latter part of her career in the United States. At the age of ten she entered the Budapest Academy, where she worked with Arpad Szendy (1863–1922), a pupil of Liszt, and she also studied composition with Kodály. She graduated in 1922 and sought further study at the Vienna Conservatory with Eduard Steuermann and the Polish-born Severin Eisenberger (1879–1945), a Leschetizky pupil. She remained in Vienna to teach at the academy from 1925 to 1931, though she occasionally returned to Budapest for further coaching with Bartók. In 1930, she married German businessman and scholar Otto Mandl, and the following year they relocated to Berlin, though sensing the tide of rising anti-Semitism in Germany, they both converted to Catholicism. Krauss began attending master classes with Schnabel, who cultivated her appreciation for the Viennese masters—especially Mozart and Schubert—but by 1933, Schnabel, Kraus, and her husband had fled Germany to escape the Nazis, all settling near Italy’s Lake Como, where Kraus befriended Toscanini, who lived nearby. She also formed a partnership with Polish violinist Szymon Goldberg, one of the most acclaimed of his era, and in 1935 she made her first recordings with him in London for Parlophone, eventually recording many of the Mozart and Beethoven violin sonatas. She also made a number of solo discs for Parlophone and Odeon in the late 1930s, featuring works by Haydn, Schubert, Chopin, and Bartók.

			In October 1938, after the German Anschluss, Kraus and her husband, still carrying Austrian passports, immigrated with their two children to Paris where they sought New Zealand citizenship, essentially making them British subjects. However, she continued to tour extensively, and in 1942, the family had briefly assumed residence on Java (now Indonesia), where Kraus had many concerts and students from the surrounding area. In March 1942, she and her husband were arrested by the Japanese and eventually sent to separate prisoner-of-war camps. Kraus at first was treated well, so long as she agreed to play concerts at various camps and for Japanese radio. But in late June 1943, she was falsely accused of trying to murder two Japanese guards and was sentenced to hard labor, forced to clean street gutters with her bare hands. Her husband was sent to another camp, and her children were eventually sent to yet another, where her daughter was assigned to roadwork and her son was forced to build coffins. For a year, Kraus received no news of her family, but when the Japanese conductor Nobuo Aida intervened, they were reunited for the duration of the war in a rat-infested garage in Batavia (now Jakarta). They were not able to leave Java until October 1945, at which time Kraus weighed less than one hundred pounds, and Mandl, now suffering from diabetes, was near death. They were flown to Australia by the British Red Cross, where they were able to regain their health. But all of Mandl’s wealth had been confiscated by the Germans, and Kraus was forced to resume her career to sustain the family, though she did not feel ready to resume international touring until 1948.

			Her first appearance in New York in 1949 was not well received, but by the mid-1960s, a decade after Mandl’s death, Kraus enjoyed immense success with American audiences—so much so that some even spoke of a Lili Kraus “cult.” Her Vanguard LPs, devoted largely to Schubert and Bartók, sold well, and a major turning point occurred on October 4, 1966, when she gave the first of nine Town Hall concerts devoted to Mozart’s twenty-five solo concertos, a feat never before attempted in New York. She repeatedly played to sold-out houses, and although she was at times accused of romanticizing Mozart, Kraus was generally viewed as a highly tasteful interpreter with a wide range of tonal color; many saw her as a welcome alternative to the drier, more cerebral aesthetic that many were then imposing on the Classical style. In 1967, she was hired as artist-in-residence at Texas Christian University in Fort Worth, where she remained until her retirement in 1983, and although she relocated to Texas, her contract allowed her substantial freedom to tour and conduct master classes elsewhere. Though her pianism often conveyed great subtlety, Kraus’s personal manner could be extremely flamboyant, and one critic even described her as “a non-stop talker.” Although she was now enjoying a second career as a master teacher, she also evoked controversy in some quarters, since many found her impassioned enthusiasm unnerving, especially when she offered blunt criticisms to students that were seen as tactless. Suffering from rheumatoid arthritis, she played her last concert in June 1982, soon relocating to Celo Farm, a six-hundred-acre retreat that she had purchased for herself and her daughter’s family near Burnsville, North Carolina. For the last two years of her life, she lived in a nursing home in nearby Asheville.

			Kurzweil. Brand name of digital pianos and synthesizers produced by Kurzweil Music Systems, a company founded in 1982 by engineer, computer scientist, and futurist Raymond Kurzweil (b. 1948). Kurzweil, an MIT graduate and a recognized pioneer in optical character recognition (OCR), created the Kurzweil Reading Machine for the Blind in 1976 and sold the first unit to singer-songwriter Stevie Wonder. Prompted and encouraged by Wonder, he went on to employ some of the same technologies, especially pattern recognition, in his first synthesizer, the K250, released in 1984. The K250 was hailed as a remarkable advancement in sampled piano and orchestral simulation, though its $20,000 price tag made it an unrealistic choice for the amateur, and even for many professionals (see appendix D). Kurzweil sold his company to Young Chang in 1990, remaining on for a few years as a consultant, and in 1992 Young Chang released the K2000 series of workstations, which proved far more affordable and sold well, but they were now facing serious competition from other companies, such as Korg and Roland, who had far better distribution networks. Most observers believe that the future of KMS was saved when Hyundai purchased the company from Young Chang in 2006 and appointed Kurzweil as chief strategy officer. Today, Kurzweil instruments are built in Korea, and their product line includes a series of digital pianos and keyboards that are highly respected within the industry. See http://kurzweil.com.
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			Lamond, Frederic (b. Glasgow, 1868; d. Bridge of Allan, Scotland, 1948). Scottish pianist and composer. Born to impoverished circumstances, Lamond received some early training from his older brother, and at the age of fourteen he was accepted at Frankfurt’s Hoch Conservatory as a pupil of Max Schwarz (1856–1923), a Bülow student. Later he also attended some of Bülow’s master classes at the newly formed Raff Conservatory, which was created in 1884 to honor the recently deceased Joachim Raff. Bülow recommended Lamond approach Liszt for further training, and in June 1885 he arrived in Weimar to join the aging pianist’s classes. He made his Berlin debut the following November, and on the evening of April 3, 1886, as Liszt arrived in London for what would be his last visit, Lamond joined his British pupil Walter Bache and several other pianists for a concert in his master’s honor at Westwood House (the home of music publisher Henry Littleton) in Sydenham. On April 15, Lamond also gave a solo program in St. James’s Hall that Liszt attended. Although Lamond capitalized on his Liszt connections throughout his career, his repertoire more often mirrored the programs favored by Bülow and Anton Rubinstein. In Amsterdam as early as 1899, he performed five massive Beethoven sonatas (including the “Hammerklavier”) in a single concert, a Herculean feat, though one in which both Rubinstein and Bülow had preceded him. He enjoyed such immense popularity with Dutch audiences that in 1917 he was appointed a professor at the Royal Conservatory in The Hague. His American popularity began in 1902 when he made his debut performing the “Emperor” with the Boston Symphony in Carnegie Hall, and though Germany remained his home until long after World War I, he was so admired in America that he was asked to teach at the newly opened Eastman School of Music in 1923, where he remained until 1924.

			He made his first Liszt recordings for HMV in 1919, followed by a number of discs devoted to Beethoven sonatas, as well as the first complete (acoustic) recording of the “Emperor” in 1922, though many of these were considered technically inferior to the microphone recordings that soon appeared on the scene. His eminence as a Beethoven interpreter was so pronounced that many considered him the likeliest choice to record all the sonatas—an HMV aspiration—and by 1930, he had rerecorded all of his earlier acoustic versions, plus several additional sonatas, for a total of nine. But by 1932, producer Walter Legge, the guiding force behind a number of HMV subscription ventures, had persuaded the company to choose Schnabel for the first complete documentation of the thirty-two, and Lamond’s recorded legacy was undoubtedly diminished by this decision. Nonetheless, he continued to perform throughout the world well into his seventies, and in 1935 he even toured South America with a series of seven “historical” recitals, with repertoire ranging from Byrd to Liszt, much in the manner of Rubinstein’s famous cycles some fifty years earlier. He had now returned to Germany, but as the Nazis brought the world closer to war, he fled with his German wife to Scotland, leaving most of their possessions behind. Lamond now had little money, and concerts were hard to come by. In 1941 he made a few recordings for Decca in London, but he was still forced to eke out a living by giving lessons to mostly undistinguished pupils at the Glasgow Academy of Music. The poster for his last Wigmore Hall recital in 1945 praised him as “the greatest living exponent of Beethoven,” and though some felt it was an exaggeration, in the early twentieth century Lamond was seen to have few peers as a Beethoven interpreter. Today, a number of his recordings have been made available on CD, as well as some of his live broadcasts for Dutch Radio and the BBC. On March 7, 1945, Lamond also recorded his verbal reminiscences of Liszt for the BBC in Glasgow, and several days later he added some Liszt performances for later broadcast, including a rather unimpressive rendering of Feux follets. When he died at the age of eighty, he was one of two surviving Liszt students, and the other, Portuguese pianist José Vianna da Motta (1868–1948)—his exact contemporary—died about three months later. In recent years, some of Lamond’s compositions have also received modern recordings, such as his Symphony in A (1885–93), which once enjoyed a brief popularity.

			Lang Lang (b. Shenyang, China, 1982). Chinese pianist. The son of a policeman, at the age of four, he began studying with Zhu Ya-Fen, a well-known teacher in Shenyang, and at five, he won a citywide competition. But his father, who was also a gifted violinist, was obsessed with making him “number one” and subjected him to a grueling regimen of seven-hour practice days before spiriting him away to Beijing at the age of nine for study with a demanding teacher whom Lang identifies only as “Professor Angry.” Lang Guoren was determined to see his son best nearly two thousand applicants to earn one of twelve spots at the state conservatory, and when his teacher capriciously dismissed him, Guoren lost control to the point of ordering his son to jump from an eleventh-story balcony, an excess that prodded the youth to rebel, abandoning his piano studies for a time. The family relationship began to heal after Lang was accepted into the conservatory as a student of Zhao Ping-Guo, and he quickly distinguished himself as a remarkable talent, winning numerous competitions throughout Asia and Europe. At the age of fifteen, he moved with his family to Philadelphia, where he had been accepted at the Curtis Institute as a student of Gary Graffman. In the summer of 1999, a gala benefit for the Ravinia Festival in Chicago proved to be a watershed moment that catapulted him to international fame when he substituted for André Watts on short notice, performing the Tchaikovsky First with Christoph Eschenbach and the Chicago Symphony. The audience and the event’s sponsors were so galvanized that the seventeen-year-old was immediately asked to perform a late-night impromptu recital for Eschenbach and several others which included the entire Goldberg Variations. Lang was particularly praised by the Chicago Tribune’s John von Rhein, who remained enthused through several subsequent Ravinia appearances. But by the time the young pianist reappeared in 2002, the critic had turned sour, lamenting that “all he needed was a white sequined suit and a candelabra and Ravinia could have sold him as the new Liberace.” Indeed, even Graffman recalled how taken aback he was when he first encountered the emotional indulgences of his prodigious student, imagining that Schumann might have suffered a heart attack had he heard Lang play his music, “though probably not a fatal one.” And for many critics, the youth’s unrestrained gestures and histrionic facial grimaces not only distracted from the artistry they expected but derailed it, merely complementing a plethora of rhythmic and dynamic liberties that many found senseless. In the same year, Anthony Tommasini of the New York Times was even less kind than von Rhein when he described Lang’s performance as “incoherent, self-indulgent, and slam-bang crass.”

			But despite negative assessments from some influential voices, a groundswell of popularity had arisen around the young star, and there seemed no stopping it. Very soon he was averaging 125 concerts a year at a fee of $50,000 an appearance, and when he played private performances, he garnered at least five times that amount—remarking with unabashed honesty, “If you do five of those in a year, you’ve made enough to live on.” His CDs, sporting pop-like titles such as The Magic of Lang Lang and Liszt—My Piano Hero, currently average sales of around 200,000 per album, considered extraordinary for Classical releases, and in 2010 he signed a contract with Sony for a reported $3 million. He is considered a national hero in China, and it is estimated that in the past decade he has inspired over forty million Chinese children to begin piano lessons. His televised appearance at the opening of the Beijing Olympics in 2008 was seen by over one billion viewers, and though he was then only twenty-six, in the same week he released his autobiography, Journey of a Thousand Miles: My Story, which received extremely positive reviews. However, what some perceived as rank commercialism spawned new detractors in 2012 when he signed with Adidas to issue a line of “Olympic” sneakers, and many observers were further troubled early in 2015 when Galeries Lafayette of Berlin launched his “signature” scent: “Amazing Lang Lang for HER and for HIM.” But although the pianist’s rock-star persona has often driven a wedge between his adoring fans and the critics, at present he is the highest-paid classical performer in the world, and few would question his phenomenal talent, for he dispatches the most demanding passages with ease, employing virtually every gradation of touch. He has also taken his criticisms to heart, and as early as 2005, he began playing for Daniel Barenboim, who acknowledges that he still spends several weeks a year in Berlin coaching Beethoven with him. But nonetheless, at this writing, Lang Lang’s performances are still provoking controversy throughout the world, as on December 1, 2015, when he performed the Mozart C Minor Concerto in London’s Festival Hall with Esa-Pekka Salonen and the Philharmonia, a performance that John Allison of the Telegraph characterized as a parade of “exquisite Mozartian effects” marred by “a flighty attention span, which leaves him bored the moment anything is going well.” He also added that the first Chopin Waltz in E-flat, which was offered as an encore, was played “with a vulgarity seldom, if ever, heard on the London concert platform.”

			Larrocha, Alicia de (b. Barcelona, 1923; d. Barcelona, 2009). Spanish pianist. Her mother and her aunt had both been pupils of Granados, as was Spanish pianist Frank Marshall (1883–1959), who served as his assistant, and with whom de Larrocha began studying at the age of three. She gave her first concert at the age of six at the 1929 International Exhibition in Barcelona, and she made her first recording at the age of nine, when Spanish mezzo-soprano Conchita Supervia invited her to perform some selections in a studio where she was then recording recital repertoire. The youngster chose a Chopin nocturne and a waltz, and scholar Gregor Benko has observed that “it is uncanny to note that this 9-year-old demonstrates all the elements of Chopin’s style—tone, color, legato phrasing and singing line—by means of finger technique alone, since we know Alicia’s legs were barely long enough to reach the pedals.” Marshall, who became the director of Granados’s academy after the composer’s death in 1916, remained her only teacher, though his nationalist sympathies forced him to leave the country in 1936 for the duration of the Spanish Civil War. She began working with him again after his return in 1939, and within a year she had become famous throughout the country. After the war, she began to tour internationally, performing in many European cities in 1947. She made her American debut in 1955, appearances that garnered very positive notices, though the New York Times’s Allan Kozinn once characterized her as “a reluctant star.” Returning to Barcelona, she carried on as a teacher at Marshall’s academy and became its director after his death in 1959, a year after she had married its co-director, pianist Juan Torra, with whom she had two children. She made some recordings for the Spanish label Hispavox, and when concert manager Herbert Breslin heard her recording of the complete Albéniz Iberia, he organized another American tour for her in 1965, where she performed this and other works. Breslin also negotiated her contract with Decca, for whom she rerecorded Iberia in 1974, a recording that won a Grammy. The following year her recording of both Ravel concertos with the London Philharmonic under Lawrence Foster also won a Grammy, and she received the award twice more, for another Albéniz recording in 1988 and for an all-Granados CD in 1991.

			Generally recognized as one of the major artists of the late twentieth century, de Larrocha is considered by most as the greatest Spanish pianist of her time, and more than anyone else, she has brought works of Albéniz, Granados, Falla, Turina, and Mompou into the mainstream repertoire. Despite her diminutive stature—she was 4'9" in her younger days and no more than 4'5" in her later years—she was capable of immense power, and her 1980 recording of the Liszt sonata was highly acclaimed. But she also had an extraordinary coloring palette, and her delicacy and refinement served her well in the works of Soler, a composer she did much to popularize. In the 1970s, she began appearing in New York’s Lincoln Center at the Mostly Mozart festivals, and her performances, which continued until 2001, were often the highlights of the season. She made her last Carnegie Hall appearance in November 2002, when she performed the chamber version of Mozart’s Concerto, K. 414, with the Tokyo Quartet. She retired from the stage soon thereafter, returning to Barcelona, where a serious fall broke her hip in 2007. Her health then began to decline, and she died in September 2009 in a Barcelona hospital.

			Leeds International Piano Competition. A British piano competition held every three years in Leeds, Yorkshire. Among its principal founders were the late Countess of Harewood (the former Marion Stein) and Dame Fanny Waterman (b. 1920), a former Matthay pupil, who served as chair and artistic director until her retirement in September 2015. It occurs in the Great Hall of the University of Leeds and the Leeds Town Hall, and the finals are presently accompanied by the Hallé Orchestra under Sir Mark Elder, though in previous years the City of Birmingham Symphony under Sir Simon Rattle, the BBC Philharmonic under Vernon Handley, and the Royal Liverpool Philharmonic under Sir Charles Groves have also participated. The competition was first held in September 1961, and prominent winners have included Radu Lupu (1969) and Murray Perahia (1972). See http://www.leedspiano.com.

			Leschetizky, Theodor (b. Łańcut, Poland, 1830; d. Dresden, Germany, 1915). Polish pianist, composer, and teacher. He was born on the estate of Count Alfred Potocki, where his Austrian father, Josef, served as resident music teacher to the household. Josef also gave his son his first piano lessons, and at the age of nine, Theodor performed one of Czerny’s concertos in Lemberg (now Lviv) under the baton of Franz Xaver Mozart, the youngest son of the composer. Shortly thereafter, Josef moved the family to Vienna so that his son could study under Czerny. By the time he was fifteen, Leschetizky was already teaching in Vienna, and by eighteen, he had developed a reputation as a virtuosic performer throughout Austria. He later said that he experienced a pianistic epiphany when he heard the Bohemian pianist Julius Schulhoff (1825–98) perform in Vienna about 1850. Schulhoff had been living in Paris, where he was mentored by Chopin for several years, and Leschetizky recalled that despite the tame reaction of Viennese patrons impressed only by flamboyant pyrotechnics, he experienced “indescribable emotions” when he heard Schulhoff’s cantabile touch: “a legato such as I had not dreamed possible on the piano, a human voice rising above the sustaining harmonies!” At that moment he became convinced that this was “the playing of the future,” and “from that day I tried to find that touch.” He spent untold hours experimenting with different physical approaches to the piano, and he soon developed a substantial reputation as a teacher. In 1852, Leschetizky, then twenty-two, relocated to St. Petersburg to teach in the home of Baron Alfred Steiglitz, president of the St. Petersburg Stock Exchange Committee, and there he met the young Anton Rubinstein, as well as the Grand Duchess Elena Pavlovna (1807–73), the sister-in-law of Tsar Nicholas I and Rubinstein’s most devoted patron. As the years passed, Leschetizky developed a wide following in Russia, and in 1860, at Rubinstein’s invitation, he began teaching for the Russian Musical Society, which in 1863 became the St. Petersburg Conservatory, where he served as head of the piano department for the next fifteen years. In 1878, he returned to Vienna with the second of his four wives—and his most brilliant student at the conservatory—Anna Yesipova, with whom he had two children. He began to teach at his home in Vienna, and soon his weekly performance classes were gaining fame, fueled by Yesipova’s European successes as a touring pianist, and especially by Paderewski, who first appeared at his studio in 1885.

			Following the death of Liszt in 1886, Leschetizky became the preeminent teacher in Europe, a status he maintained until his death nearly thirty years later. In all, with a seventy-five-year career that embraced an estimated 1,800 students, his roster reads like a who’s who from late nineteenth- to mid-twentieth-century pianism, and the longevity of Mieczysław Horszowski—who played his final recital in 1991 at the age of ninety-nine—gave Leschetizky’s pupils an unprecedented span of nearly 150 years before the public. Other noted pianists who worked with him include Brailowsky, Friedman, Gabrilowitsch, Moiseiwitsch, Ney, and Schnabel. But remarkably, despite his unassailable fame and stature, surprisingly little is known about the advice Leschetizky offered in the studio, or exactly why his methods seemed to have a greater impact than those of his contemporaries. Unlike most of the prominent teachers of his day, he wrote virtually nothing, and his “precepts” exist mostly in the form of secondary accounts by adoring pupils, some of whom served as his deputies. Scholar James Methuen-Campbell has even observed that his assistants “were responsible for establishing the myth of the ‘Leschetizky Method,’ which, as a specific schedule of technical training, did not exist.” Leschetizky also insisted he had no method, though at times he added, “I teach exactly as Czerny taught me; I have added nothing, changed nothing.” To be sure, unlike Czerny, he taught only highly advanced players, and since their preparation was handled by subordinates, he may have had little need to assign the exercises featured in their various “method” books. The most authoritative of these is undoubtedly The Groundwork of the Leschetizky Method (1902) by Malwine Brée (1861–1937), one of his St. Petersburg pupils who followed him to Vienna to lay the “groundwork” for hundreds of students. Leschetizky not only endorsed her book but was pleased that she included forty-seven photos of his own hands. Although several months later he gave a partial endorsement to The Modern Pianist by another of his assistants, Marie Prentner, scholar Reginald Gerig and others have noted that because he deemed Brée’s work “the sole authorized publication explanatory of my method,” it is more likely to reflect his own approach.

			The question of “method” is especially important, because many of Leschetizky’s most famous pupils were given as much, or even greater, exposure to his assistants, who seem to have taught according to their own dictates. For example, when Schnabel arrived, he had many lessons with Yesipova (as did Paderewski), who insisted he play Czerny studies while balancing a large coin on the back of his hand—advice that Schnabel emphatically rejected when he left her studio. But conversely, Brée mandates that the performer should “yield to the movements of the arms as far as necessary, as the rider yields to the movements of his horse,” which suggests that Leschetizky resisted the older German model of a stiff, unyielding hand position. The presence of contradictory pedagogical approaches under the same auspices raises the perennial question of nature versus nurture: that is, did the extraordinary talent of Leschetizky’s students enable them at times to transcend less enlightened advice? At present, most commentators believe there may never be a definitive answer to this question, though unquestionably Leschetizky must rank as one of history’s great teachers. Although he did not make acoustic recordings, in 1906 he cut twelve rolls for Welte-Mignon, which are now available on CD.

			Leventritt Competition. An American competition for pianists and violinists in existence from 1940 to 1981, underwritten by the Leventritt Foundation, which was created in 1939 to honor New York City attorney Edgar M. Leventritt (1874–1939), an amateur pianist and patron of the arts. The first contest, restricted to U.S. residents between the ages of seventeen and twenty-five who had appeared publicly but never with a major orchestra, was held in New York in October 1940. The prize was an appearance with the New York Philharmonic, and the judges then were the orchestra’s conductor, John Barbirolli, concert manager Arthur Judson, violinist Adolph Busch, and pianists Nadia Reisenberg and Rudolf Serkin. The first competition attracted sixty applicants, nine of whom appeared in the finals in Carnegie Hall, and the first winner was pianist Sidney Foster, then twenty-three, a Curtis graduate who had worked with David Saperton and Isabelle Vengerova. Initially, the contest was devoted to the single objective of enhancing the careers of accomplished artists with a major orchestral appearance, and over the next two decades the Leventritt developed an impressive track record. The winning pianists included Eugene Istomin (1943), Alexis Weissenberg (1947), Gary Graffman (1949), Van Cliburn (1954), John Browning (1955), and Malcolm Frager (1959), and the violinists included Itzhak Perlman (1964) and Pinchas Zukerman (1967). Though the contest was staged annually, the judges had the right to withhold the award in years when they saw no contestant sufficiently prepared to sustain a major career, and many observers felt this feature helped maintain the high standard. By 1960, the Leventritt was seen as the most prestigious American competition, and it had now expanded its orbit to admit all nationalities, a move prompted to some extent by Cliburn’s winning of the International Tchaikovsky Competition in 1958. The age limit had also been raised to twenty-eight, the finals in Carnegie Hall were now open to the public, and after the Van Cliburn Competition was inaugurated in 1962 in Fort Worth, the award itself was substantially augmented. Thus, when Israeli pianist Joseph Kalichstein won the Leventritt in 1969, his New York Philharmonic appearance was enhanced by engagements with eight additional American orchestras (including Chicago and Cleveland), a contract with RCA Victor, three years of management, and $1,000 in cash. But the award was withheld in 1971, 1973, and again in 1976, reflecting the foundation’s discomfort with what they saw as a growing competition mania, where artistic sensitivity was often being subordinated to mere pyrotechnics. Finally, in 1978, Rosalie Berner, the daughter of Edgar Leventritt, told the New York Times that “competitions are breeding a kind of artist we are not anxious to foster,” and later that year the foundation elected to continue its efforts quietly, with no competition at all. The final Leventritt Prize was given in 1981 to Filipina pianist Cecile Licad—though no contest was staged.

			Levy, Ernst (b. Basel, Switzerland, 1895; d. Morges, Switzerland, 1981). Swiss pianist, conductor, and theorist. As a teenager, he studied with Egon Petri in Basel before moving to Paris to become one of the last pupils of French composer and pianist Raoul Pugno (1852–1914), who had studied with Georges Mathias (1826–1910), a pupil of Chopin, and who was one of the first pianists to make commercial recordings. Levy also greatly admired the work of Swiss composer Hans Huber (1852–1921), with whom he became a colleague at the Basel Conservatory in 1916, and whose classes he assumed when Huber became ill a year later. In 1921, Levy returned to Paris, and in 1928 he founded the Choeur Philharmonique, an amateur chorus that introduced many important works to Paris, including the Brahms German Requiem. In 1935, his choir recorded Liszt’s Missa Choralis for Polydor, the first recording made of a Liszt sacred choral work. Shortly thereafter, as the Nazis came to power, Levy immigrated to the United States, where he subsequently taught at the New England Conservatory, the University of Chicago, the Massachusetts Institute of Technology, and several other prominent institutions. In addition to his prodigious work as a pianist, choral conductor, and theoretician, he composed a substantial number of major works, including fifteen symphonies. He also gave occasional solo recitals and made a series of recordings for various labels. He returned to Switzerland in 1966 where he lived out his remaining days, composing five piano sonatas and authoring a series of academic works such as Tone: A Study in Musical Acoustics (1968) and A Theory of Harmony, published posthumously in 1985. Although Levy’s work is better known to theoreticians, he was a formidable pianist, as evidenced by his 1956 recording of the Liszt Sonata (engineered by Bartók’s son, Peter) on the American Unicorn label, and his 1958 recording of Beethoven’s “Hammerklavier” for Kapp Records. Although his recordings did not always capture the warmest tone quality, Levy was an epic pianist, and his recordings were praised by artists such as Alicia de Larrocha. His musicological views were also prescient, since as early as 1950 he gave a lecture at the University of Chicago extolling Liszt’s unsung greatness as a composer and even drawing insightful comparisons to Beethoven: “When Liszt writes a sonata in one movement, built as strictly as anything classic, and in a straight line continuing Beethoven’s trends, it is hardly noticed, for what else could a Romantic composer do but dissolve the classic form?”

			Lewenthal, Raymond (b. San Antonio, Texas, 1923; d. Hudson, New York, 1988). American pianist. Though he was born in Texas, Lewenthal soon moved with his family to Hollywood, where he worked as a child movie actor. He deferred piano lessons until the age of fifteen, though by his own admission he was largely an autodidact. At seventeen, he played a demanding recital that included the Brahms Handel Variations and the Liszt Sixth Rhapsody, but he also admitted that he had no real artistic guidance until he began studying with pianist Lydia Cherkassky, the mother of Shura Cherkassky, who settled in Los Angeles in April 1940. In 1945, while working with her, he won several prestigious California competitions before entering Juilliard as a scholarship student of Olga Samaroff. Lewenthal quickly established a reputation as a formidable interpreter of highly virtuosic works, and in 1948 his performance of the Prokofiev Third with Mitropoulos and the New York Philharmonic was extremely well received. Though he was at times criticized for excessive speed and brilliance at the expense of artistry, by the early 1950s he was well established and poised for a major career. Then in 1953 he was attacked and nearly killed by a gang of hoodlums in New York’s Central Park. Both of his arms were broken, and he sustained significant injuries to his hands. During his long physical rehabilitation, he became clinically depressed and vowed never to perform again. He left for Paris to ground himself, and though at times he attributed his rebirth as a pianist to Alfred Cortot, who supposedly worked with him patiently as he undertook the excruciating process of retraining his muscles, at other times he made uncomplimentary remarks about Cortot. But very soon he was performing again, and in 1956 he released a disc for the Westminster label from which his account of the Prokofiev Toccata is still highly admired. While in Paris, he also began seriously investigating the life and career of French pianist and composer Charles-Valentin Alkan (1813–88), research that occupied him for the rest of his life. After pursuing performances for a number of years in Europe and South America (which barely sustained him), he reemerged on the New York scene on November 30, 1963, appearing on noncommercial radio station WBAI for a two-hour broadcast devoted to Alkan’s music. The program was so well received that on September 23, 1964, he featured some of Alkan’s music on his Town Hall recital, his first New York concert since 1951 and a highly publicized event that met with many positive notices. The following year, he recorded an LP for RCA devoted to Alkan’s music, which, though not a best seller, was a critical success and for a time garnered a cult following among connoisseurs and aspiring pianists.

			But Alkan’s compositions were not the only lesser-known works that Lewenthal championed, for he also performed rarely played works by better-known composers such as Clementi, Czerny, Dussek, Field, and Anton Rubinstein. In addition, he became an uncommonly forthright proponent of Liszt’s piano music, and in the 1965–66 season, he gave a cycle of three recitals both in New York and London devoted to many of the composer’s less frequently performed works. Though he frequently weathered criticisms from the musical establishment, Lewenthal was praised by the New York Times for his “exuberant and extroverted” style, and he often took delight in taunting his critics by appearing in signature cape and top hat, complete with cane, creating a caricature of what many perceived as nineteenth-century excess. After his participation in the 1968 Festival of Neglected Piano Music at Butler University in Indianapolis, an event organized by pianist and musicologist Frank Cooper (b. 1938), which included the talents of Jorge Bolet and Malcolm Frager, Lewenthal became one of the most visible representatives of the “Romantic revival” movement in pianism. In 1971, he began recording the “Raymond Lewenthal Romantic Revival Series” for Columbia Masterworks, a series intended to focus on the compositions of Hummel, Henri Herz, Thalberg, and others, in addition to Alkan, but though many volumes were projected, only a few were completed. Today, Lewenthal is seen by many as one of the most important artists in the movement to expand the acceptable scope of nineteenth-century repertoire for contemporary pianists in the postwar period, a time in which many Americans and Europeans were still reluctant even to explore the works of Liszt. Though he was often praised as a brilliant technician, he was seldom obsessed with note-perfect accuracy, and in 1971 the New York Times observed that his “authority and sweep” were at times undercut by a labored approach that “costs Lewenthal effort, and we hear the effort.” He taught in New York at the Mannes School and the Manhattan School of Music, and in summers at Tanglewood. Because he suffered from a chronic heart condition, he left the city in the 1980s to settle in Hudson, New York, where he spent his final days in semi-seclusion. His biography of Alkan, which had occupied him for over twenty-five years, was left unfinished at the time of his death.

			Lewis, Meade “Lux” (b. Chicago, 1905; d. Minneapolis, 1964). American popular pianist and composer, known for his popularization and development of the boogie-woogie style. Born Meade Anderson Lewis, he was given violin lessons as a child but switched to piano at the age of sixteen. His friends gave him the nickname “Lux” because he enjoyed imitating the excessively polite characters in the popular comic strip Alphonse and Gaston, often referring to himself as the “Duke of Luxembourg.” At nineteen, he met Albert Ammons while they were both driving for a Chicago cab company, and they developed a lifelong friendship. They shared an interest in piano, and for a time, Lewis practiced on the piano at the Ammons family home. On a battered upright at the cab depot, they often played duets to entertain the drivers, an “act” which they soon presented at a number of local nightspots. Both Ammons and Lewis were fascinated with the newer boogie style then being promoted by Chicago pianist Jimmy Yancey (c. 1894–1951), though Yancey’s first recordings did not appear until 1939, so both Ammons and Lewis’s fame preceded his. Lewis recorded his most famous composition, “Honky Tonk Train Blues,” for the Paramount label in 1927, though it was not released until 1929 and remained little known until jazz promoter John Hammond discovered a well-worn copy in 1933. Through Ammons, he eventually located Lewis in a car wash, where he was then working to support himself, and arranged for him to rerecord his composition for Parlophone in 1935. In 1938, Hammond brought him to New York for his famed “From Spirituals to Swing” concert in Carnegie Hall, where Lewis was joined by Ammons and boogie pianist Pete Johnson, who had often worked with both men. The concert created a boogie sensation, and soon the idiom was even being exploited by a number of Swing musicians. Lewis’s “Honky Tonk” composition was so popular that he recorded it again for Victor in 1937, and he began to tour with Ammons and Johnson, who in 1939 became the first three artists to record for the newly founded Blue Note jazz label.

			Lewis arguably had the most complex style of all the well-known boogie pianists. Whereas most of his contemporaries created left-hand rhythmic patterns with single notes or octaves, Lewis often favored a block-chord left-hand pattern, alternating root-position harmonies with second-inversion chords to retain a common bass tone, as can be heard on his 1927 “Honky Tonk Train” recording:
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					Meade “Lux” Lewis: “Honky Tonk Train Blues,” m. 3. Lewis’s recurring left-hand pattern transcribed from his Paramount 1927 recording.

				

			

			He also used a wide variety of right-hand patterns, creating the “onomatopoeia” effects (which he said were inspired by the train whistles he heard from his boyhood home on Chicago’s LaSalle Street), for example, by using rapid, repetitive scale riffs:
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					Meade “Lux” Lewis: “Honky Tonk Train Blues,” mm. 39–40. The “train whistle” effect.

				

			

			And he often thickened his chordal textures to create bitonal effects, simulating the passing of two trains:
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					Meade “Lux” Lewis: “Honky Tonk Train Blues,” mm. 100–101. Lewis uses bitonality to suggest two trains passing in the night.

				

			

			For the next few years, Lewis, Ammons, and Johnson were mainstays at New York’s fashionable Café Society club, where they were regarded as pace setters for the art of boogie-woogie. In 1941, Lewis left for Hollywood, where he appeared in some short films and played numerous engagements in West Coast clubs, though most of these offered modest compensation. In 1946, he had an uncredited part in the iconic feature It’s a Wonderful Life as the house pianist for Nick’s Bar—attired in checkered coat and derby—and the following year he played himself in the United Artists film New Orleans, along with Louis Armstrong and Billie Holliday. By the 1950s, the boogie craze had ended, but Lewis still sought work when he could get it, especially in the Minneapolis area, where his niece lived. Tragically, one evening in May 1964, while performing there at a suburban supper club, he was killed when his car was hit by another vehicle.

			Lhévinne, Josef (b. Oryol, Russia, 1874; d. New York City, 1944). Russian pianist and teacher, considered one of the major virtuosos of the twentieth century. Born Joseph Arkadievich Levin, he was from a family of musicians and recognized as a prodigy from childhood. At the age of eleven, he entered the Moscow Conservatory where he studied under Vasily Safonov (1852–1918), a Leschetizky pupil who also taught Scriabin, Medtner, and Rosina Lhévinne, and who Lhévinne later acknowledged had “transformed” his approach to the piano. At fourteen, he played for Anton Rubinstein, who was immensely impressed, and a year later he performed Beethoven’s “Emperor” with Rubinstein conducting, a performance that brought glowing praise from the press. He graduated from the conservatory in 1892, winning the gold medal in piano, an honor he shared that year with his classmates Scriabin and Rachmaninoff. For the next several years, he performed throughout Russia and in many European capitals, Westernizing his surname to “Lhévinne” at the insistence of his European manager to counter the anti-Semitic bias shown by many audiences. In 1898, he married the eighteen-year-old Rosina Bessie, also a student of Safonov at the conservatory. For most of their married life, Lhévinne remained somewhat shy and retiring, often preferring to accept teaching posts over concertizing, and Rosina was said to be the driving force behind his performance career. For two years they both taught in Tbilisi, Georgia, and after he became a teacher at the Moscow Conservatory, he made his London debut in 1903. He played in New York for the first time in January 1906 while the terrors of Russia’s 1905 revolution were still raging. In several sensationalist stories carried by the New York Times, Lhévinne recounted the horrors he had just seen in the Moscow streets, and the paper heightened interest by pronouncing him Rubinstein’s successor. America’s fascination with the young Russian soon intensified, and before the First World War, he had played more than one hundred concerts in the United States. By then the Lhévinnes and their two children had relocated to Berlin, where they remained until the end of the war, but as Russian Jews they were forcibly interned, prompting them to immigrate to the United States in 1919.

			In 1924, they were both asked to join the faculty of the newly founded Juilliard Graduate School, and in the same year Josef published his highly regarded Basic Principles in Pianoforte Playing, a short book that is still widely read. In clear, concise language, Lhévinne rejects the ideal of a stiffly fixated hand and arm and emphatically affirms his conviction that the piano’s tone can be changed qualitatively, offering advice on how to avoid harsh, “metallic” sound. He continued to tour widely through Europe and South America, and he often performed duo-piano recitals with Rosina. But he made surprisingly few recordings during his lifetime, leaving a legacy mostly of smaller encore pieces. His first records, made for Pathé about 1920, include hallowed accounts of the Schumann/Tausig El Contrabandista and Rachmaninoff’s G Minor Prelude, both displaying an effortless command, and equally famous is his iconic 1928 recording of the Schulz-Evler arrangement of Strauss’s Blue Danube Waltz for Victor. No less remarkable are his other RCA recordings, especially the Chopin etudes in thirds and octaves and the Schumann Toccata (all in 1935). Despite the fact that Lhévinne never recorded his larger signature works such as Schumann’s Carnaval or the Brahms Paganini Variations, the smaller pieces he did leave are sufficient to establish him as a titan. His playing, immensely sparing of pedal, is always warmly musical and imaginative, while even the most fiendish passages are dispatched with ease.

			Lhévinne, Rosina (Bessie) (b. Kiev, 1880; d. Glendale, California, 1976). Russian-born pianist and teacher. She was the daughter of a Dutch diamond merchant who had settled in Kiev to ply his trade, but the family had moved to Moscow by 1882 to avoid the often violent anti-Semitism they encountered in Ukraine. Rosina began studying piano at the age of six, and when she was nine, she entered the class of Sergei Rezemov at the Moscow Conservatory before joining Vasily Safonov’s class three years later—where she first met Josef Lhévinne. As Lhévinne had done before her, she obtained the gold medal in piano when she graduated at the age of eighteen, and one week later she married him, a marriage that lasted until his death forty-six years later. She usually accompanied him on his tours and often performed two-piano repertoire with him, though she preferred to remain in the background, rearing their two children and teaching as her time permitted. By all accounts, she was also the driving force behind his performance career, since Josef was often reticent about appearing before the public. She acted as his advisor in many practical issues, and he always performed new works for her before adding them to his repertoire. Josef taught for a number of years at the Moscow Conservatory, but they were living in Berlin when war broke out and, as Russian Jews, were interned for its duration. In 1919, they immigrated to the United States, and in 1924 they were both asked to join the newly established Juilliard Graduate School. After Josef died of a heart attack in 1944, she remained on the Juilliard faculty until her death. Since for many years she had acted as a preparatory teacher for her husband’s class, she first asked to remain in that position (both Lhévinnes regarded preparatory work as a noble calling and viewed the American penchant for marginalizing such teachers as scandalous), but the Juilliard administrators prodded her to step into his position, and within a few years, she had become one of the most celebrated teachers in America.

			In the 1950s she taught some of the most successful American pianists, including Van Cliburn and John Browning, and in the 1960s her pupils included Misha Dichter, pianist-conductor James Levine, and pianist-composer John Williams. Most known for their interpretations of large-scale Romantic works, her students were often seen as the last links to the golden age of Russian pianism, and the New York Times’s Harold Schonberg once praised Cliburn for “a real piano sound that reminded old-timers of Josef Lhévinne.” Rosina’s recordings are few, and most are LPs done very late in her life. She recorded the Mozart Two-Piano Sonata, K. 448, with her husband for RCA in 1937, but they never approved its release (the work is now available on CD), and she recorded the Mozart Triple Concerto, K. 242, with the duo-pianists Vronsky and Babin for Columbia in 1948. But remarkably her first important solo disc did not appear until 1960, when she was eighty, a performance of the Mozart Concerto, K. 467, with the Juilliard Orchestra (using the Casadesus cadenzas) for Columbia. The following year she recorded the Chopin E Minor Concerto for Vanguard, and both discs were well received. In January 1963—two months short of her eighty-third birthday—she made her New York Philharmonic debut, performing the Chopin under Leonard Bernstein. Although she remained a faculty member at Juilliard until her death, she also taught at the University of Southern California and at the Aspen Summer Music Festival and School.

			Liberace, Wladziu Valentino (b. West Allis, Wisconsin, 1919; d. Palm Springs, California, 1987). American popular pianist and entertainer. Liberace, called “Walter” by his family and “Lee” by friends later in life, was born in a Milwaukee suburb to Salvatore (Sam) Liberace, an Italian immigrant, and Frances (née Zuchowska), an American of Polish descent. His father, a factory worker who played French horn in community bands, encouraged music in the home for Walter and his older brother George—who studied violin—but his mother regarded lessons and instruments as luxuries for her five children, which often created household tensions. Liberace began playing the piano at four, and his progress was rapid, spurred on by his father’s unremitting demands. In 1927 Sam took his eight-year-old son to hear Paderewski perform in Milwaukee, and Liberace always remembered the event as a pivotal turning point in his life. He was transfixed by the performance and always maintained that his father took him backstage to meet the artist, which prompted him to obsess over the piano. He was soon taken to Florence Bettray Kelly, a graduate of the Chicago Musical College and onetime Rosenthal student, who served as his teacher and mentor for over a decade. In 1940, he performed the Liszt A Major Concerto with the Chicago Symphony under Hans Lange (at the instigation of Frederick Stock) to highly positive notices, and he envisioned following in Paderewski’s footsteps. But the economic hardships wrought by the Depression had forced both Kelly and her student to cultivate popular styles, and through the 1930s, she served as house pianist for Milwaukee station WTMJ. As a teenager, Liberace also soloed on the station, additionally performing for dances and shows on weekends, as well as in clubs. By the early 1940s, he was already comingling his classical recitals with elements of pop, presaging the show-business persona for which he later became well known. He performed standards in the style of various classical composers and soon made inroads into nightclubs as a cabaret-style performer, often singing to his own accompaniment and peppering his act with gimmickry, such as creating pianistic obbligatos to phonograph records. Interacting with audience members became a trademark feature, and at times he even gave impromptu piano lessons to club patrons. In 1943, still as “Walter Liberace,” he made two theatrical one-reelers distributed by Castle Films, and his version of the “Twelfth-Street Rag” (complete with adoring showgirls attired in evening gowns) displays a natural, highly accomplished keyboard technique of some virtuosity. Arguably, he had clearly reached a level of mastery that would have enabled him to compete in either the classical or pop fields had he chosen a more conventional route. Over the years, he occasionally performed unadorned classics, such as Chopin’s familiar A-flat Polonaise, albeit most often with highly exaggerated rubatos.

			By the end of World War II, Liberace was performing regularly in Las Vegas, and his lean years were over. He proved an immense draw for women (whose husbands willingly abandoned their wives for the casinos), and club owners regarded him as a profitable attraction. After Columbia’s 1945 biopic A Song to Remember was released, he began to adopt a Chopin-like candelabra as a signature prop and to use only his surname onstage. He enhanced his fame by entertaining at the homes of Hollywood stars, and in 1947 he purchased a Blüthner concert grand adorned with gold leaf (which he insisted was “priceless”) to complement his image. Because his act was dependent on visual components, he had resisted radio since his Milwaukee days, but by the early 1950s he was hosting a local fifteen-minute television program in Los Angeles, and its success led to a similar format for NBC television beginning in the summer of 1952. The network program was short lived, but it launched a syndicated version that earned him millions, and its popularity was such that it was even shown in Britain. It also spurred demand for a spate of recordings, and by 1954 he had sold over 400,000 albums. By the mid-1950s, Liberace was the highest-paid pianist in the world, earning nearly $140,000 in 1954 for a single Madison Square Garden appearance, and an estimated $50,000 a week in Las Vegas, a figure that had quadrupled by the 1980s. As his act became increasingly flamboyant and garish, he reveled in self-caricature. He built his first mansion in Sherman Oaks (greater Los Angeles) in 1953 with a piano-shaped swimming pool, and over the years this feature became a trademark in his other residences, most notably the fifteen-thousand-square-foot Las Vegas home where he lived until his death. Though for many years a Baldwin artist, he also collected pianos, and the Liberace Museum which stood in the Las Vegas suburb of Paradise from 1979 to 2010 housed numerous instruments, including the Baldwin SD10 that he often used onstage and a Chickering grand that once belonged to Gershwin. The Liberace Foundation for the Creative and Performing Arts was founded in 1976 to fund a number of causes, and to date it has given over $4 million in piano scholarships to American colleges and conservatories.

			Lipatti, Dinu [Constantin] (b. Bucharest, 1917; d. Geneva, 1950). Romanian pianist. Lipatti was born to a musical family, and his father, a violinist, had studied with Pablo de Sarasate. His first lessons were with his mother, a trained pianist, and his parents asked composer and violinist George Enescu, a close family friend, to be godfather at his baptism. Because he was physically frail, Dinu’s parents brought tutors to their home, and at the age of eight, he began studying with Mihail Jora to prepare him for the Bucharest Conservatory at the age of eleven, where he worked with Florica Musicescu (1887–1969), who years later also taught Radu Lupu. While studying with Musicescu, he first performed the Grieg Concerto, and when he graduated at the age of fifteen, he performed the Chopin E Minor Concerto, both of which later became signature pieces for him. In 1933 he entered the Vienna International Piano Competition, where he tied for second prize, prompting juror Alfred Cortot to resign in protest. According to some reports, Cortot then invited Lipatti to study with him at the École Normale in Paris, where he also received lessons from his assistant, Yvonne Lefébure. Lipatti also studied composition briefly with Paul Dukas, and following Dukas’s death, with Nadia Boulanger, whom he eventually regarded as a mentor. At her instigation, they entered the Paris HMV studios in February 1937 to record seven Brahms waltzes from his opus 39 in their original four-hand versions, a recording that is still widely admired. Although he had already played in Paris, his “official” debut was in 1939 at the Salle Pleyel, but the war forced him back to Bucharest, where he spent the next several years studying independently, teaching, composing, and performing such engagements as he could find, mostly in Eastern Europe. He began giving duo-recitals with another Musicescu student, Madeleine Cantacuzène, two years his senior and married, and as they grew increasingly close, their friendship eventually turned romantic. For a time, Lipatti was caught up in the realities of war, and in order to perform at all, he had to play in Nazi-occupied countries. But he worked unrelentingly to escape from Romania, and on September 4, 1943, with Cantacuzène at his side, he left the country, ostensibly to undertake a ten-day tour. Instead, when they reached Switzerland, he was so well received that he decided to stay, never again returning to his homeland. He was aided in his emigration by Edwin Fischer, then living in Geneva, who greatly admired his art and even coached him on repertoire, though many other prominent musicians came to his aid as well. The following April, he was made a professor of the “Classe de Virtuosite” at the Geneva Conservatory, a position he held for five years.

			Shortly after Lipatti arrived in Geneva, he was frequently troubled by recurrent fevers that baffled his doctors, a syndrome they often put down to the lifelong fragility of his health. He was also plagued with breathing problems, and by 1947 one of his lungs had stopped working. He was finally diagnosed with Hodgkin’s disease (leukemia), and though he often had to cancel concerts to undergo various therapies, he continued to play throughout Europe to substantial acclaim. He was approached by English record producer Walter Legge, who offered to supervise his sessions for English Columbia (whose parent company then was EMI), and over the next year Lipatti traveled to London on three occasions to make some of his most memorable recordings. These include a remarkable Grieg Concerto in September 1947 with the Philharmonia under Alceo Galliera, followed in April 1948 by the Schumann Concerto under von Karajan, as well as Ravel’s demanding Alborado del gracioso. For many, the Schumann and the Ravel especially set standards against which others are still measured, but Lipatti soon became extremely ill and gave only a handful of concerts in the next year and a half. He underwent frequent blood transfusions and radiation therapy which made him weaker still, but in the fall of 1949 he was given approval from his doctors to try experimental cortisone therapies then being used in America. The results were remarkable, and Lipatti claimed he felt almost cured, so in July 1950, Legge sent Columbia engineers to Geneva to make more discs, including a highly prized recording of the first Bach partita and several Bach transcriptions. But the doctors were fearful of side effects and soon discontinued the injections, resulting in a severe relapse. Against their advice, he chose to play a recital in the French city of Besançon on September 16, 1950, which proved to be his last performance. The recorded program has provided fascination and inspiration to several generations of pianists, since despite his weakened condition, he delivered a performance of transcendent musicality and nearly impeccable technical finesse. He concluded with the complete waltzes of Chopin, rearranging the order to provide optimum musical flow, but lacking the energy to play the final waltz he intended (the A-flat, op. 34, no. 1), he left the stage briefly and returned to play the Myra Hess transcription of “Jesu, Joy of Man’s Desiring,” a work that he treasured and with which he had long been associated. It was the last work he played in public, and he died less than three months later. Lipatti is remembered today for his heroism as a human being, as well as his unassailable musical integrity. He was a superbly finished pianist, whose performances are consistently marked by beauty of sound, kaleidoscopic colors, and a remarkable clarity always in the service of musical intention.

			List, Eugene (b. Philadelphia, 1918; d. New York City, 1985). American pianist and teacher. His family moved to Los Angeles when he was a child, where his father, a Ukrainian immigrant (the family name was originally “Lisnitzer”), became a language teacher in the public schools. Eugene’s gifts were recognized early, and at the age of twelve he performed the Beethoven Third with the Los Angeles Philharmonic under Rodziński, who recommended he seek further training with Olga Samaroff. Fortunately, his family still had relatives in Philadelphia, and in 1932 when they returned for a visit, he auditioned for her at the age of fourteen, winning a scholarship to the Philadelphia Conservatory. She imposed a caveat that he suspend all concertizing for the next two years, so he concentrated on high school and piano studies until 1934, when he won a competition entitling him to perform the Schumann Concerto at a youth concert with Stokowski and the Philadelphia Orchestra. But what might have been an ordinary appearance suddenly turned extraordinary when Stokowski unexpectedly received the score to the Shostakovich First Concerto for piano, trumpet, and strings (written just a year earlier) and gave the sixteen-year-old pianist six weeks to learn it. On December 12, 1934, List gave the work’s North American premiere, and he was hailed as a sensation. Just a week later, he played it with the New York Philharmonic under Klemperer, and despite the review offered by the New York Times’s Olin Downes (who dismissed the Shostakovich as “smart-Aleck music”), the youth was soon engaged throughout the country, retaining a lifelong association with the work. He then entered Juilliard, where he completed his studies with Samaroff, and where he eventually met the American violinist Carroll Glenn, whom he married in 1943. A year earlier, he had enlisted in the army and was stationed in Brooklyn, where he worked as a typist before receiving a transfer to the Special Services Division, which required him to provide musical entertainment for military and civilian audiences.

			After VE Day in 1945, he was sent to Paris where he was asked to help form the Seventh Army Symphony, and in July he was dispatched to the Potsdam Conference, where he remained for several weeks performing for Truman, Churchill, Stalin, and other participants. On one occasion, President Truman even turned pages for him, and his appearances received extensive coverage in American and European newspapers. After he was discharged in 1946, Truman invited him to the White House, and he returned often in subsequent years, last appearing in 1980 during the Carter administration. In the postwar years, List and Glenn toured Europe extensively under army auspices, and they often performed American music. List became a strong advocate for the works of MacDowell and Gershwin, and in 1956 he made the first LP devoted to Gottschalk’s music for Vanguard, which is still widely admired. List and Glenn had long been interested in bringing obscure works to public attention and often performed music by lesser-known composers. In 1969 they recorded the world premiere of Mendelssohn’s youthful double concerto for violin and piano for Westminster, a work they had tried to obtain from the Prussian State Library in East Berlin for over a decade. In 1964, List and Glenn began teaching at the Eastman School in Rochester, and he chaired the piano department there until 1975, when they both left to teach at various institutions in New York City. Glenn died of a brain tumor in 1983, and two years later, as List was preparing to celebrate the fiftieth anniversary of his Carnegie Hall debut with a major concert, a tragic accident claimed his life when he slipped on the staircase inside his New York City brownstone.

			Liszt, Franz (b. Raiding, [now] Austria, 1811; d. Bayreuth, Germany, 1886). Hungarian pianist, composer, and teacher, considered by most to be the greatest pianist of the nineteenth century, and arguably the most influential of all time. Born in a village known to many by its Hungarian name, Dorborján, Liszt was the son of Adam Liszt, a musician in service to Prince Nicholas II of the famed Esterházy family. Adam gave Franz his first piano lessons, and the child demonstrated such prodigious talent that when he turned nine, several noblemen offered to finance his studies with Carl Czerny in Vienna. Czerny later wrote that his young student was a “natural,” but he nonetheless insisted that he abandon repertoire for the first several months to concentrate on a rigorous regimen of exercises to be mastered in all keys. Czerny found the youth undisciplined and even obstinate, but he finally acquiesced to his insistence that some repertoire be reintroduced into his study—albeit in highly structured doses. Czerny also forced Liszt to learn new pieces quickly, thereby developing his sight-reading ability, and the child was required to appear for lessons each evening. Liszt was also taught to think independently about piano playing, which is perhaps best reflected by the fact that years later he dedicated his own highly revolutionary Transcendental Etudes to his old master. Czerny also taught Liszt free of charge, a generosity that Liszt never forgot, repaying him later by introducing many of Czerny’s compositions to Parisian audiences, and more symbolically, by teaching hundreds of students without charge in his later years.

			During his time in Vienna, Liszt also studied theory and composition with the aging Antonio Salieri—three times weekly at first, and then daily—and Salieri also waived his fee. Although Czerny forbade his pupil to play public concerts within the first ten months of study, Adam had arranged some concerts in private homes, and Franz was already a celebrity when he made his Vienna debut at the age of eleven. One critic wrote that he was “a young virtuoso . . . fallen from the clouds,” and another concert was arranged several months later in April 1823. As scholar Alan Walker has demonstrated, the oft-told story that Czerny’s former teacher, Beethoven, attended this event is untrue, though a private meeting with the composer was evidently arranged about the same time. Beethoven’s estimate of the young prodigy is uncertain, but Liszt developed a lifelong reverence for his teacher’s teacher, later introducing the “Hammerklavier” Sonata to audiences who might have preferred lighter fare, transcribing all nine symphonies for piano, and even purchasing Beethoven’s Broadwood piano.

			According to Czerny, Adam soon revealed himself to be an obtrusive stage-door parent interested primarily in “pecuniary gain.” After a triumphant return to Pest (now Budapest), where the youngster was feted as a hero, Adam planned an extensive concert tour to mirror the exact path followed some sixty years earlier by the seven-year-old Mozart (to whom his son was frequently compared—often at Adam’s instigation). They left Vienna in September 1823 and scored major successes in Munich, Augsburg, and Stuttgart before reaching Paris in December. Though Liszt was denied admission to the Paris Conservatoire because he was foreign born, the French capital quickly embraced him, and the city became pivotal to his career. The Liszts soon befriended the Érard family, who were eager to supply their latest models for his tours, thereby introducing audiences to their innovative double escapement feature, which Liszt used to great effect both in performance and later in his compositions. When Adam died of typhoid fever in August 1827, he left no will and little money, but his son, not yet sixteen, had scant interest in resuming his lucrative concert career, confessing to some that he was beginning to regard himself as a “performing dog.” Instead, for the next four years he lived with his mother in a small Paris apartment, and though aristocrats eagerly sought him out for lessons, he was forced to work long hours. He met Berlioz in December 1830—quickly becoming enamored with the Symphonie fantastique—and they became lifelong friends. When he heard violinist Niccolò Paganini in April 1832, he experienced such an epiphany that he began working tirelessly to reach a similar level of mastery on the piano, immersing himself in demanding keyboard exercises from four to five hours daily. In addition, in an effort to blend in with his aristocratic patrons, he read profusely, confiding to a pupil that “Homer, the Bible, Locke, Byron, Hugo, Larmartine, Chateaubriand . . . are all around me.” In February 1832, he first met Chopin, and as their friendship blossomed, he became fascinated with the cantabile, poetic qualities Chopin imparted to his own playing, qualities which Liszt also vowed to master. Chopin was so overwhelmed by Liszt’s virtuosity that in 1833 he dedicated his first book of etudes to him, paying him further tribute four years later by dedicating the second set to Liszt’s mistress, the Countess Marie d’Agoult (1805–76).

			Liszt first met d’Agoult in January 1833 at an informal musical gathering, and though she was six years his senior and married to a nobleman, by summer they had begun a clandestine affair. In December 1835, Marie gave birth to their daughter, Blandine, in Geneva, where they had fled to avoid scandal, and Liszt soon began teaching at the newly formed Geneva Conservatory. But he made brief returns to Paris, most notably in March 1837 when he met the pianist Sigismond Thalberg for a famous keyboard “duel,” which most objective observers believe ended in a draw. Liszt and Marie had two additional children, a daughter, Cosima (1837–1930), and a son, Daniel (1839–59), and a few months later he returned to regular touring to aid the supporters of a proposed monument to Beethoven in Bonn. This proved to be Liszt’s most productive period as a concert pianist, and over the next eight years he appeared in public at least a thousand times. As Walker notes, Liszt “invented” the modern piano recital, for he inaugurated the practice of performing the instrument’s entire repertoire—from Bach to Chopin—from memory, and he was even the first to use the term “recital,” introducing it at a London concert in June 1840. Despite the difficulties of coach travel, Liszt also toured more widely (to quote Walker, from “the Pyrenees to the Urals”) than any pianist before him. When not traveling, he routinely practiced ten to twelve hours a day, and much of his energy was spent on “endurance exercises,” including scales, arpeggios, trills, and repeated notes. He transformed conventional scale fingerings through constant experimentation, and as Walker observes, his unorthodox fingerings may often enable the most effective execution of passages found in his compositions:
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					Liszt: Hungarian Rhapsody No. 1, m. 179. Liszt carefully avoids using his thumb on a black key, though the ascending scale patterns are perfectly sequential: 2–3–4–5 for the pattern beginning on D-flat, and 1–2–3–4 for the pattern beginning on F.

				

			

			His fingerings for double-note passages in thirds are even more unusual, but as Walker notes, he chose them only after he had rejected all other possibilities:
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					Liszt: “Paganini” Etude No. 6, Var. VI, m. 1. In the left hand, Liszt uses 2 and 4 for the entire ascending pattern, a device that Alan Walker likened to turning the hand into a “fork.”
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					Liszt: Hungarian Rhapsody No. 1, mm 277–78. Liszt uses the thumb consistently on the white keys in this descending scale pattern, but he is careful to avoid using it on a black key.

				

			

			When Liszt played in Berlin in December 1841, his fans began exhibiting a type of hysteria that the poet Heinrich Heine characterized as “Lisztomania.” Remaining in Berlin for ten weeks, he performed twenty-one concerts, all of which were marked by frenzied crowds (primarily women) who stormed the stage hoping to grasp a lock of his hair or a thread from his clothing. The mania soon swept Europe, fueled by the growing romantic perception that artists were now the secular messengers of God—thus assuming a mantle once reserved for monarchs in earlier ages. The mystique surrounding Liszt was enhanced by his unprecedented generosity, since the vast sums he earned were frequently donated to humanitarian causes, and many actually believed that his piano wizardry was heaven sent. By early 1844, his relationship with Marie was shaky, and by the summer of 1845 they had parted acrimoniously. In January 1847, he played a concert in Kiev attended by the Polish-born Princess Carolyne zu Sayn-Wittgenstein (1819–87), and in February she invited him to her country estate in Ukraine. Though only twenty-eight, she was a wealthy landowner, separated from her husband, and by autumn they were planning a future together. Largely at her urging, the thirty-five-year-old Liszt gave up the life of a touring virtuoso to become Kapellmeister in the small German city of Weimar. They arrived in February 1847, and the next thirteen years proved to be Liszt’s most productive period as a composer, both in terms of quantity and quality. His most revolutionary orchestral works stem from this period, and some of his most famous and original piano works were also composed at this time, including both piano concertos and the B Minor Sonata. By 1853, fifteen of his nineteen Hungarian Rhapsodies had been published, and despite their reliance on folk idioms, they represent thoroughly “modern” piano writing. For example, the rapid repeated octaves in the Sixth Rhapsody would be virtually unplayable at the presto tempo Liszt demands without the double escapement mechanism found on modern instruments:
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					Liszt: Hungarian Rhapsody No. 6, mm. 205–8.

				

			

			At Weimar, Liszt also began giving master classes, and in 1851, the twenty-one-year-old Hans von Bülow arrived to study with him. They remained especially close until Liszt’s death, and in 1857 Bülow even married Liszt’s younger daughter, Cosima. Other students who found their way to Weimar in the 1850s included William Mason, Liszt’s first American student, and Carl Tausig, a favored pupil who began working with him at the age of fourteen. In December 1859, Liszt’s son, Daniel, died of tuberculosis at the age of twenty, and three years later, the subsequent death of his elder daughter, Blandine (from septicemia at twenty-six), only increased his desolation. By 1863, he was seeking increased solace from the church, vowing to live a solitary life, and that summer he relocated to a small apartment adjoining a monastery near Rome. In July 1865, he took minor orders and was known for the rest of his life as the Abbé Liszt. He returned to Weimar to give master classes in 1869, and for the last fifteen years of his life, he pursued a nomadic existence, averaging some four thousand miles a year on trains and coaches. By the early 1870s, he had embarked on what he called his vie trifurquée, or “threefold existence,” alternating his Weimar residencies with extended stays in Budapest and Rome, and some of his students diligently followed him. His more famous pupils from this period include d’Albert, Friedheim, Lamond, Rosenthal, Sauer, and the American Amy Fay, whose detailed observations of his master classes are indispensable to modern scholars. From Fay and others, we learn that Liszt, whose teaching was usually confined to class settings, rarely addressed technical problems, and he could be either highly inspirational or brutally sarcastic. For example, his reaction to a student’s neglect of the pianissimo marking at the opening of Beethoven’s “Waldstein” brought the famous quip, “Do not chop beefsteak for us.” Even less kindly, in July 1885, following a student’s performance of Chopin’s B Minor Sonata, he remarked, “That was definitely not played, but skewered. If you have no ears to hear, why do you play the piano?” But despite his high standards and the fact that he granted scholarships indiscriminately, Liszt also accepted an unusually large complement of pianists whose pianistic attainments barely exceeded amateur status—a practice that at times brought him into conflict with some of his more gifted pupils.

			Loesser, Arthur (b. New York City, 1894; d. Cleveland, 1969). American pianist, teacher, scholar, and critic. His father, a German-born businessman who also played piano professionally, gave him his first lessons when he was six, and three years later sent him to Zygmunt Stojowski (1870–1946) at the recently opened Institute for Musical Art (now Juilliard). Born in Poland, Stojowski had trained in Paris with Louis Diémer, who also taught Cortot and Casadesus, and when he was fourteen, he met his countryman, Paderewski, who served as his teacher, mentor, and the principal pianistic influence in his life. Recognized as a prodigy, Loesser made his first New York appearance at the original Waldorf Hotel at the age of ten, and he remained at the Institute until 1913, though he was also a brilliant intellect and had already taken courses in zoology at Columbia, eventually earning a degree in paleontology. He made his Berlin debut at the age of seventeen and remained in Europe until the start of World War I when he returned to New York, making his “adult” debut in Aeolian Hall in 1916. By this time, he had also made his first acoustic recordings for the Victor label, cutting nearly twenty sides with American violinist Maud Powell. During the war he toured with Powell in California and Hawaii, and beginning in 1919, he made a number of recordings with Russian violinist Mischa Elman for Victor. Powell died in 1920, but Loesser continued to work as a collaborative pianist, touring not only with Elman but also with Bohemian-born contralto Ernestine Schumann-Heink, with whom he visited Japan in 1921. On his first visit, Loesser is said to have fallen in love with Japanese culture, and he began studying the language. Fluent in German from childhood, he soon became equally adept in French, Italian, and Portuguese. In 1926, he joined the faculty of the Cleveland Institute of Music, and Cleveland remained his home until his death. In 1928, he married Jean Bassett, the daughter of a socially prominent Ohio family, and for decades their home in Cleveland Heights served as a cultural haven for myriad artisans who met to share their artistic and intellectual passions. From 1936 to 1941, he annotated programs for the Cleveland Orchestra, and beginning in 1937, he served as critic and music editor for the Cleveland Press, a position he held for nearly twenty years.

			In 1943, with the advent of World War II, Loesser’s fluency in Japanese brought a commission from the U.S. Army as a language officer, and he eventually rose to the rank of major. At the war’s end, he was ordered to Tokyo where he assisted MacArthur in rebuilding the nation’s cultural life, performing the Chopin E Minor Concerto with the Nippon Philharmonic in 1946 and giving lectures on musical subjects to Japanese students at several universities. Following his discharge, he returned to Cleveland, where in 1953 he was named head of the piano department at CIM. A year later, after seven years of research, he published Men, Women, and Pianos: A Social History, one of the most celebrated books ever written about the piano and its historical importance. For a number of years, Loesser toured as a duo-pianist, often with his CIM colleague Beryl Rubinstein (1898–1952), but he also continued to perform as a soloist throughout his career. He had long been interested in the problems associated with performing Bach on the modern piano, and since he was unable to find a label willing to release a complete recording of the Well-Tempered Clavier, he invited recording engineer Kenneth Hamann to his Cleveland studio in 1964 to create a private issuing of the “forty-eight” on LP. The set has recently been made available on CD, and though Loesser’s insights and musicality shine through, the recordings suffer somewhat due to less spacious acoustics and an occasional overabundance of pedal. One of his last live performances is now also digitally available, a 1967 recording made by the International Piano Library (now IPAM) of a New York Town Hall recital that he titled Sic Transit Gloria Mundi (Thus Passes the Glory of the World). Loesser provides a fascinating historical survey of lesser-known piano miniatures, including pieces by Dussek, Field, and Busoni, and some works are even performed on a fortepiano built by American harpsichord maker John Challis (1907–74). One of his last major projects was a planned performance of the Goldberg Variations, which he spent hours preparing before suffering a fatal heart attack in his car while sitting outside the Cleveland Institute early in 1969. Though sixteen years his junior, his half-brother Frank—the famed Broadway composer of Guys and Dolls—also died in 1969, less than eight months after his elder brother. Arthur and Jean Loesser’s only child was fashion historian Anne Hollander (1930–2014), famed for her revolutionary writings linking the history of art to dress.

			Long, Marguerite (b. Nîmes, France, 1874; d. Paris, 1966). French pianist and teacher. She received her earliest training from her older sister, Claire, before entering the Nîmes Conservatoire, where she was heard at the age of twelve by organist and composer Théodore Dubois. Dubois, who later became director of the Paris Conservatoire, invited the child to Paris to join the class of pianist and composer Alexis-Henri Fissot (1843–96), a pupil of Antoine Marmontel (1816–98), who also taught Debussy. Long graduated from the conservatoire in 1891 with a premier prix in piano and then continued her studies privately with Marmontel’s son, Antonin (1850–1907), who helped awaken her interest in contemporary French music. She soon became a major proponent of the piano works of Fauré, Debussy, and Ravel, all of whom she knew intimately, and with whose music she was associated for the rest of her career. Marmontel also entrusted her with students, and by 1898, her pupils’ recitals were being reviewed favorably by Le Monde musical. In 1903 she made her orchestral debut performing Franck’s Symphonic Variations with the Lamoureux Orchestra under Camille Chevillard, and her performance was highly praised by Fauré, then writing in Le Figaro. In 1905, Dubois was forced to resign from the conservatoire for his role in denying Ravel the famed Prix de Rome (an incident infamously known as l’affaire Ravel), and he was replaced by Fauré, who appointed Long director of the preparatory classes in 1906. In February the same year, she married French musicologist and critic Joseph de Marliave, with both Fauré and Marmontel acting as best men. Tragically, in August 1914, only weeks after World War I began, Marliave was killed in battle, and almost immediately Ravel began composing the toccata in his memory, which concludes his famous Tombeau de Couperin suite. In 1919, at Ravel’s request, Long gave the premiere of the entire suite at the Paris Société Musicale Indépendante.

			In 1921 Cortot invited Long to teach at the newly established École Normale, and over the next decade she gave many master classes on the works of Fauré and Debussy. In November 1931, Ravel completed his G Major Concerto for her (though some claimed that she pressured him for the dedication), and she gave its premiere in January before undertaking a three-month tour in which she performed the work in many European capitals. In March, she even performed it under Ravel’s baton in Warsaw, though her April recording for the French Columbia label erroneously credited the composer as the conductor—it was actually Portuguese conductor Pedro de Freitas-Branco. Modern pianists might learn much from studying this recording, as well as Long’s 1952 LP of the same work with Georges Tzipine and the Conservatoire Orchestra. Her phrases, often abruptly punctuated with ample staccato touch, are interwoven through the orchestral textures to create a fascinating ensemble-like tapestry, a quality rarely present in other accounts. In 1943 she joined with French violinist Jacques Thibaud to create the Marguerite Long–Jacques Thibaud Competition (now the Long-Thibaud-Crespin Competition) for pianists and violinists. In her lifetime, Long was recognized as the preeminent French woman pianist, and her pupils included Samson François and Yvonne Lefébure, a prominent teacher who also served as Cortot’s assistant. In addition, she wrote widely and has books addressing the music of Fauré, Debussy, and Ravel, though she was at times a controversial figure among her colleagues. She was often given to romantic hyperbole in describing her relationships with other prominent musicians, and Fauré, who had broken relations with her by 1913, never granted her the right of proprietorship she often claimed for his works—even denouncing her as “a shameless woman who uses my name to get on.” Nonetheless, many of her recordings are still widely admired.

			Long-Thibaud-Crespin Competition. A French competition for pianists, violinists, and singers begun in 1943 by French pianist Marguerite Long and French violinist Jacques Thibaud. The competition, limited until recently to pianists and violinists, was originally held every three years, but in 1949 it moved to a biannual format. The first pianist to win was Samson François in 1943, and other winners have included Paul Badura-Skoda, Peter Frankl, and Vladimir Feltsman. In 1980, the contest was split into two sections, one for piano and another for violin, with separate juries and winners, and in 2011, a singing category was added in honor of the late French soprano Régine Crespin (1927–2007). See http://www.long-thibaud-crespin.org/en-gb/home.html.

			Lupu, Radu (b. Galați, Romania, 1945). Romanian pianist. He was born in the Jewish section of Galați, which then served as home for the Zionist Revisionist Organization of Romania (the city’s Jewish population has been diminished over the years through emigration). Though his parents were not musical, he began studying the piano at the age of six with pianist Lia Busuioceanu, and at twelve, he made his recital debut with a program that included his own compositions. He graduated from the Popular School for the Arts in Braşov and then entered the Bucharest Conservatory for studies with Florica Musicescu (who also taught Lipatti) and famed Romanian pianist Cella Delavrancea (1887–1991), who—remarkably—performed her last recital at the age of 103. In 1961, he was awarded a scholarship to the Moscow P. I. Tchaikovsky State Conservatory in preparation for the Moscow Conservatory, where he studied both with Heinrich Neuhaus and his son Stanislav (1927–80). Lupu came to international attention in 1966 when he won first prize in the Van Cliburn Competition in Fort Worth, but his concert schedule remained modest for several years because he preferred to return to the conservatory for additional studies with Stanislav Neuhaus, delaying regular touring until after he had won the Leeds Competition in 1969. He began to tour America extensively in 1972, performing with leading symphonies, and he soon became a welcome presence on concert stages in Europe, China, and Israel. For the most part, Lupu has focused on the German masters, distinguishing himself especially in the works of Schubert and Brahms, where many feel his performances are unexcelled. A performer who appears to avoid all vestiges of theatricality (he does not give interviews), Lupu has occasionally been chided for his seeming unwillingness even to acknowledge his audience, though many critics have described his interpretations as transcendental. In November 1969, he made his London debut, and Joan Chissell of the Times seemed mesmerized by his performance of the Adagio movement from Beethoven’s D-major op. 10 Sonata: “He brought what seemed like a lifetime’s experience to its alternating desolation and pride. Never could music come nearer to speech.” He has also frequently been praised for the beauty of his sound and his extraordinary dynamic range. Writing in 2013, Leo Carey of the New Yorker observed that “what Lupu somehow has done . . . is to find greater amplitude, more layered gradations of subtlety, within the world of the basic classical sound than anyone else.” Though he recorded for Decca for many years, at present Lupu has not made a recording since 1995, and nearly all agree that his performances must be experienced in a concert hall to grasp their full emotional power. Though his repertoire is not large by the standards of many artists today, most believe that he ranks as one of the greatest pianists currently before the public. He now lives in Lausanne, Switzerland.

			Lympany, Dame Moura (b. Saltash [Cornwall], England, 1916; d. Menton, France, 2005). English pianist. Born Mary Gertrude Johnstone, Lympany was the daughter of a British army officer who provided only limited financial support for his wife and three children. She was given some early piano lessons by her mother before being sent, at the age of six, to a convent school about fifty miles from Brussels. Her mother had chosen the school primarily because it charged the equivalent of only £5 a term, but when the nuns discovered her gift for the piano, they arranged for her to take lessons at the conservatory in Liège. She worked obsessively at the instrument for hours each day, and when she returned home at the age of twelve, she auditioned for conductor Basil Cameron, who was so impressed that he hired her to perform Mendelssohn’s G Minor Concerto with the Harrogate Municipal Orchestra in Yorkshire. Her mother, who had once lived in St. Petersburg, had always called her “Moura” (the Russian form of “Mary”), and Cameron suggested she adopt a simpler spelling of her mother’s maiden name—“Limpenny”—for the stage. She soon won an Ada Lewis Scholarship to the Royal Academy of Music in London, where she studied with Ambrose Coviello (1887–1950), and when she graduated at fifteen she went to Vienna for further studies with Paul Weingarten (1886–1948), a pupil of Emil von Sauer. Lympany later remembered that she was ill prepared for the first Liszt Competition, which she entered a year later in Budapest, and she did not place. When she returned to London, her mother urged her to study with Mathilde Verne (1898–1936), who had also taught Solomon, and she worked with her until Verne’s death about a year later. She made her London debut under Verne’s tutelage in 1935, and she soon acquired a reputation as a quick learner, often agreeing to premiere British works shortly after they were composed. She later remembered that she panicked when she had accepted an engagement to perform the Delius Concerto in March 1937 and had no one with whom to coach it, which led her to Matthay. She remained under his guidance until his death nine years later. Knowing her close ties to Belgium, within a few months of their working together, he urged her to enter the first piano edition of the Brussels Ysaÿe Competition (now the Queen Elisabeth Competition) in June 1938, which proved to be a seminal event in her life. As “Mary Johnstone” (all contestants were required to provide birth certificates), she placed second, behind Gilels and ahead of Michelangeli, and her career was given an enormous boost throughout Europe.

			Although World War II slowed her momentum, it also brought fresh opportunities, and under Matthay’s guidance, she gave the British premiere of Khachaturian’s recently composed concerto for a politically themed all-Russian concert in April 1940. Her performance caused such a sensation that she virtually owned the work in the West for several years, repeating it multiple times for British audiences and premiering it at the war’s end in Brussels, Paris, and Milan. In May 1941, she made her first recordings for Decca—a series of Rachmaninoff preludes—and by August 1942 she had become the first pianist to record the entire set of twenty-four. She maintained a long relationship with Decca, and in 1952 she became one of the first women to record the Rachmaninoff Third. She also made recordings for HMV between 1947 and 1952 (all of which are now available on CD), and her April 1949 accounts of the Ravel Toccata and the Liszt Feux follets are considered extraordinary by many. Lympany’s repertoire tended to favor highly virtuosic Romantic works, and her April 1947 Decca recording of the Balakirev Islamey has been deemed remarkable for its musical shape and sensitivity, as well as its bravura. Lympany’s first marriage in 1944 to an army officer thirty-two years her senior ended six years later, and in 1951 she married Bennet Korn, then an executive with NBC television. She relocated to New York through the 1950s, where she sought additional coaching with Eduard Steuermann (who urged her to add Schoenberg’s opus 19 to her repertoire), though while residing in America she performed far less than she had previously. After she divorced Korn in 1961, she found it difficult to reestablish her career in England, for—despite her work with Steuermann—she was often pigeonholed as a Rachmaninoff specialist, a “typecasting” that restricted her opportunities. By the late 1960s, she was also faced with some serious health problems and briefly considered retirement. She then received some welcome support from her friend Ilona Kabós, whom she once compared to a “psychiatrist,” and by the early 1970s, she was again performing in Britain and throughout the world. On the advice of her doctors, in 1973 she visited Rasiguères, a village in southern France, and eventually bought property there. In 1980, she inaugurated a chamber music festival in the region, to which she devoted a good deal of attention in her later years. In 1989 at the age of seventy-three, she celebrated the sixtieth anniversary of her debut with a recital in London’s Festival Hall which included the Chopin B Minor Sonata and the twenty-four preludes, a performance praised by the Guardian as “a model of stylistic integrity . . . accurate, effortless and polished.” She also recorded well into the CD era, making her third complete recording of the Rachmaninoff preludes in 1993 when she was seventy-seven and recording the Chopin preludes two years later when she was nearly eighty. Both sets were highly praised by critics. With a list of admirers that included the Prince of Wales and British prime minister Edward Heath, Lympany was one of the most beloved English pianists of the late twentieth century. She was named a Dame of the British Empire in 1992.

		

	
		
			M

			m. d. and m. g. Common abbreviations found in piano music designating the French terms main droite (right hand) and main gauche (left hand). Less commonly, the terms are found in Italian as m. d. for mano destra (right hand) and m. s. for mano sinistra (left hand). The designations are used most often by composers and editors when the suggested hand choice “migrates” to the less common staff, such as, in the Rachmaninoff example below, when the left hand is preferred for a passage in the treble clef.
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					Rachmaninoff: Prelude in E-flat, op. 23, no. 6, mm. 29–30. As per the composer’s suggestions, because of the stretches involved, the sixteenth-note passages in the above two measures are best negotiated by “migrating” from left to right hand.

				

			

			Małcużyński, Witold (b. Koziczyn, Poland, 1914; d. Majorca, Spain, 1977). Polish-born Argentinean pianist. Małcużyński began lessons at the age of nine, entering the Warsaw Conservatory six years later, where he studied with Jerzy Lefeld (1898–1980), who also taught Lutoslawski. Upon his graduation in 1932, he began higher-division studies at the conservatory under Józef Turczyński (1884–1953), a student of Busoni and Yesipova, while he simultaneously studied law and philosophy at the University of Warsaw. In 1936, he went to Morges, Switzerland, for studies with Paderewski to prepare for Warsaw’s third International Chopin Piano Competition, which awarded him third prize in March 1937. Though he had already received positive notices, he then went to Paris for further studies with Marguerite Long and Isidor Philipp, later performing extensively in Poland and Eastern Europe. Małcużyński was touring the Balkans when war broke out, and he fled to Paris just as Poland was about to fall to the Nazis. When the Germans invaded France in 1940, he and his wife managed again to escape to Portugal, where he met Polish conductor Grzegorz Fitelberg, who offered him a South American tour. He arrived in Buenos Aires in October 1940 and, as a Polish exile, assumed Argentinean citizenship. He relocated to the United States in the spring of 1942, where he made his Carnegie Hall debut on April 21. He was generally well received, though the New York Times’s Howard Taubman preferred his performances of Chopin to his Bach and Beethoven, describing his “Appassionata” as lacking in “passion.” At times he was even chided for his Chopin, as when the Times’s Noel Straus complained that his February 1944 performance of the F Minor Concerto under Rodziński exhibited “little comprehension of its style or character.” But after the war, he returned to Europe, where his performances were often well received by audiences, and he became widely recognized as a Chopin specialist. Modern evaluations of Małcużyński vary somewhat, but most acknowledge that he could be a brilliant technician with an often deeply satisfying cantabile touch and poetic musicality.

			Mannheimer, Frank (b. Dayton, Ohio, 1896; d. Dayton, 1972). American pianist and teacher. He studied with various teachers in Dayton before entering the Chicago Academy of Music in 1913, where three years later he received the bachelor of music degree. During World War I he served in the U.S. Army Signal Corps, returning to Ohio after his discharge in 1919, where he taught and pursued a modest concert career. By 1924 he was in Berlin studying with Leonid Kreutzer (1884–1953), a pupil of Yesipova, and he also attended Schnabel’s master classes. But he was unhappy with his studies in Germany, and in 1926 he settled in London, where he began extensive work with Matthay, who added him to his staff in 1927. Mannheimer remained under Matthay’s influence for over a decade, residing in London until the second war forced him home in 1939. Well respected as a teacher and performer, he became an advocate for contemporary American music, performing works by Roger Sessions and Leo Sowerby for a festival at the German resort of Bad Homburg in the summer of 1931. On October 25, 1936, the BBC broadcast his performance of Chopin’s early C Minor Sonata played on the Broadwood used by the composer during his final visit to London in 1847. In the 1930s, Mannheimer also gave summer classes in the United States, first in Chicago and then at Cornell College in Iowa, which enhanced his American following. During World War II, he taught at Michigan State University, but in the early 1950s, he developed a tremor in his hands that was said to be hereditary, forcing him to abandon his concert career. He devoted the rest of his life to teaching, dividing the months from September through May between London, Vienna, and California, where he eventually built a home at Santa Rosa. From the late 1940s until 1971, his summers were spent in Duluth, Minnesota, where he gave lecture-recitals and master classes, and his students often remained in residence for six weeks at a time. Generally praised as a highly analytical and inspiring teacher, he coached and trained many prominent American pianists and teachers, including John Perry.

			Marcus, Adele (b. Kansas City, Missouri, 1906; d. New York City, 1995). American pianist and teacher. She was the thirteenth, and youngest, child of a Russian-born rabbi who was seventy-three at the time of her birth. While she was still a child, her family moved to Los Angeles, and by the time she was ten, she was performing four-hand and two-piano works with her older sister Rosamund, an “act” often billed as “The Two Prodigies.” By the early 1920s, Marcus was attending the summer classes of Josef Lhévinne at the American Conservatory in Chicago, and their relationship became so close that she dropped out of high school to continue with him at the Juilliard Graduate School in New York, later becoming his assistant. Her immersion in the Russian tradition was well established by her teens—though she also seemed to excel in major works of the German masters—and her career received an enormous boost when she won the coveted Naumburg Prize in 1928 at the age of twenty-two. The award brought her a series of appearances, including a Town Hall recital in February 1929 which the New York Times suggested was “the most promising début of the season.” She soon became a welcome presence on New York stages, generally receiving extremely positive notices, though over the next decade her reviews became somewhat mixed. In March 1937, Noel Straus of the Times praised her poetry and musical intelligence, declaring her “a born keyboard exponent,” but in January 1940, the same critic, while admiring her technical bravura, lamented that her performance of the Brahms F Minor Sonata was often “chilly and bereft of expansiveness.”

			By this time, Marcus had embarked on the teaching career that was to become her primary professional focus, and by 1937, as assistant to Josef and Rosina Lhévinne, she was working with the gifted ten-year-old Byron Yanks (soon to be known as Byron Janis). By the late 1930s, she had also attended summer classes with Artur Schnabel in Italy, and Janis has recalled how she often imparted Schnabel’s ideas on Beethoven to him. He also acknowledges that over the next decade, she was immensely influential on his musical development and even brought about some of his earliest New York engagements, both in the concert hall and on radio. In May 1940, she married German-born pianist, conductor, and opera coach Frederick “Fritz” Kitzinger (1904–47) and soon joined him to teach at the prestigious Hockaday School for Girls in Dallas. Janis accompanied her on the train ride, and she even secured lodgings for him with a prominent Dallas family so that he could continue his studies. When she divorced Kitzinger in 1943, she returned to New York, but her recital appearances were now less frequent, and New York critics were becoming somewhat less approving. In March 1946, Noel Straus complained that he could find virtually no stylistic difference between her Haydn and her Prokofiev sonatas, and in January 1949, the Times’s Howard Taubman, while praising many aspects of her performance, chided her Schumann Symphonic Etudes for a “hard and brittle” tone. Much has been written about Marcus’s battles with nerves and stage fright, which seemed to escalate as she got older, and although she remained a brilliant performer until her final years, she also suffered some well-publicized mishaps during public performance.

			By 1947, she was teaching at Juilliard’s Preparatory Division for Children—where one of her first students was the Brooklyn-born Neil Sedaka—and in 1954 she joined the Juilliard conservatory faculty where she subsequently made her greatest professional impact. Over the next twenty years, she became one of the most esteemed teachers in America, and after Rosina Lhévinne passed in 1976, many often compared Marcus to the matriarch whose students she had once assisted. Like the Lhévinnes, she placed great stress on foundational rudiments, and many of her students recalled the demanding regimen of daily exercises she insisted they practice for a minimum of ninety minutes daily. She advocated rigorous attention to finger stretching, scales, octaves, arpeggios, and rapid double notes, and her approach was demonstrably successful in advancing many pupils to top spots in major competitions. In 1981, her students Panayis Lyras (b. 1953) and Santiago Rodriguez (b. 1952) shared the silver medal in the Van Cliburn International Competition, and throughout her career, Marcus was highly sought by major talents who garnered similar accolades, including Jon Kimura Parker (b. 1959), who won the Leeds Competition in 1984. But many also observed that she could be fiercely competitive and even combative on occasion, and some of her prominent students have been unusually candid in their negative assessments. Marc-André Hamelin has described her as “extraordinarily callous” and “abusive toward just about everybody,” and Stephen Hough abandoned his doctoral studies at Juilliard in part to escape her negativity after he won the Naumburg Prize in 1983—ironically, the very prize that had launched Marcus’s career over a half century earlier. Marcus did not record widely, and the backstory behind the reel-to-reel tapes found in her New York apartment after she died may never be fully known, but through the efforts of some of her former students, those recordings—believed to embrace performances from 1938 to 1959—have now been made available on CD, though it appears that some were actually recorded by her student Agustin Anievas (b. 1934).

			Mason & Hamlin. American piano manufacturer based in Haverhill, Massachusetts, about thirty-five miles north of Boston. The company was founded by Henry Mason (1831–90)—the youngest son of composer and music educator Lowell Mason (1792–1872), the father of composer Daniel Gregory Mason (1873–1953), and the youngest brother of pianist and composer William Mason—and his partner Emmons Hamlin, a mechanic and inventor who had built “melodeons” (small home organs) for the George A. Prince Company in Buffalo, New York. In 1847, Hamlin had invented a system for bending reeds so they could be voiced to imitate the sounds of instruments such as the clarinet and violin. With funds provided by Lowell Mason and music vendor and publisher Oliver Ditson, he joined with Henry in 1853 to found the Mason & Hamlin firm in Boston. By 1855, they had designed an entirely new organ for the home called the “organ harmonium,” and soon they were building about 450 per year at their Cambridge Street factory. After they introduced a “cabinet organ” with enclosed bellows in 1862, their sales increased so substantially that by 1902 they were building about ten thousand organs a year. Both Mason and Hamlin were committed to the credo of excellence over economy, and their instruments were soon recognized as unexcelled. In January 1877 they even shipped a two-manual organ to Liszt, customized to his specifications, which they then marketed as the Liszt Organ, style 501, though its exorbitant price often precluded its purchase for private homes.

			In the early 1880s they branched out to pianos, and in 1883 they patented the “screw stringer” tuning mechanism, which was used on their first uprights—a feature they maintained on all their pianos for about thirty years. The screw stringer apparatus replaced tuning pins with metal nuts and required special wrenches, but the strings were said to hold their tuning more effectively. But since technicians also found it more difficult to replace strings—and extremely difficult to restring entire pianos—the company had acquiesced to tuning pins by 1903. By then, the piano division was under the supervision of Richard Gertz, a German-born technician who joined the firm in 1895 and soon patented the “tension resonator,” which he added to all Mason & Hamlin grands. Described as a “spider-like metal reinforcing system,” the tension resonator was a series of metal turnbuckles attached to the inner rim underneath the soundboard, designed to add stability to the frame and to help preserve the soundboard’s crown. Gertz became president of the company in 1906 and oversaw the instrument’s ascension to the top ranks. Superlative materials and workmanship justified the company’s slogan, “The world’s finest and costliest piano,” and though their production figures were never as high as other industry leaders, there was no discounting the instrument’s quality. By 1910, Mason & Hamlin was considered Steinway’s chief competitor, and Maurice Ravel’s comparison of the instrument to a “work of art” is especially famous. Harold Bauer was one of many artists who preferred Mason & Hamlin, and Rachmaninoff used one for his first American tour in 1909. But their prices were not, and could not be, competitive with other premium makes, and the company was on the brink of bankruptcy until it received some much-needed capital by merging with the Chicago-based Cable Piano Company in 1912. A decade later, Cable sold their M & H interest to the American Piano Corporation, who then sold it to Aeolian in 1930. Because the Depression severely affected piano sales, Aeolian and American were forced to merge in 1932, forming the Aeolian-American Corporation. Their top three lines then were Mason & Hamlin, Knabe, and Chickering, and they consolidated the instruments’ manufacture into a large factory complex in East Rochester, New York. Of the twenty brands they controlled, Mason & Hamlin was considered the most premium, and they attempted to maintain its high production standards until the 1950s.

			In 1959, Aeolian-American was sold to Winter & Co., a firm owned by the Gottlieb Heller family which dated back to the early 1900s and controlled dozens of brand names. Winter renamed Aeolian-American to the Aeolian Corporation in 1964, and in 1981 renamed it again to Aeolian Pianos Inc. before selling the company two years later to Peter Perez, a former Steinway president. Perez wanted to revive the Aeolian lines but was unsuccessful and sold the brand names and scale designs to Sohmer in 1985. However, within a few years, Sohmer had also changed ownership and in 1989 sold three Aeolian brands—Mason & Hamlin, Knabe, and George Steck—to Seattle businessman Bernard Greer, who at the time also owned controlling interest in Falcone, an American firm which, from 1984 to 1994, built premium professional instruments in a factory at Haverhill, Massachusetts. From 1989 to 1994, concurrent with the final days of Falcone, two Mason & Hamlin grand models, a 5'8" and a 7', were also produced at Haverhill before the company filed for bankruptcy in 1995. The legalities became complex at this point, but in April 1996, a court awarded ownership of all the brands Greer controlled to the California-based owners of the PianoDisc recording system, Gary Burgett, a trained pianist, and his brother Kirk, a skilled technician. The Burgetts are now once again building Mason & Hamlins at the old Falcone factory in Haverhill according to scales used by the company between 1881 and 1932—the firm’s Boston era—and many regard their instruments as being of excellent quality. They began by building actions according to the company’s proprietary specifications and materials, enhanced with Renner hammers, but in the last several years have adopted actions built by Wessel, Nickel & Gross made entirely of carbon fiber and epoxy, and the actions have been highly praised for their smoothness and resistance to climactic changes. At this writing, Mason & Hamlin builds a professional-model upright and five grand models, including a 9'4" concert instrument. Some of their models are also available with the PianoDisc feature. See http://masonhamlin.com.

			Mason, William (b. Boston, 1829; d. New York City, 1908). American pianist, teacher, composer, and editor. Mason was the third-eldest son of Lowell Mason (1792–1872), America’s most famous hymn composer and once the nation’s most prominent music educator. After studying organ and piano with several teachers of his father’s acquaintance, he sailed for Germany in May 1849 in hopes of studying with Moscheles in Leipzig, though he was forced to wait out the last days of the German Revolution in Paris before reaching Hamburg in August. There he wrote Liszt to request lessons from him in Weimar, but misunderstanding his positive response as a refusal, he continued on to Leipzig according to his original plan. Nonetheless, he lived a rarefied existence, quickly befriending Schumann, Joachim, and even Wagner, who received him warmly in Switzerland. Mason is often considered the first great American piano pedagogue, and he left invaluable insights concerning his studies with Europe’s greatest teachers. For example, he greatly admired Moscheles’s Bach playing, and years later he felt it closely resembled the approach of Paderewski, but he observed that Moscheles had at least some disdain for Chopin, a composer whom he even forbade his grown daughter to play. He also noted that Moscheles praised Clementi because he could “keep a crown-piece on the back of his hand while playing the most rapid scale passages.” Because Mason wished to pursue “more advanced and modern methods,” he arrived in Prague in the summer of 1850 to work with Dreyshock, from whom he had over one hundred lessons in a year’s time, practicing an average of five hours a day. But although he admired Dreyshock’s legendary octave passages and praised his advocacy of a flexible wrist, he noted that the condition of the upper arm was all but ignored by Europe’s leading teachers and that he only grasped the importance of its “elasticity” by hearing and observing Austrian pianist Leopold von Meyer (1816–83), a pupil of Czerny. Mason’s autobiography, Memories of a Musical Life (1901), also criticizes Leschetizky and his students for their lack of upper-arm flexibility, because he believed Leschetizky had fallen prey to Dreyshock’s influence in his St. Petersburg days. He also added that Leschetizky’s pupils had “a manner of sinking the wrists below the keyboard which was not in accordance with Dreyshock’s manner of playing,” and that this practice inhibited “a full, sonorous, musical tone.”

			Mason made his London debut in January 1853 performing Weber’s Konzerstück, and by April he had reached Weimar, where he again approached Liszt, who greeted him this time with a cheery “I have been expecting you for years!” Mason was Liszt’s first American pupil, and there were only a few Europeans present at the time, including pianist and composer Joachim Raff and pianist and conductor Karl Klindworth—though Liszt’s former pupil Hans von Bülow frequently returned for short visits and became close to the group. The atmosphere was extremely collegial, and on one occasion, Mason even heard Liszt give an impromptu performance of Beethoven’s “Kreutzer” Sonata with Hungarian violinist Eduard Reményi, all the while coaching his younger countryman on elements of Beethoven’s style. Mason also left an invaluable record of Liszt the pianist and teacher, recalling that Liszt cautioned his pupils not to imitate his touch, insisting that it was “not a good model to follow.” He added that Liszt confessed, “I was impatient for immediate results, and took short cuts,” wishing that he had “progressed by logical steps instead of by leaps.”

			Mason returned home in 1854 and soon undertook the first completely solo piano recital tour of the United States, inasmuch as all of Gottschalk’s tours up to that point had involved the assistance of other musicians. Mason also greatly admired Gottschalk, and the admiration was reciprocated, though Gottschalk had much less patience with Mason’s choice of repertoire, advising him that his devotion to Schumann—a composer he found “weak and labored”—would “vitiate” his musical taste. Although Mason’s early programs included no Bach—a composer whose works were rarely played by American pianists at the time—he performed numerous compositions of Beethoven, Chopin, and Liszt, offering the American premieres both of Chopin’s Fantasy-Impromptu and Liszt’s Twelfth Hungarian Rhapsody. In 1855 he began teaching at a fashionable girl’s school in New York and soon developed an important pedagogical technique as the result of teaching a clock-watching student with a limited attention span. He simply assigned her the C-major scale to be played ascending and descending within a single octave, but in 9/8 time with as many repetitions as necessary so that the lower C would eventually resynchronize with the first beat of a 9/8 bar. Inasmuch as the complete exercise required nine repetitions, Mason was able to get his student to concentrate intensively on her work for nearly four minutes when playing at a moderate tempo, and from this he devised the concept of “practicing in rhythms,” a pedagogical aid that he had never encountered in his European studies and which he continued to use for the rest of his career. He later termed the procedure the “Accentual Treatment of Exercises” and offered its first printed exposition in the Mason & [E. S.] Hoadley Method (1867).

			In 1855, Mason also organized a chamber music series in New York, primarily because he wanted to introduce the American public to the Brahms op. 8 Trio, then known only to a small number of Europeans. He quickly formed a piano trio with cellist Carl Bergmann, then the conductor of the New York Philharmonic, and twenty-year-old violinist Theodore Thomas, who later became America’s most famous conductor. Thomas and Bergmann were soon joined by violinist Joseph Mosenthal and violist George Matza, forming a string quartet that for thirteen years served as the mainstay of the Mason-Thomas Concerts, a series presenting over seventy chamber concerts which made incalculable contributions to American musical culture. Mason also knew virtually all of the notable pianists of his day and demonstrated such astute analysis of their playing that he clearly merits recognition as the greatest American teacher of the nineteenth century. His biography contains multiple, detailed first-hand accounts of major artists, including remembrances of Sigismund Thalberg, a pianist he greatly admired and from whom he learned much. He observed that Thalberg’s upper arm was often rigid in fast octave playing, resulting in “a contraction of his facial muscles and a compression of his lips,” a condition he could have avoided had he adopted “properly devitalized upper-arm muscles and loose wrists.” Mason’s emphasis on the importance of muscular relaxation was soon shared by European teachers such as Breithaupt and Matthay, though his writings predate theirs by more than a decade. His four-volume Touch and Technique for Artistic Piano Playing, which first appeared in 1889, ranks as the most comprehensive American pedagogical treatise from the nineteenth century, containing dozens of graduated exercises accompanied by cautionary advice, such as “The application of mere force without elasticity produces a hard, piercing, and unsympathetic tone.”

			In 1866, Mason established a spacious studio housing two concert grands in the Steinway Building, and in 1872 he was given an honorary doctorate by Yale. The following year, his ongoing fascination with Bach prompted him to perform the Bach triple concerto under Thomas’s baton, joining English pianist Sebastian Bach Mills (1839–98) and Anton Rubinstein in the keyboard parts, though Mills and Mason somewhat begrudgingly deferred to Rubinstein’s manner of executing the ornaments, which they both knew to be incorrect. Three years later, Mason again performed the Bach in New York with Liszt pupil Frédéric Boscovitz (1836–1903) and Anna Yesipova, who was so frustrated by the ornaments that she omitted them altogether (perhaps wisely), leaving their execution entirely to Mason and Boscovitz. Mason’s devotion to Bach is commemorated today by the editions he edited for Schirmer, which include the two- and three-part inventions (1894) and a set titled Short Preludes and Fugues (1895), all of which are still widely used. Remarkably, even when seen through a lens tempered by more than a century of Bach scholarship, Mason’s fingering and phrasing suggestions—governed by impeccable taste and musical intelligence—stand up well, as may be amply demonstrated by the first four bars of the little D Major Prelude, BWV 936:
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					J. S. Bach: Prelude in D, from Six Little Preludes, BWV 936, mm 1–5, Urtext taken from Bach-Gesellschaft Ausgabe (Breitkopf & Härtel, 1890).
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					J. S. Bach: Prelude in D, from Six Little Preludes, BWV 936, mm 1–5, the same four measures as above, but with suggested fingerings and editorial markings by William Mason, from Johann Sebastian Bach: Short Preludes and Fugues for the Pianoforte, edited and fingered by Dr. Wm. Mason (Schirmer, 1895).

				

			

			Mason’s considerable output of piano music is little performed today, though a generation ago it was championed by Arthur Loesser and others. Many of his works demand considerable lyricism from the pianist, while some, like his poetic “Silver Spring”—which dates from the early 1850s—traverse such a wide palette of Lisztian colors that they might rightfully be deemed early examples of Impressionism:
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					William Mason: “Silver Spring,” op. 6 (c. 1850–56), mm. 1–2.

				

			

			Masselos, William (b. Niagara Falls, New York, 1920; d. New York City, 1992). American pianist and teacher. Born to a Dutch mother and a Greek father, Masselos spent his early childhood in Colorado, but after the family returned east, he was heard by conductor Frank Damrosch, who recommended he enter Juilliard, where he studied for fourteen years. His most influential teacher there was Carl Friedberg, but he later worked with David Saperton. On March 4, 1939, while still a Friedberg student, he gave his Town Hall debut at the age of eighteen, performing the Griffes Sonata, and from that point forward he became known as a champion of major, often neglected, American works—though he also received high praise for his sensitive performances of traditional repertoire. In February 1949, he premiered the complete, five-movement version of the Ives First Sonata in New York, a work that Olin Downes of the New York Times regarded as large enough “for six sonatas,” though he praised its “sheer grandeur” and “rare vision.” A year later, Masselos made the first recording of the complete work for Columbia, and it was issued as an LP in 1953, a year before the complete printed version (which he also supervised) was published. In 1967, he also recorded a much-heralded stereo version of the sonata for RCA. On October 25, 1957, he premiered Copland’s Fantasy at the Juilliard School, a work dedicated to the memory of William Kapell, whom Masselos knew well. Though he was somewhat less visible over the next decade, his versatility and endurance were put to the test on December 11, 1969, when he performed a “marathon” recital in Carnegie Hall—emerging from what one critic described as a “self-imposed exile.” In a concert introduced and narrated by composer and critic Virgil Thomson—and lasting over four hours—his program included the Ives First, the Copland Variations, the Schumann Davidsbündlertänze, the Chopin F Minor Concerto with orchestra, and many other compositions, including a set of variations by Ben Weber (1916–79), whose works he also championed. Though Harold Schonberg of the New York Times admitted that a press deadline demanded he leave before the concert ended, he observed, “He always was one of the better American pianists. Now he has developed into a great one.” For most of his career, Masselos was also a committed teacher, serving as pianist-in-residence at Indiana University from 1955 to 1956 and holding similar posts at other institutions, including Juilliard and Georgia State. In 1975, he became a full-time professor at Catholic University, where one of his most prominent students was Caio Pagano.

			Matthay, Tobias (b. Clapham [London], 1858; d. “High Marley,” near Haslemere, Surrey, 1945). English pianist, teacher, and composer. Matthay is often acknowledged as one of the greatest teachers of the twentieth century and is generally credited with founding a British piano aesthetic. He was born to German immigrants, and for a number of years his father served as a language professor at Clapham Grammar School. His parents had musical aspirations for him, and though family funds were tight, at the age of twelve he entered the London Academy of Music, where his first important teacher was its founder, Henry Wylde (1822–90). Wylde was well acquainted with leading British and European musicians, and the young Matthay often heard Charles Hallé, whose playing he characterized years later as “tending to cold perfection.” But he was dissatisfied with the education he received under Wylde, and in the fall of 1871, he entered the Royal Academy of Music. The principal of the RAM was then Britain’s leading musician, composer and pianist William Sterndale Bennett (1816–75), and in April 1872 Matthay won the first scholarship created to honor his recent knighthood. This gave him a guaranteed spot in Bennett’s composition class, where he was regarded as an “infant prodigy.” He grew close to Bennett and worked with him until his death, which occurred a few weeks before Matthay’s seventeenth birthday. For the next three years, Matthay studied composition with Bennett’s most famous pupil, Arthur Sullivan. Like Bennett, Matthay aspired to the career of “composer-pianist,” though he found his composition studies at the RAM more inspiring than his piano lessons. From 1872 to 1874, he studied piano with William Dorrell (1810–96), a pupil of Kalkbrenner, and on Dorrell’s retirement, he began working with Walter Macfarren (1826–1905), both of whom had spent their entire careers at the Academy.

			Matthay became an assistant professor at the RAM in 1880 and was promoted to full professor in 1884, but he often lamented that his appointment had been made in piano, for at the time he longed to teach composition. Because he was a junior faculty member, most of his students were unimpressive, a situation that continued for over a decade. Nonetheless, he composed prolifically, and in 1884 he began giving annual London recitals. But in April 1886, he experienced a pianistic epiphany when the aging Liszt visited the Academy and performed several times in informal settings. He later deemed Liszt the first of his “Three Great Initiates,” and a month later, he was equally mesmerized by the London recitals of Anton Rubinstein, his second “Initiate.” The third pianist who transformed his view of the instrument was Hans von Bülow, whom he heard in June 1888 in a series of Beethoven recitals. While Matthay was flabbergasted by the technical command of these pianists, he was even more overwhelmed by their ability to draw a seemingly inexhaustible array of orchestra-like colors from the instrument. From childhood, he had tinkered with machinery, and he began to experiment with the piano’s mechanisms to gain a greater understanding of its possibilities, the results of which he began applying to his teaching.

			In 1890 he began writing pedagogical articles for The Overture, an RAM periodical, and three years later he married Jessie Kennedy (1869–1937) in Edinburgh, the youngest daughter of Scottish folksinger David Kennedy. Jessie, a contralto, had briefly studied with Matthay at the RAM, but she became most famous as an elocutionist, serving as his partner both personally and professionally. After years of research and investigation, in 1903 he published his first book, The Act of Touch in All Its Diversity, a work that revolutionized piano teaching throughout much of the English-speaking world, and two years later, with Jessie’s help, he founded the Tobias Matthay Pianoforte School on Oxford Street, which relocated to 96 Wimpole Street in 1909, where it remained for thirty years. The school was created specifically to teach his own unique principles to children as well as artists, and it became world famous. At its height, Matthay employed some fifty teachers, nearly all of whom were his former students, including British pianists Ethel Bartlett, York Bowen, Harriet Cohen, Harold Craxton, Myra Hess, Rae Robertson, and Irene Scharrer, as well as Americans such as Frank Mannheimer and Bruce Simonds. In 1909, the Matthays also completed their Sussex country home, “High Marley,” located on a hill near Haslemere, Surrey, where for the next several decades they welcomed hundreds of students, colleagues, and friends. High Marley also served as the Matthay School headquarters during World War II, when much of London was evacuated. Matthay also recorded several of his own compositions for British Columbia, which were released as a twelve-inch 78 disc on February 19, 1933, to commemorate his seventy-fifth birthday. Other well-known pianists who worked with Matthay either briefly or extensively include Raie Da Costa, Clifford Curzon, Adolph Hallis, Eileen Joyce, Moura Lympany, and Nina Milkina.

			Matthay is often characterized as a proponent of the “weight and relaxation” school of piano teaching, and his theories share at least some common ground with newer ideas then being advocated by Germans such as Ludwig Deppe and Rudolf Breithaupt, which were seen as antithetical to the older German ideal of stiffly arched fingers. But the principle that he most stressed was that technique and musical effects were inseparable, and he virtually never taught physical conditions apart from a specific musical intention. He also insisted that the instrument’s tone coloring could, and should, be altered at will by the artist according to musical taste, which at times made his printed explanations difficult to grasp, especially by those who had little patience with such distinctions. One of his staunchest critics was Otto Ortmann, who maintained that qualitative distinctions could not be adjusted by the performer, and Matthay wrote many pages refuting Ortmann’s position. He also disagreed with Ortmann’s advocacy of “muscular fixation,” and throughout his career he contributed several volumes dedicated to the importance of “muscular relaxation.” However, although Breithaupt also advocated relaxation, Matthay disagreed with his insistence on a continuously relaxed arm, advocating instead a “balanced arm” as a starting point, and he only recommended continuous weight when the desired musical effect was less distinct articulation. Like Deppe, he also agreed that a piano key should never be “hit” but instead viewed as a lever for swinging the hammer, an event which concludes roughly three-quarters of the way down in key descent. But it also should be noted that Matthay agreed with Ortmann that volume was entirely a function of key speed rather than “force” as such.

			Matthay also differed from his contemporaries by defining principles of musical expression, outlined in his 1912 book Musical Interpretation. He stressed that the printed page was often an imperfect reflection of a composer’s intention and that a sense of “progression” was a necessary component of musicianship. At times he even advised students to ignore bar lines if they impeded a work’s momentum. Many found his ideas on rubato particularly illuminating, since he followed Chopin’s dictum that time be “borrowed” rather than “stolen,” and he provided numerous examples of how such borrowings could assume different forms. These theories later brought him into sharp conflict with his former student, Scottish-born composer John McEwen (1868–1948), who became principal of the RAM in 1924. When McEwen went public with their disagreements, his attacks forced Matthay to resign from the academy. Nonetheless, Matthay’s greatest successes occurred between the wars. In the 1920s, innumerable Americans found their way to his school, and the American Matthay Association, founded in 1925 (the year of his resignation) is at this writing still in existence. His students were once before the public so frequently that concertgoers spoke of readily identifiable Matthay “trademarks,” including extreme physical ease and a varied tonal palette, and noted historian Jacques Barzun once wrote that his pupils could be spotted “even in a darkened room by the sound they make.” But after Matthay’s death, his influence waned, and many began to favor Ortmann’s ideas concerning “fixation.” See Ortmann, Otto.

			Matthews, Denis (b. Coventry, England, 1919; d. Birmingham, England, 1988). English pianist, teacher, and scholar. Though his parents were both Londoners, his father received a medical discharge from the RAF during World War I and relocated to Coventry to study motor engineering. He and his wife then moved to nearby Royal Leamington Spa in Warwickshire, where he set up the Norman Engineering Company, a highly successful firm that enabled the family to live affluently until 1931, when, tragically, Arthur Matthews committed suicide. Denis was then twelve, and though his mother was able to provide him competent musical instruction with a Warwick teacher, several financial hurdles had to be surmounted before Harold Craxton could accept him as a student at London’s Royal Academy in 1936. Fortunately, some of the burdens were eased when Craxton and his wife allowed him to live with them and their six children, virtually as a family member, for four years. Craxton also introduced Matthews to his close friend Dame Myra Hess, who mentored the young talent and engaged him to perform at the National Gallery several times during World War II. As an academy student of composer William Alwyn, Matthews also had compositional aspirations, and Hess requested he compose cadenzas for the Mozart concertos she performed at the Gallery for which Mozart did not leave cadenzas. In 1942, she recorded the K. 467 with Leslie Heward and the Hallé Orchestra (a recording never released in her lifetime but now available on CD), and Matthews’s two brief cadenzas display a good deal of freshness and imagination. For the duration of the war, he served in the RAF and played concerts throughout England with other servicemen, including Dennis Brain, with whom he recorded the Beethoven Horn Sonata in 1944. (A film shot in London in 1946 showing Brain and Matthews performing a portion of the sonata has recently been made available on DVD.) By then, Matthews had begun what became a close, thirteen-year relationship with EMI producer Walter Legge, who had already engaged him for numerous solo efforts, including a highly acclaimed recording of the Beethoven C Minor Variations in 1941.

			Although Matthews quickly gained recognition for the depth of understanding he imparted to the German masters, Legge also appreciated his adaptability and resourcefulness and in 1942 gave him only three days to learn Alan Rawsthorne’s difficult Four Bagatelles in order to fill a blank side for a record commissioned by the British Council. Matthews’s ability to produce extraordinarily sensitive, intelligent work under pressure became so heralded that even though he had played relatively little Bach, Legge regarded him as the logical choice to perform the entire Well-Tempered Clavier in a series of three recitals at the Vienna Bachfest in 1950, the two-hundredth anniversary of the composer’s death. Though he had less than a year to prepare the entire set, Matthews regarded the performances as one of the high points of his career. Over the next decade, he toured and recorded widely, garnering praise for his authoritative Beethoven interpretations, but he was also gaining recognition for his writings. As early as 1947, he provided notes for Dame Myra’s recital at the Royal Albert Hall to raise funds for an RAM scholarship honoring her late teacher, Tobias Matthay, and he often annotated his own concerts and recordings. As a writer, he combined a penetrating intellect with a felicitous style that made his prose highly accessible, even to nonspecialists. His 1967 book on the Beethoven sonatas, commissioned by the BBC, was complemented by a larger 1985 volume on Beethoven for the British Master Musicians series, and both were highly acclaimed. Though earlier in his career he did not teach widely, in 1958 he received the twenty-one-year-old John Ogdon at his Henley home for fortnightly instruction, where Ogdon said they worked mostly on technique. In 1971 he became a professor at the University of Newcastle upon Tyne, and he was awarded the CBE (Commander of the British Empire) in 1975. Matthews’s highly readable autobiography, In Pursuit of Music, was published in 1966, and he also edited the Mozart sonatas jointly with scholar Stanley Sadie for the Associated Board of the Royal Schools of Music in 1982. Through the 1980s, he struggled with manic depression, and sadly, on Christmas Eve in 1988, he took his own life.

			Mayerl, Billy [William Joseph] (b. London, 1902; d. London, 1959). English popular pianist, bandleader, and composer, whose greatest fame rests as an exponent of “syncopated” style. Born near London’s West End theater district, both his father and grandfather were theater musicians, and when he was eight he entered the nearby Trinity College of Music, where scholarship assistance enabled him to study with Agnes Maude Winter, a Trinity graduate and a respected pianist and teacher. Mayerl received traditional classical training, and in his early teens, while still under Winter’s guidance, he performed the Grieg Concerto in Queen’s Hall. While he was too young then to work in theaters and music halls, his keen ear and extraordinary keyboard facility stood him in good stead playing for cinema houses, then very much a novelty in the West End, but greatly in need of accomplished pianists who could easily improvise. He often worked nightly from six to eleven, and during the intervals even sold confections in the lobbies to assist his family’s finances. His first composition, the three-part Egyptian Suite, was published when he was seventeen, and two years later he was hired as the house pianist at the Polygon Hotel in Southampton, where he was heard by American bandleader Bert Ralton. Ralton had come to England to assemble a “Cuban” band at London’s Savoy Hotel, and when his pianist fell ill, he offered the job to Mayerl. The Savoy appearances jump-started Mayerl’s career, for as pianist with the Savoy Havana Band, he learned to infuse rag and jazz elements with Latin American dance rhythms, which were then a rage throughout Europe. The band was so popular that their nightly broadcasts became one of the most listened to programs in the early days of the BBC, and by the mid-1920s, Mayerl had become nationally famous. He was frequently a featured soloist, often performing his own compositions, which eventually numbered over three hundred, including “Marigold” (1927), his most famous and immediately recognizable.

			Mayerl had always been enamored with American jazz, and he idolized George Gershwin, whom he may have first met when Fred and Adele Astaire, frequent guests at the Savoy, arrived in 1924 to star in the London opening of Lady, Be Good. Mayerl is also credited with giving the British premiere of Rhapsody in Blue in October 1925, and he soon became a close friend of Gershwin. Through his radio broadcasts, millions had marveled at his virtuosity, and he left the Savoy in 1926 to tour and found the Billy Mayerl School of Music, which by 1930 had over one hundred employees in branches throughout the world, and through its correspondence courses was eventually said to have over thirty thousand students. The school’s objective was to teach Mayerl’s syncopated style, which had immense appeal to a public that still resisted the newer jazz styles but relished a fresher, more energetic approach to popular idioms. Mayerl’s work was also influential on South African syncopated pianist Raie Da Costa, who was being heard regularly on the BBC by 1927. With a highly engaging stage presence, Mayerl was a warmly congenial entertainer, often fronting his own orchestra in London music halls, and even producing a number of West End shows in the 1930s, which he offset with some occasional film appearances. For a number of years he toured internationally, and it was said that in his lifetime, he made over five thousand appearances on the BBC. An admirer of Debussy and Stravinsky, he composed a few serious works, but his piano style never changed much over the years, since he was always willing to please his fans by rendering tunes in the recognizable fashion they most enjoyed. Between 1922 and 1925, many of his recordings with the Savoy Havana Band were released on British Columbia, and after he left the Savoy, he also recorded extensively for Vocalion and other labels. Many of these have now been released on CD, and his renderings of his own compositions, as well as numerous popular standards, reveal a seemingly effortless, virtuosic technique. In declining health for the last several months of his life, he suffered a heart attack at his London home in March of 1959, which claimed his life at the age of fifty-six.
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					Billy Mayerl: “Marigold” (1927), mm. 45–47. The fact that most amateur pianists found Mayerl’s arrangements difficult to play did not seem to impede their sales. “Marigold,” his most famous composition, sold over 250,000 copies, while thousands pursued course work at the Billy Mayerl School of Music in hopes of attaining the skills to master it.

				

			

			Metropolitan Museum of Art. The largest art museum in the United States, located at 1000 Fifth Avenue in New York City. Founded in the 1870s, the “Met” currently embraces over two million holdings, including a world-famous collection of more than five thousand musical instruments. At this writing, the pianofortes on display in its André Mertens Galleries for Musical Instruments include an eight-foot, eighty-key English Érard, custom designed for a nobleman about 1840, with exquisite casework by George Blake. But undoubtedly, the Met’s principal keyboard treasure is its 1720 Cristofori, one of three in existence, and the earliest surviving pianoforte that is still playable. See Cristofori, Bartolomeo, for details concerning this instrument’s specifications, and see also http://www.metmuseum.org.

			Michelangeli, Arturo Benedetti (b. Brescia, Italy, 1920; d. Lugano, Switzerland, 1995). Italian pianist. Considered by most as one of the greatest pianists of the twentieth century, Michelangeli was also famed for his reclusiveness and for a wide variety of eccentricities. His father, a former lawyer, gave him his first lessons when he was only three, while his mother taught him to read and write. At the age of four, he entered the Brescia Istituto Musicale Venturi, where he studied piano with Paolo Chimeri, and within a year he was being touted as a prodigy. A few years later he entered the Milan Conservatoire, where he studied with Giovanni Maria Anfossi (1864–1946), graduating in 1934 when he was fourteen. Though his father insisted he study medicine for a time, in 1938 he entered the first piano edition of the Ysaÿe Competition in Brussels (now the Queen Elisabeth Competition) but was nearly disqualified on medical grounds since his compulsive practicing resulted in a severe cramping of his hands. He only finished seventh, well behind Emil Gilels (first place) and Moura Lympany (second place), but a year later his career was launched when he won the grand prize in the first Geneva Competition. However, the brief fame he enjoyed was about to be disrupted by war, for when the fighting reached Italy he joined the Italian Air Forces, serving as a pilot from 1941 to 1943. Then, like many who opposed Mussolini, he joined the anti-Fascist partisan movement and was taken prisoner by the German occupation forces, who—according to his own account—brutally maimed his hands when they discovered he was a pianist. Fortunately, he managed to escape and recover, and after the war, he made his first European tour in 1946. Though he was invited to New York in 1948, he abruptly canceled because he claimed, “They wanted me to act as if I was from Barnum’s circus.” But he was invited to Warsaw in 1949 to honor the one-hundredth anniversary of Chopin’s death, and in the same year, he helped create the first Busoni Prize in Bologna.

			At the outset of his career, Michelangeli was billed simply by his surname, and his playing was already raising eyebrows from many—including some who most admired it. He was quickly acclaimed for the extraordinary finish and refinement he displayed in miniature works by composers such as Galuppi, Paradisi, and Scarlatti, but when he played in New York in January 1950, Howard Taubman of the New York Times found his performance of the Chopin B-flat Minor Sonata “without depth or grandeur,” noting that “the shape and inner life of the music were projected only vagrantly.” Taubman also expressed surprise that even though Michelangeli delayed the start of his recital by over twenty minutes, he seemed so reluctant to pause between pieces—or even to acknowledge applause—that he “rushed through the program, and the audience was thrust into the frosty night at the usual time after all.” Michelangeli’s obvious reluctance to mount the concert platform, underscored by some well-publicized last-minute cancellations, became signature characteristics over the years, enhancing a certain mystique surrounding his persona.

			Over the next decade, he played in Europe far less frequently than comparably acclaimed artists, though when he returned to New York in January 1966 (after a fifteen-year absence) to perform Beethoven’s “Emperor” under William Steinberg, Harold Schonberg praised his performance as “full of power and also poetry.” However, the mystique intensified when New York Times critic Howard Klein interviewed him backstage for an article that ran a week later titled “An Enigma and a Legend at 46.” Klein reported that in the immediate postwar years, Michelangeli may (or may not) have suffered from tuberculosis, that he may (or may not) have spent time recuperating in a sanitarium, and that he may (or may not) have sought solace in a monastery. Michelangeli did profess to enjoy performing and said he would do more if his health permitted, but when Klein asked him if he would ever consider teaching in America, he replied that he was “too old.” Klein also commented on Michelangeli’s striking, matinee-idol appearance that seemed unnecessarily marred by his pale color and a demeanor suggesting that “one foot were in the grave.” A week later, when the artist gave a recital in Carnegie Hall, every noted pianist in New York, including Arthur Rubinstein, appeared to be in the audience, but as Schonberg reported, by intermission some had left, and “most professionals hated the concert.” Nonetheless, at first Schonberg labeled it a “superb piano recital,” comparing him to Sviatoslav Richter, “except that his technique is better.” But surprisingly, a week later in a separate article, he seemed to recant much of what he had said earlier, avowing that “I myself was quite disturbed by the recital.” Michelangeli’s precision and finesse seemed unassailable, and his coloring palette, especially in Debussy and Ravel, was unmatched, but Schonberg lamented that he “is a modern pianist who tries to be Romantic, but he simply does not feel Romanticism. All of his Romantic devices sound arbitrarily superimposed, and as such, forced and artificial.” Nonetheless, in most parts of the world, whether in Europe, Asia, or the United States, Michelangeli’s concerts were sellouts, and the scarcity of his public performances only seemed to enhance their appeal.

			Michelangeli’s repertoire was also unusually small for a pianist of his stature, and it appears that he preferred to refine selected works in ten- to twelve-hour practice marathons rather than risk sacrificing detail by overextending himself. His choices could be somewhat unusual as well, for although he often performed Beethoven’s op. 111 Sonata, the less played C Major, op. 2, no. 3; the E-flat, op. 7; and the A-flat, op. 26, were also particular favorites. He eventually recorded most of his recital repertoire, as well as a few concertos, including a greatly admired 1958 HMV LP of the Ravel G Major with the Philharmonia under Ettore Gracis, paired with the Rachmaninoff Fourth, performances regarded by many as unexcelled. A number of Michelangeli’s recitals were also captured on film, and many are now available on DVD. From the late 1940s, he was a recognized teacher in Italy, serving formal appointments at conservatories in Bologna, Venice, Bolzano, and in his native Brescia, and within ten years he was teaching independently, though his behavior in this regard was no less eccentric than what was seen on the concert platform. By the 1960s he had relocated to Florence, and he preferred to rent castles near his home, calling each an “International Academy.” He invited pianists to audition, often taking as many as thirty at a time, providing both their lodging and instruction free of charge and renting as many as eighteen separate grand pianos to facilitate their practicing. In exchange, they were expected to be at their keyboards each morning by seven and to be available for lessons when requested—at times even in the middle of the night. An expert cook, he also planned the menus for the dinners they were required to eat together. Some noted pianists who revered their work with him include Martha Argerich, Ivan Moravec, and Maurizio Pollini.

			During these periods, Michelangeli was a familiar presence across the Italian countryside, racing about in his Ferrari (he was said to have competed professionally in several races), though surprisingly little was known about his personal life. For example, from 1943 until 1970, he was married to pianist Giulia Guidetti, who had once been a pupil of his father, and during that period she managed his concerts, though scarcely anyone knew he was even married. When they separated in 1970, he then entered into a common-law relationship with his secretary, Marie-José Gros-Dubois, who became his agent and remained at his side until his death. He indignantly left Italy in the late 1960s after a record company in which he was a partner declared bankruptcy and the Italian government seized his pianos. For the rest of his life, he became a permanent resident of Switzerland. His last concert was an all-Debussy program in Hamburg in 1993, and two years later he died in Lugano after a long illness. Eccentric to the end, he stipulated in his will that neither the exact time nor the cause of his death should ever be made public.

			MIDI. Acronym for Musical Instrument Digital Interface. Specifically, MIDI is a music computer protocol, or a specific set of rules that allows a computer to communicate with other computers. MIDI attaches numeric values to common musical elements like pitch, duration, and dynamics so that virtually any physical action that can be applied to a key, a controller, or a knob on a digital musical instrument can be captured, stored, and replayed by a MIDI command. A standardized interface ensures that, for example, a recording made on a Kawai, Kurzweil, or Roland keyboard can be played back on the keyboard of another manufacturer, or simply on a computer with MIDI software. The development of MIDI standards is generally credited to engineers Dave Smith and Chet Wood in 1981, and they were embraced and heavily promoted by Robert Moog in 1982. The technical specifications were first published in August 1983. See appendix D.

			Mikuli, Karol [Karl, Carl, or Charles] (b. [now] Chernivtsi, Ukraine, 1819; d. Lemberg, [now] Lviv, Ukraine, 1897). Polish pianist, composer, and teacher. Mikuli was of Armenian ancestry, and as a child he studied with the Polish pianist Franciszek Kolberg. He began to study medicine in Vienna by his late teens but found himself so drawn to the world of music that he went to Paris for the expressed purpose of studying with Chopin, though sources vary on the year of his arrival. In his book Chopin: Pianist and Teacher, Jean-Jacques Eigeldinger maintains that he arrived in 1844 and that he first had to overcome Chopin’s reserve to accept him as a pupil, though the composer was won over when he heard Mikuli perform his B-flat Minor Scherzo. From that point forward he became Chopin’s pupil, friend, and confidante, copying much of his music and preparing his fair copies for publishers. Mikuli also became acquainted with many of Chopin’s friends and eventually became intimate with Liszt, Heine, and George Sand. After Chopin’s death, Mikuli toured successfully through much of Europe, and in 1858 he settled in Lemberg, Poland (now Lviv, Ukraine), to become the head of the new Galician Music Society, the forerunner to the Lemberg Conservatory. In 1879, his edition of the complete works of Chopin was first published in Leipzig, and it is still widely used today. Two of his most prominent students were Moriz Rosenthal and Raoul Koczalski.

			Milkina, Nina (b. Moscow, 1919; d. London, 2006). Russian-born British pianist. Her father, Jacques Milkin, was a portrait artist who fled Russia in the 1920s, settling first in Paris, where as Nina remembered, “even the Russian princes were taxi drivers.” For a time, she took piano lessons from Leo Conus, a former classmate and close friend of Rachmaninoff, and she also studied composition with Alexander Glazunov, another Russian expatriate. Because her father had family living in London, by the time she was eight she was studying with Denise Lassimonne (1903–94), the adopted daughter of Tobias Matthay, at Matthay’s school on Wimpole Street. Before long, the family had relocated to Belsize Road in Hampstead, where her father eked out a living as a piano teacher while renting the downstairs flat to a young Clifford Curzon. Nina, now as Nina Milkina, continued her studies at the Matthay School with both Matthay and Harold Craxton, and while still a teenager, she caught the attention of Thomas Beecham, who engaged her to perform the Mozart Concerto, K. 453, for an all-star series in 1938 featuring acclaimed Mozart specialists. During the war years, she was heard frequently on the BBC, and in 1946 she was invited to play all the Mozart sonatas in a weekly series on the newly established Third Programme (the forerunner to Radio 3). Milkina was regarded by many as an unsurpassed miniaturist, and was especially admired for her delicacy and finesse in composers such as Scarlatti, Haydn, Mozart, and Chopin. In the 1950s, she made some LPs for Westminster, and she later recorded for the Pye label, including a much-heralded set of the complete Chopin mazurkas.

			Miller, Robert (b. New York City, 1930; d. Bronxville, New York, 1981). American pianist acclaimed for the skills he exhibited both as one of the foremost interpreters of contemporary avant garde works and as a practicing attorney. He grew up in Mount Vernon, New York, and while in high school he commuted to Manhattan for study with the young Abbey Simon. In 1948, he entered Princeton as a music major, where he studied with Mathilde Christman McKinney, a composer and pianist who had trained at Oberlin and Juilliard, and also premiered avant garde works by composers such as Edward Cone, who was then on Princeton’s faculty. Miller also came under the spell of composer Milton Babbitt, who later remembered that as a student in his composition classes he set new pianistic standards, creating “elegant performances” from “scarcely legible manuscripts” and learning Roger Sessions’s difficult Second Sonata in a single evening. Babbitt also noted that Miller was no less meticulous about standard repertoire, even journeying to the Library of Congress to consult German-language tracts on Beethoven’s Diabelli Variations merely to provide additional source material for his senior thesis. After he graduated magna cum laude in 1952, he was drafted into the army and stationed in Korea. He later remembered that when he was discharged, he was haunted by the fear that his tastes were too “modern” to appeal to most classical music audiences and that “there was no way of my earning a living in music.” In 1954, he entered Columbia Law School, and as he later phrased it, “I think the law picked me.” He graduated in 1957 and in the same year made his Carnegie Recital Hall debut. A year later, he passed the New York Bar and joined the firm of Scribner & Miller, becoming a partner in 1965. In 1966, he premiered Babbitt’s Post-Partitions in New York, and in the summer of 1970 he premiered Davidovsky’s Synchronisms No. 6 at Tanglewood, a work written for him which he repeated in a full-length New York recital of contemporary works the following October—a concert the New York Times’s Donal Henahan labeled “a staggering display of virtuosity.” He also played the music of Carter and Schoenberg, and he became a staunch advocate for the works of many lesser-known composers. He left numerous recordings, including a rendering of George Crumb’s Makrokosmos, Vol. II, for Columbia in 1976 and some prepared piano works of John Cage for the New World label in the same year. As an attorney, he represented numerous composers, as well as the record label Composers Recordings Incorporated (CRI). In November 1981, after a long struggle with cancer, he died a few days short of his fifty-first birthday.

			Moiseiwitsch, Benno (b. Odessa, 1890; d. London, 1963). Russian-born British pianist, generally acknowledged as one of the greatest Romantic pianists of the twentieth century. One of nine children, Moiseiwitsch was the grandson of a Jewish cantor, and except for his mother, an amateur pianist who gave him his first lessons, he was the only member of his immediate family to show any musical interest. At the age of seven, he entered Odessa’s Imperial Music Academy, where he studied with the institute’s director, Dmitri Klimov, who years earlier had been a pupil of Leschetizky in St. Petersburg. Somewhat remarkably, just two years later, he won the academy’s coveted Anton Rubinstein Prize, but he proved to be a troublesome student, and his pranks got him expelled in 1904. A year later he went to live with an older brother in London and auditioned at the Guildhall School. The oft-repeated story that the school’s principal, William Cummings, a voice professor, told him that the Guildhall could “teach him nothing” begs for amplification, but he was soon in Vienna auditioning for Leschetizky, who at first resisted accepting him because he thought his approach was too impulsive. But Moiseiwitsch soon became a more thoughtful interpreter, and though he received no technical guidance from Leschetizky, he often expressed admiration for his teacher’s enlightened musicianship and enjoyed describing himself as “Beethoven’s musical great-grandson.” Responding to Leschetizky’s advice that he specialize in a composer well suited to his musical personality, he also developed a lifelong devotion to Schumann. He made his British debut in Reading in 1908, and he was so well received that he soon became a regular at the London Proms. In 1914, he married Australian violinist Daisy Kennedy, and though he did not play a good deal of chamber music throughout his career, during their ten-year union, they often performed together.

			After World War I, Moiseiwitsch began to tour widely, and he played in New York several times in 1919, including a Carnegie Hall recital in December which Richard Aldrich of the New York Times praised for his “courage” in programming Schumann’s Kreisleriana, since in his view the work lacked “breadth and sonority” and did not always assure “immediate reaction upon an audience.” But Moiseiwitsch quickly established himself as an artist who rarely confined his programs to “safe” repertoire, and the same audience was so overwhelmed by his performance of Stravinsky’s F-sharp Etude that they compelled him to repeat it. Aldrich also approved of his decision the following year to include two pieces of Medtner (though he dismissed the inclusion of Liszt’s transcription of the Liebestod from Tristan und Isolde as “wholly unnecessary”). Moiseiwitsch was also already programming numerous works of Rachmaninoff, a composer he later befriended and who deeply admired his interpretations of his music. Perhaps their most famous conversational interchange occurred after Rachmaninoff praised his performance of the B Minor Prelude from op. 32, prompting Moiseiwitsch to remark that the piece had always reminded him of a “return,” whereupon Rachmaninoff interrupted to exclaim that the prelude had been inspired by Swiss artist Arnold Böcklin’s painting Homecoming (1887), sometimes translated as “The Return.” Like Rachmaninoff, Moiseiwitsch often felt remorse that he could never return to his homeland, though he was happy to assume British citizenship in 1937. After World War II began, he played over one hundred concerts to benefit “Mrs. Churchill’s Aid to Russia Fund,” and over eight hundred concerts throughout Britain and South Africa for the benefit of troops and civilians engaged in the war effort. He was also a great favorite of Prime Minister Churchill, who frequently welcomed him both to Downing Street and to Chequers, where he often performed the Chopin A-flat Ballade, which reminded Churchill of a “galloping horse.” A lifelong friend of Dame Myra Hess, Moiseiwitsch also performed frequently at the daytime National Gallery concerts, and after the war, he was awarded the CBE (Commander of the British Empire).

			Moiseiwitsch is often recognized as one of the most uniquely imaginative virtuosos of the modern era, whose interpretations always seemed distinctive, yet warmly sensitive. This was particularly true in the works of Chopin, where his masterful technical command was never used for mere effect but to weave a spell of cantabile textures that often beguiled those who heard him. He made his first recording for HMV in 1916 and remained with the label throughout his career. In the acoustic era, he recorded mostly miniatures, but he later made a number of electrical 78s that are highly esteemed, including a 1937 HMV recording of the Rachmaninoff Second Concerto with Walter Goehr and the London Philharmonic, a performance that the composer himself was said to have admired. Moiseiwitsch recorded well into the LP era (including three stereo discs for American Decca in 1961), and many of his LPs rank among his finest work, especially a 1957 EMI recording devoted entirely to Chopin. Today, much of his recorded legacy is available on CD, including his 1951 collaboration with Heifetz in the Beethoven “Kreutzer” Sonata. A few of his live broadcasts have also been reissued, including a 1954 BBC Television performance of Liszt’s Tannhäuser transcription, now available on DVD.

			Monk, Thelonious (b. Rocky Mount, North Carolina, 1917; d. Englewood, New Jersey, 1982). American jazz pianist and composer, generally regarded as one of the most iconic figures of the Bebop movement. When he was five, his family relocated from the North Carolina town of Rocky Mount (located about sixty miles east of Raleigh) to Manhattan, and he was largely self-taught, which may help explain the highly unorthodox keyboard style that characterized his playing as an adult. As a teenager, he toured as organist with an evangelist, and by the late 1930s he was freelancing in New York as a jazz musician before landing a job as the house pianist at the famed Minton’s Playhouse in Harlem. By the early 1940s, Minton’s was known as a haven for the most forward-looking jazz artists, and Monk performed there regularly with its house drummer, Kenny Clarke, while he also had the opportunity to work with Dizzy Gillespie, Charlie Parker, and many others who were later deemed the architects of Bebop. As a pianist, Monk admired Duke Ellington and Art Tatum, but he was also influenced by stride pianists such as James P. Johnson. He had also begun to compose by the time he joined the Minton band, and his most famous composition, “’Round Midnight,” first published in 1944, holds the distinction of being the most recorded jazz standard in history. Elements of the Bop harmonic vocabulary are clearly present in Monk’s tune (which some said he may have composed as early as 1936), such as triads altered with “flatted fifths” and sequential seventh chords, and many have suggested that these innovations should rightfully be credited to Monk, far more than to Gillespie or Parker:
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					Thelonious Monk: “’Round Midnight” (1944), harmonized with one of the standard approaches characteristic of Bebop chord structures. Simply by adding a bass C to the tonic E-flat minor chord, the second chord in the first measure becomes a Cmi7 with a diminished fifth, creating the “flatted fifth” effect that became one of Bop’s signature sounds. Then both of the seventh chords in the second measure are altered with flatted fifths simply through chromatic voice leading. The chromatic seventh-chord sequence in the fourth measure is also a standard feature of the Bop vocabulary.

				

			

			Monk first recorded in 1944 with Coleman Hawkins’s quartet, and by the late 1940s he was being heard on the Blue Note label. His performance career was seriously derailed in 1951 when police confiscated drugs from pianist Bud Powell, and Monk lost his New York City cabaret card because he refused to testify against his friend. But he continued to record, and in 1955 he signed with Orin Keepnews’s Riverside Records. Since Monk’s compositions were considered complex and his recordings appealed mostly to Bop enthusiasts, Keepnews insisted he first make two albums devoted to popular standards, including a disc of Ellington covers (1955) and The Unique Thelonious Monk (1956), which included 1920s-era selections such as Gershwin’s “Liza” and Waller’s “Honeysuckle Rose.” The album included a novelty sheet of one hundred faux three-cent postage stamps with Monk’s picture that occasionally fooled even the U.S. Post Office. Keepnews allowed Monk to include his own tunes on his next album, Brilliant Corners, which included Clark Terry, Sonny Rollins, Oscar Pettiford, and Max Roach, and despite the fact that the title track was so difficult that it had to be assembled from multiple takes, Down Beat voted it the best jazz LP of 1957. He then followed these with some remarkable solo efforts, including Thelonious Himself (1957) and Thelonious Alone in San Francisco (1959), and both demonstrate his brilliance while also displaying the roughness of style that many found objectionable. Monk generally had a brittle, percussive touch, and his passagework often sounded excessively labored. His fingerings were so unorthodox that they seemed to hamper his ability to create lyrical effects, and even in ballads such as Axel Stordahl’s “I Should Care,” his harmonies can often morph into a strident bitonality. Nonetheless, Monk’s solos can be spellbinding. He never plays an extraneous note or chord, his rhythmic pulse is unshakable, and his ideas, especially in the realm of harmonic substitution, seem inexhaustible.

			In 1957, after his cabaret card was restored, he was again playing in New York, working with musicians such as John Coltrane and Miles Davis, and in 1958 he formed his own quartet, which included tenor saxophonist Charlie Rouse. But his personal life was occasionally troubled, and on several occasions he was assisted by the friendship of his close friend and jazz aficionado, Baroness Pannonica Koenigswarter of the Rothschild family, influence that proved invaluable when they were both arrested for marijuana possession in October 1958. Monk began recording for the Columbia label in 1962, and his first album, Monk’s Dream, featuring Rouse and the other members of his quartet, was the best-selling album of his lifetime, expanding his fame to the point that on February 28, 1964, he appeared on the cover of Time, becoming—along with Dave Brubeck and Duke Ellington—one of three jazz pianists in the magazine’s history to receive cover stories. After that time, he recorded and performed less frequently, and by the late 1960s, many were observing an increasingly erratic behavior that some have attributed to mental illness. Monk spent the last six years of his life as a virtual recluse in Baroness Koenigswarter’s New Jersey home (she had also nurtured Charlie Parker in his final days). He died of a stroke in February 1982, and in 1993—along with “Fats” Waller—he was one of six recording artists to receive the Grammy Lifetime Achievement Award.

			Moog, Robert (b. New York City, 1934; d. Asheville, North Carolina, 2005). American engineer and inventor, most famous for developing the Moog synthesizer. In 1953, while attending Queen’s College, he began building Theremin kits in his father’s basement and soon formed the R. A. Moog Company to market them. In 1957, he began graduate work at Columbia, and while working for the Columbia-Princeton Electronic Music Center, he undertook research that led to the first keyboard synthesizer, which he demonstrated for the Audio Engineering Society in New York in 1964. A year later he received a Ph.D. in engineering physics from Cornell. By then he had formed a business relationship with popular bandleader Raymond Scott (1908–94), who was intrigued by the commercial possibilities of Moog’s work, and with keyboard interface enhancements attributed to composer Herbert Deutsch (b. 1932), the Moog Company began to market keyboard synthesizers in the late 1960s. The company changed its name to Moog Music in 1972, but poor management forced Moog to leave his own company five years later, at which time he founded Big Briar, marketing Theremins under the trade name Etherwave, and eventually a wide variety of electronic music enhancements. From 1984 to 1988, he served as vice president for the Kurzweil firm and was instrumental in developing the Kurzweil K2000. In 2002, after a long legal battle, Moog won the right to rename his Asheville-based company back to Moog Music, and in August 2006, a year after his death, the Bob Moog Memorial Foundation was formed, an educational organization designed to “converge in a future interactive museum, or Moogseum.” See http://moogfoundation.org.

			Moog synthesizer. One of the earliest electronic keyboard instruments, and by far the most popular through the 1960s and early 1970s. Developed by Robert Moog, the original models conjoined the Theremins Moog designed to a keyboard interface developed by composer Herbert Deutsch (b. 1932) and marketed by Moog’s company. Moog was the first to use the newly invented transistor to create modular components that consumed far less space than older tube-based versions that had long been used in electric organs and in his earliest Theremins. Voltage was a key factor in these early systems, and Moog designed a voltage-controlled oscillator to generate the primary signal, which could then be fed into amplifiers, filters, generators, and modulators, thereby effecting changes in pitch, volume, and timbre. Moog also developed a sequencer programmed to create repetitive patterns simply by depressing a single key. The first commercially available system was the Moog 900 series, first marketed in 1967 with enhancements credited to Wendy (then Walter) Carlos (b. 1939), a composer and engineer at the Columbia-Princeton Electronic Music Center. The first orders were shipped with a recording of Carlos demonstrating the system’s features, but Moog’s earliest customers still tended to be commercial recording and film studios, since the 900 was bulky and expensive, and the pitch accuracy was not always reliable. But a year later, when Columbia Masterworks released Carlos’s Switched-On Bach, recorded on a 900 enhanced by an eight-track tape system, it sold over 500,000 copies and won three Grammys, ensuring that “Moog” was now to become a household word. Soon its use became endemic in the commercial recording field, backing singles by artists such as Simon & Garfunkel, Diana Ross, and several songs from the Beatles’ Abbey Road album.

			In 1970, a smaller, more compact model called the “Minimoog” was released and quickly became a favorite of artists such as Jan Hammer and Keith Palmer. It contains a pair of wheels to the left of the keyboard that allow the performer to bend individual pitches. The Minimoog could be said to be the first real synthesizer that functioned as a bandstand and recording studio keyboard instrument, and scores of pop and rock musicians quickly adopted it. In 1972, it was used to record a short riff for PBS station WGBH in Boston, which is still used as background for their logo. In 1975, Moog created the Taurus model, a thirteen-note pedal board capable of generating piercing bass tones. It quickly became a favorite of groups such as Genesis, Rush, Pink Floyd, and Led Zeppelin. Moog left the company in 1977, and it declared bankruptcy in 1986. After a long legal battle, Moog was able to rename his Big Briar company to Moog Music in 1992. See appendix D.
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					One of the earliest “Minimoog” Model D three-and-a-half-octave monophonic synthesizers, built about 1970 in Williamsville, New York, currently on display at the Musical Instrument Museum, Phoenix. Courtesy Musical Instrument Museum, Phoenix.

				

			

			Moravec, Ivan (b. Prague, 1930; d. Prague, 2015). Czech pianist. Moravec’s parents were music lovers, and he grew up listening to opera. He entered the Prague Conservatory at the age of seven where he studied with Erna Grünfeld, the niece of pianist Alfred Grünfeld (1852–1924), who was one of the first pianists to record. He was highly acclaimed and won several prizes, but after he suffered a skating accident, he spent several years in extreme pain, though he later observed that his muscular difficulties caused him to rethink his physical approach to the piano, so that after World War II he emerged as a more thoughtful pianist who expended as little energy as possible. In his twenties, he undertook further training at the Prague Academy of Arts and Music with Ilona Štěpánová-Kurzová (1899–1975), the daughter of famed pianist and teacher Vilém Kurz (1872–1945), who is credited with creating a more idiomatic piano part for Dvořák’s 1876 piano concerto, a version that Kurzova premiered in 1919 and which Moravec later championed. Moravec began performing throughout Eastern Europe in 1954, and when he reached Italy he was heard by Michelangeli, who invited him to attend his master classes in Arezzo. Moravec reported that they spent much time addressing the problems of drawing fluid legato effects from the piano, though at one point he also claimed that they spent at least as much time drinking wine and chatting about music. He made a highly successful London debut in 1959, which attracted the attention of the Connoisseur Record Society, a smaller American label dedicated to promoting an elite selection of artists and repertoire and which often issued twelve-inch 45 rpm discs. He made his American debut performing the Beethoven Fourth with George Szell and the Cleveland Orchestra in Severance Hall on January 30, 1964, and they repeated the concert about three weeks later in Carnegie Hall. Some have suggested that Moravec was already beginning to assert his musical individuality and integrity, since it is known that he refused to acquiesce to Szell’s domineering ideas regarding the work’s interpretation. But whatever the cause, Ross Parmenter of the New York Times found the performance “uneven,” though there was much that he admired about the soloist. Four years later, when he made his New York recital debut by way of substituting for the ailing Bella Davidovich, he was well received by Times critic Donal Henahan, who praised his lyricism, tone quality, and musical imagination. Yet Moravec’s seeming intransigence kept him from New York stages for another ten years, and though he was well received, his recordings were far better known throughout the world than his live performances. Some have praised his 1965 Connoisseur Society recording of the complete Chopin nocturnes as the finest available, and his finesse and attention to detail are well suited to the works of Haydn, Mozart, and Beethoven. In addition, he brought an extraordinary coloring palette to composers such as Debussy and Ravel, and he often performed the music of Czech composers such as Smetana and Janáček. In recent years, he recorded for the Vox label, and a great many of his LPs have been reissued on CD. To the end of his life, Moravec retained a reputation as an intransigent individualist, and as one critic noted, “he plays where he wants, when he wants.” Till his final days, he remained a resident of his native Prague.

			Morton, Ferdinand “Jelly Roll” (b. New Orleans, 1890; d. Los Angeles, 1941). American jazz pianist, composer, and bandleader, generally recognized as one of the most important musicians in the early history of jazz. Born Ferdinand Joseph LaMothe (at times spelled “La Menthe” or “Lamotte”) to a Creole family of color living in the middle of New Orleans, he received almost no formal education as a child. There is also controversy concerning his date of birth, for although his baptismal certificate establishes the year as 1890, in a recorded interview conducted by scholar Alan Lomax in May 1938, Morton indicates that he was “about seventeen years old” in 1902 (though he later admitted that he thought an earlier birth date might help substantiate his claim that he had “invented” jazz). His father deserted the family before he was five, and his mother later married William Moulton, so in his younger days Morton was known as Ferd Moulton. As a child he studied with several mediocre teachers before receiving, by own account, more serious training from Professor William Nickerson, “a teacher at the St. Joseph University, a Catholic University . . . in the city of New Orleans.” Soon he was passing as an older teen to hear the music a few blocks away in “Storyville”—known locally as “the District”—the thirty-square-block area north of the French Quarter where it was understood that laws against prostitution were not enforced. Since most of the District’s “sporting houses” could not afford bands, and music was deemed essential to induce gentlemen patrons to buy drinks (thereby enhancing their profit margins through liquor sales), Morton later recalled that there were more jobs for pianists in New Orleans “than any other ten places in the world.” He also remembered that they were “the greatest pianists in the country,” and “they played every type of music. Everyone, no doubt, had a different style.” Like many, he soon fell under the sway of Tony Jackson (1876–1921), the most prominent of the brothel pianists, who was greatly admired for his ability to “play any song ever requested.” Popularly dubbed “the Professor,” Jackson even composed songs for floor shows, such as the well-known “Pretty Baby” (originally adorned with a set of off-color lyrics before Gus Kahn supplied the more familiar version in 1916). Years later, Morton recorded Jackson’s “Naked Dance,” which he claimed was performed when the women participated in the erotic dances that were common in all the houses.

			Although Morton’s tales may be somewhat apocryphal, it is widely reported that as a teenager he was mentored by Emma Johnson, who ran a prosperous house on Basin Street renowned for its live sex shows. He later recalled that she placed a screen between the piano and the stage since she thought he was too young to witness the lewdness, though he claimed to have cut a slit in the fabric so that he could match his piano improvisations to the pace of the participants. When he was about fifteen, he left New Orleans for a while, but returned when he was about seventeen and began working in Hilma Burt’s establishment, also on Basin Street. Like all the house pianists, he was paid in tips only, but many of the patrons tipped generously, and he remembered that “men would come into the houses and hand you a twenty . . . forty, or fifty-dollar note.” He had already altered his surname to “Morton,” and he was beginning to be known professionally as “Jelly Roll,” which at the time was bawdy slang for female genitalia. He later claimed that the jazz foxtrot he wrote titled “Jelly Roll Blues”—though not published until 1915—was actually composed about 1905, but a number of Morton’s claims with respect to dates may be specious since earlier composition dates also lent greater credibility to his standing as the “inventor” of jazz. For years, he maintained that he composed his famous jazz standard “King Porter Stomp”—a staple of Benny Goodman’s orchestra and other groups—in 1905, though he did not record it until 1923 and waited yet another year to copyright it.

			By 1908, he had left New Orleans for good, but his travels are difficult to document with precision, because he seemed to roam incessantly. He worked throughout the South with various minstrel and vaudeville troupes, and he often performed with musicians he had known in New Orleans, since they were much in demand in venues where New Orleans “authenticity” was now desired. By 1911 he was heard in New York both by James P. Johnson and Willie “the Lion” Smith before heading west to settle in Chicago. Near the end of World War I, he traveled extensively up and down the West Coast for several years, and by the early 1920s, he had returned to Chicago, where he was living when he made his first acoustic recordings for the Gennett Record Company in Richmond, Indiana. In July 1923, he joined a well-known white group, the popular New Orleans Rhythm Kings, for the first “racially mixed” jazz recording, but he also recorded six solos, including a version of “King Porter Stomp.” From his earliest discs, it can clearly be seen that Morton was a formidable pianist, with a style that infused rag elements with the Blues, as well as occasional Latin rhythms which he maintained were essential to give jazz a necessary spice and “tinge.” His Gennett recordings were so popular that he was soon approached by Victor, who asked him to form a “hot” New Orleans ensemble. With himself as pianist, he created a seven-man group called the Red Hot Peppers, mostly former New Orleans musicians then working in Chicago, and between 1926 and 1927, they made some of the most important early jazz recordings. Morton soon reached the height of his popularity, for the recordings sold so well that he was asked to relocate to New York, and with a larger version of the Peppers, he continued to record for the Victor label until 1930. This is also the period from which he is most often caricatured, because the band was now commanding as much as $1,500 a night for personal appearances, and Morton freely milked the role of flamboyant conductor. He often drove to his engagements in a shiny new Lincoln, and he conducted his musicians with a baton while wearing his trademark burgundy coat and white trousers—he claimed to own over 150 versions of the same ensemble. His legendary penchant for diamonds extended to the rings he wore on his fingers, and even to the half-carat stone he had embedded in his front tooth.

			But when the Depression arrived, Victor dropped the Red Hot Peppers from its roster, and Morton soon lost his wealth through gambling and lavish spending. By 1935, he was managing a bar in Washington, D.C., where he also played piano and where he was heard in May 1938 by Alan Lomax, then assistant in charge of the Archive of Folk Song at the Library of Congress, who asked to interview him about his Storyville days for archival purposes. Originally, Lomax envisioned a shorter interview, with Morton occasionally illustrating a few points at the piano, but the sessions expanded to more than eight hours, with Morton performing a number of piano pieces in their entirety. Although the equipment used was not of commercial quality, for decades Morton’s LC recordings have served as one of the most important archival resources for jazz scholars. With digital enhancements, the sessions were released in their entirety in 2005 as The Complete Library of Congress Recordings, a set of eight CDs, accompanied by a ninth containing performances and commentary recorded in April 1949 by musicians who had performed with Morton. The set won two Grammy Awards in 2006, one for its liner notes by Smithsonian scholar James Dapogny, who had transcribed and published a collection of Morton’s performances in 1982. One of Morton’s most impressive performances from the LC set is his composition “The Finger Breaker,” which has been championed more recently by artists such as Dick Hyman. Morton’s whirlwind recording shows his mastery of virtually every jazz and pop style of the day, and it even blends rag elements with occasional flashes of Impressionistic harmony:
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					“Jelly Roll” Morton: “The Finger Breaker,” mm 1–4, recorded in 1938. Morton’s right hand was every bit as agile as his left hand, and the pace never lets up in this virtuosic tour de force.
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					“Jelly Roll” Morton: “The Finger Breaker,” mm 85–88. As with the rag pianists who preceded and coexisted with him, Morton had no difficulty simulating a rhythm section with his left hand, even at extremely rapid tempos.

				

			

			Moscheles, Ignaz (b. Prague, 1794; d. Leipzig, 1870). Czech-born pianist and composer, whose professional activities were centered largely in London and Leipzig. Born to an affluent Czech family, he studied as a child at the Prague Conservatory under its director, Bedřich (sometimes Friedrich) Weber (1766–1842), who had known Mozart and tried to discourage his pupil’s youthful enthusiasm for Beethoven, who then was just beginning to make a name for himself in Vienna. After Moscheles’s father died in 1808, he found his way to Vienna, where he studied counterpoint with Albrechtsberger and composition with Salieri. He soon became acquainted with the leading piano virtuosos of his day, including Kalkbrenner, and he became so close to Beethoven that the composer asked him to prepare the piano-vocal score to Fidelio in 1814. Moscheles was now also on the verge of his greatest success as a touring virtuoso. While traveling with his father in August 1819, the nine-year-old Robert Schumann heard him perform at the Bohemian resort of Carlsbad, a concert that prompted him to refocus his interests from literature to music, and over fifteen years later, Schumann dedicated his Sonata no. 3 in F Minor to the pianist who had so inspired him. Moscheles had left Vienna by the early 1820s and began to enjoy substantial acclaim throughout Europe, arriving in London in 1822, where his art was so admired that he was given honorary membership in the newly formed Academy of Music (to become the Royal Academy after it was granted a royal charter in 1830), and for the rest of his life he was viewed with reverential awe by members of that institution. In 1824, the German banker Abraham Mendelssohn Bartholdy invited him to Berlin to give piano lessons to his two children, Felix and Fanny, and to provide “finishing lessons” for Felix so that, in the words of his mother, Lea, his gifts might “lead to a noble and truly great career.” Moscheles wrote in his diary, “This is a family the like of which I have never known. Felix, a boy of fifteen, is a phenomenon.” He felt immediately that he was “sitting next to a master, not a pupil.”

			A year later he settled in London, where he sought further training from the aging Clementi, confiding years later to his pupil William Mason that he greatly admired Clementi because he could “keep a crown-piece on the back of his hand while playing the most rapid scale passages.” In fact, some believe that Moscheles is most directly responsible for this modern caricature of Clementi’s teaching, which may imperfectly represent his pedagogical maxims. Moscheles’s connections with the greatest living European musicians also seemed unmatched. As the Philharmonic Society had offered Beethoven £50 for his Ninth Symphony in 1823, so four years later when the composer was very ill and near death, Moscheles acted as intermediary to persuade the society to send him funds so that he could complete a tenth symphony, though Beethoven died before this could be accomplished. In April 1829, he also arranged for the twenty-year-old Mendelssohn’s first London visit, which may be taken as the beginning of the London mania for Mendelssohn, whose early death was taken by many Englishmen as the “eclipse of music.” Moscheles was pivotal to the British adoration for Mendelssohn, and in 1840 he was appointed “pianist to Prince Albert,” a largely symbolic title, but notable for the fact that the prince was a devoted amateur musician who regarded Mendelssohn as the greatest living composer.

			Because Moscheles had always been largely dependent on teaching for his income, and Britain was not the most fertile territory for serious aspiring pianists, he seriously considered Mendelssohn’s invitation late in 1842 to join the faculty of the proposed Leipzig Conservatory. By December, Mendelssohn had drawn a list of eminent teachers, including Robert and Clara Schumann, and the conservatory opened the following April, with Moscheles joining its roster two years later after accommodations were made to allow him sufficient leave for concertizing. After Mendelssohn died in 1847, Moscheles became director of the Leipzig Conservatory, and from that point forward it became a shrine to Mendelssohn’s memory. It was no coincidence that in 1856 when the Royal Academy of Music inaugurated its Mendelssohn Scholarship, it was extended for a third year in 1858 so that its first recipient—the sixteen-year-old Arthur Sullivan—could study with Moscheles in Leipzig. Although for decades the British continued to revere Moscheles, by mid-century, many were regarding him as passé. And he clearly resisted many newer styles, for even though he admired Chopin’s technical innovations and commissioned his Trois nouvelles études for his piano method, in the words of scholar Jerome Roche, “he disliked what he saw as a showy and effeminate side to Chopin’s virtuosity.” Mason was well aware of Moscheles’s limitations and remained in Leipzig for less than a year, preferring to pursue “more advanced and modern” training with Dreyshock—who, ironically, was then teaching in Moscheles’s native Prague. Moscheles often performed his own music in his concerts, and although most of his works are for piano—including seven completed concertos—they are rarely played today.

			Moszkowski, Moritz (b. Breslau, Prussia [now Wrocław, Poland], 1854; d. Paris, 1925). German pianist and composer. His family moved to Dresden in 1869, and after some brief studies there, he entered the Berlin Conservatory in 1869, where he studied with Eduard Franck (1817–93), a pupil of Mendelssohn. While in Berlin, he also studied with Theodor Kullak (1818–82) at the Neue Akademie der Tonkunst, joining the institution as a composition professor in 1871 at Kullak’s invitation. He made his Berlin debut in 1873 and quickly established a reputation for virtuosity that was enhanced by the popularity of many of his salon compositions, such as “Serenata,” op. 15, no. 1, which immediately gained a wide following. In 1875 he joined the faculty of the Berlin Conservatory and soon became highly sought as both a piano and composition teacher. One of his composition students was the German-born conductor Frank Damrosch, while Spanish composer Joaquín Turina, later acclaimed for writing a number of colorful piano works, studied piano with him. In 1884, he married the younger sister of French composer Cécile Chaminade, and they had two children, but by the mid-1880s he had reduced his piano performances due to a neurological problem in his right arm. However, he remained immensely active as a composer, conductor, and teacher, and in 1887 he was invited to England, where he became a musical celebrity, conducting many of his orchestral pieces for the Philharmonic Society.

			By 1897, his wife had left him, and he relocated to Paris with his daughter, where he lived comfortably and continued to be sought as a teacher. The pianists who trained or coached with him included Vlado Perlemuter, Wanda Landowska, and Gaby Casadesus, and he even briefly mentored a young Josef Hofmann, though he claimed there was nothing he could teach him. However, he did inscribe his well-known E Major Concerto, op. 59, to Hofmann when it was first published in 1898. As the new century dawned, Moszkowski seemed increasingly frustrated at the newer musical styles, and he eventually refused to accept composition students, comparing composers that many admired, such as Scriabin, Schoenberg, and Debussy, to “artistic madmen.” He seemed to become increasingly despondent and reclusive, and having invested the bulk of his money in German bonds, he lost nearly everything when World War I broke out. At the war’s end, he became increasingly dependent on charity, and many of his friends and colleagues rose to his aid, such as Josef Hoffman. But one of the most remarkable gestures of charity in modern musical history occurred in New York on December 30, 1924, when eighteen noted pianists appeared at the Metropolitan Opera House to donate their services on his behalf, among them Guiomar Novaës, Myra Hess, Elly Ney, Carl Friedberg, Ossip Gabrilowitsch, Josef Lhévinne, and Harold Bauer. The evening’s events also included the auctioning of a Knabe Ampico grand piano which was sold for $22,000 and the presentation of a $5,000 check from Steinway. But sadly, about two months later, Moszkowski died from stomach cancer before the funds ever reached him. Today, most of Moszkowski’s once immensely popular salon pieces are rarely played, but a number of his virtuosic etudes have been championed by pianists of the stature of Horowitz, and more recently by artists such as Marc-André Hamelin.

			Munz, Mieczysław (b. Kraków, Poland, 1900; d. New York City, 1976). Polish-born American pianist. Munz began studying at the Kraków Conservatory at the age of nine with Jerzy Lalewicz (1877–1951), a pupil of Yesipova, and at the age of twelve he made his orchestral debut with the Tchaikovsky First. He followed Lalewicz to the Vienna Academy shortly thereafter and arrived in Berlin after the war for further study with Busoni. Somewhat remarkably, at the age of twenty he made his Berlin debut performing three concertos with the Berlin Orchestra in a single evening: the Liszt E-flat, the Brahms First, and the Franck Symphonic Variations. In November 1922 he played in New York for a crowd of admirers that included his countryman Paderewski, and the New York Tribune praised him as a “master musician” as well as a “virtuoso.” But his second program, which occurred in Aeolian Hall on December 7, merely brought politeness from the New York Times, which noted that his performance of the Brahms F Minor Sonata was “serious and dignified,” though “not ruggedly characteristic.” However, a year later, the Times’s H. C. Colles was overflowing with superlatives as he described Munz’s Carnegie Hall performance of the twenty-four Chopin preludes, where he displayed “a clean, incisive touch, rarely hard, and always ready to soften into smooth-edged resonance where the music required such softening.” Munz soon settled in the United States, and beginning in 1925 he began a teaching career in major American conservatories that brought him marked distinction. He taught for five years at the Cincinnati Conservatory, then at the Curtis Institute (on the recommendation of Josef Hofmann, who greatly admired his abilities), and after World War II, he joined the faculty of the Peabody Institute in Baltimore, where one of his most noted students was Ann Schein. Then in 1963 he joined the Juilliard faculty, where he remained until 1975 and where another of his famous students was Emanuel Ax, who once offered a tribute both simple and profound: “For me, simply no other teacher was necessary.” Today, Munz’s papers and recital programs have been preserved at IPAM.

			Museum of Fine Arts (Boston). Boston’s MFA was founded in 1870 and moved to its present building at 465 Huntington Avenue in 1909. With over 450,000 works of art, it is one of the largest museums in the United States, and it houses over 1,100 musical instruments. The keyboard collection contains over sixty-four beautifully restored organs, clavichords, harpsichords, and pianos. More specifically, the piano holdings include a 1796 Broadwood grand built for the prime minister of Spain, as well as an 1806 Broadwood grand. The museum also has a significant number of American instruments, including two square pianos built in Boston by Alpheus Babcock (1785–1842) in the 1820s before he joined the Chickering firm. The MFA’s website is beautifully illustrated and extensively annotated. See http://www.mfa.org/collections/musical-instruments.

			Musical Instrument Museum. A museum located in Phoenix, Arizona, dedicated to displaying musical instruments from all cultures. MIM was founded by Robert Ulrich, a former CEO and chairman emeritus of the Target Corporation, who conceived the idea after visiting the Musée des Instruments de Musique in Brussels, which is currently home to over seven thousand instruments, including some fascinating curiosities such as the “Double Piano with Mirrored Keyboards,” built in Paris in 1878 by the Mangeot brothers, Edouard and Alfred. In collaboration with Marc Felix, a Belgian art historian and a specialist in African and ethnic art, Ulrich projected MIM as an institution affording equal representation to the instruments and music of every country in the world. Located on a twenty-two-acre campus in northeast Phoenix, its thoroughly modern building, overseen by architect Richard Varda (who has built many Target stores), contains nearly 200,000 square feet of floor space and was opened in April 2010. At this writing, the MIM collection includes over fifteen thousand musical instruments and artifacts from over two hundred countries, about six thousand of which are on display at one time. The exhibits are designed to rest in “sound” alcoves, wireless hot spots where specific commentary relating only to that exhibit reaches visitors through headphones. The museum also features a three-hundred-seat auditorium enhanced by state-of-the-art audio and video technologies. At this writing, some of the most fascinating pianos on display at MIM include a 1790 square Broadwood, a London Érard from about 1850–55, and the “first” Steinway piano, on loan from Steinway. Often known as the “Kitchen Steinway,” the instrument was built in the kitchen of Heinrich Engelhard Steinweg in Seesen, Germany, in 1836. See http://mim.org.
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					An Érard grand built in London between 1850 and 1855, on display at the Musical Instrument Museum in Phoenix. Courtesy Musical Instrument Museum, Phoenix.
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			Naumburg International Piano Competition. One of a series of competitions sponsored by the Walter W. Naumburg Foundation and long considered one of the most prestigious piano competitions in the world. The foundation was founded in 1925 by New York philanthropist and amateur cellist Walter Naumburg, the son of a prominent family who had long sponsored open-air concerts in Central Park. The first Naumburg Piano Competition was given in 1926, and over the years its first-prize winners have included world-famous artists such as Adele Marcus (1927), Jorge Bolet (1937), Abbey Simon (1940), William Kapell (1941), Ralph Votapek (1959), and Stephen Hough (1983). In earlier years the winners received a cash award and an appearance in New York’s Town Hall, and now in addition to cash, the prize consists of two appearances in Lincoln Center’s Alice Tully Hall, a series of other engagements, and two years of free management. In its earlier days, the foundation also gave separate annual awards each year in violin, cello, and voice, but now the piano edition is held every five years, alternating with separate competitions for violin, cello, voice, and ongoing awards in the categories of chamber music and composition. See http://www.naumburg.org.

			Neuhaus, Heinrich (b. Elisavetgrad [now Kirovohrad], Ukraine, 1888; d. Moscow, 1964). Ukrainian-born Soviet pianist and teacher, generally considered the most important Soviet pedagogue of the twentieth century. His parents were both piano teachers, and he was also influenced by his uncle, Felix Blumenfeld (1863–1931), the teacher of Barere and Horowitz, and by his cousin, Karol Szymanowski. Neuhaus later took some lessons with Aleksander Michałowski (1851–1938), a pupil of Moscheles, Reinecke, and Tausig, and before the outbreak of World War I, he studied with Godowsky in Berlin. An oft-related incident concerns a 1912 Berlin concert where Neuhaus heard Arthur Rubinstein play Szymanowski’s sonata, a performance that so overwhelmed him with feelings of inadequacy that he drafted a suicide note. Convinced he could never play as well as Rubinstein—nor compose as well as his cousin—he fled to Italy where he slashed one of his wrists, and Szymanowski and Rubinstein later found him recuperating in a Florence hospital. By 1914 he had returned to Elisavetgrad to teach, later moving to Tbilisi, and then to Kiev, where he taught from 1918 to 1922, but his self-inflicted injury impeded his performance career to such an extent that he turned to teaching out of necessity. In 1922, he joined the faculty of the Moscow Conservatory, where he remained for the rest of his career, and where he made his greatest professional impact. Over the next several decades he taught many famous Soviet pianists, including Richter, Gilels, Lazar’ Berman, and his own son, Stanislav (1927–80), who also became a prominent pianist and teacher. He also taught the Romanian pianist Radu Lupu. In 1958, Neuhaus published The Art of Piano Playing, which has been reprinted several times and at this writing has been translated into sixteen languages. Though his book is often biographical, it is widely admired for the musical insights it projects, often delivered with wit and intelligence. After World War II, he made some admired recordings for Soviet labels, including a few Rachmaninoff pieces and a highly praised rendition of the Beethoven op. 78 Sonata.

			Ney, Elly (b. Düsseldorf, Germany, 1882; d. Tutzing, Germany, 1968). German pianist. Born to a musical family, Ney studied at the Cologne Conservatory, where her teachers included Isidor Seiss (1840–1905), who years earlier had been a pupil of Friedrich Wieck, the father of Clara Schumann. In 1901 she won a scholarship to work with Leschetizky in Vienna, and by then she had already become enamored with the music of Beethoven, the composer with whom she became most identified. She made her Viennese debut in 1904 while working extensively with Emil von Sauer and then returned to Cologne to assume the class of the recently deceased Seiss. But she left three years later when she began to concentrate more extensively on her concert career. She performed frequently in Leipzig with Arthur Nikisch and the Gewandhaus Orchestra, and she demonstrated a considerable rapport for chamber music after she formed a trio which included Dutch violinist (later conductor) Willem van Hoogstraten, whom she married in 1911. After World War I, she toured with Hoogstraten throughout the United States, where they enjoyed substantial success, even after they divorced in 1927. Then in the 1930s, she formed an even more successful trio that made numerous recordings, including a highly acclaimed 1937 Electrola release of Schubert’s “Trout” Quintet, for which they were joined by violist Walter Trampler. In 1932, she also collaborated with Hoogstraten conducting the Berlin State Opera Orchestra for the first recording of the Strauss Burleske, also for Electrola. But arguably, her most notable Electrola discs were the series of Beethoven sonatas she released, mirroring the highly successful Beethoven recitals she gave throughout Europe and the United States. Her reverence for the composer seemed limitless, and she frequently prefaced her programs by reading Beethoven’s famed letter to his two brothers now known as the Heiligenstadt Testament. In May 1936 she also recorded her recitation of the Testament to accompany her release of what many believe to be her greatest recording, the composer’s op. 111 Sonata. Ney’s playing was acclaimed for its absolute musical integrity, for she never seemed to subordinate expressivity to mere display. Her mastery of Beethoven’s contrapuntal lines is extraordinary, and she always seems cognizant of every musical detail. She continued performing well into her eighties, and her final recording of the op. 111, for the German Colosseum label, was done in 1968 within the last two weeks of her life. Earlier in the decade, she had begun recording a series of Beethoven LPs which was to include all thirty-two sonatas, and one disc in the series was even recorded on Beethoven’s Graf from Beethoven-Haus in Bonn. She died before the series could be completed, but today many of her recordings are available on CD.

			It seems a certainty that Elly Ney would be better remembered today had her legacy not been irrevocably tarnished by her anti-Semitism and her zealous support for the Third Reich. In 1937, at the age of fifty-five, she joined the Nazi Party, and since by then she had divorced her second husband, she was eligible to serve as an honorary counselor for the Bund Deutscher Mädel (League of German Girls), a controversial organization even within Germany. Hitler believed the league was necessary to nurture breeders, young women who gave birth—even out of wedlock if necessary—to replace fallen German soldiers, and Ney proudly wore the BDM uniform in public. She soon became known as “the Führer’s pianist,” and she announced that the proudest moment of her life was shaking Hitler’s hand when he granted her the title of “professor.” She spent the war in Salzburg teaching at the Mozarteum, and she always gave the Nazi salute in its hallways whenever she passed Beethoven’s bust. She wrote numerous, adoring letters to “mein Führer” and made it a point at all of her concerts to read excerpts from his writings from the stage, as well as letters from German soldiers, a gesture that earned her the War Merit Cross Second Class. Her repugnant anti-Semitism was long-standing, even predating the Nazi rise to power. As early as 1933, she refused to substitute for Rudolf Serkin in Hamburg because, as she told the concert promoters, to replace a Jewish pianist was for her “unbearable.” She applauded Hitler’s campaign to remove all Jews from important artistic posts and told many that she was deeply gratified when Jewish musicians were no longer permitted to perform in Germany. Although other prominent pianists—Cortot, Edwin Fischer, and Gieseking among them—were also accused of Nazi sympathies and had difficulties resuming their careers in the postwar period, none ever embraced the Reich as enthusiastically as Ney, and from all reports she remained unrepentant even in her final days, seemingly convinced that Hitler would have created a better world. After VE Day, her career was virtually shattered, and most German cities refused to allow her on their stages. Supposedly, she made a remark in 1952 to the effect that the Nazis had “betrayed” Germany, but this was insufficient to get her ban lifted by the Bonn city council, which continued to denounce her as a “pronounced National Socialist.” She spent her last years in the small (and once deeply pro-Nazi) Bavarian town of Tutzing, and in 2008, some forty years after her death, the mayor finally had her portrait removed from the Town Hall.

			Novaës, Guiomar (b. São João da Boa Vista, Brazil, 1895; d. São Paulo, Brazil, 1979). Brazilian pianist, considered by many to be one of the greatest of the twentieth century. The seventeenth of nineteen children, she began her piano studies in São Paolo at the age of seven with the Italian-born Luigi Chiafarelli (1856–1923), a former Busoni student, and Antonieta Rudge (1885–1974), a Chiafarelli student who is often considered the greatest Brazilian virtuoso of the early twentieth century. Novaës had high praise for both, and at the age of eleven she made her debut performing Gottschalk’s demanding Grande fantasie triomphale sur l’hymne national brésilien, a work she performed for the rest of her career. When she turned fourteen, the Brazilian government offered to finance her European studies for four years, and in November 1909 she arrived at the Paris Conservatoire, where her jurors included Fauré and Debussy, who especially noted her “complete power of inner concentration . . . a characteristic so rare in artists.” Though she greatly revered her teacher, Isidor Philipp, her studies got off to a shaky start when (according to some sources) he advised her that she was performing the slow movement to Beethoven’s Les Adieux Sonata much too fast. But each time she repeated it, she changed only inflections and coloring, keeping the tempo constant. Philipp quickly learned that, even at a young age, she “had a mind of her own,” though he later praised her as the greatest of his students. After only two years of study, she graduated with the highest honors, remaining in Europe to concertize until the outbreak of World War I in 1914. Although she did not cross the Atlantic again until the war’s end, she played over a dozen times in New York, making her debut in Aeolian Hall in November 1915 with a substantial program that included the Bach-Busoni chaconne and the Schumann Carnaval—a work she made into a signature piece. The New York Times was immensely complimentary, praising her “richly colored tone” and her “poetic and deeply musical feeling,” and by the war’s end, she had become so popular that New Yorkers were enduring long lines to gain admission to her concerts.

			In 1922, she married Octávio Pinto (1890–1950), a former Chiafarelli student who worked in São Paulo as an architect and city planner. They soon had two children, Anna Maria and Luiz Octávio, and when the youngsters played in the family garden, Pinto often improvised at the piano to mimic their movements. Novaës encouraged him to transcribe his improvisations into what became a suite of five pieces, and in 1932 Schirmer published them as Scenas Infantis (Memories of Childhood), a charming set that she later recorded. Novaës made her earliest recordings in 1919 for Victor, setting down many of her encores, and some, such as her 1923 renditions of Liszt’s Waldesrauschen and Gnomenreigen Etudes, are striking in their virtuosity, displaying intense coloring palettes that are often well captured by the acoustic technology of the day. She remained with the label through 1927 but did not record again until she signed with American Columbia some thirteen years later, recording several miniatures in March 1940 and again in July 1941. Though she recorded nothing for the duration of the war, she returned to New York in November 1946 to record Pinto’s Scenas, as well as numerous pieces by Villa-Lobos (including her own arrangements of nine of his children’s songs), renditions considered extraordinary for their subtlety and charm. Her final Columbia disc, from February 1947, contained a work by Mompou and the difficult Guarnieri Toccata (which had been dedicated to her), but she made no further recordings until she signed with Vox in 1949. Undoubtedly, her best-known discs are the twenty-five LPs she made for the Vox label, which include the complete Chopin etudes and nocturnes, as well as her highly praised collaborations with Klemperer in the Schumann Concerto and the Beethoven Fourth. Although she could beguile with the power of her virtuosity, her admirers were also enchanted by an imagination and subtlety that never seemed to subordinate emotional warmth to mere physical dexterity. During her prime, she was universally acknowledged as Brazil’s greatest pianist, and although she did not teach, many Brazilian pianists from the next generation, including Nelson Freire and Caio Pagano, acknowledged her as immensely influential on their own art.

			Nyiregyházi, Erwin (b. Budapest, 1903; d. Los Angeles, 1987). Hungarian-born American pianist, considered by many to be one of the greatest prodigies of the twentieth century—while also one of the most controversial interpreters. Although the earliest accounts of Nyiregyházi’s genius stem from his father, a trained singer who worked in the Royal Opera House in Budapest, they seem to be substantiated by outside observers who also studied him. For example, it seems certain that at the age of seven, he could identify any pitch within a tone cluster played on the piano, a talent also attributed to the young Mozart. In fact, the German-trained Hungarian psychologist Géza Révész, who was then professor of experimental psychology at the University of Budapest, was so impressed that, writing in a professional journal in 1911, he repeatedly likened the eight-year-old Nyiregyházi to the youthful Mozart. In 1916, his article was expanded into a book and published in Leipzig as Erwin Nyiregyházy: Psychologische Analyse eines musikalisch hervorragenden Kindes, appearing in English translation in 1925 as The Psychology of a Musical Prodigy. It was widely acclaimed as an important study, and by this point in time, most observers agreed that Nyiregyházi was the greatest prodigy since Josef Hofmann. Though his parents provided him with excellent formal training, Nyiregyházi later claimed that they were also abusive. While they seemed all too willing to capitalize on any fame he may have engendered, he was repulsed by their “coarse, boorish manners” and constantly strove to escape an environment that grew even worse after his father died. He was then twelve, and fortunately, sensing his talent, Dohnányi, then in Berlin, offered to teach him for free, and Frederic Lamond continued in his place after Dohnányi returned to Budapest the following year. Nyiregyházi later acknowledged the stature of both men, but he claimed that their advice often made little impression on him, since even then he had unshakable convictions about how he wished the music to sound, especially the works of Liszt, who had already become his musical idol—despite the composer’s unpopularity among Berlin’s musical partisans.

			After the war ended, Nyiregyházi, though still a teenager, embarked on a concert career. He played in Carnegie Hall for the first time in 1920 and enjoyed such popularity that he became a welcome fixture on New York stages for the next several years. To be sure, he was often criticized for what many perceived as an erratic, even eccentric manner, but nearly all critics recognized his extraordinary talent. Without fail, all who heard him were astounded by his massive fortissimo sounds, which, though louder than they had experienced from any other pianist, never seemed to be harsh. When he performed in Aeolian Hall in January 1927, the New York Times observed that “he drew tremendous sonorities from the instrument. His fortissimi in . . . Liszt’s ‘St. Francis Walking on the Waves’ would have filled the largest auditorium with reverberations.” But by this point in time, Nyiregyházi’s formal concert career was winding down because he had unsuccessfully sued his manager who seemed insistent that he play for singers, although that was a typical managerial response to wider problems, and Nyiregyházi’s belligerence only aggravated the situation. There were also clashes over repertoire and especially over a series of rolls he made for Ampico which he felt coerced to approve, and his legal aggressiveness eventually made him persona non grata with New York’s musical establishment. By the decade’s end, his concerts had largely dried up, and the pianist was living from hand to mouth, even sleeping on New York subways before relocating to Los Angeles in 1928, where he lived in a series of skid-row hotels. He began working for the music department at United Artists and soon developed friendships with numerous Hollywood personalities, including his countryman Bela Lugosi, who took him in for a time. He had affairs with countless women—including the actress Gloria Swanson—though over the next half century, his amorous activities seemed but a backdrop to his ten marriages. Although he no longer owned a piano, and in fact seldom encountered one, his pattern was to give a concert whenever he needed money, at times for a tiny contingent of admirers who remembered his talents. In December 1935, he played a program at the Pacific Palisades home of Rolf Hoffmann, a German professor at UCLA, and the guests included Hoffmann’s friend Arnold Schoenberg, who had recently relocated to California. Schoenberg wrote to his friend Otto Klemperer, “The sound he brings out of the piano is unheard of, or at least I have never heard anything like it. . . . One never senses that it is difficult, that it is technique—no, it is simply a power of the will, capable of soaring over all imaginable difficulties in the realization of an idea.”

			But by the early 1970s scarcely anyone remembered Nyiregyházi, now living in yet another run-down Los Angeles hotel with his ninth wife, who was ten years his senior and dying of cancer. She was desperately in need of medical treatments which neither of them could afford, and friends convinced him to give a concert in the sanctuary of San Francisco’s Old First Presbyterian Church, famed for its superb acoustics. The concert, on the afternoon of May 6, 1973, touched off a remarkable series of events, because while it was in progress, piano aficionado Terry McNeill, then an associate of the International Piano Library (now IPAM), could not resist entering the church and managed to capture the program on a cassette recorder. He then sent the tape to Gregor Benko, the co-founder of the IPL and then the organization’s director in New York. Benko was astounded at what he heard, and in his words, “I thought of Nyiregyházi as an archaeologist would have thought if he found a living pharaoh when opening an ancient tomb. My goal was to make recordings for posterity, and that I did do.” In New York, Benko helped him obtain the use of a new Baldwin SD10, and in September 1974 he scheduled a recording session that included shorter Liszt works such the B Minor Ballade for its A side, while McNeill’s recording of the two Liszt St. Francis Legends from the San Francisco recital served as its B side. These were released on the IPL label (later licensed by Desmar in the United States and Tel Dec in Germany), and the overwhelmingly positive review in the New York Times caught the attention of Richard Kapp of the Ford Foundation, who then contacted Benko. Kapp laid further plans, and in 1978 a series of additional sessions were scheduled. By now, Nyiregyházi had become a sensation and the subject of television documentaries both for NBC and the CBC. Although plans to lure the artist back to the New York concert stage were unsuccessful, subsequent discs were released which included less-played works of Liszt (Nyiregyházi had often preferred to play less familiar repertoire because he was deeply insecure about being compared to other pianists) and other Romantic composers.

			Critical reactions to Nyiregyházi’s recordings varied, but some negative assessments were inevitable given his refusal to modify any of his long-standing habits. For example, he never practiced, and for most of his life he had not owned a piano. Although his preparation for his recording sessions could be intense, most of it appeared to be mental. He tended to rely exclusively on his virtually photographic memory even to play massive works such as Liszt’s paraphrases on Lohengrin and Rienzi. By the standards of most, he also drank excessively, preferring to sit in his hotel room sipping bourbon throughout the day, and he admitted that at times he arrived at sessions less than sober. Not surprisingly, many of his recordings are strewn with wrong notes and misremembered passages, and his approach was so willful that he even recomposed sections of others’ works when he was so moved, often unapologetically repeating a passage if he felt inspired. But what also emerged in the hours of studio performances, and a handful of live taped recitals, is a freakishly extraordinary talent. Though he appeared virtually immobile at the instrument, he produced pianissimos so minute they could barely be detected by the microphones, while a moment later he could create a monstrous fortissimo beyond what any of his listeners had ever encountered, but without even a tinge of harshness. In addition, he produced exquisite cantabile sounds, often gracing a rubato that seemed totally unbounded by conventional strictures of timing. It may have been these best moments that prompted Harold Schonberg of the New York Times to remark in 1978, “Probably the only pianist of the past who played as Mr. Nyiregyházi does was Anton Rubinstein.” In 2015, Benko observed, “Nyiregyházi’s recordings remain controversial, and his playing continues to have the power to anger and even disgust some hearers, while many others find it spellbinding in a unique way.”

		

	
		
			O

			Oborin, Lev (b. Moscow, 1907; d. Moscow, 1974). Soviet pianist and teacher. At the age of seven, he began studies with Elena Gnessin (1864–1967), one of the founders of the Gnessin State Musical College and a pupil of Busoni. At fourteen, he entered the Moscow Conservatory, where he studied with Konstantin Igumnov (1873–1948), a pupil of Zverev and Siloti, and he graduated five years later. With Igumnov’s encouragement, he entered and won the first Chopin Competition, held in Warsaw in 1927. Though he gave some concerts shortly thereafter in Poland and Germany, his performances were largely confined to the Soviet Union until the end of World War II. Ten years earlier in 1935, he had begun to work regularly with Soviet violinist David Oistrakh, and their lifelong collaboration enabled them eventually to partner for tours outside the USSR. At times they were also joined by cellist Sviatoslav Knushevitsky to perform piano trio literature. In 1937, Aram Khachaturian, also a pupil of Elena Gnessin, dedicated his piano concerto to Oborin, who premiered it that July in Moscow, a performance which Khachaturian said was “a dream come true.” Oborin joined the faculty of the Moscow Conservatory in 1928 and became a full professor in 1935, remaining there until his death. He trained many prominent Soviet pianists, including Vladimir Ashkenazy and Boris Berman.

			Ogdon, John (b. Mansfield Woodhouse, Nottinghamshire, England, 1937; d. London, 1989). English pianist and composer. At the age of eight, he won a scholarship to the Royal Manchester College of Music, where his piano teacher was Claude Biggs, a pupil of Egon Petri, though Ogdon also studied more briefly with the Russian-born Iso Elinson (1907–64), a pupil of Felix Blumenfeld (who also taught Horowitz). His composition teacher was Richard Hall, and—despite their nine-year age difference—he soon befriended fellow student and composer Ronald Stevenson (1928–2015) when he heard him practicing the Busoni Concerto, a work Ogdon later did much to publicize. He also demonstrated a penchant for newer musical styles early on and a few years later joined with several RMCM composition students, including Harrison Birtwistle and Peter Maxwell Davies, to form New Music Manchester, an organization that played a decisive role in bringing serialism and other modernistic elements to British composition. After he graduated, a scholarship from the RMCM allowed him to study in Switzerland for six weeks with Petri, with whom he coached the Busoni Concerto and who described him as “a pianistic genius.” He then returned to teach at the RMCM while also studying with Gordon Green, another Petri student who later taught Stephen Hough. Ogdon also worked for over a year with Denis Matthews and coached briefly with Matthews’s close friend Dame Myra Hess, as well as Ilona Kabós. In 1958, he made his London debut performing the Busoni Concerto at the Proms, and in September 1959, he made his Wigmore Hall debut to high acclaim, though the Times noted that his performance of the Brahms Handel Variations “must have beaten all existing speed records.” Similar observations followed Ogdon for much of his career. A large man, he seemed a titanic figure at the piano with a colossal command of the keyboard and the ability to digest enormous quantities of music with no apparent effort—in fact it was reported that he once gave a satisfactory account of the Boulez Second Sonata at sight. But he also had a remarkable degree of control over the keys, with an immense dynamic range and a vast coloring palette that served him well in composers such as Debussy and Ravel. His most ardent admirers also maintain that he had the ability to penetrate into the soul of a composer, and when he was at his best, a sizeable number of pianists found his performances transformative.

			In 1962, Ogdon’s international career was launched in Moscow when he shared first prize in the International Tchaikovsky Competition with Vladimir Ashkenazy. Over the next decade, he quickly became the most prominent pianist in Britain, and his fame soon spread throughout the world. But while his ability to absorb new scores quickly placed him much in demand, many felt that he was being seriously overworked. In the wake of his Tchaikovsky victory in June 1962, he played sixteen concerts throughout the Soviet Union within a three-week span, and a few days later he returned to England to perform Messiaen’s demanding Vingt regards sur l’enfant Jésus at the Cheltenham Festival. Later that year, in the midst of a grueling concert schedule, he was given a very short time to learn Michael Tippett’s difficult concerto for a BBC broadcast, a work he soon recorded with Colin Davis. In January 1964, the impresario Sol Hurok was eager to manage his first American tour, though he nearly backed away when he discovered that Ogdon did not have a “marketable” personality. His single-minded obsession with his art often seemed to preclude his participation in normal conversation, and many commented on how uncomfortable they felt with his one-word responses and even occasional grunts. Nonetheless, those who knew him well found him warm and unpretentious, and his wife, the pianist Brenda Lucas, whom he married in 1960, often piloted their interactions in social situations. But he still clashed with managers on both sides of the Atlantic who tried to dissuade him from programming less-familiar repertoire, and though he often complied, he remained steadfast in his determination. For example, in June 1967 he recorded the Busoni Concerto with Daniell Revenaugh and the Royal Philharmonic for EMI, a recording occupying three sides of a two-LP set that is still considered iconic by many.

			By the mid-1960s, Ogdon was displaying behavioral changes that some put down to stress from unrelenting work, including his incessant smoking and heavy drinking. But in the spring of 1968, when he returned from a tour of New Zealand, Brenda noticed such disturbing mood swings that at times she felt threatened, and on one occasion he even clenched his fists at her and threw a porcelain figure against the wall. Nonetheless, over the next five years, he made some remarkable recordings, including his own piano concerto for EMI in 1970 (one of over two hundred compositions he left at the time of his death), as well as the complete Scriabin sonatas in 1972 for EMI and the Alkan concerto for solo piano in 1973 for RCA. But the brilliance was punctuated with disturbing episodes, as when he threw a cup of coffee at a BBC executive without warning. In addition, he often appeared disoriented, and his daughter Annabel remembered some “very scary” outbursts in their home over relatively trivial matters. A turning point occurred in January 1971 when he was staying on the sixteenth floor of a San Antonio hotel and began to hallucinate, claiming he heard voices that called him out on the window ledge. He was quickly spotted from the street and taken by police to a psychiatric ward, at which time his manager intervened and had him flown back to London. Over the next several years, these episodes became more dramatic—and at times violent—and in December 1973 he was given electroconvulsive therapy, which tended to mute his personality to the point that close friends feared he had lost interest in his music. Twice he seriously overdosed on medications, and in April 1975 he even slit his neck on both sides, narrowly missing his throat, though fortunately Brenda was at home and able to summon emergency help. Through this period the effects of his mental deterioration were beginning to affect his playing, but his underlying condition remained concealed from the public, since he also managed to give some remarkable performances. For example, in July 1974, he performed Max Reger’s demanding and rarely played concerto with the Berlin Philharmonic, which Rudolf Serkin (who had made one of the few recordings of the Reger) praised as the finest he had ever heard. But there were practical difficulties as well, since John willingly acquiesced to Brenda’s lavish spending, and their opulent lifestyle was beginning to catch up with them. His doctors, who encouraged him to cut back on his rigorous concert schedule, at times cited his wife’s determination to keep the money flowing as a negative influence.

			By 1976, the Ogdons were nearly destitute and were forced to put their five-story London townhouse on the market, so Ogdon accepted a professorship at Indiana University. Perhaps surprisingly, he took to the job well and showed genuine concern for his students, many of whom adored him. But he refused to curtail his heavy concert schedule, which re-aggravated the stresses that had contributed to his earlier breakdowns. By 1978 he was officially diagnosed as bipolar, and lithium had been added to his drug regimen, but the side effects of so many powerful medications often impaired his neural responses and made him severely disoriented. A year later, his playing became so erratic that he was dropped by both his American and British managers, and the university terminated his contract when it became apparent that his illness was inhibiting his ability to do his job effectively. In the spring of 1980 his creditors even repossessed his Hamburg Steinway, and the Ogdons soon separated. By fall, John was living in a high-end London bed-and-breakfast, but in January 1981 he smashed his hand through one of its windows and was taken to Maudsley Hospital in south London, where he had been intermittently confined in the 1970s. He remained at the Maudsley for just over two months, and although the facility had only a battered Blüthner grand in its gym, his new agent engaged him to play at Queen Elizabeth Hall on February 5, a concert soon being heralded as his “comeback.” Perhaps even more remarkably, the recital was extremely well received, and before he returned to the hospital that evening he was interviewed on BBC Television, where he spoke candidly about his illness. His condition was made even more public later that year when Brenda published Virtuoso, her biographical account of their life together written in cooperation with Michael Kerr, though some criticized her for attempting to profit from John’s difficulties and even alleged that she wrote it solely for the purpose of rehabilitating his lucrative concert career. That May, his manager petitioned to make him a patient of the court, and an official solicitor was appointed to oversee his financial and legal affairs, a situation that remained in force until his death. Nonetheless, he continued to perform, and his 1983 return to the Proms with the Liszt E-flat Concerto (his first appearance there in eleven years) was warmly applauded. But he refused to temper his repertoire, and performances of extraordinarily difficult works such as the Beethoven “Hammerklavier” or the Liszt Transcendental Etudes were not always so well received.

			Early in 1984 he was reunited with Brenda, but their relationship was still strained, and as their financial situation worsened, the philanthropist John Paul Getty Jr. offered to buy John a piano, as well as two contiguous flats in London’s fashionable Harcourt Terrace so that the couple could live close by but in separate lodgings. The two of them also made some two-piano recordings during this period, engagements that Brenda aggressively pursued since she was permitted to receive the fees directly. In the summer of 1985, Ogdon completed the second of three recording sessions for a work he had long admired, Kaikhosru Sorabji’s massive Opus Clavicembalisticum, a solo composition composed between 1929 and 1930 which lasts for nearly five hours. Many of his admirers believe that his performance of the entire work at Queen Elizabeth Hall in July 1988 stands as one of his finest concerts, made all the more remarkable by the fact that he was in such physical and mental decline. His final recital, given in the same hall on July 23, 1989, as part of a Romantic music festival, featured an enormous program, including such virtuosic monuments as the Balakirev Islamey, both books of the Brahms Paganini Variations, and the Liszt Dante Sonata. The reception was overwhelmingly positive, with one critic describing the performance as a “cosmic display of Romantic virtuosity.” A few days after the concert, he fell ill with what began as a chest infection but soon spread to other parts of his body, leading to septicemia. Since he had also been suffering from undiagnosed diabetes, his blood sugar rose to such high levels that he lapsed into a diabetic coma, and he died on the morning of August 1 at the age of fifty-two, nine days after his final performance. Today, Ogdon’s story captures the imaginations of so many pianists, and the public at large, that it serves as a repeated source of fascination, most recently spurred on by a highly detailed biography and several television documentaries. Brenda Ogdon’s book Virtuoso was also turned into a BBC film starring Alfred Molina and Alison Steadman, which aired in Britain on February 12, 1989, but to date it has not been widely distributed.

			Ohlsson, Garrick (b. Bronxville, New York, 1948). American pianist. Although he was picking tunes out at the piano by the age of three, he did not begin formal study until he was eight, when he entered the Westchester Conservatory of Music in White Plains, New York, as a student of Tom Lishman. Lishman in turn had studied in Europe with Frida Van Dieren (1879–1964), once a favored student of Busoni. (Her brother, cellist and conductor Hans Kindler, is credited with founding the Washington National Symphony in 1931.) At the age of eleven, while visiting his father’s family in Sweden, the young Ohlsson also played for Van Dieren, who was highly complimentary, and two years later he auditioned for Sascha Gorodnitzki (1904–86), a pupil of Josef and Rosina Lhévinne, who was then also teaching at Juilliard. Ohlsson remained with Gorodnitzki at the school’s Preparatory Division until he was eighteen, when he won the Busoni Prize. He then returned to the Juilliard University Division, and he also pursued additional studies with Claudio Arrau and the Romanian-born Irma Wolpe (1902–84), who years earlier had been a pupil of Cortot. He also studied with Olga Barabini, an Arrau pupil who taught privately in New York, and after he became the first (and to date the only) American to win the International Chopin Competition in Warsaw in 1970, he often praised Barabini for preparing him for the event, which immediately brought him international fame. At 6'4", and with a hand that spans a twelfth, Ohlsson cuts an imposing figure on the stage, and by the time he was fifteen, he was already playing major compositions such as the Rachmaninoff Third Concerto and the Liszt Sonata. Throughout his career he has maintained a reputation as an unexcelled interpreter of large virtuosic works, though his immense repertoire also includes less-known contemporary works, and he has been repeatedly acclaimed for the delicacy and finesse he brings to pianistic miniatures. He has also been praised for his ability to alter the piano’s timbre, which has made him especially effective as a colorist in Impressionistic works and in the music of Scriabin, a composer he often revisits. In addition, he is widely acclaimed as a Mozart player and has been repeatedly welcomed to the Mostly Mozart series at New York’s Lincoln Center.

			A number of Ohlsson’s recordings have been issued on smaller independent labels, such as his sixteen-CD set of the complete works of Chopin on Arabesque, which he began in 1989 and completed in 2000 (the discs have subsequently been reissued on Hyperion’s Helios label). He has recorded all thirty-two Beethoven sonatas for the independent Bridge label, and in 2008, volume 3 in this series was awarded a Grammy. Despite the fact that many regard Ohlsson as America’s leading pianist, he has shown himself as willing to take risks and avoid the commonplace. For example, in January 2003, he launched a series of three recitals at New York’s Tully Hall devoted entirely to Busoni’s solo works, and he has also frequently performed the composer’s mammoth concerto, which he recorded in 1989 with Christoph Dohnányi and the Cleveland Orchestra on the Telarc label. When he appeared with the Washington National Symphony in November 2014, he even played the work without score, a feat that few pianists have matched. Ohlsson has also premiered a number of newer works, and in 2012 he released Close Encounters on the Bridge label, a disc devoted to less-performed contemporary composers such as Stefan Wolpe and William Hibbard and which includes the fiendishly difficult Triptych by Louis Weingarden, a twenty-minute piece that he premiered at the Metropolitan Museum of Art in 1969. In January 2005 he also collaborated with conductor James Conlon and the New World Symphony to perform Viktor Ullman’s rarely performed concerto in Miami Beach at a festival dedicated to the music of composers who perished in the Holocaust. In recent years, he has made a number of highly acclaimed discs for Hyperion, including a 2013 release devoted to the major piano works of American composer Charles Griffes and a 2015 disc containing the complete solo piano Poèmes of Scriabin, a recording praised by the BBC Music Magazine for its “remarkable facility,” “miraculous control of dynamics,” and “immense reserves of power.” For a number of years, Ohlsson has made his home in San Francisco.

			Oppens, Ursula (b. New York City, 1944). American pianist and teacher. Her parents, Kurt (1910–98) and Edith Oppens (1910–2004) were highly educated musicians who met in Vienna (where Edith studied with Anton Webern) and later earned doctorates in musicology at the University of Prague. But in 1938 they were forced to flee the Nazis, and they settled in New York, where Kurt worked as a piano tuner and Edith taught, serving for many years on the faculty of the Mannes College of Music. They were intimate with many of the well-known European musicians of their day (Kurt even tuned Bartók’s piano after he arrived in New York), and Ursula once remarked that in her home, Webern, Schoenberg, and Bartók were “taken for granted, part of the same canon as Beethoven.” In 1951, Kurt answered an ad for a piano tuner at the newly established Aspen Music Festival, and Aspen became the family’s summer home for over four decades. From 1957 to 1995, he also served as annotator for their concert programs, and his notes were so highly prized that patrons frequently tore them from their booklets as keepsakes. Ursula’s first teacher was her mother, who was very strict, and at fifteen she began working with Leonard Shure at Mannes, who was also highly demanding. But her parents still permitted her a good deal of flexibility, and she entered Radcliffe in 1961 as an English major, though she had no formal piano instruction over the next four years. Then in 1965 she entered the Juilliard master’s program, where she was accepted by Rosina Lhévinne, and in 1969 she won the Busoni Prize. But she chose a different path than most pianists of her generation, and today she is most acclaimed for her commitment to contemporary music.

			In 1971 she became a founding member of Speculum Musicae, an ensemble that worked to promote the works of many living composers, and two years after she won the Avery Fisher Prize in 1976, she chose Elliott Carter’s demanding piano concerto for her first appearance with the New York Philharmonic, a work scarcely known for its crowd-pleasing appeal. Oppens maintained an especially close relationship with Carter until his death in 2012, often performing his difficult piano sonata (1946), and in England in 1980—just two weeks after he completed it—she gave the premiere of Night Fantasies. This was Carter’s first solo piano composition in nearly thirty-five years, and a work she co-commissioned with three other pianists, including Charles Rosen. In 2008, in honor of Carter’s one-hundredth birthday, she also released Oppens Plays Carter on the Cedille label, a disc that contains all of his solo works and which was granted “Best of the Year” status by the New York Times. Other composers who have written works for Oppens include William Bolcom, John Corigliano, Conlon Nancarrow, and especially Frederic Rzewski (b. 1938), whose massive The People United Will Never Be Defeated! is dedicated to her and which she premiered at the Kennedy Center in Washington, D.C., in 1976. Four of her recordings have received Grammy nominations, and in addition to discs featuring contemporary works by composers such as Ligeti and Lutoslawski, she recorded a Beethoven disc for Music & Arts in 1992 which includes the “Hammerklavier” Sonata. For decades Oppens has also been a committed teacher, having been appointed as Distinguished Professor of Music at Northwestern University in 1994. She left that position in 2008 to become Distinguished Professor of Music at the Conservatory of Music at Brooklyn College and the CUNY Graduate Center in New York, a position that, at this writing, she still holds.

			Ortmann, Otto (b. Baltimore, Maryland, 1889; d. Baltimore, 1979). American pianist, teacher, and pedagogical theoretician. He trained at the Peabody Institute, where his important teachers included the German-born Max Landow (1877–1960), a student of Karl Klindworth (who had studied with Liszt), and the Australian-born George Frederick Boyle (1886–1948), one of Busoni’s most devoted pupils. It was on Busoni’s recommendation that Boyle came to Baltimore in 1910, where at the age of twenty-four he succeeded Ernest Hutcheson (also Australian born) as head of the piano department, remaining until 1924 when he left for Philadelphia to join the faculty of the newly established Curtis Institute. Ortmann graduated from Peabody in 1917 with a degree in composition and later taught there, assuming the school’s directorship in 1928. Three years earlier in 1925, working in collaboration with researchers at Johns Hopkins University in Baltimore, he founded what he termed the “Psychological Laboratory” at Peabody, a facility which, in his words, was devoted to “scientific investigation of musical talent, instrumental and vocal problems and their effects on music pedagogy.” Peabody issued a number of papers detailing the results of Ortmann’s findings, and in 1925 he also published his first important book, The Physical Basis of Piano Touch and Tone, a work with an arguably misleading title, since it is centered almost exclusively on the physical properties of the piano rather than on the “bodily movements” employed by pianists. In his words, “The nature of these bodily movements, their variability and usefulness . . . do not concern us here. We have to investigate only their effect upon the action, and through this, upon the sound-complex of the piano.” But although Ortmann insists his book is aimed at serious musicians rather than scientists, its highly technical language often stretched the capacities of general readers. For example, the formulation below appears as early as page 6:

			
				
					[image: ]
				

			

			
				
					Formula reproduced from p. 6 of The Physical Basis of Piano Touch and Tone by Otto Ortmann (1925), offered with the explanatory caption: “If l be a length of vibrating string, r the radius of the string, d its density, P the stretching weight or tension, and n the number of vibrations per second, it is known that [the above formula follows] in which π is the ratio (3.14159) of the circumference of the diameter.”

				

			

			To be sure, a great deal of what Ortmann offered about the instrument’s nature was scientifically valid, as for example when he conducted experiments to gauge the relationship between the speed of a piano key and volume. He vibrated a tuning fork of known frequency in proximity to a smoked microscope slide and traced the outline of its wave pattern. Then he attached the same slide to the side of the corresponding piano key and moved it at various speeds to produce tone, creating a series of sine curves, each of which he traced for purposes of comparison. By comparing wave amplitudes he then established that volume was entirely a function of key speed, or as he states it: “The faster the key is depressed, the louder is the resulting tone.” He also established that tone could be initiated by weight, rather than muscular action, by placing metal cups on the keys and filling them with various amounts of “small shot.” Although he was not the first to conduct such experiments, since Matthay had undertaken similar investigations decades earlier as a prelude to his first published work, The Act of Touch (1903), Ortmann’s data still provide much useful information. For example, he compared two grand pianos which he believed to be “good representatives of the normal conservatory or student’s piano” and demonstrated that different weights were required to depress keys depending on the tonal range represented, or in other words, on the size of the hammers. And he established that a minimal weight was required to create a ppp tone—usually at least 50 grams (1.76 ounces).

			But his most controversial conclusion is announced near the book’s beginning, for he believed that tone “quality” as such could only be imbued by the instrument’s manufacturer—or in other words, an artist may alter the quantity, but not the quality, of a piano’s tone. Despite the fact that this seemed to negate the beliefs of nearly every pianist from Liszt onward (and most audiences), Ortmann seemed convinced that the proposition is virtually self-evident, and in fact he deigned to emphasize it only because of the endemic “reluctance with which musicians, both professional and amateur, accept the limitation of all tone-color on the piano to key-speed and duration.” Almost immediately (and in the years following) Ortmann’s methodology was called into question, not only because the technology of his day was demonstrably limited in measuring such differences but because he also experimented with unidentified pianists (though he insists they were of “professional” caliber), and no known recordings were made of their performances—an approach that also brought the findings of his next book into question.

			Ortmann’s most influential work in the field of piano pedagogy is The Physiological Mechanics of Piano Technique, which first appeared in 1929 and reemerged as a paperback in 1962. Years later, he recalled that before World War I, he had been exposed to a number of pedagogical approaches then popular, including the so-called Leschetizky Method, and that one of the most puzzling concepts perpetuated by his teachers was “weight technique.” He remembered that “it was probably the limitation of this approach and the divergence of opinion, among teachers themselves, as to details of technique which led me to an experimental approach to the problem” (taken from a 1967 letter from Ortmann to scholar Reginald Gerig, reprinted in Gerig’s Famous Pianists and Their Technique, 1974). The concepts of weight and relaxation as advocated by Deppe, Breithaupt, and Matthay are repeatedly placed under attack in his lengthy volume, which is peppered with plates from Gray’s Anatomy. Although many teachers had frequently invoked the term “muscular relaxation” as axiomatic to effective performance, Ortmann believed he had proven—with the help of a specially constructed mechanical arm—the fallaciousness of such a concept. Instead, he introduced the countervailing term “muscular fixation” into the pianist’s vocabulary, a quality that he claimed was inevitably linked to all muscular actions but which was undetectable through the performer’s sensory experience: “The direct dependence of force at the finger-tip upon the rigidity of the joints of finger, hand, and arm is then clearly seen. . . . Such facts have become so well-known in mechanics that their re-statement here becomes a truism; yet their absence in the doctrine of relaxation in piano-playing shows clearly that they have escaped detection. . . . The fixation itself, following a fundamental law of sensation and perception, is not present to consciousness.” He further maintained that fixation was not simply desirable but essential, especially in forte playing, a finding he verified by again working with unidentified pianists. Since his participants were unsuccessful at achieving maximum sound with a relaxed condition, he concluded that stiffness was essential to reach greater volumes of tone: “In all loud chordal work, therefore, the arm is fixed as, or immediately before the tone is produced. This rigidity is essential from a mechanical standpoint in order to obtain the desired tonal intensity.”

			Another frequently voiced criticism of Ortmann’s work is that his laboratory findings do not always seem to translate well to the practice room, for by his own admission, his participants often seemed unaware that they were utilizing the “correct” methodology: “As soon as the player felt that he had produced a true fortissimo the recording lever showed stiffness of the wrist, although the immediate subsequent relaxation frequently deceived the player.” And precisely what principles could be taken away from his discoveries to assist daily practice was even less clear: “In order . . . to exercise the muscles used in the actual movement, we should, from the beginning, have to practice each passage at the tempo, intensity, and pitch of what it is finally to be played. The practical impossibility of doing this does not invalidate the statement.”

			Today Ortmann’s legacy rests almost exclusively with his two major works, because he was not an acclaimed performer, and he did not have any prominent students by which to gauge the effectiveness of his teaching. Nonetheless, in the ensuing decades, many regarded his work as the voice of science, and he set the tone for a number of subsequent theorists who adopted the “fixation” ideal, including the Chicago-based pianist and teacher Arnold Schultz (1903–72), whose 1936 book The Riddle of the Pianist’s Finger seemed sympathetic to Ortmann’s views. Though few serious pianists today are knowledgeable about Ortmann’s highly detailed experiments, his findings are rarely challenged in print, and some knowledgeable authorities have even given him a blanket endorsement. In 1963, William S. Newman, then a prominent piano professor at the University of North Carolina, wrote that only Ortmann and Schultz possessed “enough understanding of allied sciences like acoustics and anatomy to permit of scientific conclusions.” In the same year, Harold Schonberg praised his work in The Great Pianists: “Most modern theorists ridicule the ideas of Matthay, Breithaupt, and the other nineteenth-century weight-and-relaxation specialists. In the 1920s, Otto Ortmann cast the stern eye of science (backed by dispassionate laboratory readings) on the subject, and demonstrated that it is physically impossible to play even a moderately rapid scale without a tightening, in one degree or another, of wrist, elbow, even shoulder.”

		

	
		
			P

			Pabst, Pavel [Paul] (b. Königsberg, Germany, 1854; d. Moscow, 1897). German-born Russian pianist, composer, and teacher. His first teacher was his father, the conductor August Pabst, and he later trained in Vienna with Anton Door (1833–1919), a pupil of Czerny, and more briefly with Liszt in Weimar. Anton Rubinstein was so impressed when he heard Pabst play that he recommended him to his brother, Nicolas, who invited him to teach at the newly established Moscow Conservatory in 1878, and Pabst remained associated with that institution for the rest of his life. Tchaikovsky was especially attracted to his playing, terming him “a pianist of divine elegance,” and he later chose Pabst to edit many of his solo works for publication. Pabst taught many noted Russian pianists at the conservatory, including Nicolai Medtner, and although he did not teach Rachmaninoff, on November 30, 1893, he joined the young composer for the premiere of his first Suite for Two Pianos, Fantasie-tableaux, op. 5. The score to Pabst’s own 1885 piano concerto was lost for generations but has recently been rediscovered, and the work is now available on CD. As a composer, he was most famous for his transcriptions, and his virtuosic arrangement of the waltz from Eugene Onegin remained a staple of the Russian repertoire for over a generation. Pabst was also one of the first pianists in history to record, and the eight surviving noncommercial cylinders he made for Julius Block in February 1895 have recently been transferred to CD. Though he was unquestionably a brilliant pianist, these recordings, which include his own paraphrase of Tchaikovsky’s waltz from Sleeping Beauty, are especially significant since they appear to be the only complete recorded performances from a pianist who lived entirely in the nineteenth century.

			Pachmann, Vladimir de (b. Odessa, 1848; d. Rome, 1933). Ukrainian pianist, who assumed Italian citizenship late in his life. Born Vladimir Pachmann, he added the German “von” to his name about 1879, which later became “de”—the French equivalent designating noble lineage. He often claimed that his father, a law professor and dedicated amateur musician, had known both Beethoven and Weber, and though this is probably untrue, the elder Pachmann did serve as his son’s first teacher and sent him to the Vienna Conservatory when he turned nineteen, where he studied piano with Josef Dachs (1825–96), a Czerny pupil, and theory with Bruckner. He performed the Liszt E-flat Concerto while still a student, a performance attended by the composer, who offered encouragement. After completing his studies, he returned to Odessa and gave some successful concerts, but after hearing Liszt’s pupil Carl Tausig, he began to feel that his playing was inadequate, and he secluded himself for the next eight years to practice and study in isolation. After his father died in 1878, Pachmann performed briefly in Germany, but his continued feelings of inadequacy prompted him to withdraw for two more years of private study. Then in 1880, he gave successful debuts in both Berlin and Vienna, and appearances in Paris and London followed in 1882. Early in 1883 while still in London, he met the seventeen-year-old Margaret (Maggie) Okey, an Australian-born pianist of some accomplishment who naively asked him for lessons, and—to the surprise of many—he agreed. Even more surprisingly, he was able to convince her parents to allow her to accompany him to Paris and later to Vienna. They returned to London in January 1884, where they played a joint recital, and in late April they were married. By the summer of 1887, they had two sons (the first of their three, Victor, had died in infancy in 1885), but Maggie found their life together increasingly challenging since Pachmann’s personal behavior and eccentricities were often troubling to those around him. For example, in 1888, after one of the directors of the Paris Salle Érard praised her recital as “marvelous,” Pachmann screamed at him, insisting that his ignorance prevented him from recognizing Maggie as a “genius,” and the two men never spoke again.

			But it was his onstage antics for which Pachmann is most remembered, and his extraneous physical movements, pantomimes, and verbal asides were so extreme that in the minds of many they overshadowed his brilliance as a pianist. By the mid-1880s, many audiences had come to accept his eccentricities as a charming enhancement to his artistry, but he also antagonized some influential voices who regarded his behavior as reprehensible. He first played in New York in 1890, and when he returned in February 1891 to perform the Mozart D Minor Concerto with Nikisch and the Boston Symphony, his dwarf-like stature prompted W. J. Henderson of the New York Times to label him a “Nibelung pianist,” while he maintained that the evening was marred by his “stupendous vanity” and “an endless variety of simian antics with which this pretentious pianist seeks to divert the attention of the audience from the music to himself.” Ape-like comparisons were a persistent caricature that followed him for the rest of his career, for though many regarded his Chopin interpretations as unsurpassed, a month after his Mozart performance, the Musical Courier’s James Huneker dubbed him “a Chopinzee,” an epithet which surprisingly Pachmann seems to have enjoyed. He was particularly adept at the smaller, more miniature works of Chopin, to which he brought an extreme beauty of tone and remarkable finger dexterity, and he was also known for an extraordinary degree of dynamic nuance, enhanced by the ability to project even the slightest pianissimo (dubbed by some the “Pachmannissimo”) to the back of the hall. Even his staunchest critics generally recognized his greatness, but many were vitriolic in their attacks, and there have been few pianists before or since who seemed so at odds with the press while simultaneously enjoying such popular adoration, for Pachmann invariably filled halls—even when he played three New York recitals in a single month, as he often did.

			To be sure, many of his most stalwart fans admitted they bought tickets to be entertained as much as to be moved by his art, and Pachmann seemed well aware of his appeal as jester—some said he even took pleasure in annoying Victorian critics and patrons whose tastes were more austere. In the most recent Pachmann biography, scholars Edward Blickstein and Gregor Benko also observe that he was an extremely nervous performer, and his antics served as a means of easing his stage fright. He was deeply insecure as well and feared that his popularity might soon be eclipsed. He found the arrival of Paderewski so alarming that he made him the butt of jokes during performances, at times slapping his own hand after a smudged passage before informing the audience, “Now he sounds like Paderewski.” He was virtually obsessed with Leopold Godowsky, whose art he admired without reservation, and on occasion refused to begin playing until he was assured Godowsky was in attendance. Much to Godowsky’s embarrassment, Pachmann might address him from the stage, or even cover his hands during a performance with a remark like, “I don’t want him to see my fingering.” He had a virtual catalog of comedic devices which he trotted out on cue, and when he used score, he frequently instructed an attendant to place it on the piano upside down so that he could first render cacophonous chords and then berate the subordinate for his stupidity. His fixations with his benches were legendary, as he demanded they be adjusted to appropriate height with elaborate gesticulation, and in April 1912, he refused to begin a recital at the Philadelphia Academy of Music until a chair was brought to him on which he could rest his handkerchief, cautioning the audience that, “If anyone laughs again I will not play at all.” But for many, his most captivating distractions were the precious stones he collected, which he would often produce from a leather pouch and display for his audience’s approval. Once in New York during a 1907 tour, he held up a glistening ruby of extreme beauty before imploring his audience, “Listen to the way I play this Chopin waltz . . . you’ll forget about the ruby.” Such performances were then often concluded—or even interrupted in midstream—by a self-congratulatory “Bravo, de Pachmann!”

			One of the earliest pianists to record commercially, Pachmann made his first discs in 1907 for the British label G & T (“Gramophone and Typewriter,” the precursor to the Gramophone and later the HMV label). He was then fifty-nine, and by the estimates of many they are some of his finest, though regrettably the acoustic technology of that era could not capture many of his nuances. It is equally unfortunate to note that the last of his approximately seventy discs, some electrical recordings made for HMV between 1925 and 1927, are engineered unevenly, and the 1925 set he made in London displays a sound that is often brittle. In addition, his playing was then much inferior to what it had been years earlier, and it is now known that HMV encouraged him to talk incessantly as he played, further marring whatever artistic product he might have achieved. Since for decades only these later recordings were easily accessible, Blickstein and Benko have observed that their inferior quality has led many to dismiss Pachmann as a clownish, fringe figure, whose musical efforts need not be taken seriously. Fortunately, all of his known recordings are now available on CD so that his entire output may be surveyed, and some commentators believe that two of his 1907 discs, the Chopin “Minute” Waltz and the “Butterfly” Etude, are among his finest, showing remarkable clarity and dynamic control (despite the occasional intrusion of scales and chords of his own invention).

			Pachmann’s personal life was often as unconventional as his stage presence, and by the early 1890s, his relationship with Maggie was becoming increasingly strained. By 1893 they had separated, and when their divorce became final in August 1895, she was already living with Fernand Labori, a Paris lawyer, and they had had a daughter together. Though Pachmann used to joke that she left him “because I played the Etude in double thirds of Chopin better than she,” he was devastated, but many had long hinted at his homosexuality, about which he was becoming increasingly open. In 1894, he had met a young New Yorker named McKay who relocated with him to Berlin and served as his secretary and sexual partner at least until early 1905, and in December of that year he met Francesco Pallottelli, a twenty-one-year-old Italian who remained with him intermittently until his death, even though Pallottelli married in 1916. Nonetheless, Pachmann continued to exert a magnetic effect on women: some even stalked him, while others were driven to near hysterics, as at a November 1907 performance in Chicago’s Orchestra Hall when the piano was locked after his sixth encore because officials feared that some of the screaming women might storm the stage. The following April, he played the first of his many “Farewell Recitals” in New York, a rather meaningless label that he also used in subsequent seasons, but he actually did play his final recital at London’s Coliseum on November 18, 1928, when he was eighty. After his retirement, he retreated permanently to Villa Gioia, an Italian estate in Fabriano, where he lived out his final days with Pallottelli, his wife, and their son. But toward the end of 1928, he was diagnosed with an enlarged prostate, and he refused surgery because he felt it would affect his hands adversely. For the next several years he grew progressively weaker, and at the age of 84, he died of complications from pneumonia.

			Paderewski, Ignacy Jan (b. Kurilivka, Vinnytsia Oblast, Ukraine, 1860; d. New York City, 1941). Polish pianist, composer, and statesman, generally considered one of the pianistic giants of the early twentieth century, and for much of his career, the most popular pianist in the world. He is also considered one of the most important figures in modern Polish history. Born in the village of Kuryłówka (then in southeastern Poland, but now known as Kurilivka in Ukraine), he was reared largely by relatives, since his mother died a few months after giving birth. At the age of twelve he entered the Music Institute in Warsaw, where he studied piano, harmony, counterpoint, and trombone, graduating at the age of eighteen, when he was asked to teach the institute’s piano classes. A year later, he published his first composition, an impromptu for piano, and in 1880, he married one of his students, Antonina Korsakówna, who died a year later, nine days after giving birth to their son, Alfred. Later that year, Paderewski pursued composition studies with Friedrich Kiel and Heinrich Urban in Berlin, and in 1885 he arrived in Vienna, where he studied with Leschetizky and his wife, Anna Yesipova. After giving some successful concerts in Warsaw and Vienna, he made his Paris debut at the Salle Érard in March 1888, a concert arranged largely by Yesipova, who invited a number of musical celebrities, including Tchaikovsky, Franck, and the ten-year-old Cortot—as well as the sculptor Auguste Rodin. It was also one of the earliest occasions where a European audience heard Paderewski’s now famous Minuet in G, and those in attendance were enraptured by his final selection, the Liszt Sixth Rhapsody, after which they demanded an hour’s worth of encores.

			Over the next two years, the furor spread throughout Europe, but it was slow to reach England, where—despite a favorable review from George Bernard Shaw—his London debut on May 9, 1890, was so poorly received that he almost refused to play the other two recitals in the series. But the unusual grandness of his style soon won the hearts of the British public, and Shaw even wrote that he “puts a concerto upon the piano as upon an anvil, and hammers it out with exuberant enjoyment of the swing and strength of the proceeding.” Much has been written about Paderewski as the archetype of the “Golden Age” of pianism, and his popularity was greatly enhanced by his striking appearance, which was repeatedly described in idealized language, especially by the English. The painter Edward Burne-Jones even saw him as “an Archangel,” and his silver-point profile of the pianist has become one of his most famous portraits. Women were invariably smitten, and on May 29 they even stormed the stage at the end of his final program, pelting him with flowers as they demanded encores. Although Paderewski had played Érards in both Paris and London, his manager negotiated a generous deal with Steinway in March 1891, who agreed to underwrite an extensive American tour of eighty concerts for the 1891–92 season. The pianist made his New York debut the following November in Music Hall (now Carnegie Hall) performing the Saint-Saëns Fourth, as well as his own Concerto in A Minor with the New York Symphony under Walter Damrosch, and though he failed to fill the house, the critical and popular reaction was extremely positive. Other concerto appearances followed, as well as a staggering six New York recitals (for which he practiced compulsively, often in the middle of the night), and by the end of the year he had conquered the New World, befriending luminaries ranging from William Vanderbilt to Mark Twain, and commanding the then exorbitant figure of $1,000 for private appearances in fashionable drawing rooms. Before he left the States the following March, he had traveled as far west as St. Louis, scoring major triumphs in Philadelphia, Boston, and Chicago. These were halcyon years for the artist, and by the end of the decade, he was the highest-paid pianist in the world.

			As the new century arrived, Paderewski made dramatic changes to his personal and professional life, somewhat mirroring—at least for a time—the behavior of Liszt, who retired from active concertizing at the age of thirty-five. His son, Alfred, who had been born with severe disabilities, had long been cared for by his close friend Helena Górska (the Baroness Rosen), then the wife of Polish violinist Wladyslaw Górski. For decades, Górska, four years Paderewski’s senior, had harbored an unrequited love for him, and she divorced her husband in 1899 so that they could marry. They honeymooned in the village of Kąśna Dolna, where Paderewski owned a spacious manor house, and later that year, they rented the luxurious chalet Riond-Bosson on the outskirts of Morges, Switzerland. He purchased the palatial complex in 1900, and after he sold the manor house, Riond-Bosson remained his principal residence until 1940. Alfred died in 1901, and Paderewski withdrew from public life for a time to devote himself to composition, with a number of his works enjoying a brief vogue, such as his opera Manru, which received its American premiere at the Metropolitan Opera in 1902, and his massive symphony, “Polonia,” which was performed by numerous American orchestras in 1909. In July 1911, the English Gramophone Company convinced him to make his first acoustic recordings, but he insisted they bring their engineers and equipment to Morges, and his earliest discs were cut in his spacious music room, where he used his own Érard. He made another set the following summer in Paris, and many commentators feel that these early recordings are among his finest, despite the limitations characteristic of acoustic technology. As with many artists of the day, he recorded mostly miniatures, and only six sides were issued from the 1911 session, though Paderewski held back a number of test records, and now all forty-one selections from the 1911–12 series are in the possession of IPAM, which has supplied them for commercial release on CD. Some particularly striking highlights include the Liszt La Leggierezza, which he concludes with a brief cadenza composed by Leschetizky, and the Chopin Etude in C, op. 10, no. 7, which was one of his specialties.

			On the eve of World War I, Paderewski was the most famous pianist in the world, and he played the role of aristocratic noble with style and grace, both on and off stage. Despite his distinctively European bearing, he enjoyed his greatest successes in America, and in 1914 he made a more permanent commitment to the country by purchasing a two-thousand-acre estate near San Luis Obispo, California, where he planted Zinfandel vines, launching a prominent wine business the following year. During the war he played many concerts for Polish relief, and he became his country’s most visible and immediately recognizable patriot. In 1916, he spent a good deal of time in England, joining with other prominent Poles to lay plans for the Polish National Committee, which was officially created in Lausanne, Switzerland, in August 1917. The group was determined to secure Poland’s independence from Russia, Austria, and Germany at the war’s end, and they worked actively to enlist the support of the Allied nations. Because Paderewski was a particular favorite of President Woodrow Wilson, he met with him repeatedly to guarantee that an independent Poland would be the thirteenth of the Fourteen Points enumerated in the Treaty of Versailles, of which Paderewski was a signatory in November 1918. A few weeks later, Polish military leader Jósef Piłsudski was appointed chief of state of the Second Republic of Poland, and Piłsudski in turn appointed Paderewski as both Polish prime minister and minister of foreign affairs. The following June, Paderewski attended the Paris Peace Conference at Versailles where the other nations compelled him to guarantee minority rights in the new Poland, a clause that Paderewski was willing to embrace but that his government only permitted him to sign under official protest. Paderewski had long worked to get Piłsudski and his chief political rival, Roman Dmowski, to modify their anti-Semitism, but he was unsuccessful, and his government did little to secure rights for minorities in the coming years. Feeling abandoned by his political allies, he resigned as foreign minister on December 4, after which he became Polish ambassador to the League of Nations. He resigned all of his political posts in 1922 and eventually returned to his musical career, but in 1926 he became a major opponent of the coup d’état that made Piłsudski the de facto dictator of Poland. In 1936, a year after Piłsudski’s death, a coalition of moderate Poles met at Paderewski’s home in Morges to form the “Front Morges,” an organization dedicated to restoring a democratic Poland.

			On November 22, 1922, after a five-year absence from the concert stage, Paderewski returned to a cheering crowd in Carnegie Hall, offering an immensely challenging program which included the Schumann Fantasy, though his reviews were somewhat mixed. Richard Aldrich of the New York Times was careful to praise his “remarkable management of color and rich variety of tone,” but he also noted “passages of confusion and lack of clearness,” as well as a “tendency to force the tone of his instrument, even to the extent of wiriness.” His subsequent New York appearances were more highly praised by Aldrich, but the following June in London, Ernest Newman, then the manager of Queen’s Hall, described his recital—which he performed on an Érard—as “something very near a fiasco,” and his unrestrained criticisms echoed the views of many informed observers. Though he also offered praise for “the incomparable authority of his playing,” he noted his persistent rhythmic instability, which made the Schumann seem “as if it would never end.” His tendency to force his tone was especially objectionable on the Érard, which though pleasing in softer passages, was often “so hideously discordant that if it had been any one but Paderewski I . . . would have fled after the first half-hour.” But over the next decade, Paderewski still managed to retain his stature as a pianist, though most of the recordings he made for the American Victor label in this period are less impressive than his earlier discs for Gramophone. From the late 1920s, Helena began suffering from what today would likely be diagnosed as Alzheimer’s, and Paderewski performed less during the period leading up to her death early in 1934. In 1936 he journeyed to the Debenham Studios in England to film a feature-length drama released in Britain a year later as Moonlight Sonata, in which he performs a good deal of his most well-known repertoire. Though the sound had been prerecorded, his physical appearance at the instrument provides interest to those who never heard him, and in one scene where he visits an orphanage and is asked to sight-read for a children’s dance, he discovers that the work is his own Minuet in G, wryly observing, “I think I can just about manage that.” During this time, Paderewski was also busy (at least nominally) editing and fingering the complete works of Chopin for what was designed as a definitive edition to be published by the Frédéric Chopin Institute in Warsaw. The first “Paderewski” volumes were issued in 1949, the centennial of the composer’s death, and the twenty-two volumes now available are still widely used by pianists and teachers throughout the world.

			Regrettably, the final recordings Paderewski made for HMV in 1937 and 1938 do not always show him in his best light, since he was no longer playing at his highest level. But much of the repertoire was challenging from both an interpretive as well as a technical standpoint, and he used some of the same pieces on September 25, 1938, when he made history with a recital given in a radio studio in Lausanne that was broadcast via shortwave throughout the world and carried live on NBC radio’s Magic Key program. The program included the Haydn F Minor Variations, the Mozart A Minor Rondo, the Chopin Fourth Ballade, and the Liszt Liebestod transcription from Tristan, and despite some inevitable missed notes, he acquits himself admirably. But regrettably, his live performance from New York’s RCA Building for the same Magic Key program the following May (for which the studio audience received programs engraved on silk) is almost unacceptable by comparison, strewn with memory slips and persistent inaccuracies, despite the arguably less challenging repertoire. That spring he had to cut his American tour short due to illness and sailed home, but after the war began in Europe, the U.S. government intervened to enable him to return to New York in 1940, where he once again became involved in Polish relief efforts. Long in failing health, he died of pneumonia in a New York hotel at the age of eighty. Although Paderewski did not teach a great deal, his famous pupils include the American pianist and conductor Ernest Schelling (1876–1939) and Arthur Loesser’s teacher Sigismond Stojowski (1870–1946), both of whom studied with him intensively, as well as Harold Bauer, who studied with him more briefly, and his own countryman, Witold Małcużyński, who coached with him in the late 1930s. The most honored pianist in history, Paderewski has many streets and schools named after him in Poland, and he has been equally honored by Polish communities elsewhere in the world. In 1960, the centennial of his birth, he was given a star on Hollywood’s Walk of Fame, and in the same year the U.S. Postal Service honored him with two commemorative stamps.

			Pagano, Caio (b. São Paulo, Brazil, 1940). Brazilian pianist and teacher. His musical gifts were apparent from an early age, and at the age of eight he entered the Magda Tagliaferro School of Piano in São Paulo, where Tagliaferro remained his principal teacher for over ten years. He also later worked with her in Salzburg and at her school in Paris, and in São Paulo he studied theory and analysis with famed Brazilian composer Camargo Guarnieri. He won the Brazilian Eldorado National First Prize in piano in 1962 and obtained a law degree from the University of São Paulo in 1965. He then pursued studies in Portugal with Hungarian conductor Sándor Végh and piano studies in Hamburg with Conrad Hansen (1906–2002), a pupil of Edwin Fischer. He began teaching at the University of São Paulo in 1971, where he inaugurated the first courses in piano. Pagano made his New York debut at Tully Hall in February 1975 with an unusual choice of repertoire, pairing Belgian composer Henri Pousseur’s avant garde work Apostrophe et six réflexions with the Beethoven Diabelli Variations. He at once established himself as a pianist of formidable intellect, with the New York Times noting that his Pousseur “transcended the merely correct,” while his Beethoven was “absolutely first-class . . . simultaneously idiomatic and original.” In 1981 he entered Catholic University in Washington, where he worked with William Masselos, receiving his D.M.A. in 1984, and in 1987 he began teaching at Arizona State University, where at this writing he serves as University Regents’ Professor. Pagano has appeared throughout the world in a broad range of repertoire and has received special acclaim for his command of Beethoven and the Romantics, while also demonstrating a penchant for serial and avant garde works. He is revered as one of Brazil’s greatest pianists, and his 2000 recording of Heitor Villa-Lobos’s Music for Children was named “CD of the Month” by the BBC Music Magazine. He is also in frequent demand in Portugal, and in 2000 he helped create the Belgais Centre for Studies of the Arts, in partnership with Maria João Pires.

			pedal. Any of a series of levers positioned at floor level that are operated by the feet. Historically, piano pedals have been used to modify the instrument’s tone in a variety of ways through either timbre or duration, but this article focuses only on the three pedals most commonly found on the modern grand piano:

			damper pedal. Sometimes known as the sustaining pedal, the damper pedal, which usually sits furthest to the right of the three, raises and lowers the instrument’s dampers according to the performer’s preference for either sustaining or damping the sound. The earliest surviving damper pedals on the pianoforte date from the 1770s, and the invention is sometimes attributed to English builder Americus Backers. When the dampers are raised, the strings continue to vibrate after sound has been initiated by the hammer and can only be silenced by releasing the pedal, thereby allowing the dampers to reconnect with the strings. Intelligent use of the damper pedal is essential for the performance of nearly all music on the modern piano, but few artists accept an on-off “light switch” analogy governing its use, and most recognize that it can be employed with far more subtlety than being either fully depressed or fully raised. Busoni, for example, is said to have recognized at least seven “levels” of damper pedal functioning, and artists have long observed that the works of composers from Bach to Ligeti have greatly benefitted from the skillful employment of such finely tuned effects. In fact, certain artists, such as Hofmann and Gieseking were highly praised for their skill at manipulating the damper pedal, and terms such as “half damping” are often used to indicate effects where the dampers barely reconnect with the strings, thereby expanding the instrument’s range of color. In musical scores, the abbreviation “Ped.” is assumed to refer to the damper pedal, that which is most commonly indicated by composers, and its release is often indicated by an asterisk, as in the example below:
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					Chopin: Etude in C, op. 10, no. 1, mm. 1–2. Chopin revolutionized the use of the damper pedal, and when his instructions are closely followed in his own works, the piano assumes a sensual quality that was all but unknown to pianists of the previous generation.

				

			

			sostenuto pedal. Although found on many instruments today, the sostenuto, which is most often positioned in the center of the three, was a comparatively late invention. Several French manufacturers were employing early versions by the mid-nineteenth century, but Steinway patented its own version in 1874, and by the end of the century other American manufacturers were using it as well. But for whatever reason, it was slow to catch on in Europe, especially with German makers, which sometimes raises questions about the “legitimacy” of employing the sostenuto in piano music originating from Europe or Russia before World War II—or in essence, for most of the standard repertoire. In effect, this pedal sustains sound not by raising dampers but by keeping them raised once selected keys have already been depressed, which makes it especially effective in works demanding bass pedal points—in fact on many instruments it will not work above C4. In other words, the sostenuto pedal makes it possible to sustain a single bass note (or octave) regardless of the surrounding texture, which may then be either sustained or detached by employing the damper pedal at the artist’s discretion. For example, when available, the sostenuto is sometimes used to sustain A1 in the Prelude to Debussy’s Pour le piano:
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					Claude Debussy: Prelude from Pour le piano (1901), mm. 4–9. Though Debussy did not have a sostenuto pedal, some artists choose to employ it at m. 6 so that the damper pedal may be freed to articulate the distinct harmonies of each beat. The performer must take care to sound the A1–A2 octave before the pedal is depressed so that the A1 damper will already be raised.

				

			

			una corda pedal. This pedal normally sits furthest to the left of the three. Also called the “soft” pedal, it was present on Cristofori’s earliest instruments, and its name stems from an earlier period in piano development when pianos had no more than two unison strings. Today, although the earlier una corda (“one string”) name has been retained, the modern pedal moves the hammers slightly to the right so that two strings, instead of three, are struck. Though una corda markings are not indicated in scores nearly so often as damper pedal markings, they are still found with greater frequency than sostenuto indications. And since the thinner texture created by the una corda alters the instrument’s timbre, some composers are careful to prescribe its use primarily as a coloring device and not simply as a crutch for playing more softly. For example, in the Menuet to his Tombeau de Couperin, Ravel requests the una corda pedal by marking it sourdine (muted), but he also indicates the precise point where he wants the color to change by instructing the performer to release the pedal, thereby returning to a “three-string” effect—similar to changing a stop or adding a manual on the harpsichord. Yet this passage is also marked piano:
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					Maurice Ravel: Menuet from Le Tombeau de Couperin (1919), mm. 49–51. At m. 49, Ravel indicates the release of the una corda by marking the score “3 Cordes” (3 strings).

				

			

			An even more extreme use of the una corda purely as a coloring device may be found in one of Scriabin’s preludes, where he indicates its use while simultaneously marking the passage fortissimo:
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					Alexander Scriabin: Prelude in B-flat Minor, op. 11, no. 16 (1895), mm. 32–39. At m. 32, Scriabin seems to contradict his fortissimo marking by requesting the una corda pedal, but in fact he is simply requesting a thinner, less resonant timbre for the instrument, a timbre he then thickens by releasing the pedal in m. 38.

				

			

			Perahia, Murray, KBE (b. The Bronx, New York, 1947). American pianist and conductor. He was born to a Grecian family of Sephardic Jewish origin, and his first language was Ladino. He began piano studies at the age of four and worked for many years with pianist (and later writer) Jeannette Haien (1922–2008), entering the Mannes College of Music at seventeen, where he majored in conducting under the Viennese-born Carl Bamberger. After his graduation, he also studied piano with Mieczysław Horszowski, whom he considered a mentor, and for several summers he coached chamber music with Rudolf Serkin at the Marlboro Music Festival in Vermont. As a pianist, he won the New York Young Concert Artists Award in 1965, which led to a number of solo engagements, and he was also highly praised as a chamber musician, often appearing with other Marlboro artists. In August 1970, he made his debut in New York’s Mostly Mozart festival, performing Mozart’s D Minor Concerto with the New York Chamber Orchestra, and he was immediately acclaimed for his nonobtrusive, chamber-like, collaborative style which never subordinated the music to mere technical display—in fact the New York Times’s Donal Henahan even suggested that his playing “put the listener in mind of the late Dinu Lipatti.” In 1972, his career was given an enormous boost when he became the first American to win the Leeds Competition, and he soon became a particular favorite with British audiences. By the mid-1970s, he had settled in London, where he befriended Radu Lupu, with whom he still retains a close musical relationship, and for a time he also coached with Clifford Curzon. In addition, he often collaborated with both Benjamin Britten and Peter Pears, and from 1981 to 1989, following the composer’s death, he became co-director of his famed Aldeburgh Festival. In the late 1980s, Perahia also coached with Vladimir Horowitz and in fact was the last to hear the pianist play at his home on the evening before he died.

			Over the years, Perahia has been more often praised for his sensitivity and refinement than for the breadth of his repertoire, but he has made a thorough survey of the German masters. By 1985, he had recorded all the Mozart concertos for CBS, conducting the English Chamber Orchestra from the keyboard, and he subsequently recorded many of Beethoven’s sonatas. He also demonstrates a masterful command of Schubert, Chopin, Schumann, and Brahms, though his catalog also includes the demanding First Sonata of Michael Tippett, and his 1989 recording of the Bartók Sonata for Two Pianos and Percussion (with Georg Solti) won a Grammy. In 1988 he joined Lupu for a series of two-piano recitals, and he remained an active collaborative musician for the next several years. But by his own account, as he was recording Schubert’s Winterreise with Dietrich Fischer-Dieskau in 1991, he suffered a paper cut on his right thumb which he was at first inclined to ignore until it became infected, necessitating surgeries and other treatments. He was forced to cancel concerts repeatedly over the next five years and did not feel fully recovered until 1997. Since then, he has continued to garner high praise as a pianist, having won two additional Grammys, one for his recording of three of the Bach English Suites in 1998 and another for the complete Chopin etudes in 2002. In September 2000, he was appointed principal guest conductor of London’s Academy of St.-Martin-in-the-Fields, and in 2004, he was made an honorary KBE by Queen Elizabeth.

			Perlemuter, Vlado [Vladislas] (b. Kaunas, Lithuania, 1904; d. Geneva, 2002). Lithuanian-born French pianist and teacher. His family settled in France when he was three, and in the same year he lost the use of his left eye in an accident. At the age of ten, he entered the Paris Conservatory where he studied for two years with Moszkowski and an additional three years with Cortot. He won the approval of the aging Fauré by performing his Theme and Variations for him, and after his graduation he became close to Ravel, with whom he eventually studied all of the composer’s piano works. Perlemuter was long recognized as one of the most authoritative sources for Ravel’s music, and over the years, countless pianists worked with him either briefly or extensively to gain a greater understanding of its style. He first played all the Ravel works in two Paris recitals in 1929—which the composer attended—and it was a feat he repeated on numerous occasions later in his career. He made his London debut in Wigmore Hall in 1938 to extremely favorable reviews, but the advent of war put his concert career on hold. As a Jew, he was pursued by the Gestapo, and he managed to hide in the homes of French families for several years before he and his wife were able to escape to Switzerland in 1943, where they remained until 1949. He returned to Paris in 1951 when he joined the faculty of the conservatory, and he remained there until his retirement in 1977. He then taught privately in Paris until the age of ninety-six. From 1958 on, he was also highly sought in England, frequently appearing for summer courses at the Dartington School in Devon and guiding pupils at the Yehudi Menuhin School. But though his work had long been known to connoisseurs, he began to reach an entirely new generation when the Nimbus label committed nearly his entire repertoire to disc beginning in 1977. He also recorded most of Chopin’s works for the BBC, and he began to play regularly in both London and Paris. In 1987, when he was eighty-three, he celebrated the fiftieth anniversary of Ravel’s death by performing all of his piano works in London’s Wigmore Hall.

			Perry, John (b. Minnesota, 1935). American pianist and teacher. Though neither of his parents were musicians, he showed musical promise early, and in 1957, he earned his bachelor’s degree at the Eastman School of Music as a pupil of Cécile Genhart, remaining at Eastman to pursue his master’s degree with her as well. During the summers, he also worked extensively with Frank Mannheimer in Duluth. While at Eastman, he received a Fulbright to work in Vienna with Polish pianist Władysław Kędra (1918–68), a pupil of Magda Tagliaferro, and in Rome with Carlo Zecchi (1903–84), a pupil of Busoni and Schnabel. In 1959, he tied for second prize in the Busoni Competition. Perry has had an illustrious career as a teacher, as well as a performer, and he has served on the faculties of many leading music schools, including Oberlin, the University of Texas, Rice University, and the University of Southern California. At this writing he serves as professor at the Glenn Gould School of the Royal Conservatory of Music in Toronto and at California State University at Northridge. He has also taught in summers at Aspen, at the Lake Como International Piano Academy, and at the Banff Center in Alberta. He is especially acclaimed for his insightful master classes, which he conducts throughout the world, and has served as a juror in many international competitions. His students have distinguished themselves in most of the major contests, having received first prizes in both the Rubinstein and the Naumburg, as well as top prizes in the Van Cliburn, Queen Elisabeth, Leeds, and Busoni competitions. In 2014, he founded the Southern California Music Institute, now known as the John Perry Academy of Music, a full-range music school headquartered in Los Angeles where he currently serves as artistic director. In 2015 he gave a series of recitals commemorating his eightieth birthday, culminating in an appearance on September 27 in Carnegie Hall.

			Peterson, Oscar (b. Montreal, 1925; d. Mississauga [greater Toronto], 2007). Canadian jazz pianist and composer, considered by most to be one of the giants of jazz in the late twentieth century. His father was a porter for Canadian Pacific Railways, and the family lived in the Little Burgundy section of Montreal, where Peterson was exposed to black culture, and especially jazz, from a young age. As a child, he was taught by both his father and his older sister, Daisy, who insisted he practice assiduously, and at fourteen he began to study classics seriously with Hungarian-born Canadian pianist Paul Alexander de Marky (1897–1982), a pupil of István Thomán, a Liszt student who also taught Dohnányi. De Marky was also fond of jazz and encouraged Peterson’s interest in Art Tatum, who later became his close friend and mentor. By the time he reached his teens, he was fascinated with boogie-woogie and became extremely adept at improvising in boogie style. In 1940, he won a piano contest for amateurs that secured him a radio debut, and he gained a good deal of publicity from his appearance on Fifteen Minutes of Piano Rambling, a weekly program on Montreal station CJAD. In 1942, at the age of seventeen, he became pianist for the Johnny Holmes Orchestra (an organization that also nurtured trumpeter Maynard Ferguson), and he was soon heard over the CBC every Saturday evening as Holmes performed dance music from Montreal’s Victoria Hall—broadcasts that softened his father’s resistance to his dropping out of school to pursue music full time. Although Holmes was primarily a trumpeter and his keyboard skills were modest, he was a fine jazz musician, and for several years he coached the young Peterson in weekly sessions that helped refine his style. In 1945 the pianist made his earliest records for the Canadian RCA Victor label, and he credited Holmes with deemphasizing his reliance on boogie style, acknowledging that “he was responsible for the technique I put on records.” By now, Peterson had become so popular that he was the highest-paid musician in Holmes’s band, and Holmes began devoting the last fifteen minutes of each broadcast to his solos—often accompanied by the band’s bassist and drummer—paving the way for the format with which he later became most associated. His signature tune then was the gypsy-cabaret song “Dark Eyes,” which he often embroidered with rapid scales and arpeggios, foretelling one of the most recognizable features of his style in later years.

			Arguably, the most important turning point in Peterson’s career occurred at New York’s Carnegie Hall on September 18, 1949, when, while seated in the audience for a Norman Granz “Jazz at the Philharmonic” concert, he was summoned to the stage as Granz announced that he was destined to become “one of the giants of jazz.” Although designed to look like an impromptu decision (according to some sources, because Granz had not had time to procure an American work visa for Peterson), his appearance had actually been carefully planned, and that evening the twenty-four-year-old pianist was paired with twenty-two-year-old bassist Ray Brown to perform Kay Swift’s popular “Fine and Dandy.” Sharing the stage with Charlie Parker, he almost seems self-conscious about adapting, and even parroting, a number of Parker’s Bop riffs, but he also demonstrates his signature virtuosic left-hand doublings of florid right-hand passages, prompting Down Beat to note, “He stopped the concert dead cold in its tracks.” Granz soon became his manager, and he produced most of the albums Peterson made over the next decade. The evening also marked his first performance with Brown, whose talent he maintained was “almost ethereal,” and in 1952, they began a fourteen-year partnership. Following the model established by Nat “King” Cole, Peterson sought to form a trio by adding a guitarist, and after a year with Barney Kessel, he approached Herb Ellis, a union that remained in force for six years, and created one of the most popular jazz ensembles of the 1950s. Peterson often attributed their success to daily, unremitting sessions where Brown and Ellis “practiced possibilities. All the possibles. All the alternatives.” For Peterson’s part, he rarely worked less than four hours a day at the instrument—and often six. Like many jazz ensembles, they preferred live concert and club venues to studio recordings, and one of their most highly acclaimed discs was recorded on August 8, 1956, at Ontario’s Stratford Shakespearian Festival for Granz’s Verve label. When Ellis left the group in 1959, he was replaced by Ed Thigpen, whom Peterson always described as an artful “percussionist” rather than a “drummer,” and several of the new group’s most popular LPs were recorded at Chicago’s London House jazz club. Unlike many musicians who came of age during the Bop era, Peterson often enjoyed his greatest successes with imaginative interpretations of popular standards, and like his friends Teddy Wilson and Errol Garner, two of his acknowledged influences, he devoted entire albums to the songs of Gershwin, Ellington, Kern, Porter, and many others.

			After Granz sold his Verve label to MGM in 1962, Peterson began working with other musicians and labels. By popular consensus, he was now recognized as the most accomplished piano virtuoso in the jazz world, but he garnered equal respect as a collaborative musician, recording frequently with Ella Fitzgerald, Dizzy Gillespie, and Count Basie. In 1964, he was joined by trumpeter Clark Terry for the album Oscar Peterson Trio + One, released on the Mercury label, and Terry’s hit tune “Mumbles,” in which he sang nonsense syllables, received major airplay, bringing Peterson’s group even more into the popular mainstream. That same year, Peterson received recognition as a composer when the Trio recorded his eight-movement Canadiana Suite for the Mercury subsidiary Limelight Records. The set included the popular “Wheatland,” as well as “Hogtown Blues”—his tribute to Toronto—and received extensive airplay throughout Canada. Beginning in 1967, he made a number of recordings in Villingen, West Germany, for jazz connoisseur Hans Georg Brunner-Schwer which, though not widely circulated at the time, were later rereleased as CDs. The series included a 1968 LP called My Favorite Instrument, featuring Peterson without benefit of rhythm section, a format that was retained for his 1970 Brunner-Schwer release Tracks. Peterson soon found himself in demand as a concert hall soloist throughout Europe, and in 1972 Granz assembled two of his live concerts—one from Lebanon and another from Amsterdam—for the highly popular Solo, one of the first LPs issued by his new Pablo label. Although the pianist continued to work with other performers for the rest of his career, many aficionados felt that as a soloist he could explore the full range of his art, as ballads, Blues, and up-tempo Swing offerings often morphed at will from pensive fantasies to leisurely strides, raucous boogies, or forceful fanfares, all punctuated by imaginative, subtle harmonic colorations and a nearly overpowering technical command. At a concert in Vienna in the late 1970s, he performed on a Bösendorfer Imperial concert grand and was reportedly so impressed that he became a Bösendorfer artist for over a decade. Surprisingly, despite his virtuosic capabilities, Peterson had suffered from arthritis since his teens, and in 1993 while performing with a trio at New York’s Blue Note jazz club, he suffered a stroke that partially paralyzed his left arm for the remainder of his career. But he continued to perform with other musicians, albeit emphasizing his right hand more than his left. For his entire life, he remained a Canadian resident, and he died late in 2007 from kidney failure at his home in Mississauga, a suburb of Toronto. In addition to countless Canadian honors throughout his career, he received a total of eight Grammy Awards.

			Petri, Egon (b. Hanover, Germany, 1881; d. Berkeley, California, 1962). Dutch-American pianist and teacher, born and trained in Germany. He came from an intensely musical background since his father was concertmaster of the Hanover Royal Opera Orchestra, and his mother was an opera singer. When he was three, the family moved to Leipzig, where his father became the concertmaster of the Gewandhaus Orchestra—then under Nikisch—and where they also met the young Busoni, who was then a student at the Leipzig Conservatory. As a youngster, Petri also studied the violin, and when he was only seven, Busoni dedicated his set of four easy violin bagatelles—the first three of which can be played entirely in open position—to “Seinem lieben Egon Petri.” Petri later attended the Dresden Conservatory, where he studied piano with Richard Buchmayer (1856–1934), an ardent Wagnerian who instilled an appreciation for the most modern musical trends, an appreciation that served Petri well when he was reunited with Busoni in Berlin. Arguably, Petri became the most devoted of Busoni’s pupils and often referred to himself as his disciple, rather than merely a student. Busoni’s music remained a substantial part of Petri’s repertoire for his entire career, and he was also schooled in the works of Bach and especially Liszt, who had been one of Buchmayer’s musical heroes as well. Petri made his Berlin debut in 1902, and though his recitals were often intellectually demanding, his finesse and polish brought him considerable acceptance from Germany’s musical elite. In 1905, he assumed the classes of German pianist Wilhelm Backhaus at the Manchester Royal College of Music, and in 1908 he played all thirty-two Beethoven sonatas in a series of recitals at Oxford. When World War I broke out, he followed Busoni to Switzerland to assist him with the editing of Bach’s works, while also assuming a post for the war’s duration at the Basel Conservatory.

			After the war, Petri returned to teach at the Berlin Hochschule from 1921 to 1926, where his pupils included pianist (and later comedian) Victor Borge, Vitya Vronsky, and Danish pianist Gunnar Johansen (1906–91), who eventually recorded many of Busoni’s later works. In 1923, Petri became the first Western pianist to perform in the newly established USSR, giving as many as three concerts a day, and in 1927 he relocated to the resort town of Zakopane, Poland, where he gave master classes intermittently for the next twelve years. He made his American debut at New York’s Town Hall on January 11, 1932, with an intellectually challenging program devoted to Bach, Beethoven, Liszt, and Busoni, a recital to which New York Times critic Olin Downes devoted a staggering three columns. But although Downes praised the artist’s “phenomenal attributes as musician and virtuoso,” he complained of a lack of “tonal beauty and sensuous coloring” in Beethoven’s Sonata, op. 111, adding that his performance “left something unachieved.” Nonetheless, by the time the Nazis forced Petri out of Poland in 1939, he was recognized not only as a great virtuoso but as one of the most intellectually astute pianists in the world, and he was immediately asked to join the faculty of Cornell University. But his health began to fail him, and in 1947 he fled the colder climate of central New York to accept a position at Mills College in Oakland, California, where he steadily began to improve. He continued to concertize frequently and was often heard on the radio. Although he remained a Dutch citizen for most of his life, he never lived in Holland and was not comfortable with the Dutch language, preferring to speak in German—though after World War II he vowed never again to play in Germany. He became an American citizen in 1955, though he continued to give master classes in Switzerland and elsewhere in Europe. Other famous pianists who worked with him, either briefly or extensively, include Eugene Istomin, Grant Johannesen, Ernst Levy, John Ogdon, Menahem Pressler, Ruth Slenczynska, and Earl Wild. He made his first recordings in Germany for HMV/Electrola in 1929, and his breakneck performance of the Liszt Gnomenreigen was greatly admired by many. But some feel his finest work is captured on the set he made in London for English Columbia between 1935 and 1938, which includes both the Brahms Handel and Paganini Variations, performances that have been much admired over the years because his extraordinary ease and facility never appear to obscure musical intentions for the sake of mere display. Petri recorded well into the LP area, making a highly acclaimed disc of Beethoven’s “Hammerklavier” Sonata for Columbia in 1951, as well as five LPs for Westminster in 1956. His transcription of the aria popularly known as “Sheep May Safely Graze,” from Bach’s Cantata, BWV 208, was published by Boosey & Hawkes in 1944 and is still performed by many pianists today.

			Petrof. Czech piano manufacturer. The firm was founded by Antonin Petrof (1839–1915), the son of a cabinetmaker who went to Vienna while still in his teens to apprentice himself to several piano builders. In 1864, he built his first grand piano prototype in the industrial city of Hradec Králové, about seventy miles east of Prague, and the following year he converted his father’s shop to a piano maker’s workshop. By 1881 they were building their own actions, and a few years later they began marketing uprights. By the mid-1890s they were exporting their instruments throughout the world, and in 1935 the Petrof was awarded the grand prix at the Brussels International Exposition. The family was then still in control of the company, and by now its factory employed over four hundred workers. After World War II, Eastern Europe fell to communism, and the firm was nationalized in 1948. In 1965, Petrof was forced to join Musicexport, a Czech state-controlled agency for the export of musical instruments, which made it subject to a host of government regulations concerning materials and construction. But with the collapse of the Soviet Union in 1991, the company has again come under family control, and in recent years, Petrof is again building some extraordinarily high-quality instruments, utilizing Bohemian spruce soundboards, casting its own plates, and installing specially built Renner actions in its 7' and 9' grands. Today, Petrof builds three grands in its “Master” series designed for professionals—including the P 284 Mistral concert grand (9'3")—and a host of less-expensive grands and uprights. In 2004 Zuzana [Susan] Ceralová Petrofová, from the sixth generation of the original Petrof family, became the company’s president. The most recent production figures available show its output at about 1,500 grands and about 10,000 uprights annually, most of which are built entirely at Hradec Králové. See http://www.petrof.com.

			Philipp, Isidor [sometimes Isidore] (b. Budapest, 1863; d. Paris, 1958). French pianist, teacher, and composer. Though born in Hungary, Philipp was taken to Paris at the age of three, where he was reared entirely in French traditions and culture. In his teens, he entered the Paris Conservatory, where he studied with Georges Mathias (1826–1910), a pupil of Chopin and Kalkbrenner, and he won the first prize in piano upon his graduation in 1883. He also had additional instruction from Saint-Saëns and Heller, and at the conservatory he befriended Debussy, a fellow student. They became lifelong friends, and Philipp later performed many of Debussy’s works. He joined the conservatory faculty in 1903, where he remained for over thirty years, teaching pianists of many nationalities, including the American Beveridge Webster (1908–99) and his most famous pupil, the Brazilian pianist Guiomar Novaës. He also worked more briefly with pianists such as Witold Małcużyński, and he served as piano instructor to well-known composers such as Aaron Copland. Philipp was a strict disciplinarian and wrote many volumes of technical exercises, with his Complete School of Technique being the first to appear in English translation in 1908. In the early 1930s, he began appearing regularly in the United States, and in 1940 as the Nazis began marching on Paris, he fled first to Switzerland and then to New York, where he arrived in 1941 at the age of seventy-eight. Even during the war years, he was much in demand, teaching at Juilliard, at the Chicago Musical College, and in Florida. For many years he also commuted regularly by train to Montreal, where he taught one day a week. On March 20, 1955, at the age of ninety-one, Philipp performed Franck’s violin sonata at Carnegie Recital Hall with John Corigliano, the concertmaster of the New York Philharmonic, and Olin Downes, in one of his last reviews for the New York Times, declared him to be “the grandest old man of the piano our period knows,” adding that he played “gallantly and nobly, with profound feeling that was to be felt in every note.”

			Pianet. An electric piano designed for home use, built from the early 1960s to the early 1980s by the West German firm of Hohner. It was invented by German engineer Ernst Zacharias (b. 1924), who also created Hohner’s Clavinet about the same time. There were two separate series, and both used a reed-based tone production system with a compass of about sixty keys. The first models, which remained in production until 1977, used reeds of ground stainless steel, and the second generation, which lasted for about five more years until 1982, used rolled spring-steel reeds. These second-generation models were marketed simultaneously with Hohner’s Pianet/Clavinet duo, a hybrid design housed in a black case which resembled Hohner’s popular Clavinet E7. It included control panels at the left of the keyboard that allowed for splitting the instrument either into the distinctive Clavinet clavichord-type sound or into the Pianet faux-piano sound, and the two timbres could also be mixed together. One of the earliest groups to use the Pianet was the Kingsmen, whose keyboardist, Don Gallucci, played it on their April 1963 cover of Richard Berry’s “Louie, Louie,” which became a major hit. John Lennon also used it for the George Harrison song “You Like Me Too Much,” released on the Beatles’ Help! album in 1965. In the song’s brief introduction, Lennon does a tremolo on the Pianet, heard against an overdubbed Steinway, which was played simultaneously by Harrison and Paul McCartney. The Pianet’s presence became even more mainstream when it was used on Bert Bacharach’s arrangement of his song “This Guy’s in Love with You,” recorded in 1968 by Herb Alpert and his Tijuana Brass, a single that became Alpert’s only major vocal hit.

			Pianola. The trade name of an extremely popular player piano manufactured by the Aeolian Company in the first decades of the twentieth century. See appendix E.

			pinblock. A plank of laminated hardwood found at the front of the piano which holds the tuning pins taut by means of friction. A pinblock must be extraordinarily sturdy to withstand the pull of the strings, and the laminated strips generally run cross-grain to one another to help ensure strength. Larry Fine, author of The Piano Book, indicates that the typical pinblock found in an American grand most often uses five or six layers of hard maple, each about one-quarter of an inch thick, a thickness that is generally sufficient since the pin itself is only about one and a quarter inches long. But a denser type, consisting of between nineteen and forty-one extremely thin laminations of maple and beech, is still favored by Baldwin (who developed it in the 1950s), as well as some other manufacturers. Critics point out that such a heavily laminated block requires almost as much glue as wood, though pianists and technicians have rarely noted negative impacts on tone quality, and the denser laminations create a block that generally performs well in any climate, since it is far more resistant to changes in temperature, air moisture, and dryness. But multiple layers also tend to make drilling more difficult, and occasionally some holes may wind up slightly too large for the pins they hold so that strings may go out of tune more quickly. Some manufacturers effect a compromise and build a block with plies about one-eighth of an inch thick, and from nine to sixteen laminations. Fine also notes that the pinblock is one of the most critically demanding features of a piano’s construction. The holes must be drilled with extreme accuracy, and when blocks deteriorate over time, it is most often due either to shoddy workmanship, inferior wood, or both.

			Pires, Maria João (b. Lisbon, 1944). Portuguese pianist and teacher. Her gifts were recognized from an early age, and as a youngster she entered the Lisbon Conservatory, where she graduated at sixteen as a pupil of Evaristo de Campos Coelho (1893–1988). She then pursued studies in Germany, working extensively in Hanover with acclaimed collaborative Swiss pianist Karl Engel (1923–2006), a pupil of Cortot. In 1970, she won the Brussels Bicentennial Beethoven Competition given to commemorate the two-hundredth anniversary of the composer’s birth, an event that gave her career greater European exposure, though she did not make her London debut until 1986. In February 1989, she made her New York recital debut in Carnegie Hall playing a Yamaha, and her program of Bach, Mozart, Beethoven, and Schubert was highly praised by Allan Kozinn of the New York Times, though he did note that the “frantic energy” of her Beethoven Sonata, op. 110, caused her to blur some of its rhythms. In the same year, she signed an exclusive contract with Deutsche Grammophon, and many of her recordings have been highly acclaimed. Although her repertoire tends to favor the German masters, she is also admired for her Chopin, and her 1996 release of the complete nocturnes was praised by Bryce Morrison of Gramophone as the finest available. In 1998, when she was scheduled to play the Mozart D Minor Concerto in Amsterdam with the Concertgebouw under Riccardo Chailly, she appeared to be greatly disturbed when the orchestra began, since she had prepared another concerto entirely. On a video uploaded to YouTube that went viral in 2013, Pires can be seen expressing her angst to Chailly during the orchestral tutti as he coaxes her into trying her way through the D minor, even though she had no score and—according to her—had not prepared it. The performance was extremely successful, and Pires was praised for her remarkable command and memory, though some, like pianist Stephen Hough (who is highly laudatory of her playing), have questioned whether the video might have been somewhat staged, since it appears to show a dress rehearsal rather than a performance, and few conductors would begin a rehearsal without at least briefly conferring with the soloist in advance. In 1999, she founded a school for underprivileged children at her farm in Belgais, Portugal, which was, in her words, “an experimental primary school to introduce the arts to people who have no access to culture.” But she soon received unfavorable publicity in the Portuguese press which she attributed to conflicts she had with government officials: “I was crucified in the newspapers. They told lies about me, terrible lies—things that never happened.” In 2006, her problems were exacerbated by a heart problem necessitating surgery while she was on tour in Spain, and she soon felt she no longer had the energy to fight both the press and the government, maintaining that for her, “it was impossible to survive” in Portugal. Later that year, she permanently relocated to a small community near Salvador, Brazil, but she still continues to perform in Europe and the United States, and since 2012 she has served as “master-in-residence” at a music school in Waterloo, Belgium.

			Pleyel. A family of famous French musicians associated with one of the most iconic pianos manufactured in France for over two hundred years. The firm’s founder was the Austrian-born composer Ignaz Pleyel (1757–1831), who studied with Haydn at Eisenstadt and in his own time became highly successful as a composer, though his works are little remembered today. In the 1780s, he relocated to Strasbourg, soon becoming so popular in France—and especially in Paris—that he changed his forename to “Ignace,” the French form of Ignaz. He assisted the elderly Franz Xaver Richter at the Strasbourg Cathedral and, following Richter’s death in 1789, succeeded him as maître de chapelle. A year earlier, he had married a Frenchwoman, and that December, their first son, Camille (1788–1855), was born. Pleyel was a remarkably astute, often resilient entrepreneur, and as the French Revolution increasingly created chaotic problems for musicians, he relocated to London in 1791, where he assisted violinist Wilhelm Cramer, the father of Johann Baptist Cramer, in staging a series of successful concerts. (Ironically, his professional activities placed him in direct competition with Haydn, his former teacher, who simultaneously collaborated in a similar London series with Johann Peter Salomon.) In 1793, Pleyel returned to France a wealthy man and managed to avoid the horrors of the Reign of Terror by writing a series of compositions extolling the new republic, such as his 1794 choral work La Révolution du 10 août. Since churches were held in low esteem by the new government, he resigned his position in Strasbourg and moved his family to Paris in 1795. Two years later he founded Maison Pleyel, which became one of the most famous music publishing houses of the nineteenth century, and over the next four decades he issued over four thousand works by composers of stature, including Haydn, Beethoven, Clementi, Dussek, and countless others. Pleyel used his publishing business to reinforce the piano manufacturing firm he founded in 1807, which from the outset was designed to cater to the needs of the professional musician.

			In 1815, Ignace’s son Camille, then twenty-six, became the guiding force of Pleyel et Cie, and in that year he is said to have introduced the upright piano to France, which became so popular that the firm was soon the largest builder in Paris. Their technical experimentation was unrelenting, and in 1826 they began reinforcing their grand pianos with iron bracings. By the early 1830s, they were heavily mechanized, employing some 250 workers and producing about one thousand pianos a year. Camille, a skilled pianist who had studied with Dussek, was careful to maintain relationships with the finest musicians of his day, and in February 1832 he offered one of his pianos to Chopin for his Paris debut, a relationship that was strengthened when Camille also became his publisher. Chopin seemed to prefer the sound of the Pleyel, which was then using softer hammer felts than the Érard, and nearly all of his works were conceived at Pleyel instruments supplied to him by Camille. They became such close friends that in 1833, two years after Camille married Marie Moke (a brilliant pianist and student of Kalkbrenner), Chopin dedicated his first set of nocturnes, his opus 9, to “Madame Camille Pleyel.” In 1839, Camille greatly enlarged the Salle Pleyel, which served as a showroom and concert venue for his pianos and became the site of Chopin’s final Paris concert in 1848. After Camille’s death in 1855, the company continued to develop under Augustus Wolff (1821–87), a Kalkbrenner pupil and the nephew of French composer Ambroise Thomas. The firm was now known as Pleyel, Wolff et Cie, and Wolff moved the factories to Saint-Denis, a northern Paris suburb, where their manufacturing complex soon became so vast it was known as Carrefour Pleyel (the Pleyel Crossroads). In 1882, Wolff brought his son-in-law, Gustave Lyon, into the firm, who assumed control when Wolff died in 1887.

			Lyon, who had graduated from l’École Polytechnique de Paris, was a trained engineer and tireless inventor, and he is usually credited with the invention of the modern chromatic harp; but he also produced dozens of designs that today may seem like little more than amusing oddities, such as a double grand piano with keyboards at opposite ends of the case. Lyon was also heavily attuned to the Baroque revival in late nineteenth-century Paris, and he created a two-manual harpsichord for display at the 1889 Universal Exposition, a prototype of the future models favored by Wanda Landowska, which the company began to mass produce after 1912. Lyon also invented the “Pleyela,” an early reproducing piano similar to the Aeolian Pianola, which the company began to market about 1905. By this period, Pleyel grands were also greatly favored by many well-known musicians, including Saint-Saëns, Debussy, Grieg, Cortot, and Stravinsky. In 1927, Lyon, who was heavily steeped in acoustical theory, commissioned a state-of-the-art, three-thousand-seat concert hall to stand at 252 Rue du Faubourg Saint-Honoré, designed to replace the earlier Salle Pleyel built by Camille, but a fire the following year forced Pleyel, Lyon et Cie to sell the hall to other interests. The Depression, followed by the Nazi occupation of World War II, also inflicted considerable damage on the company, and Pleyel was forced to merge with the Gaveau-Érard firm in 1961, so that France’s major pianos were now produced by a single company, and its factories—ironically—were moved to Germany. In 2000, Hubert Martigny, a private investor who was then the owner of the Salle Pleyel concert hall, purchased Pleyel’s parent firm and created Manufacture Française de Pianos, which brought the Pleyel factory back to Saint-Denis. For nearly a decade, many viewed Pleyel’s future with optimism, but in November 2013, citing insurmountable competition from Japanese manufacturers, the company announced that it was closing its doors permanently.

			Pogorelić, Ivo (b. Belgrade, [now] Serbia, 1958). Croatian pianist. The son of a double bassist, at the age of seven he entered Belgrade’s Central Music School, named for famed Yugoslavian conductor and composer Vojislav Vučković (who died at the hands of the Nazis in 1942). His talent was so pronounced that when he was eleven, Evgeny Timakin, who then ran the Children’s Preparatory Division at the Central Music School of Moscow, convinced his parents to allow him to come to Moscow, where he remained for ten years. Timakin stressed building technical proficiency through arduous exercises, but after Pogorelić moved on to the Tchaikovsky Conservatory, he met the Georgian-born Aliza Kezheradze (1937–96), who seemed to exert what some have described as a Svengali-like effect on his personal and musical development. Kezheradze, from a prominent Georgian family, was a second-generation Siloti pupil, and Pogorelić has often stressed her “two degrees of separation” from Liszt. He credits her with saving him from musical despondency, maintaining that when she found him at the age of seventeen, his piano studies were at a “dead end,” and he praises her distinctive approach merging relaxation with “sound imagery as conceived by the mind and the ear.” As he told the New York Times in 1986, “two schools of technique—the piano as orchestra and the piano as human voice—are blended together in her.” They soon became inseparable, and despite their twenty-one-year age difference, Pogorelić was so smitten that they married in 1980 when he was twenty-two and she was forty-three. He told the Times that “she introduced a new standard” into his life and that “it is difficult to stand next to such perfection.” But others saw their relationship as symbiotic, and an official for the Deutsche Grammophon label even once remarked, “You could tell she was laying down the law and he was resisting. It was like a mother telling her child what to do.”

			The major turning point in Pogorelić’s musical career also occurred in 1980—ironically—when he was eliminated from the finals of the International Chopin Competition in Warsaw, obviously antagonizing jurors who resisted both his unconventional interpretations and his informal concert apparel. Martha Argerich resigned from the jury in protest, and a private concert was quickly arranged in Warsaw that seemed to galvanize university students who waited in long lines to be mesmerized by the young firebrand. A few months later, Deutsche Grammophon issued his first Chopin album, which seemed to have an unprecedented impact on youngsters weaned on pop performers, particularly in the United States. As one DG official observed, they merely had to see the album cover showing “this handsome, cool, dramatic-looking young man,” and they bought the record. But he was already leaving controversy in his wake, since he abruptly canceled his first two-month tour of North America, forcing the mammoth concert agency ICM to sue him. Though he was already a superstar in Europe, he had burned bridges in America that he refused to repair, and he enlarged the chasm through tactless press comments, such as his dismissal of ICM as just an “instrument,” followed by his admonition, “Never be too friendly. They are there to sweep the way clean in front of you.” Then with what many regarded as unabashed arrogance, he added, “America needs me as much as I need it.” Nonetheless, his early recordings received extraordinary plaudits throughout the world, and even thirty years later, his accounts of Ravel’s Gaspard de la nuit, Prokofiev’s Sixth Sonata, and the Schumann Toccata were praised by Jeremy Nicholas of International Piano as “among the greatest recordings of all time.” Though trained by Russians, Pogorelić’s own playing rarely seems to fit the expected paradigms, for his coloring palette is extraordinary, and his acclaimed Bach and Scarlatti recordings amply demonstrate a masterful ability to communicate on a miniature scale that is equally impressive to his command of the larger virtuosic repertoire. But through the 1980s, he seemed all too willing to cultivate the celebrity, matinee-idol image that his managers promoted, and after he did a fashion shoot for Esquire magazine, he even told the New York Times’s Bernard Holland, “People cannot forgive me for being good-looking.” At times, what some characterized as willful self-indulgence also had negative consequences for his career. Anthony Tommasini of the New York Times sympathized with conductor Claudio Abbado as he tried to follow Pogorelić’s “stubbornly impetuous playing” of the Chopin F Minor Concerto, and his recording of the Tchaikovsky First was only contracted with Abbado and the London Symphony after Herbert von Karajan, with just one rehearsal, refused to work with an artist so wantonly disrespectful of the composer’s tempo indications.

			In 1996, Aliza died of liver cancer, and Pogorelić’s account of her last few moments—as communicated a decade later to the German magazine Die Welt—seemed to many both bizarre and shockingly tasteless: “Her liver exploded and in her last kiss she showered me with blood. I looked like the Phantom of the Opera. . . . I didn’t want to wash it off.” He was understandably despondent, and at this writing he has a new coach he will not name, sharing only that she is Russian, married with children, and retraining him in “the fundamentals”—which he welcomes. But his appearances in the last decade seem to represent a sea change from his earlier image. Now, with a close-cropped “convict”-like haircut, he seems barely recognizable to fans who remember his earlier successes, and his playing appears increasingly erratic. After a 2004 appearance in Irvine, California, the Los Angeles Times’s Mark Swed was taken aback by the dark “movie-house” lighting on which the artist insisted. To be sure, some works, such as the Balakirev Islamey, seemed stunning, but Swed noted that his account of one of the Rachmaninoff Moments Musicaux was “so distended that it might have been mistaken for Morton Feldman and seemed to last an hour.” Now in his late fifties, Pogorelić may well have many productive years remaining, though to date, his most poorly received concert occurred at London’s Festival Hall in February 2015, the first recital he had played in the English capital since 1999. His immensely ambitious program of new repertoire, including the Schumann Fantasie, Liszt’s Dante Sonata, both books of the Brahms Paganini Variations, and Stravinsky’s Petrouchka, proved “a wretched affair” to the Guardian’s Andrew Clements, who avowed that “the concert was, neither technically or musically of a standard that should have been put before a paying audience,” and John Allison of the Telegraph insisted that Petrouchka was not only “murdered” but “dismembered.”

			Pollini, Maurizio (b. Milan, 1942). Italian pianist. The son of modernist architect Gino Pollini (1903–91)—who helped design the famed Olivetti glass-paneled office building in Ivrea in the 1950s—Pollini worked from the age of seven with prominent Milanese teacher Carlo Lonati, whom he later praised for allowing him to explore the repertoire he most enjoyed. When Lonati died, he began studying with his student Carlo Vidusso (1911–78) at the Milan Conservatory, who was far stricter and prepared him assiduously for the International Chopin Competition in Warsaw, which he won in 1960 at the age of eighteen. His prodigious technical facility was already apparent, as was his penchant for risk taking. For example, for his optional Chopin etudes, he opened with the “Octave” Etude from op. 25, followed by the “Winter Wind,” and then the first Etude in C from op. 10, three of the most demanding works in piano literature—a choice that prompted Italian pianist and author Piero Rattalino to observe, “Whoever studies the Etudes which the 18-year-old Pollini chose could see the young man from Milan as a serious candidate for either the madhouse or victory.” After the decision was rendered, one of the jurors, Arthur Rubinstein, even declared that the youth’s technical powers were superior to those of any of the adjudicators. Throughout the 1960s, most of Pollini’s studio recordings were for EMI, and his April 1960 LP of the Chopin E Minor Concerto with Paul Kletzki and the Philharmonia created a sensation. But although the Philharmonia offered him a long-term contract, he declined, since he did not feel entirely ready to launch a solo career and soon sought further training with Arturo Benedetti Michelangeli. Some have suggested that Michelangeli influenced him to become a drier, more cerebral pianist, but Pollini found the six months they spent together immensely rewarding and only regretted that they were unable to work together longer. Though he was also showered with offers for concert engagements, he declined many, since he felt somewhat reluctant to be typecast as a Chopin specialist.

			Through the 1960s, the majority of Pollini’s performances were in Italy, but he attracted international attention with his 1971 Deutsche Grammophon recording of the Prokofiev Seventh Sonata, still regarded by many as the standard against which others are measured. The LP also featured a stunning performance of the Stravinsky Petrouchka Suite, which had brought him repeated bravos a decade earlier in Warsaw. Though he continued to excel in Beethoven and Chopin, Pollini was beginning to be regarded as a twentieth-century specialist, an image that was strengthened by his remarkable 1976 recording of the Boulez Second Sonata and especially by his political and musical collaborations with left-wing composer and activist Luigi Nono (1924–90), who dedicated his . . . sofferte onde serene . . . (. . . serene waves endured . . .) to him in 1976, a year before Pollini recorded the avant garde work for piano and tape. In consort with Nono and composer Giacomo Manzoni (b. 1932), whose Masse: Omaggio a Edgard Varése he recorded in 1980, Pollini gave countless concerts in factories and poorer districts throughout the 1970s as he sought to mobilize workers into supporting socialist agendas. Although he felt that many of those political dreams had been dashed by the 1980s, his friend Manzoni recalled the 1970s fondly as “a wonderful time,” and Pollini was quoted as saying, “I wonder what would happen if a Prague Spring were allowed to go ahead, to see what socialism could do in a developed country.”

			Pollini has long been acclaimed as one of the most formidable pianists of the late twentieth century, both intellectually and technically. In 1974 he recorded all of Schoenberg’s solo works for Deutsche Grammophon, and in 1988, he joined Abbado to record the composer’s piano concerto with the Berlin Philharmonic. Though some have occasionally found him a dry, even passionless performer, others credit his compelling expressivity with solidifying Schoenberg’s place in the modern repertory, and he is always quick to observe that “Schoenberg is one of the most expressive composers in all history.” Pollini has made a special study of the last six Beethoven sonatas, and some regard his performances as unexcelled, but others have offered only qualified praise. When he performed them in Carnegie Hall in March 1978, Harold Schonberg, writing in the New York Times, was disappointed that his performance lacked “any great feeling of personality.” He added, “With all the superb pianistic control, with all the intelligence brought to bear, there was never a feeling of love, of relaxation, of something that would pick up the playing and make it memorable. Mr. Pollini was, rather, the skilled and diligent workman, a builder of forms rather than a creator of emotions.” His 1972 recording of the complete Chopin etudes, while regarded as unexcelled by some, has also generated controversy. Donald Manildi, the present curator of IPAM, wrote in 1999, “Pollini does give us pianistic solidity and craftsmanship on the highest level, but this is allied to a brand of musical thinking that is stultifying in its lack of color, warmth and imagination.” But it should also be noted that in 2007, his recording of the complete Chopin nocturnes received a Grammy Award for Best Instrumental Soloist Performance.

			Powell, Bud [Earl Rudolph] (b. New York City, 1924; d. New York, 1966). American jazz pianist and composer. Powell was born in Harlem, where the post–World War I jazz style of stride piano was omnipresent through his childhood. His father, a building superintendent, was a self-taught stride pianist, but he sought more formal instruction for his son and engaged a West Indian teacher named William Rawlins for his lessons. Supposedly, Rawlins taught his young student how to engage the arm, as well as the fingers, in his technical approach and schooled him in the works of Bach, Chopin, and Debussy, among others. Perhaps inevitably, the youngster became attracted to the Sugar Hill neighborhood of Harlem, home to a great many professional musicians, and by the time he was ten, he was even attending some of the “rent parties” that were given periodically to assist their finances. There he encountered many neighborhood celebrities, such as James P. Johnson, Willie “the Lion” Smith, and “Fats” Waller, all of whom he had heard on the radio, and all of whom exerted a profound influence on his development. He quickly mastered Johnson’s famed stride staple, “Carolina Shout,” but he also worked to absorb the elegance and finish of the more “modern” players, such as Teddy Wilson, and especially Art Tatum, who became his idol. He was so entranced by Tatum’s mastery that as he grew older, he even followed him from club to club, making conscious attempts to mimic his expressive devices. A decade later, some of Powell’s solo recordings, such as his 1951 rendition of Jerome Kern’s “Yesterdays”—a Tatum virtuosic specialty—seem to replicate Tatum’s style beyond the point of mere homage, and it is clear that Powell had developed an astounding technical command by his mid-twenties. By 1940, though he was only sixteen and still too young to be legally admitted to clubs, he began to frequent Clark Monroe’s Uptown House on West 134th Street, a dance club for Swing bands during business hours but a haven for jam sessions after closing, where advocates of the newer “Bebop” style congregated. There he first heard Charlie Parker, who made a lasting impression on him, and many believe that one of Powell’s greatest contributions was to transplant Parker’s frenetic Bop riffs from the alto saxophone to the piano, thereby creating soprano lines unlike those of any keyboardists who preceded him. In that sense, it could be argued that he represents the strongest link between Tatum and Bebop, although the newer style demanded he deemphasize his powerful left hand, resulting in a lack of rhythmic definition for which Tatum occasionally criticized him.

			He also first heard Thelonious Monk at the Uptown House, who became a major influence as well as a mentor, and after Monk became the house pianist at Minton’s Playhouse, he introduced Powell to other Bop musicians, such as drummer Kenny Clarke. In 1942, after Duke Ellington alum “Cootie” Williams formed his own orchestra, he was so impressed with Powell’s ability to sight-read fluently and to improvise highly virtuosic fills that he offered him the piano chair and was also awarded legal guardianship of the teenager. Although a strike by the American Federation of Musicians decimated recording engagements in 1943 and much of 1944, Powell did manage to play a few studio dates with Williams’s group, including, ironically, the first recording of Monk’s famed tune “’Round Midnight,” which they set down in August 1944 for the independent Hit label. Though obviously capable, Powell remained with Williams for only a few more months, and though many facts concerning his separation are well known, their underlying causes may forever be shrouded in speculation. In January 1945, after an engagement in Philadelphia, the Williams band was boarding a New York–bound train at the Broad Street Station, then the principal station for the Pennsylvania Railroad, and somehow Powell became separated from them. He was found wandering about the station in a state of drunkenness and was beaten by railroad detectives, though whether he had first become belligerent is unclear. He was incarcerated in a Philadelphia jail for ten days but constantly complained of headaches, so he was sent home to New York, where he was admitted to Bellevue Psychiatric Hospital for observation. He was then sent to Pilgrim State Hospital (now Pilgrim Psychiatric Center) in Brentwood, New York, where he remained for about two and a half months. Williams was long convinced that the beating Powell received from railroad police caused brain damage, but most now believe that he was mentally ill, and his subsequent difficulties seem to substantiate this.

			By May 1945, Powell was performing again and found himself frequently in demand on New York’s 52nd Street, where jazz clubs playing the newer styles flourished in large numbers. He also made his first recordings with small groups, working frequently with tenor saxophonist Dexter Gordon, trumpeter “Fats” Novarro, and singer Sarah Vaughan. By fall he was a regular in Charlie Parker’s Quintet at the Spotlite Club, and alto saxophonist Jackie McLean recalled how he and Parker had nightly “riff contests” to see who could outdo each other with the speed and complexity of their soprano lines. In March 1947, he formed his own sextet in Harlem, and in May he recorded the remarkably complex Miles Davis tune “Donna Lee” with Parker, Davis, and drummer Max Roach for the Savoy label. But in November he got into a Harlem bar fight and was struck in the head by a beer bottle. He was first taken to Harlem Hospital, but when he again began to show signs of mental instability, he was sent to what is now Creedmoor Psychiatric Center in Queens, where he was confined for eleven months and repeatedly subjected to electroconvulsive therapy. He was released on “parole,” a type of honor system that demanded he avoid certain types of behaviors (such as bar fights), but he was returned in January 1949 when he was deemed in violation of his agreement. Remarkably, when his mother came to the hospital to plead on his behalf, he was released in the custody of a nurse on February 23 so that he could record his own tune “Tempus Fugit” and several other selections for jazz producer Norman Granz, but he was still forced to remain at the hospital until April. Several months after his release, Granz signed him to a record contract with Mercury, but he was also appearing at major New York venues, and early in 1950 he had a “duel” at Birdland with Tatum, who vanquished him but expressed great admiration and respect. The following year he began recording for Blue Note, which issued a two-volume LP set called The Amazing Bud Powell, and many connoisseurs feel these discs represent some of his finest work. The first volume, released in April 1952, features a staggering solo of Harold Arlen’s “Over the Rainbow,” which displays a virtuosity and rhythmic freedom clearly suggestive of Tatum, while the quartal harmony vocabulary of Bop is apparent in the much admired “Un Poco Loco,” for which he is joined by drummer Roy Haynes and bassist Tommy Potter.

			But sadly, an arrest for heroin possession in August 1951 triggered more long-term confinements at Pilgrim and Creedmoor (where he received extensive insulin shock therapies), and in February 1953, a court declared Powell mentally incompetent, awarding conservatorship of his finances to Oscar Goldstein, the manager of Birdland. Goldstein worked him relentlessly, booking him for twenty-week stints at Birdland punctuated by extensive tours along the East Coast, and Powell often suffered from insomnia because he was prescribed the antipsychotic medication Largactil. His behavior became more erratic on the bandstand, and in June 1954 he was arrested for heroin possession in Philadelphia, which placed a felony conviction on his record and denied him a New York City cabaret card. Nonetheless, fans still admire some of his later recordings, such as his original “Cleopatra’s Dream,” recorded late in December 1958 for Blue Note, with bassist Paul Chambers and drummer Art Taylor. In March 1959, he relocated to Paris, where he enjoyed marked success for the next few years. In November, he was given much publicity with an ensemble, including trumpeter Clark Terry and tenor saxophonist Barney Wilen, when the French television network RTF broadcast one of their Saturday night sets from the Club Saint-Germain. In December, he began to headline with the Three Bosses Trio at the Paris Blue Note Café, where he again worked with Kenny Clarke, and which proved his longest continuous engagement, lasting until January 1962. He also made a number of memorable appearances elsewhere, including the Essen (Germany) Jazz Festival in 1960 and a Paris recording engagement with Cannonball Adderley for Columbia in December 1961. In the summer of 1963, he was diagnosed with tuberculosis and confined to a Paris hospital for over nine months. In August 1964, he returned to New York for some additional engagements and recordings, many with major stars of jazz, though he was no longer the headliner, and some of the performances proved disastrous. He died in a New York hospital of tuberculosis, malnutrition, and alcoholism in July 1966. He was only forty-one. Powell’s pianism was immensely influential on virtually every post–World War II jazz pianist and might best be summarized by Bill Evans, who praised “the incomparable originality of his creation and the grandeur of his work. . . . He was in a class by himself.”

			Pressler, Menahem (b. Magdeburg, Germany, 1923). German-born Israeli-American pianist and teacher. The son of a men’s clothing merchant, Pressler was fifteen when the Nazi government unleashed Reichskristallnacht (the Night of Broken Glass) in November 1938—its most vicious pogrom against German Jews—and years later he vividly recalled the terror his family felt hiding in their shop as armed soldiers broke in. But he also cherished the kindnesses of some German citizens, including a local church organist named Kitzl, who secretly gave him lessons at great personal risk, since he was legally forbidden to teach Jewish children. When the family managed to flee Germany a few months later en route to Palestine, he received a package from Kitzl in Trieste containing the score to Debussy’s Reflets dans l’eau, “and he told me to keep practicing.” When they finally reached Haifa in September, he experienced severe depression manifested in weight loss and general weakness, and he admits that he even fainted once during a piano lesson devoted to Beethoven’s Sonata, op. 110. But he also credits his exposure to Beethoven’s late works with helping him to survive the difficult war years, especially as he learned that many of his family’s relatives had perished in concentration camps. Ironically, his most influential teacher in Palestine, the Hungarian-born Leo Kestenberg (1882–1962), had once had a pronounced impact on German musical culture. In 1918, Kestenberg, a Busoni student, was appointed musical advisor to the Prussian Ministry of Education and the Arts in the postwar Weimar Republic, and he virtually transformed German musical life through the 1920s. It was Kestenberg who convinced Busoni to return to Berlin after World War I, and he was also intimate with Schoenberg, Hindemith, and Klemperer. When the Nazis came to power in 1933, he fled at first to Prague, and five years later to Tel Aviv, where he became general manager of the Palestine Symphony (which later became the Israel Philharmonic), remaining in Israel for the rest of his life. Pressler could scarcely have had a teacher more sympathetic to his background and personal struggles, and Kestenberg, who also taught the young Alexis Weissenberg, laid a superb foundation for his teenage pupil.

			In 1946, Pressler won first prize in the Debussy International Piano Competition in San Francisco, and his success was so marked that he made his New York debut a year later in Carnegie Hall, performing the Schumann Concerto with Eugene Ormandy and the Philadelphia Orchestra. He prepared for the event by coaching with Isabelle Vengerova for about six months, and later expressed admiration for what she taught him about keeping the wrist supple, and in the summer of 1947, he also coached with Casadesus at Fontainebleau. On hearing his performance the following December, Olin Downes of the New York Times was, for the most part, highly complimentary, deeming him a “prodigious talent” and noting that he performed the work “lyrically, tenderly, and as a poet.” In the same month, MGM issued his set of four ten-inch 78s titled Song of Love, a companion to the feature of the same name released earlier that year starring Paul Henreid as Robert Schumann and Katharine Hepburn as Clara Schumann. Although Arthur Rubinstein had supplied the soundtrack, his exclusive contract with RCA forbade MGM from issuing any of his recordings, and Howard Taubman of the New York Times saw the impasse as “a good break because it brought the gifted Mr. Pressler into the recording studio.” In the summer of 1948, he studied with Egon Petri, who was then teaching at Mills College in the California Bay Area, and he had the opportunity to meet numerous European musical celebrities who had settled on the West Coast, including Schoenberg, Stravinsky, Thomas Mann, and even Alma Mahler. By 1949 he was newly married, and he and his wife lived in New York for several years. He eventually recorded over thirty LPs for the MGM label, and in August 1955, he became the first Western pianist to release a disc containing the Prokofiev Ninth Sonata. That fall he also joined the faculty of Indiana University where, at this writing, he still teaches on a full-time basis. In the summer of 1956, he returned to New York for additional study with Eduard Steuermann at Juilliard.

			Early in 1955, MGM record executives supported his desire to record some Mozart chamber works, and he soon formed a trio with Daniel Guilet, the concertmaster of the NBC Symphony, and cellist Bernard Greenhouse, a Casals student who was then forging a solo career. Ironically, the Mozart works were never recorded, but when they were asked to substitute for another ensemble that July at the Tanglewood Berkshire Music Festival, the Beaux Arts Trio was born (originally called the Beaux-Arts Trio of New York), and the ensemble remained active for over fifty years. Guilet, then in his late sixties, retired from performance in 1968 and was replaced by Isidore Cohen, formerly of the Juilliard Quartet, who remained for nearly twenty-five years. Other violinists and cellists served the group as well, but Pressler was the linchpin who held the ensemble together until its final concert in Lucerne, Switzerland, on September 6, 2008. Throughout these years they were clearly the most famous piano trio in the world, and Pressler was unquestionably the most esteemed chamber music pianist. They recorded virtually all of the trio literature, and many larger works involving piano, assisted by additional string players as necessary. In July 2015, Decca issued a sixty-CD set to mark the group’s sixtieth anniversary. Although Pressler continued to acquit himself admirably as a soloist and frequently performed concerto engagements with major orchestras, he did not make his Carnegie Hall debut as a recitalist until February 1996, when he was seventy-two. At this writing, now in his early nineties, he still continues to perform and record throughout the world, and he remains a dedicated teacher.

			Previn, Sir André (b. Berlin, 1929). German-born American pianist, jazz pianist, conductor, and composer. Born Andreas Ludwig Priwin, he was the son of Jacob (Jack) Priwin, a lawyer and amateur pianist who gave him his earliest lessons and prodded him to achieve excellence as a musician. When he was six, his gifts were so apparent that he was accepted as a pupil of Rudolf Breithaupt, who reluctantly announced three years later that he could no longer afford to have a Jewish boy in his class. In 1939, the family was able to escape Germany, settling at first for a year in Paris—where André studied at the Paris Conservatory with composer and organist Marcel Dupré—and then stopping briefly in New York City, where they lived with relatives before settling permanently in Los Angeles. Though the Previns were profoundly grateful to have escaped the horrors of Nazism, they arrived virtually penniless, and the adjustment to a new culture was difficult: Jack’s lack of fluency in English and his unfamiliarity with the American legal system made the practice of law unrealistic, so he turned out of economic necessity to piano teaching. Fortunately, he was soon seen by many as a charming, European eccentric, and many families in the Hollywood area were eager to enroll their children in his studio. In New York, he had briefly become acquainted with Jascha Heifetz, who recommended that André continue his piano studies with the Russian-born pianist Max Rabinowitz (1891–1973), a pupil of Anna Yesipova, who had also performed frequently with Chaliapin. Rabinowitz, who earned much of his living by doubling on camera for the hands of Hollywood actors portraying pianists, prodded his pupil to acquire two skills necessary for success in the film industry: sight-reading and accompanying. Heifetz had also recommended that André study harmony with Russian-born composer and violinist Joseph Achron (1886–1943), another Hollywood émigré who made his living primarily through film work, and Achron was so demanding that by the time Previn entered Beverly Hills High School in 1942, he was already writing fugues. The youth was now paying for his own lessons by performing wherever possible, and in his freshman year he organized a band to play for school dances on weekends, thus immersing himself in the dual spheres of classical and popular music, a double focus that has characterized much of his professional life.

			In 1945, MGM producers agreed to audition him for the movies, and though they had little interest in placing him in front of the camera, they were extremely impressed with his ability to sight-read and orchestrate. Though uncredited, he immediately found himself hired to write a boogie-woogie version of “Three Blind Mice” for José Iturbi and his sister, Amparo, for the feature film Holiday in Mexico, released in 1946. MGM was among the last of the large studios to produce big-budget musicals, many of which by then were barely breaking even at the box office, and Previn’s versatility, coupled with the fact that his youth made him exempt from mandatory union pay scales, contributed to his popularity on the Culver City lot over the next several years. Years later, he acknowledged that he felt like “a kid set loose in a candy store,” and before long he was even permitted to conduct his own scores. Many of the MGM orchestra members had superb symphonic backgrounds, and Previn soon met the orchestra’s principal cellist, Willem Vandenberg, who asked him to read some chamber music. Through Vandenberg he met violinist Joseph Szigeti, and while he was still in high school, they spent an entire summer in weekly chamber sessions reading through the trios of Beethoven and other major composers, a training experience virtually impossible to replicate in most conservatories. Previn also joined the California Youth Orchestra, which gave him the opportunity to perform several concertos, and he even once performed the Tchaikovsky First under guest conductor John Barbirolli. MGM also hired him to provide background music for fashionable parties at the stars’ homes, which brought him a lucrative side income and strengthened his knowledge of the popular standards they most requested.

			Up until 1944, Previn had had little exposure to jazz, but he has often told the story of purchasing a battered copy of Art Tatum’s 1940 Decca recording of Clifford Burwell’s song “Sweet Lorraine,” which overwhelmed him so much that he exhausted reams of staff paper to transcribe it note by note before teaching himself dutifully to play it. The concept of genuine improvisation was still foreign to him, but as best he could, he began to transplant his idea of the Tatum style to other standards. Still, as he demonstrated on an episode of the Armed Forces Radio Service Jubilee program recorded on VE Day in 1945, he was displaying a remarkable control and pianistic command for a sixteen-year-old whose jazz competencies were entirely self-taught. MGM stars and musical personnel often appeared on the Jubilee program, hosted by African-American film star Ernest Whitman, and Previn, backed by a rhythm section, performs the Harry Barris tune “I Surrender, Dear” with a finesse and virtuosity that might, at least in places, be mistaken for Tatum’s wizardry. In the same year, he made a few records with local musicians for smaller independent labels, and when they came to the attention of RCA’s Walter Heebner, he produced an album of eight standards released in 1947 simply called André Previn, an “easy listening,” light jazz set supported by tasteful ensemble work from MGM sidemen on guitar, bass, and drums. Much to everyone’s surprise, the album catapulted to first place on the Billboard chart and eventually sold over 200,000 copies. Previn and his various sidemen briefly became the hottest club attraction in Los Angeles, and in the same year MGM signed him to a three-year contract at $250 a week, an unheard-of sum for a teenager and over twice what his father made.

			Through the 1950s, Previn’s work in both the film and the jazz worlds deepened. In all, he collected four Oscars for arranging the scores to Gigi (1958), Porgy and Bess (1959), Irma La Douce (1963), and My Fair Lady (1964). Though he was often dismissed as a dilettante by jazz aficionados dedicated to Bop, he continued to be popular with the record-buying public and made a number of highly acclaimed discs for Contemporary, a West Coast label known for its devotion to “cool” jazz. His Contemporary discs include a treatment of the songs from West Side Story with drummer Shelly Manne and bassist Red Mitchell and several highly praised solo albums dedicated to the songs of Vernon Duke, Jerome Kern, and Harold Arlen. Both the West Side Story and Arlen discs won Grammys in 1961 and 1962, respectively. Although the Tatum influence remains apparent in Previn’s approach, his playing is always elegant, often harmonically sophisticated, and at times subtle and subdued. He generally handles the keyboard with great ease and rarely produces harsh tones. In the 1960s, he also made a number of classical recordings for Columbia, including a disc pairing Barber’s Four Excursions with the Hindemith Third Sonata in 1961 and another featuring the Shostakovich First Concerto with Bernstein and the New York Philharmonic in 1962.

			From the mid-1960s on, Previn became more interested in conducting, and after guest-conducting many American orchestras, in 1967 he succeeded Barbirolli as music director of the Houston Symphony. A year later he became principal conductor of the orchestra with which he is most often associated, the London Symphony, and through the 1970s he became one of the most visible classical musicians in Britain, assisted by the heightened popularity he received from his weekly television program on the BBC. He also continued to appear as a pianist, and in 1973 he made an acclaimed EMI LP of the Mozart Concerto in G, K. 453, and the C Minor, K. 491, with Adrian Boult. He subsequently turned the C Minor into a signature piece, often conducting it from the keyboard with the LSO and other orchestras. He has also recorded a substantial amount of chamber music with soloists he has conducted, including a collaboration with Vladimir Ashkenazy in both of the Rachmaninoff two-piano suites for the London label in 1975, and the complete Mozart piano trios with his (then) wife, violinist Anne-Sophie Mutter, and cellist Daniel Mueller-Schott for Deutsche Grammophon in 2006. From 1976 to 1984, he also served as music director of the Pittsburgh Symphony, spawning another television series for PBS called Previn and the Pittsburgh, which was subsequently nominated for three Emmys. Other appointments followed with the Royal Philharmonic and the Los Angeles Philharmonic, but in the late 1980s, Previn also began to reimmerse himself in the jazz world with a series of CDs and live appearances, often collaborating with soloists such as Ella Fitzgerald and even soprano Kiri Te Kanawa. To date, his most recent jazz disc is another solo effort, Alone: Ballads for Solo Piano, released in 2007 on the EmArCy (Mercury) label, which reached number eight on the Billboard chart. In 1996, he was appointed an Honorary Knight Commander of the Order of the British Empire, and in 2010 he was awarded a Lifetime Achievement Grammy. At this writing, he is still active as both a classical and jazz pianist, and he remains one of the most widely admired, versatile musicians in the world.
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			QRS Company. A manufacturer of player piano rolls located for over a century in Buffalo, New York. See appendix E.

			Queen Elisabeth Competition. An international competition for performers held in Brussels, Belgium, considered one of the most prestigious in the world. It began in the late 1930s, when Belgium’s Queen Elisabeth organized a competition to fulfill the dream of her friend and former teacher, the late Belgian violinist Eugène Ysaÿe (1858–1931). Ysaÿe had wanted to showcase the world’s greatest rising stars with an annual Belgian contest that alternated violin with piano entrants, but he died before it came to fruition. Originally called the Eugène Ysaÿe Competition, it was first held in June 1937 as a violin competition, when Soviet violinist David Oistrakh was unanimously declared the first-prize winner. It was repeated the following June as a piano competition, and among the notable entrants were Emil Gilels, who won first prize; Moura Lympany, who won second prize (listed on the entrance roster as Mary Johnstone, her birth name); and Arturo Benedetti Michelangeli, who finished seventh. World War II disrupted the competition’s momentum, and it was not held again until 1951, when it was renamed the Queen Elisabeth Competition in honor of its patroness. One of its distinctive features is that an assigned work by a Belgian composer must be learned by the finalists while the competition is in progress. Beginning in the 1950s, the piano edition occurred every four years, alternating with violin editions and competitions for both Belgian and international composers. In 1952, the first prize in piano was won by Leon Fleisher, and subsequent notable piano winners have included Vladimir Ashkenazy (1956) and Malcolm Frager (1960). In 1988, a Voice division was added. See http://www.cmireb.be/cgi?lg=en.
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			Rachmaninoff, Sergei (b. Oneg, Novgorod, Russia, 1873; d. Beverly Hills, California, 1943). Russian pianist, composer, and conductor who assumed American citizenship late in his life and whom many regard as the greatest pianist of the twentieth century. Rachmaninoff was the son of an army officer, and his maternal grandfather, who had been a general in the Russian army, received vast parcels of land over the years as a reward for his service to the tsar. His father, Vasily Arkadyevich, had been given five separate estates as a dowry at the time of his marriage, though his gambling habits and financial irresponsibility eventually forced him to sell all but one by the time Sergei, the fourth of his six children, was born. The family was then living on the estate of Oneg in the Novgorod district, about one hundred miles south of St. Petersburg and about three hundred miles northwest of Moscow. As a child, he was pampered by servants and frolicked through forests, lakes, and meadows. His mother gave him his first piano lessons, and when he was still quite young he was taught by Anna Ornatskaya, who had attended the St. Petersburg Conservatory as a pupil of Gustav Kross (1831–85), a student of Anton Rubinstein. Ornatskaya was impressed by the youngster’s talent, but Sergei’s world came crashing down when Vasily managed to spend away most of the family’s remaining assets, forcing them to move to a cramped apartment in St. Petersburg. Rachmaninoff was then about nine, and in the same year his fourteen-year-old sister, Sofia, to whom he was very close, died as a casualty of the St. Petersburg diphtheria epidemic, a disease that affected the other children as well—though only Sofia succumbed. Vasily deserted the family shortly thereafter, and Sergei’s maternal grandmother then assumed responsibility for his education. She enrolled him in a program for gifted children at the conservatory for which Ornatskaya had strongly recommended him, where Vladimir Demyansky, a Kross pupil, agreed to prepare him for a scholarship for later study with Kross himself. But the youth was often rebellious and even refused to attend class, so that when he took his end-of-term examinations in the spring of 1885, he failed every subject. His grandmother was now determined to instill greater discipline in him, and Alexander Siloti, her nephew by marriage, recommended he audition for the teacher with whom he himself had studied years earlier, Nikolai Zverev (1832–93). But that fall, Sergei’s depression deepened when his nineteen-year-old sister, Yelena, a budding opera singer who had just been accepted by the Bolshoi, died of pernicious anemia.

			Nonetheless, in the fall of 1885, the twelve-year-old youngster was sent over four hundred miles away to study—and lodge—with Zverev, then one of Moscow’s most famous teachers. Years earlier he had studied with Alexandre Dubuque (1812–98), a pupil of John Field, and also with Henselt, from whom he acquired his lifelong conviction that unrelenting discipline was the key to pianistic success. Independently wealthy, Zverev lived well, but he worked incessantly. He taught at the Moscow Conservatory from 8 a.m. until mid-afternoon, then returned home to teach until 10 each evening in his large flat near Arbat Street, the artistic center of the city. He allowed some of his conservatory students to lodge with him, as well as a handful of younger students, a group that Zverev often referred to collectively as his “Cubs.” In exchange for his generosity, he demanded strict obedience. His pupils were to be seated at their pianos each morning by 6, and when he was at the conservatory, his sister ruled the household with an iron hand. On Sunday afternoons, the students were expected to play for Zverev’s invited guests, and at such gatherings Rachmaninoff occasionally met musical celebrities such as Tchaikovsky, as well as Zverev’s young student Scriabin, who did not then lodge with the group. Zverev soon broke Rachmaninoff of his waywardness, and within a year, his piano technique had grown significantly. Zverev also took his “Cubs” to concerts, and Rachmaninoff always remembered the series of “Historical Recitals” he heard Anton Rubinstein perform at the Moscow Conservatory in January 1886, accompanied by Rubinstein’s lectures to the students concerning the works they were hearing. Throughout his life he always acknowledged Rubinstein as the pianist who had made the greatest impression on him, and he revered his performances as an aesthetic ideal. In the spring of 1888, now fifteen, he entered the Moscow Conservatory as a piano pupil of his cousin, Siloti, but he also studied counterpoint with Taneyev and harmony with Arensky. His studies went well, but since he was still lodging with Zverev, conflicts arose when he asked to be moved to an attic room so that he could compose without being disturbed by the other boys’ practicing. Zverev, who cared nothing for his compositional aspirations, flew into a rage and demanded he leave, and it was several years before they spoke again. He soon relocated to the home of his Moscow cousins, the Satin family, and in the summer of 1890 they took him to Ivanovka, their beautiful family estate about 375 miles southeast of Moscow. Here, Rachmaninoff found a peace and tranquility he had not known since his days at Oneg, and he returned for rest and rejuvenation every summer through 1917.

			In the spring of 1891, Siloti resigned from the conservatory, and Rachmaninoff petitioned to take his piano examination early so that he would not have to adjust to another teacher. Despite limited time to prepare the first movements of Beethoven’s “Appassionata” and the Chopin B-flat Minor Sonata, he was awarded piano honors on May 24, and he spent much of the summer orchestrating what was to be the first version of his Piano Concerto in F-sharp Minor, op. 1, which he performed the following March. In May he was awarded the Great Gold Medal (the third in the conservatory’s history) for his one-act opera Aleko, and Zverev, who was on the examination committee, effected a reconciliation by giving his former pupil a gold watch. As a conservatory graduate, Rachmaninoff was now granted the title of “free artist,” the approximate equivalent of a modern baccalaureate degree. He was immediately approached by the publisher Karl Gutheil, who published Aleko as well as a number of shorter works, most famously his C-sharp Minor Prelude, op. 3, no. 2, which he performed along with other pieces in October 1892 for the Electrical Exposition staged by the Imperial Russian Technical Society. (Much to Rachmaninoff’s regret, Gutheil failed to copyright the Prelude in Europe, so throughout his life the composer was denied the royalties that the work’s overwhelming popularity would undoubtedly have brought him.)

			He was then earning his income mostly by teaching, and he felt honored to have his First Symphony—which he composed largely at Ivanovka in the summer of 1896—included on the St. Petersburg concert series for promising composers funded by industrialist Mitrofan Balyayev. Much has been written about the March 1897 performance of this work—the only one that Rachmaninoff ever heard—which was disastrous. The symphony was savagely attacked in the press by critic and composer César Cui, and Rachmaninoff soon fell into a deep depression, writing little for the next three years. He enjoyed some success conducting for a small Moscow opera company, and in 1898 he told friends he was planning another piano concerto, though he was having difficulty acquiring the motivation. In an oft-told story, after his insecurities were deepened by a non-encouraging visit to the misanthropic Leo Tolstoy in January 1900, he finally agreed to consult a physician, Dr. Nicolai Dahl, who had met with Sigmund Freud in Vienna. Although no one knows the exact content of their sessions, Dahl repeatedly hypnotized him, and by summer Rachmaninoff was at work on his Second Piano Concerto, op. 18, which he first performed in November 1901. It was an immediate success, and of all piano concertos, it remains one of the most frequently performed.

			Dahl’s influence seemed to spark a creative renaissance, and over the next decade Rachmaninoff composed some of his most highly admired works. In April 1902, he married his cousin Natalia Satina, and they soon had two daughters. Each summer they retreated to Ivanovka, where he concentrated on composition, while the winter months were spent performing, and at times conducting. In 1909 he visited America for the first time, the occasion for which he composed his Third Concerto, op. 30, which he first performed on November 28 with the New York Symphony under Walter Damrosch—repeating it several weeks later in New York with the Philharmonic under Mahler. The longest of his four concertos, it is considered by most pianists to be one of the most difficult in the repertoire, but it remains immensely popular. As a pianist, he was a tireless worker, and his technical command was unexcelled, even by the other titans of his era. In October 1911, when he first performed the Third in London, The Times wrote that it was “more than usually difficult” to judge the work’s value “because it is almost impossible to disassociate the music from the extraordinary glamour cast upon it by the magical piano playing of the composer.” Similar accolades followed him throughout Europe and in Russia, where his compositions were becoming so popular that many were beginning to regard him as the heir apparent to Tchaikovsky.

			World War I brought an end to Rachmaninoff’s lucrative concert engagements, and the conflict between the Bolsheviks and the tsarists troubled him deeply, since his aristocratic lineage prompted him to fear for the safety of his family. Thus he was grateful when late in 1917 he received an offer to perform in Stockholm, where, after an arduous journey across Finland by sleigh in freezing temperatures, the family arrived on Christmas Eve. Rachmaninoff played engagements throughout Scandinavia for the remainder of the season, though the only concertos he was then prepared to perform, other than his own, were the Liszt E-flat and the Tchaikovsky First. He never returned to his homeland, though the future concerned him greatly since he had been forced to leave Russia with virtually no funds, and the Bolshevist government confiscated his copyrights. Three separate offers arrived from the United States, but since he had little experience with most of the symphonic literature, he turned down contracts with both the Boston and the Cincinnati Symphonies. The offer to play twenty-five piano concerts at generous compensation was the most attractive, but his concerto offerings needed expansion, and his recital repertoire, save for his own works, was also sparse. Nonetheless, he borrowed money for passage, and on November 1, 1918, the family boarded a ship from Oslo bound for New York, where they arrived on November 10, one day before the Armistice.

			Remarkably, at the age of forty-five, Rachmaninoff now embarked on the career of a touring concert pianist, and despite the fact that he immediately caught the dreaded Spanish flu, he recovered enough to play his first American recital as an émigré on December 8 in Providence, Rhode Island. For all of his American concerts, he chose the Steinway, even though the firm offered him no money, as others had. On December 21 he played in Carnegie Hall, and James Huneker, writing in the New York Times, praised his recital with the headline “Rachmaninoff Raises the Roof.” He compared his performance of the Beethoven Sonata, op. 10, no. 3, to Bülow’s interpretation years earlier, noting that “the same cold white light of analysis, the incisive touch, the strongly marked rhythms, the intellectual grasp of the musical ideas . . . proclaimed that Rachmaninoff is a cerebral, not an emotional artist.” Although contemporary listeners might well find Rachmaninoff’s interpretations excessively Romantic by modern standards, Huneker’s assessment was shared by most critics in his day. Harold Schonberg has written that he was even dubbed “The Puritan of Pianists,” a term that was “used admiringly, not in any pejorative sense.” In contrast to his close friend Josef Hofmann, whose playing he admired above all others (the admiration was mutual), Rachmaninoff prided himself on structuring his interpretations around—as he termed it—a dramatic climax or “point,” and he became upset if he felt a performance failed to communicate it. In an era when many artists took textual liberties, he was generally faithful to the score, but he did not hesitate to follow his own convictions when he felt it artistically appropriate. For example, his famed 1930 recording of the Funeral March from Chopin’s B-flat Minor Sonata presents the somber opening theme at a piano level, but when it returns following the lyrical section in D-flat, Rachmaninoff boldly plays it at a fortissimo. His decision has at times been met with criticism, but the dramatic effect is overpowering.

			Although regrettably no live recorded performances by Rachmaninoff are known to exist, his legacy of studio recordings is among the richest of any pianist from his era. This is undoubtedly due at least partially to the fact that although sound editing was virtually impossible at the time, he was willing to record entire compositions repeatedly to ensure a virtually flawless product. For example, his December 1925 recording of his own transcription of the scherzo from Mendelssohn’s Midsummer Night’s Dream was recorded eleven times in a single session. His earliest recordings were made for Edison in April 1919, but the following year he signed with Victor (RCA Victor after 1929) and remained with that label for the rest of his career. After his death, RCA also reissued a number of his 78 rpm recordings as LPs which sold well; hence Rachmaninoff was one of the first pianists to be posthumously commemorated and popularized through historical reissues. Two of his most revered performances are his April 1929 recording of the Schumann Carnaval and the February 1930 recording of the Chopin B-flat Minor Sonata mentioned above. He was also an unsurpassed miniaturist, and his remarkably imaginative 1927 recording of Chopin’s C-sharp Minor Waltz, with its beautifully honed rubatos, is considered by many to be unsurpassed. Although his 1936 recording of Handel’s Harmonious Blacksmith would scarcely be considered stylistically “authentic” by modern scholars, he communicates a reverence for the music’s expressive qualities while displaying a remarkable control of the piano’s dynamic range, even at prestissimo tempos. For generations pianists have also studied his recordings of his own works, especially the four piano concertos and the Rhapsody on a Theme of Paganini—all with the Philadelphia Orchestra—performances which many still regard as unexcelled and even definitive. Between 1919 and 1929, he also made a number of piano rolls for Ampico, though almost all of these works were also recorded as 78s. Rachmaninoff and his wife became American citizens on February 1, 1943, and on February 17 he played his last recital in Knoxville, Tennessee. He was then already suffering from advanced melanoma, though his physicians hid the severity of his condition from him. He died about six weeks later at his home on North Elm Drive in Beverly Hills, just four days before his seventieth birthday.

			rag or ragtime. An American style of popular music most often played on the piano, which reached its commercial peak in the first two decades of the twentieth century. Although most of the well-known rag pianists were skilled improvisers, rag’s success was fostered largely through sheet music sales, and in that sense it may be contrasted with jazz, which developed somewhat later and owed its earliest popularity more to radio and the burgeoning recording industry. Although rag’s earliest roots have been debated by various scholars, virtually all agree that the genre evolved in the American South in the late nineteenth century and that black pianists in African-American churches and post–Civil War minstrel shows were pivotal to its development. “Jig pianists” were those capable of adapting well-known melodies—whether hymns or popular songs—to a style where the left hand was kept rhythmically steady, either with octaves or stride-type effects, while the right hand often selectively omitted portions of the tune, even syncopating it in seeming contradiction to the left-hand pulse. At some point, this became known as a “ragged” treble style, and by the 1890s, the term “rag” was being promoted by a growing number of skilled black pianists—though most were unable to read music. Detailed biographical information about rag’s earliest pioneers is not always easily found, but whatever his background, pianist and singer Otis Saunders is often credited as a pronounced influence on rag’s most famous exponent, Scott Joplin. Joplin’s biographer, Edward Berlin, does not discount the widely held belief that the two men first met on the Chicago Midway in 1893 at the World’s Columbian Exposition, the venue where thousands of Americans first heard ragtime piano. Saunders then accompanied Joplin back to Sedalia, Missouri, where he encouraged him to attend college to expand his training in music theory and composition, and in 1897 Joplin notated five rags, including a composition called “Original Rags,” which he submitted to a Kansas City publisher the following year (though it was issued under another composer’s name). Berlin also notes that by the time Joplin published his most famous composition, the “Maple Leaf Rag” in 1899 (which Saunders later claimed he co-authored), there were already over one hundred rags in print, so the genre was already developing a commercial following.
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					Scott Joplin: “Maple Leaf Rag” (1899), mm. 1–4. Joplin’s most famous rag displays the genre’s most stereotypical characteristics: a steady, march-like left hand against right-hand syncopations punctuated by rests and subdivisions.

				

			

			There can be little question that Joplin’s training in European classical traditions played a substantial role in his success, because he was not only adept at notation, but he also composed a ballet and two operas that were heavily infused with rag elements. In all, he published about forty original piano rags, many of which sold well with white audiences, as did those by his most well-known contemporaries, such as James Scott (1885–1938). Although Berlin questions the widely held assumption that Joplin encouraged his publisher, John Stilwell Stark, to publish Scott’s first major success, “Frog Legs Rag,” in 1906, it became Stark’s second all-time best seller, outpaced only by “Maple Leaf,” which by 1909 is said to have sold 500,000 copies. “Frog Legs” was followed by many others, including Scott’s extremely popular “Climax Rag” in 1914, which appeared as the rag era was reaching its peak.
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					James Scott: “Climax Rag” (1914), mm. 21–26. The cross-accent ties in Scott’s right-hand patterns at times create syncopations that show even greater rhythmic subtlety than was seen in Joplin’s “Maple Leaf.”

				

			

			By 1920, rag was declining in popularity, and though many have speculated on the reasons, no definitive cause is universally accepted. World War I is often seen as a catalyst for artistic changes in Western culture, but it scarcely suffices as an adequate explanation, and in fact, the mere presence of James Reese Europe (1881–1919), one of the most gifted African-American musicians of the early twentieth century, seems to contravene the war as a causal factor. For example, Europe’s collaboration with the popular society dance team of Vernon and Irene Castle had taken orchestrated rag into the ballroom and made it a virtual pop phenomenon by 1915. In addition, his service with the U.S. Army brought ragtime to France, and after the war, the French were driven to near hysterics when he conducted his ragtime arrangements of “Memphis Blues” and “The Marseillaise” in Paris. James Europe is also said to have had major plans for expanding rag’s influence in the postwar era, and even merging it with the newer style known as “jazz,” but his tragic death in 1919 at the age of thirty-eight (at the hands of one of his own bandsmen) ended a brilliant career. By then, Joplin and nearly all the other principals of the rag movement had also died, and rag as a commercial force seemed to enter a decades-long period of virtual hibernation. Though its rebirth is sometimes linked to the publication of Rudi Blesh’s landmark book They All Played Ragtime in 1950, the style failed to regain much popularity until composer Marvin Hamlisch received an Oscar for his adaptations of several Joplin rags as underscores for the 1973 Universal feature The Sting. The resurgence intensified with the publication of E. L. Doctorow’s Ragtime in 1975 and especially with Milŏs Forman’s adaptation of Doctorow’s novel into a feature film for Paramount in 1981, for which composer Randy Newman received an Oscar nomination. The revival was also assisted by pianists who recorded rags in the 1970s, including Max Morath (b. 1926), Joshua Rifkin (b. 1944), and Dick Hyman. In 1976, Blesh received a Grammy for the liner notes he contributed to Hyman’s The Complete Works of Scott Joplin.

			Ravenscroft. An independently produced grand piano designed by technician and builder Michael Spreeman and manufactured in Scottsdale, Arizona, since 2006 by its parent company, Spreeman Piano Innovations, LLC, which was formed in 2004. The Ravenscroft is a custom, hand-crafted instrument that normally requires an excess of one thousand hours of labor. It bears the name of well-known Phoenix jazz pianist Bob Ravenscroft (a direct descendant of English Renaissance composer and publisher Thomas Ravenscroft), for whom the first model was designed, and at present two sizes are built, the Model 275 (9') and the Model 220 (7'3"). Although Ravenscrofts can be tailored to individual specifications, their soundboards are generally fashioned from Italian Fiemme spruce or AAA select Sitka spruce, with Canadian spruce ribbing and a pinblock of Bolduc five-ply, quarter-sawn maple. The proprietary bridge and bass strings are designed by Spreeman, but their Renner actions, Kluge keyboards, cases, and cast-iron frames are all built in Germany to exact specifications. Understandably, their production figures are small, and at present they build only four to five instruments per year on custom order. With other appointments that include titanium bridge pins and hitch pins; a patented, four-position music desk; and a hydraulic fallboard, Ravenscroft instruments are not inexpensive. At this writing, the Model 220 retails for $230,000, and the Model 275 retails for $280,000, but virtually all artists who have played them compare them favorably to the finest premium instruments now being built.

			In 2015, the company also introduced the Ravenscroft 275 Virtual Instrument, manufactured by its Ravenscroft Digital division. The Virtual Instrument is highly sophisticated software developed by VI Labs, using some seventeen thousand samples and simulating the touches and sounds available on the Ravenscroft 275 concert grand. Its features include four separate acoustical microphone simulations so that sound can be experienced as though it were being heard by the player or through close, side, or room microphones. It also enables simulation of una corda and damper half pedaling. The software can be purchased separately or preinstalled in a Kawai VPC1, which at this writing is retailing within the $5,000 to $6,000 range for a standard case, and about $1,500 more if an art case is ordered. Thus far, the Ravenscroft 275 VI has been well received by the industry. See http://www.ravenscroftpianos.com.

			regulation. The process of making fine adjustments to a piano’s action to ensure evenness of touch and to make it perform as close to factory specifications as possible. Over time, piano actions are especially sensitive to changes in heat and humidity, and although regulation may not be necessary every time the instrument is tuned, for most pianos some adjustments are usually recommended at least once a year, and far more often if the instrument receives constant use. There are two simple tests that technicians often perform to test the piano’s regulation: (1) A note will be repeated very quickly while pressing down the damper pedal so that the raised dampers are unable to assist the hammer’s return. If the hammer returns on its own so sluggishly that the corresponding key cannot be rapidly repeated, adjustments are probably required. In this case, the back checks or wippens may be moving before the hammer responds, resulting in lost motion, and the technician may adjust them by tightening screws to move them closer to the hammer butt. (2) A chromatic scale may be played as softly as possible, or in other words, each key will be accelerated as slowly as possible while still enabling a sound. If some keys appear unresponsive, or they travel downward too stiffly, the action probably needs regulation. When the hammer does not connect with the string during a slow acceleration, it may be because the “let-off,” or point of escapement, is occurring too early in the key’s descent. There are several possible reasons for this, but the technician should be able to adjust the let-off to standard regulation, which is usually about one-eighth of an inch from the strings. Regulation is also indicated whenever the piano has been voiced—another procedure that is invariably linked to the amount of use the instrument receives. See voicing.

			Reinecke, Carl (b. Altona [Hamburg], Germany, 1824; d. Leipzig, 1910). German pianist, teacher, composer, and conductor. Reinecke was born in a borough adjacent to Hamburg on the Elbe River, which was then a province of Denmark, so he was technically born a Dane. He studied as a child with his father, a music teacher, and when he was nineteen he joined a violinist for a brief concert tour of Scandinavia before arriving in Leipzig. There he studied with Mendelssohn while he also became close to both Robert and Clara Schumann, as well as the young Liszt. In 1846, he relocated to Copenhagen, where he was appointed Danish court pianist, and two years later he moved to Paris, where he performed, taught, and composed for several years. In 1860 he succeeded cellist Julius Reitz as conductor of the Leipzig Gewandhaus Orchestra, serving for a full thirty-five years—to date the longest tenure of any of the orchestra’s conductors. He was intimate with Brahms and conducted the first complete performance of Ein deutsches Requiem in 1869. His Gewandhaus appointment was concurrent with his appointment to the faculty of the Leipzig Conservatory, whose directorship he assumed in 1896. Serving as both a piano and composition professor, he taught scores of prominent European musicians, including Busoni, who studied piano with him for about two years. But many thought that Reinecke was set in his ways and often perpetuated the worst techniques from the older German school of rigid hand position and high fingers. Oscar Beringer (1844–1922), a German-born pianist who later taught at the Royal Academy of Music in London, left Reinecke’s studio and later observed that “the teaching of touch and technique was entirely ignored by the Professors at the Conservatoire [sic].” Beringer and many others were soon drawn to the newer technical ideas being advanced by German theorists such as Deppe and Breithaupt.

			Reisenberg, Nadia (b. Vilnius, Lithuania, 1904; d. New York City, 1983). Lithuanian-born American pianist and teacher. Her talent was so pronounced that while she was still a youngster, the entire family relocated to St. Petersburg so that she could study at the conservatory with Leonid Nikolayev (1878–1942), a student of Leschetizky pupil Vasily Safonov. She later praised Nikolayev for communicating “the three Rs” of her technical schooling: “a completely loose wrist, a proper application of arm weight, and the greatest economy of motion,” acknowledging that “almost everything I know about the physical side of piano-playing, I owe to Nikolayev’s extremely detailed schooling.” In the autumn of 1917 the Reisenbergs were forced to return to Vilnius because of the October Revolution, and fearing additional upheavals, they fled to Warsaw, where in 1921 Nadia made her orchestral debut with the Rimsky-Korsakov Concerto under Rodziński and the Warsaw Philharmonic. The family arrived in New York later that year, where a Russian-born banker, Isaac (Sasha) Sherman, served as their sponsor and arranged concerts in private homes for Nadia and her younger sister, Clara (1911–98), a gifted violinist. Nadia also pursued further study with the Polish-born Alexander Lambert (1862–1929), a Liszt pupil and friend of Paderewski, and Paderewski attended her American orchestral debut when she performed his Polish Fantasy with the City Symphony at Carnegie Hall in December 1922. She married Sherman in 1924 and continued to concertize with Clara, though she also sought further training with Josef Hofmann, whom she later thanked for his “priceless” teachings concerning pedaling: “I learned from him what I call college pedaling—using a combination of foot and finger pedaling, taking a pedal diminuendo, taking half, even quarter pedal in long phrases.” After Hofmann joined the faculty of the newly formed Curtis Institute in Philadelphia, Reisenberg also served as his assistant for three years, though she remained a frequent presence on New York stages over the next several decades.

			Reisenberg’s national fame was intensified when in November 1938 she began weekly broadcasts of all the Mozart concertos with Alfred Wallenstein conducting the Mutual Radio Symphony on New York station WOR, a cycle that ran through March 1939 and was carried by Mutual stations coast to coast. (She performed the two-piano concerto with Milton Kaye, a Friedberg student who later worked in television.) Reisenberg also had a long career working as a chamber musician, often with major artists, and her first commercial recording was the Brahms E-flat Clarinet Sonata, op. 120, no. 2, with Benny Goodman—a set of six 78s issued by Columbia in 1946. She made her Carnegie Hall debut as a soloist in November the following year, and though Howard Taubman of the New York Times criticized her for lacking “a personal sense of style,” which he suggested might have come from her “devotion to ensemble work” and “letting others take the lead,” her notices were generally excellent. That recital is now available on CD, as are a great many of her live performances, and her playing is shown to have had a remarkable ease and fluency, as well as a wide range of tonal color. Reisenberg was also much revered as a teacher, and for many years she was on the faculty of Juilliard, where one of her most noted students was Richard Goode. Beginning in 1960, she also began a series of biannual master classes in Jerusalem. After she first arrived in America in the 1920s, her sister Clara continued her violin studies with Leopold Auer and was on the brink of a major success when she developed an arthritic problem in her bow arm that forced her to abandon a performance career. At about the same time, she met the Russian-born Leon Theremin, who presented her with one of the earliest models of the instrument that bore his name, then manufactured by RCA. After Clara married attorney Robert Rockmore, she began performing as Clara Rockmore and soon became the most noted Theremin performer in the world. She often reworked violin literature for the instrument, and on one occasion she even performed a Theremin version of the Franck violin sonata with Nadia at New York’s Town Hall. Clara made her first and only LP, The Art of the Theremin, in 1977 for Delos International Records, for which Nadia provided some of the accompaniment. The album was recorded and produced by Robert Moog, who then manufactured Theremins. Reisenberg’s son is Robert Sherman (b. 1932), a well-known music critic, author, and broadcaster. From 1970 to 1989 he hosted The Listening Room on New York classical station WQXR, which was also heard nationally for some of its run.

			Renner (full name, Louis Renner GmbH [limited liability] & Co. KG [limited partnership]). A German-based manufacturer of piano actions, and especially hammers, considered to be the industry leader throughout the world. The firm was founded in Stuttgart in 1882 by Louis Renner, who began handcrafting piano actions for a few selected German makes. His workmanship was exemplary, and as the German piano industry grew, the company expanded. In 1902, a new factory was opened, and Renner by then had thirty-five employees, a figure that had more than quintupled by the start of World War I in 1914. By then, the company had become increasingly mechanized, but it prided itself on blending technology with handcraftsmanship and its production figures swelled; before long, it was producing upright and grand actions under one roof and supplying parts for over a dozen manufacturers. Production figures fell during the Depression in the 1930s, and World War II caused further setbacks, but in 1952, Renner added the repair of worn and damaged actions to its services and was soon again recognized as the industry standard for new piano actions. In 1974, the company opened a new factory at Odenheim, and a third plant in Zeitz, near Leipzig, came online in 1992, focusing on actions built for uprights. A complete Renner action involves over 8,800 parts and relies heavily on European hornbeam timber, some of the hardest wood known. The company claims to reject over 90 percent of the wood it examines at its Odenheim factory, and the remaining stock is fashioned into four hundred different varieties of hammerheads, according to the specifications of individual makers. The European manufacturers using Renner parts in their premium instruments include Bechstein, Blüthner, Grotrian-Steinweg, Feurich, Petrof, Sauter, Seiler, Steingraeber, and (the German) Steinway, and those using Renners for every piano in their line include Bösendorfer, Estonia, Fazioli, August Förster, and Schimmel. The company’s home office is located in Gärtringen, about fifteen miles southwest of Stuttgart. See http://www.louisrenner.com.

			Renner USA, located in Carefree, Arizona (greater Phoenix), was founded in 1988 by Lloyd Meyer, a former Steinway president, to handcraft Renner actions according to the specifications of many older American makes, such as Baldwin, Chickering, Knabe, Mason & Hamlin, and Steinway. Today it is not uncommon for technicians and rebuilders to request Renner parts manufactured in Arizona even for American instruments dating back to the late nineteenth and early twentieth centuries. Renner USA also builds custom actions for a wide variety of European and Asian instruments. They offer Renner Premium Blue Classic and Premium Blue Point hammerheads, which are praised by many technicians because they do not require the addition of lacquers or other hardeners. See http://www.rennerusa.com.
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					A working model of a Renner piano action built to exact scale at about ten times its normal size, housed in the Musical Instrument Museum in Phoenix and supplied by Renner USA of Carefree, Arizona. Courtesy Musical Instrument Museum, Phoenix.

				

			

			Richter, Sviatoslav (b. Zhytomyr, Ukraine, 1915; d. Moscow, 1997). Ukrainian-born pianist. Richter is often acknowledged as the greatest Soviet pianist of the twentieth century, and he remains one of the most iconic and heralded artists of modern times. But on occasion he could also be an erratic performer, and his inconsistencies and eccentricities have given rise to a good deal of mystery and speculation about his biographical details—especially since he came of age during Stalin’s reign when Soviet tyranny forbade its artists to have any contact with the West. His father was a German-born pianist and organist who had studied in Vienna and taught at the Odessa Conservatory, and his mother was Ukrainian. Teofil Richter so disapproved of his son’s earliest efforts as a pianist that he left him largely to his own devices. Richter later recalled that at about the age of eight he taught himself the Chopin B-flat Minor Nocturne from op. 9, followed by the E Minor Etude from op. 25, and that he never practiced scales or exercises throughout his career. When he was about fifteen he began accompanying singers and dancers in clubs, and he was soon coaching for the Odessa Opera, an opportunity he relished since opera became one of his lifelong passions. At the age of nineteen, he gave the first recital of his career in Odessa, a concert devoted entirely to Chopin which included ambitious works such as the Fourth Ballade and the C-sharp Minor Etude from op. 10. It was the only concert he ever gave in Odessa, and he often expressed resentment that the city’s artistic community largely rejected him. The Soviet Holodomor (man-made famine), which began in 1932, inflicted terror throughout Ukraine for several years, and Richter later claimed that he was even threatened with military conscription, so in 1937 he left for Moscow to audition for Heinrich Neuhaus. Neuhaus thought his pupil was a genius, though untutored, and Richter’s admission to the Moscow Conservatory was contingent on his agreement to study subjects other than piano, but his noncompliance in this regard got him expelled twice in his first year. He adored Neuhaus, whom he regarded as a father figure, and credited him with freeing up much of the muscular tension he had acquired, but he acknowledges that they worked mostly on tone production.

			Richter made his formal Moscow debut in December 1941 with the Tchaikovsky B-flat Minor Concerto, a work with which he was long associated, and his performance was regarded as so riveting that it propelled him to the highest ranks of Soviet pianism. A month later, after Prokofiev heard him perform his Sixth Sonata, he asked to conduct him in his Fifth Piano Concerto, a work that had so far met with little success, and Richter’s stunning performance in March 1942 created a bond between the two men. However, Richter candidly condemned Prokofiev as a “dangerous” and “brutal” opportunist concerned only with his own political prospects, and he was always cautious when he dealt with him. Nonetheless, he also acknowledged Prokofiev as a great musical genius and was long associated with his music. In January 1943 he premiered the composer’s Seventh Sonata (which he claimed he learned and memorized in four days), and in April 1951 he premiered the Ninth Sonata, which Prokofiev dedicated to him. Richter has also observed that Prokofiev despised Rachmaninoff’s music, even though he believes that Prokofiev derived much of his style and pianistic vocabulary from Rachmaninoff’s Etudes Tableaux, works with which Richter was long identified. He toured the Soviet Union extensively during the Second World War, often enduring wretched conditions, and whenever he returned to Moscow he slept in Niehaus’s flat underneath one of his pianos. In 1945 he met soprano Nina Dorliak (1908–98), and the following year they began living together, an arrangement that lasted the rest of Richter’s life, though most observers believe that Dorliak merely provided a front for his homosexuality, which if discovered might have resulted in imprisonment by the Soviets. Richter often accompanied Dorliak in recital, and many of their live performances are available today on CD. Throughout his career, he was also frequently drawn to chamber music, collaborating with artists such as David Oistrakh, Mstislav Rostropovich, and Dietrich Fischer-Dieskau. In 1949 he won the Stalin Prize, which permitted him to perform abroad, but only in communist countries, and for whatever reason, he was not allowed to tour the West for another decade. His legend grew when he arrived in the United States in October 1960, and the RCA release of his Brahms Second with Leinsdorf and the Chicago Symphony won a Grammy. Richter had a lifelong aversion to the recording studio and preferred to release live performances, and in that same month, under the auspices of impresario Sol Hurok, he gave five separate recitals at Carnegie Hall that were later released on the Columbia label. After the discs were issued, Richter’s mastery of Haydn, Beethoven, Schubert, Schumann, Debussy, Ravel, Scriabin, Rachmaninoff, and Prokofiev was firmly established in the West.

			Much has been spoken and written about Richter as an interpretive artist, and famous pianists have repeatedly sung his praises. In 1957, Glenn Gould was so moved when he heard him perform Schubert in Moscow that he put aside his aversion to the composer, acknowledging that he believed Richter to be “one of the most powerful communicators the world of music has produced in our time.” Arthur Rubinstein journeyed from Europe to hear him play in New York and lauded his Ravel for a “sound of prodigious beauty” that brought tears to his eyes. By the time his first American tour concluded, many critics were pronouncing him as the greatest pianist in the world, but the artist himself was unmoved, and his unwillingness to accept the accolades was not due to mere modesty. Throughout his life, Richter admitted to having feelings of deep insecurity, and he later acknowledged that during his 1960 tour he traveled through America “in a state of constant panic.” He evaluated his own playing as “very bad,” with “bunches of wrong notes,” and he vouched similar reactions after other performances, for example, his Vienna debut on March 1, 1963, an all-Schubert program he characterized as “appalling.” On this occasion, however, the press seemed to agree, and only years later did Richter confide that his stepfather had approached him a day before the concert to advise him that his mother was dying. The backstory, as conveyed by Richter himself to French filmmaker Bruno Monsaingeon in his acclaimed documentary Richter: The Enigma, was not revealed until 1995, and the startling details he provided seemed to bring greater intelligibility to what many often perceived as the artist’s brooding intransigence.

			In the late 1930s, Richter’s mother, Anna, began an affair with Sergei Kondratyiev, who taught privately in Odessa and had once given Richter composition lessons which he found so “boring” that “he robbed me of any desire to write music.” A Russian whose relatives were once close to the tsar, Kondratyiev had spent years living under assumed names to avoid reprisals from the communist government, an arrangement well known to Richter’s father, Teofil—as was his wife’s affair. Then as war approached in 1941, Teofil planned to have himself and Anna resettled in Germany by virtue of his German birth, but his wife refused to leave without her lover. They waited too long, and when Soviet troops reached Odessa, Teofil was executed as a German sympathizer. Anna then began an incredible ruse that lasted for the rest of her life: she and Kondratyiev both pretended that he was in fact Richter’s father, and they managed to live in Germany undetected until her death. Richter, who described the incident as the “darkest chapter” of his life, refused to speak to either of them for the next twenty years, and the German-Russian duality of his identity was a recurring theme both personally and professionally. For example, during the war, the Russians he encountered often shunned him as a German, while he knew that any Germans he met would not hesitate to have him executed as a Russian. Years later, during a Beethoven rehearsal when he attempted to reach out to Herbert von Karajan by acknowledging his German roots, Karajan callously dismissed him by taunting, “If you’re German, then I’m Chinese!” Some have even suggested that Richter experienced a lifelong identity crisis that might have made him more willing to accept the injustices the Soviets inflicted on their artists. Eugene Ormandy, for example, repeatedly urged him to defect to the United States, but he always seemed reluctant. He played his last American concert with violinist David Oistrakh in February 1970, and he never returned because of the indignities they endured at the hands of the New York–based Jewish Defense League, a well-organized group picketing Carnegie Hall to protest Soviet persecution of Jews. Richter later said he found their tactics particularly offensive since neither he nor Oistrakh—who was in fact Jewish—had any control over their government’s policies.

			Throughout his career, Richter was set apart from other artists not merely because of his profound gifts, but because of his uncompromising convictions. His immense repertoire spanned the whole of piano literature, enough for some eighty separate recitals. He is best remembered today as a recitalist and chamber musician, and symphony managers throughout the world even found him frustrating to work with since he often refused to book the necessary several seasons in advance, preferring to perform more spontaneously. He insisted that the “secret” of his pianistic success was his textual integrity, and he prided himself on assimilating every detail in a score—in his later years he even used score for his solo recitals because he claimed it was a more “honest” approach, since he was less likely to deviate from the printed page. He also began requesting that the hall’s lights be dimmed to the point where the only image visible was the illuminated page, so that the artist all but disappeared from view. He also confessed to having great difficulty “choosing” pianos, even admitting that he found it more rewarding to adapt to whatever instrument was present, no matter how bad it might be. For the last fifteen years of his life, he was a Yamaha artist, and he expressed high praise for their instruments. Yamaha also provided funding for many of his tours and even for Monsaingeon’s 1995 documentary. Richter played his final concerts in Germany in March 1995, and he was already beginning to suffer from a type of cognitive auditory dysfunction that caused him to identify pitches a tone too high. He was driven to retire from the stage at that point, since he had always heavily relied on his innate sense of pitch identification. He also had heart bypass surgery in 1995, and his final years were spent quietly, with Dorliak caring for him in their Moscow apartment. Despite his lifelong aversion to the recording studio, today a great many of Richter’s live performances are available on both CD and DVD.

			Robertson, [John] Rae (b. Ardersier, near Inverness, Scotland, 1893; d. Los Angeles, 1956). Scottish-American pianist, best known for his two-piano collaborations with his wife, Ethel Bartlett. Born to a country minister, he was the eighth of nine children, and though music was given no particular emphasis in their home, he received some piano guidance from an older sister, and at five he was playing the organ at his father’s church three times each Sunday. At the age of six, he was accepted as a scholarship pupil by a local woman who had attended the Leipzig Conservatory, though after repeated admonitions from his father stressing that music was a “precarious” livelihood, he entered the University of Edinburgh as a teenager to study modern languages. While there, he continued his piano studies with the Lancashire-born Philip Halstead, who had trained in Leipzig with Reinecke and at Weimar with Liszt’s pupil Bernhard Stavenhagen. Well connected to German musical culture, Halstead prepared him for further study with Teresa Carreño in Berlin, but the timing proved inopportune, since he was slated to arrive in the fall of 1914, just a month after Britain had declared war on Germany. Thus in September, he found himself instead at London’s Royal Academy of Music studying with Matthay, a relationship that lasted only four months before he too was called up. In July 1916, he was wounded in the arm at the Battle of the Somme, and a year later in the hand at Ypres. Sent home to an English hospital, he underwent intensive therapy, and though he saw no further action, he was not discharged until 1918, when he was again permitted to resume his Academy studies. He soon met Ethel Bartlett, another Matthay RAM student, and they were married in September 1921. As a soloist, Robertson received excellent notices from the London press, and his repertoire included such (then) unusual fare as the Strauss Burleske. Bartlett and Robertson made their London two-piano debut in 1924 and their New York debut in 1928 and quickly became one of the most prominent piano duos of their day. They recorded a number of works by Arnold Bax, including his 1929 two-piano sonata, which was composed for them. Throughout their careers, they promoted newer music, and their close friend Benjamin Britten wrote three works for them, including the Scottish Ballad (1941) for two pianos and orchestra. By the early 1940s they had relocated to Southern California, and for the rest of the decade they recorded for American Columbia, including a highly praised rendition of Debussy’s En blanc et noir in 1941. In the 1950s, the series of LPs they made for MGM included the complete two-piano and four-hand works of Stravinsky. See also Bartlett, Ethel.

			Roland. A Japanese corporation headquartered in Hamamatsu that manufactures electronic musical instruments, equipment, and software. It was founded in Osaka in 1972 by Ikutaro Kakehashi (b. 1930), an engineer and inventor. Trained as an electronic organ repairman, he began working in the late 1950s to create an electronic device for synthesizing musical tones. In 1960, he founded Ace Tone, or Ace Electronic Industries, which was designed to market electronic organs of his own design, as well as electronic drum machines and amplifiers. By the early 1970s, the company had been absorbed by the Hammond Organ company, and Kakehashi left to found Roland, a name he chose simply because it had only two syllables and was easily pronounceable by the Western customers he hoped to attract. By 1973, he had developed the Roland EP10 and EP20 combo pianos, Japan’s first fully electronic pianos, and the following year the company released the landmark Roland EP30, the world’s first “touch-sensitive” electronic piano. Robert Moog accused Roland of infringing his patents when it built its first synthesizer in 1973, but subsequently they developed their own technologies and continue to build highly regarded state-of-the-art models. In 1983, Roland released the very first digital instruments using MIDI. In 1986, they introduced the RD-1000 stage piano, their first entry into the digital piano world of instruments designed to create faithful simulations of concert grand and pop sounds, and today, the company offers more than two dozen separate models. Roland is also the preferred choice for piano labs in many educational institutions, and today it offers more separate piano models than any other maker in the industry. See http://www.rolandus.com.

			Rose, Jerome (b. Los Angeles, 1938). American pianist and teacher. As a teenager, he studied in San Francisco with the Polish-born Adolph Baller (1909–94), and at the age of fifteen he made his debut with the San Francisco Symphony. Further work followed in New York at the Mannes School, where he studied with Leonard Shure, and at Juilliard. He also worked with Rudolf Serkin at the Marlboro Music Festival, and in 1961 he won the gold medal at the Busoni Competition. He has appeared with many major symphonies throughout the world, and his extensive discography includes the complete works of Liszt for Vox, which were awarded the Grand Prix du Disque from the Liszt Society of Budapest. In addition, he has released numerous CDs and DVDs for Medici Classics, including the last three sonatas of Beethoven and substantial offerings by Chopin and Schubert. He has given master classes throughout the world, and for a number of years he served on the faculty of Bowling Green State University in Ohio. He now teaches at the Mannes College, where each July he runs the two-week International Keyboard Institute and Festival, the largest of Mannes’s summer programs.

			Rosen, Charles (b. New York City, 1927; d. New York City, 2012). American pianist, scholar, and author. The son of an architect, Rosen began studying at the age of four at the Juilliard Preparatory Center, and when he was eleven he was introduced to Moriz Rosenthal by the dentist they shared. Rosenthal, who had just immigrated to New York, was persuaded to hear the youth play, and for the next eight years, Rosen took two lessons weekly with Hedwig (Kanner), Rosenthal’s wife, and he also frequently performed for Rosenthal himself. After Rosenthal’s death, he continued to work under Hedwig’s guidance for five more years, and he maintained that since the Depression had inflicted serious financial problems on his family, in lieu of tuition Rosenthal agreed to accept 15 percent of his concert earnings until he was twenty-one. But since Rosen did not make his debut until he was nearly twenty-four, this arrangement, in effect, netted them nothing. Both Rosenthals were immensely influential on Rosen’s pianistic development, but since he rarely heard Rosenthal perform, he has often indicated that Josef Hofmann, whom he heard on numerous occasions, may have been even more influential. When he was seventeen, he entered Princeton as a French major, graduating three years later with a $2,000 fellowship to continue in the master’s program, a course of study that led to a Ph.D. in French literature in 1951. In the same year he made his New York debut, and his first recording included works by Czech composer Bohuslav Martinů, for whom he had performed ten years previously when Martinů first arrived in New York. Rosen soon began to develop a reputation as an “intellectual” pianist, and subsequent discs issued on Columbia’s Epic label devoted to Schoenberg, Webern, Boulez, and Elliot Carter only strengthened the perception. Nonetheless, he was also a highly acclaimed exponent of nineteenth-century virtuosity and was repeatedly praised for the large-scale readings he brought to the music of Schumann, Brahms, and Liszt—especially such daunting works as the composer’s Réminiscences de Don Juan. In addition, in 1967 he released a highly praised recording of the Bach Goldberg Variations on Columbia’s Odyssey label, and he was also known as a specialist in late Beethoven, with the “Hammerklavier” Sonata serving as a source of repeated fascination.

			Although widely recognized as an important and highly influential musicologist, Rosen had little formal training in the discipline. He often admitted that he accepted his master’s fellowship only because it gave him time to read books of his own choosing in Princeton’s library, and although he knew musicologist Oliver Strunk socially, he never took any classes with him. He also had no specific plan to become a writer on music, explaining that he only began to write sleeve notes for his LPs when he became upset with the commentary Columbia was then providing him. Some would argue that his most significant work is The Classical Style, published in 1971, which focuses on Haydn, Mozart, and Beethoven and advances fascinating observations about the Classical period expressed with a remarkable verbal lucidity. The Romantic Generation, which appeared in 1995 and focuses on Chopin, Schumann, Liszt, Mendelssohn, and Berlioz, may in some ways be viewed as a companion work, surveying forms and styles of the early nineteenth century. But though Rosen’s brilliance was readily apparent, he was often a sardonic commentator, and he frequently antagonized colleagues. For example, he contributed an article to the February 26, 1970, issue of the New York Review of Books titled “A Tone-Deaf Musical Dictionary,” a scathing review of the latest edition of the 935-page Harvard Dictionary of Music, then under the general editorship of noted musicologist Willi Apel. His article offered what some felt to be well-grounded criticisms, while others felt that he was needlessly pedantic. In his 2001 book Critical Entertainments: Music Old and New, he attacked noted musicologist Richard Taruskin for demolishing arguments “that no one really holds.” He then added, “Still, Taruskin beats his dead horses with infectious enthusiasm, and some of them have occasional twitches of life.” But Rosen’s ideas still provoke wide admiration and discussion, and on the occasion of his death, British musicologist Ivan Hewett wrote that no other performer or musicologist “has displayed a combination of masterly practical musicianship, critical acuity and extraordinarily wide culture to compare with that of the American pianist and polymath Charles Rosen.” He held a variety of academic appointments throughout his career, including a longtime professorship at Stony Brook University, the Charles Eliot Norton Chair of Poetics at Harvard for the 1980–81 academic year, and a lengthy appointment at the University of Chicago from 1985 to 1996.

			Rosenthal, Moriz (b. Lemberg, Austro-Hungary [now Lviv, Ukraine], 1862; d. New York City, 1946). Polish-born pianist and composer who assumed American citizenship very late in his life. His father was a professor of mathematics who spoke fluent French, and Rosenthal grew up in an atmosphere of wide literacy and culture, though neither of his parents were especially musical. When he was seven, his father purchased an old fortepiano built by Conrad Graf, which Rosenthal later remembered had “a weak but agreeably singing tone and a worn-out keyboard with yellowed white keys.” The family then engaged Wenzel Galath, a violist at the local Civic Theatre, to give him lessons, but he was so gifted that Wenzel soon recommended he study with Karol Mikuli, then the head of the Lemberg Conservatory. Between the ages of ten and twelve, Rosenthal took lessons with Mikuli twice a week, and in the summer of 1875, his father took him to Vienna for further work with Rafael Joseffy. The following year he made his Viennese debut in a demanding program which included the Chopin F Minor Concerto with Joseffy at the second piano, and he soon caught the attention of Liszt, who accepted him for study at Weimar later that year. Rosenthal’s talents were so pronounced that at fourteen, he was appointed court pianist to the royal family of Romania, but he continued to work with Liszt, both at Weimar and in Rome. At times, depending on circumstances, he even had tutorial instruction, and scholar Alan Walker notes that in the fall of 1878, Rosenthal, then only fifteen, was the only student Liszt saw at the Villa d’Este. They worked together on a daily basis, and years later, Rosenthal recalled, “The sparkling Roman autumn, the picturesque beauty of the place, the Master’s lofty teaching—everything merged within me into a bliss I can still feel today.”

			Despite positive receptions in Paris, St. Petersburg, and other major cities, when Rosenthal turned eighteen, he followed in his father’s footsteps by pursuing a serious academic education. He returned to Vienna, first entering the Gymnasium and then the university, and though he never obtained a degree, he studied philosophy and aesthetics for five years, attending lectures by music critic Eduard Hanslick and psychologist Franz Brentano (whose work was influential on Sigmund Freud). He also continued to perform during this period, and in January 1884 he made a more formal debut at Vienna’s Bösendorfersaal, where his program included both books of the Brahms Paganini Variations. Writing in the Neue Freie Presse, Hanslick confessed to being “astonished” by the “extraordinary brilliance of his playing,” which he likened to Tausig, though he was critical of “the unlovely violence with which the keys were pounded in fortissimo passages.” He then added, “And yet, these are details characteristic of all the youngsters of the Liszt-Tausig school.” Rosenthal then returned to Weimar for additional study with Liszt, and in 1885 he posed for a famous group photograph, joining hands with Friedheim and Siloti to form a symbolic chain of inheritance from Liszt, who is seated in the center of the group. In 1888, he toured America, and his first performance in Boston on November 9, shared by the then little-known Fritz Kreisler, created a sensation. Five days later, their New York debut drove the audience to a frenzy, and Rosenthal had played more than one hundred concerts before he returned home. He enjoyed a similar success in London when he arrived there in 1895.

			For the next three decades, Rosenthal toured the world with repeated success, and many recognized him as Liszt’s most accomplished disciple. In 1912, Emperor Franz Joseph of Austria named him “imperial and royal court pianist,” and in 1917 he played his first series of “Historical Recitals” in Vienna, in which he traced the history of piano repertoire, much as Anton Rubinstein had done fifty years earlier. Rosenthal did not make his first commercial recording until he was sixty-four, and it is believed that all of his recordings, both published and unpublished, have now been located, released on CD by APR Records in 2012. He actually recorded over one hundred sides, though many were not issued, and some, like the nearly thirty Chopin selections he recorded in New York for Edison in 1929, were engineered unevenly and only in print for a matter of months, since Edison soon went out of the recording business. The set of recordings he made in Berlin beginning in 1929 for the Lindström Company (issued in Europe on the Odeon and Parlophone labels), are much better, though there are occasional acoustical imperfections. The November 1930 recording he made of the Chopin E Minor Concerto with the Berlin State Opera Orchestra under Franz Weissman is exceedingly rare today but has been beautifully restored for the APR set by Ward Marston, and though the full resonance of Rosenthal’s tone cannot be conveyed (Marston notes that Lindström’s engineers often seemed to have difficulty capturing bass frequencies), the poise and grandeur of his conception has been remarkably captured. The set he made in London for EMI in 1934 is far better engineered, and his own reinvention of the Chopin/Liszt “Maiden’s Wish” is a miracle of control and imagination, in which he often seems to place time in a type of suspended animation without ever losing forward momentum. Today recordings of several of his live broadcasts are also included on the APR set, including an ethereal reading of the slow movement from Chopin’s E Minor Concerto performed in New York on December 19, 1937, for NBC’s Magic Key program, with Frank Black leading the NBC Symphony. He appeared two days after his seventy-fifth birthday and was presented with a birthday cake during the broadcast. He then rendered a magnificent performance of his own Carnaval de Vienne, a “humoresque” on themes of Johann Strauss—though he seems to overpower the studio microphones toward the final climax. Rosenthal and his wife lived in Vienna until 1938, when they were forced to settle in New York to escape the Nazis, and he became an American citizen in 1944. Toward the end of his life, he suffered from Parkinson’s disease, and though he did not teach widely, one of his most famous students is Charles Rosen, who worked with him intensively for several years.

			rubato. See tempo rubato.

			Rubinstein Piano Competition. See Arthur Rubinstein International Piano Master Competition.

			Rubinstein, Anton (b. Vikhvatinets [now Ofatinţi], Ukraine, 1829; d. Petergof, Russia, 1894). Russian pianist, composer, conductor, and teacher. Rubinstein was one of the most important musical figures in nineteenth-century Russia and is considered by most as one of the greatest pianists of all time, perhaps second only to Liszt. He was born in a small village in a section of Ukraine bordering Romania, which in 1991 became part of the Republic of Moldavia. Though he was of Jewish extraction, he was reared in the Russian Orthodox faith, but he later rejected Christianity. At the age of four, he moved with his family to Moscow, where his father manufactured wire before expanding to pins and pencils, eventually establishing a business that employed some seventy workers. At the age of six, Anton began daily two-hour lessons with his mother, and within eighteen months he was performing works by Clementi, Czerny, and Kalkbrenner. When her son had advanced to the point that she could no longer teach him, Kaleriya Rubinstein engaged Alexander Villoing (1804–78), who had studied under Franz Xaver Gebel (1787–1843), a prominent Moscow teacher trained in Vienna. Some sources indicate that Villoing was also a pupil of Alexander Dubuque (sometimes spelled Dubuc), who in turn had been a pupil of John Field, and years later Rubinstein wrote that Villoing was one of the “finest pupils” of the “Field school.” Rubinstein’s studies began at the age of eight, and a year later, in July 1839, he made his debut at a charity concert in Petrovsky Park. His program included the first movement of Hummel’s A Minor Concerto and the Liszt Grand Gallop Chromatique, and a Moscow critic wrote, “In this child the soul of an artist and a feeling of elegance is fully revealed.”

			Recognizing his prodigious talent, Kaleriya asked Villoing to enroll him in the Paris Conservatory, though the trip was delayed more than a year since Villoing thought a concert tour was necessary to defray expenses, and she resisted on the grounds that her son’s education was more important than mere performing. Villoing and Anton finally arrived in Paris in the autumn of 1840, but the master was unsuccessful at gaining his pupil admission to the conservatory. However, on March 23, 1841, when Anton performed at the Salle Pleyel, he created a sensation. Four days later, he was flabbergasted when he heard Liszt at the Salle Érard, and a month later he met Chopin, who played one of his impromptus for him at his apartment. Both were immensely encouraging, and though Liszt urged Villoing to take his pupil to Germany for composition studies, they instead embarked on a lengthy concert tour of the major European capitals which concluded with a month-long stay in St. Petersburg beginning in March 1843. Anton was then joined by his seven-year-old brother, Nikolai (1835–81), a remarkably gifted pianist who had been receiving lessons for several years from Villoing’s teacher, Gebel, and both boys performed for Tsar Nicholas I. In May, Gebel died, and Villoing assumed Nikolai’s piano instruction until the late spring of 1844, when Kaleriya took both boys to Europe, eventually arriving in Berlin about six months later. On both Mendelssohn and Meyerbeer’s recommendations, the brothers studied harmony and counterpoint twice weekly for over a year with Siegfried Dehn, who had once taught Glinka, while Nikolai also studied piano with Theodor Kullak (1818–82), a former Czerny pupil.

			In the spring of 1846, the boys’ father fell ill, so Kaleriya and Nikolai returned home, while Anton, now sixteen, remained abroad for the next two years. He soon journeyed to Vienna, where he intended to teach, but much to his dismay, he could not obtain a recommendation from Liszt, who told him, “A man must achieve everything by himself.” This proved to be the most difficult period of his life, and as he was unsuccessful at procuring students, he took a small room in the attic of a house, often going without food for two or three days at a time. He consoled himself by writing vast quantities of music and later remembered, “The devil knows what I didn’t write at that time!” His withdrawal from musical society concerned even Liszt, who one day showed up unannounced at his lodgings and was appalled by his living conditions. Eventually, he obtained a few students with the help of both Mendelssohn and Meyerbeer, though he lost Mendelssohn’s support when the composer died in November 1847. The German Revolution of 1848 drove him home to Russia, and he found St. Petersburg a more cosmopolitan city than when he had left it four years earlier. He gave a series of successful concerts with Belgian violinist Henri Vieuxtemps, whom he had met in Paris, and in April he returned to Moscow to assist his family in the aftermath of his father’s death, which had occurred early in 1847. He gave some piano lessons but spent most of his time composing. He returned to St. Petersburg in the fall of 1850 and began a period of intense musical activity, often performing and conducting his own works.

			In January 1851, Rubinstein experienced one of the most important meetings of his career when he first performed for the Grand Duchess Elena Pavlovna, sister-in-law to Tsar Nicholas I, at her palace in St. Petersburg. After his first opera, Dmitry Donskoy, was premiered in April 1852, she invited him to spend the summer at Kamennïy Ostrov, her summer palace on an island in the Neva delta. Although he was not given a regular salary, in effect he became her musician-in-residence, and in October, he offered her his plan for an imperial Russian musical academy designed to grant the equivalent of musical degrees to Russian musicians. But though she presented it to the tsar, the idea remained dormant for several years. In 1854, he began a European concert tour, and in June he arrived in Weimar, where he stayed with Liszt intermittently over the next six months. Although strictly speaking, Rubinstein was never Liszt’s pupil, the older man’s influence was profound. Liszt’s were among the few letters Rubinstein kept throughout his life, and the surviving letters Rubinstein wrote to Liszt are, in the words of his biographer, Philip Taylor, “remarkable” and “unlike anything we find in Rubinstein’s letters to other correspondents,” showing an “evident attempt to imitate Liszt’s distinctive epistolary manner.” In his earlier days as a recitalist, he even delighted audiences by deliberately imitating Liszt’s mannerisms, and later in his career he was immeasurably swayed by Liszt’s generosity, willingly performing benefit concerts for victims of floods and other disasters. But he totally rejected Liszt’s devotion to “new music,” which included a reverence for Wagner and Berlioz, and he found Liszt’s own orchestral works taxing. The acceptance of his own compositions, even by Russian audiences, was a thorny issue throughout Rubinstein’s career, and he was visibly upset in November 1854 when the Leipzig Gewandhaus Orchestra performed his “Ocean” Symphony to mixed reviews. However, the piano recital he gave there on December 14 received favorable reaction—despite the fact that he still played mostly his own music—and there can be little question that his stature as a pianist was growing.

			In the autumn of 1856, Elena Pavolvna summoned him back to Moscow to participate in coronation celebrations for Alexander II, and the following January he joined her in Nice where they laid plans for the founding of the Russian Musical Society. Although their vision was still embryonic, they both saw the need for the conservatory concept Rubinstein had presented several years earlier, and Pavlovna hoped the new tsar would be far more receptive than his reactionary father, Nicholas I. On May 1, 1859, the charter for the Russian Musical Society was approved, designed to provide a serious musical education for “the encouragement of native talents.” Rubinstein became the de facto head of the organization, and Pavlovna served as its patron, even donating a room in her palace for the symphonic rehearsals that were an essential part of its activities. The first conservatory classes were scheduled for September 1860, and Rubinstein began recruiting suitable teachers, one of whom was Theodor Leschetizky, who had arrived in St. Petersburg eight years earlier. Leschetizky remained with the school after it became the St. Petersburg Conservatory in 1863 and soon became one of Russia’s most esteemed teachers. Rubinstein remained at the conservatory until 1867, though he frequently left controversy in his wake. He resisted allowing the nationalistic aesthetics of composers such as Mili Balakirev to influence the conservatory’s curriculum, which often brought denunciations from the press and even from the grand duchess herself. Always intransigent and uncompromising, he was so inflexible in his views that even his brother Nikolai, who became head of the Moscow branch of the RMS in 1865 (later the Moscow Conservatory), thought he should have compromised on some issues. That October, he began another European concert tour and gradually began to add more standard repertoire to his piano programs. For example, in Dresden he played the Schumann Kreisleriana and the Beethoven Sonata, op. 111.

			In Liverpool on September 1, 1872, accompanied by Polish violinist Henryk Wieniawski, Rubinstein boarded a ship for New York to undertake the grandest tour of his career. Over the next thirty-five weeks, he performed 202 concerts in American cities as far west as St. Louis and as far south as New Orleans. The tour was arranged by Steinway, and Rubinstein had been guaranteed the then extraordinary sum of $200 a concert. Most programs he shared with Wieniawski, but beginning the week of May 12 after he returned to New York, he played no fewer than seven solo recitals, the first of the “Historical” series for which he later became famous—a collection of programs tracing the history of piano literature from the Baroque through the present. Among the composers surveyed were J. S. Bach, C. P. E. Bach, Mozart, Mendelssohn, Schubert, and Liszt, while entire concerts were each devoted to Beethoven, Schumann, Chopin, and his own music. On May 23, he ended the final New York program with his Variations on Yankee Doodle, op. 93, a work lasting nearly forty minutes which he had dedicated to William Mason. Over the next decade, he remained active as a recitalist and conductor in Europe, often augmenting one of his opera or symphony performances with a series of recitals. In the 1885–86 season, he again toured with a set of seven historical recitals, and given their immense length, he performed the modern equivalent of roughly sixteen recitals within a two-week span. On this tour he began with the English Virginalists, including miniatures by William Byrd and John Bull, and displayed his Herculean stamina by performing nearly all works virtually without pause—including the recital he devoted to seven large Beethoven sonatas. When he reached London in May 1886, the tickets disappeared so quickly that an eighth concert had to be added, devoted to the “Slavonic school of modern music.” It featured works by Glinka, Balakirev (including Islamey), Rimsky-Korsakov, Cui, Liadov, Tchaikovsky, and both Rubinsteins, Anton and Nikolai—and it opened with no fewer than eleven Chopin etudes. Tobias Matthay was in the audience for some of the London performances, and like many musicians, he found the experiences transformative, marveling at how Rubinstein seemingly turned his instrument (then an Érard) into an orchestra. A few months earlier, the twelve-year-old Rachmaninoff had heard him in Moscow and remembered that every note of his Chopin was like “pure gold.” Years later, he also recalled the “soul-stirring imagery” of Rubinstein’s performance of Schumann’s Kreisleriana.

			Rubinstein returned to the conservatory in 1887, but he only remained for four years, telling one of his colleagues, “There is nothing for me to do there. Anyone can sign papers.” He had married in 1865, and ten years later he purchased a home at Peterhof, a small town not far from St. Petersburg on the Gulf of Finland, where his wife, Vera, lived with their three children while he was on tour. But the marriage was often stormy, and by September 1891 when he settled in Dresden, they had separated. He had ceased to tour extensively as a concert pianist, primarily because his vision was failing him, though he still gave occasional charity concerts. But he remained active in many other ways, and in January 1892 he was happy to receive pianist and teacher Vasily Safonov, who brought his star pupil with him, the nineteen-year-old Alexander Scriabin. Although his piano teaching had always been intermittent, in the summer of 1892, he took on the gifted prodigy Josef Hofmann, then sixteen, as his only student. Though Hofmann was already a concert veteran, Rubinstein determined that he needed to make an “adult” debut, so on February 14, 1894, he conducted him in a Dresden performance of his Fourth Concerto in D Minor, and Hofmann joined him for another performance of the work in Berlin at the end of April. But by then, his health was failing and he was increasingly despondent for other reasons, not the least of which was that his youngest son, Sasha, had died of tuberculosis at the age of twenty-one the previous November. In June 1894, he made his last journey to Peterhof, and he died there the following November. Years later, Hofmann compared his own talents with those of Rubinstein, insisting that, “I’m a child—all of us are infants—compared to his titanic force.”

			Rubinstein, Arthur, KBE (b. Lodz, Poland, 1887; d. Geneva, 1982). Polish-born American pianist. For the last three decades of his career, Rubinstein was the most popular classical pianist in the world, and his celebrity was enhanced by a remarkable longevity, making him one of the last links to the ethos of nineteenth-century pianism. Born to a Jewish textile manufacturer in the Russian-controlled district of Poland, he was the youngest of seven children, and he began playing the piano at the age of three. When he was as young as four, he was taken to Berlin, where he played for Joseph Joachim, who was very encouraging. Several years later in Warsaw, he worked briefly with Aleksander Różycki (1845–1914), the father of composer Ludomir Różycki, and at ten, he returned to Berlin, where, on Joachim’s suggestion, he began studying with Heinrich Barth (1847–1922). Barth, who also taught Kempff, was a pupil of Bülow and Tausig and was the most formative influence on Rubinstein’s pianistic development, though their relationship was often contentious. He also arranged for the youngster to have daily instruction with a tutor, Theodor Altmann, who gave him a thorough Classical education and nurtured Rubinstein’s lifelong interest in literature. In addition, Joachim, head of the Hochschule für Ausübende Tonkunst in Berlin, made it possible for the young scholar to take theory courses there and even to accompany his violin students in the studio, which exposed him to a good deal of violin literature. Rubinstein later recalled that he also took two lengthy lessons per week with Barth at his home and even had weekly sessions with some of his assistants, but he often reacted negatively to the Germanic discipline on which Barth insisted. He also resisted much of the repertoire his teacher chose for him, which consisted largely of Mendelssohn and “not the best” Schumann—“programs out of his own youth that had long since become dated.” But by the turn of the century, Berlin had also become the musical mecca of Europe, and Rubinstein was passionately enamored with the performers he encountered. After he heard d’Albert play the Beethoven Fourth with “nobility and tenderness,” it remained forever in his memory as “the model performance of this work,” and he felt an even greater admiration for Busoni, who, with his “pale, Christ-like face” and “his diabolical technical prowess, was by far the most interesting pianist alive.”

			Before long, the diminutive preteen was being regarded as Joachim’s protégé, which gained him entrée to some of Berlin’s most elegant drawing rooms. Regarded as something of a child prodigy, he performed the Mozart Concerto, K. 488, under his mentor’s baton at the Hochschule when he was only eleven, a work he also offered for his formal debut—along with the Saint-Saëns G Minor Concerto—at the Beethovensaal in December 1900. This was followed by an extremely successful appearance in Hamburg, but Barth remained unmoved and continued to assign works such as the Henselt F Minor Concerto, repertoire that was hopelessly out of fashion with German audiences. In addition, Rubinstein later remembered that in the six years they worked together, his only exposure to Bach was a few preludes and fugues from the Well-Tempered Clavier and that Barth taught no Chopin at all, except for some etudes that were studied purely as mechanical exercises. Frictions only intensified when Barth dismissed Altmann because he blamed the tutor for Rubinstein’s growing interest in literature and theater, activities that he felt detracted from his piano studies. Matters came to a head in March 1902 when Rubinstein’s mother arrived from Lodz, forcing him to endure two months of overbearing supervision before Joachim took pity on him by arranging a quick visit to Morges, Switzerland, so that he could play for his countryman Paderewski. Paderewski was impressed with the fifteen-year-old pianist and invited him to spend the summer holidays at his estate, but even though Rubinstein was thrilled to accept, he felt guilty about betraying Barth (despite their differences), and during his stay he was careful not to receive formal instruction from Paderewski. When he returned to Berlin, he became friendly with a budding Polish composer, Juliusz Wertheim (1880–1928), although throughout the first volume of his autobiography, My Young Years (1973), he uses the pseudonym “Frederic Harman” to identify him, a device designed to protect Wertheim’s anonymity, since Rubinstein frequently makes oblique references to his homosexuality. They were close friends, and Wertheim, from a wealthy Warsaw family and seven years Rubinstein’s senior, repeatedly ignored the advances he received from young women, which created opportunities that the teenaged Rubinstein, whose heterosexual appetites were often unrestrained, exploited with Wertheim’s blessing. Many have commented on the arguably tasteless revelations contained in Rubinstein’s memoirs, and though he gives pseudonyms to Wertheim’s parents as well, identifying Piotr and Aleksandra Wertheim as “Paul and Magdalena Harman,” he is candid about the lengthy affair he had with Aleksandra, thirty years his senior, which seems to have been encouraged by Juliusz. While living in Warsaw with the Wertheims, Rubinstein also met the young Polish composer Karol Szymanowski and became an early champion of his music. In addition, he reports that although Juiliusz was an uneven pianist, he was captivated by his Chopin interpretations, and he credits him with the addition of Chopin, a composer Barth had virtually ignored, to his own repertoire.

			Through the Wertheim family, Rubinstein also met Paris concert promoter Gabriel Astruc, who took him to the Salle Pleyel in September 1904, where he played for several distinguished younger musicians, including Maurice Ravel and violinist Jacques Thibaud, all of whom were favorably impressed. Astruc then drafted a lengthy contract on behalf of his concert agency, the Société Musicale, that defined the terms of their agreement, and which still required his parents’ signatures since he was only seventeen. Much to Rubinstein’s relief, they willingly signed the document, and Astruc arranged his Paris debut at the Noveau-Théâtre on December 19, which he shared with Scottish soprano Mary Garden, who two years earlier had originated the role of Mélisande in Debussy’s famous opera. His program, which included the Chopin F Minor Concerto, also offered the Saint-Saëns G Minor, which he had performed for the composer two weeks earlier. The reviews were highly complimentary, but Rubinstein also reports in his memoirs that Paris critics were then routinely bribed by concert agents to deliver positive notices, and they could turn sour without warning. But his star shone brightly for a brief period, with many even noting that he had every right to use the name “Rubinstein,” which had also belonged to one of the greatest pianists of all time. His Carnegie Hall debut on January 8, 1906, with the Philadelphia Orchestra under Fritz Scheel, also offered the Saint-Saëns, and the twelve-year-old Arthur Loesser remembered the “extraordinary brilliance of the performance” followed by “vigorous” applause, though Rubinstein was not altogether happy with the Knabe he had been provided. The New York Times’s Richard Aldrich praised his “crisp and brilliant touch,” but quickly added that “his talent at present seems to reside chiefly in his fingers.” He played in many other American cities, receiving similar reviews, and returned home in April, admitting to Astruc that the Knabe brothers, who had sponsored the tour, were not inviting him to return. Although he pledged to practice harder for future engagements, he became progressively more wayward, and his spendthrift habits left him without prospects and virtually penniless when he found himself in Berlin shortly after his twenty-first birthday. Unable even to check out of his hotel because he could not afford to pay the bill, he tried to hang himself, but the frayed belt from his dressing gown broke away from the ceiling clothes hook, and he collapsed on the floor. He then maintained that he experienced an epiphany: “Love life for better or for worse without conditions,” which he insisted defined his philosophy from then on. He repeated this credo frequently, though at times even his admirers conceded that it may have simply provided rationalizations for what many perceived as a hedonistic, even irresponsible lifestyle.

			A year later he reconnected with the Wertheims in Warsaw and attempted to pursue his long, unrequited attraction to Juliusz’s older sister, Lily (whom he identified as “Pola Harman” in his autobiography). Though she was now married and the mother of two daughters, she reciprocated, and their affair continued until her parents finally discovered it, actually beating her in her own home and removing her daughters before threatening her with commitment to an asylum. She managed to escape to Berlin, where her father caught up with her and had her confined to a German hospital before Rubinstein managed to get her released by providing her with a forged passport. They remained lovers intermittently for the next five years, and when he arrived in London in 1912—with discretion—he even brought her to the homes of wealthy patrons who sustained him by arranging performances in fashionable drawing rooms. In May, he gave a successful debut at Bechstein Hall, and later that month he performed with Casals at Queen’s Hall, with The Times lauding their phrasing in the Brahms E Minor Cello Sonata as “beyond praise.” He became so well regarded in London that he remained based there through the war years, for a time augmenting his concert work with simultaneous affairs with Lily and American-born writer Muriel Draper, who once suggested that he might have been the father of her second son. Then in August 1915, he boarded an English warship for Bilbao, and though the crossing was rough, his experiences in Spain were transformative. When he performed in San Sebastián, the local press noted that the crowd was “amazed, stupefied, and as if subjugated by the colossal artist’s hypnotic power,” and by the time he completed his first major tour in 1917, he had become an icon to Spanish audiences. He had met Stravinsky on numerous occasions and confessed his admiration for his ballet scores, and from Madrid in June 1918, he sent him five thousand French francs to compensate for the losses he endured when the new Soviet government confiscated his copyrights. In exchange for his generosity, Stravinsky dedicated Trois mouvements de Petrouchka to him in August 1921, which Rubinstein never recorded (though a Carnegie Hall performance from 1961 has now been released on CD).

			After decades of amorous escapades, Rubinstein finally met his future wife in Warsaw in 1926, the youngest daughter of conductor Emil Młynarski: Aniela (“Nela”) Młynarska, who was then only eighteen, twenty-one years his junior. By both of their accounts, they were immediately attracted to one another, and before Rubinstein left Warsaw several days later, they had even spoken of marriage. But due to a variety of complex circumstances, nothing came of this, and two years later Nela married Mieczysław Munz. Not surprisingly, Rubinstein consoled himself with numerous affairs until he met Nela again in Warsaw in October 1931. Though she had not yet divorced Munz, they immediately rekindled their relationship, and they were married in London in July 1932. He was then forty-five and she was a few days shy of her twenty-fourth birthday, but she later reported that he left their wedding dinner to be with Irene Curzon, the Baroness Ravensdale, with whom he had a long-standing affair. Over the next five decades their marriage was characterized by similar indiscretions. In August 1933, their first daughter, Eva, was born while Rubinstein was on tour in Buenos Aires, though the couple was now making their home in Paris. Earlier that year, he had completed his first extensive tour of the Soviet Union, and when he performed in Odessa, he was heard by the seventeen-year-old Sviatoslav Richter, who confided to him years later that his performance had convinced him to pursue music professionally. When Emil Gilels played for him, Rubinstein suggested he relocate to Moscow to study with his friend Heinrich Neuhaus and extended a recommendation on his behalf. Thus far, Rubinstein had yet to record extensively, since he was displeased by the sound quality of an early Polish recording he made in 1910, and he made no further recordings until the electrical era began. In 1928 he recorded the Chopin Barcarolle in London for EMI, which he followed with larger projects, such as the Brahms Second under Eric Coates and the Tchaikovsky First a year later under John Barbirolli—both conducting the London Symphony. As the 1930s approached, he began to record more extensively, but in the summer of 1934 when Nela announced that she was pregnant with their son Paul, he underwent a catharsis that he referenced publicly for the rest of his life. Driving with Nela and Eva to the remote village of Saint-Nicolas-de-Véroce—at least according to one version of the story—he rented an upright, the only piano in the town, and moved into an “empty, windowless garage” without electricity. Using a candle for light, he worked for as many as nine hours a day, motivated by his determination to leave an admirable pianistic legacy to his children. When he returned to Paris, he reported that he had discovered “new meanings, new qualities, new possibilities in music,” even in works that he had performed for decades. That winter he recorded all the Chopin polonaises, claiming that his new work ethic had driven him to learn the difficult Andante Spianato and Grand Polonaise in a mere three hours.

			After 1914, Rubinstein never again played in Germany because he regarded it as a barbarous nation, and he was especially disturbed by the rise of Nazism, which prompted him to relocate his family to the United States in 1939. On July 3, 1941, four days after Paderewski died, he performed the pianist’s popular Minuet in G on a radio broadcast to benefit the Paderewski Fund for Polish Relief, and on December 7, 1941, in one of the most famous concert appearances of his career, his performance of the Brahms B-flat Concerto with Rodziński and the New York Philharmonic was delayed by the announcement of the Pearl Harbor bombings. The concert, which was broadcast live on CBS radio, gave Rubinstein an unusual platform to display his patriotism, since Rodziński instructed the orchestra to play the “Star Spangled Banner,” prompting the pianist to ask, “What key?” In 1942 he bought a house in the Los Angeles suburb of Brentwood, and the family remained California residents for many years, with Rubinstein performing at the Hollywood Bowl at least a dozen times during the war. He assumed American citizenship in 1946 and bought a far more spacious home on Tower Road in Beverly Hills, where he played the part of celebrity to the hilt, hosting frequent dinner parties for Hollywood stars. America was now beginning to acknowledge him as the grand patriarch of Golden Age pianism, and for many he seemed to serve as an antidote to the more cerebral aesthetic that surfaced after World War II. Scholar Joseph Horowitz reports that by 1948 he was also the highest-paid pianist in the world, receiving $8,000 for a single appearance with the New York Philharmonic, and his prominence was only increased when Vladimir Horowitz disappeared from the concert stage for twelve years beginning in 1953. Remarkably, until he performed his last concert in 1976 at the age of eighty-nine, Rubinstein played as many as 130 concerts a year, and in the fall of 1961 alone, he gave ten separate recitals in Carnegie Hall traversing eighty-nine separate compositions (according to some, because he was jealous of the attention Richter received when he performed five recitals in the same hall a year earlier). Though he was then in his early seventies, he was arguably doing some of the finest playing of his career, as evidenced especially by the remarkable recital he gave at the Moscow Conservatory three years later, which the Soviets filmed. In a lengthy program devoted to major works of Chopin, he delivers riveting performances of extraordinary polish and accuracy, and even when he briefly missteps in the scherzo movement of the B-flat Minor Sonata, he recovers instantly and seamlessly. Though he was rarely praised for his subtlety, he conveyed a grand style that was immensely effective in Romantic repertoire, and if his tonal palette was somewhat limited, he projected a rich cantabile sound that many found captivating—as well as an effortless virtuosity that seemed to dispatch the most demanding passages with ease.

			In 1972, he delivered the manuscript for the first volume of his memoirs to Alfred Knopf publishing, and after substantial editing, My Young Years, which covered his life up to 1917, was published the following spring. It was an acclaimed best seller, and at the age of eighty-six, Rubinstein was now unquestionably the most famous and admired pianist in the world. In May 1976, the last year of his performance career (which he was forced to abandon largely due to failing eyesight), he was invited to the White House to receive the Medal of Freedom from President Gerald Ford, and in December he was made an Honorary Knight Commander by Queen Elizabeth. Though he still retained his Paris home, Rubinstein had become a Swiss resident in 1969, and in the same year he met Annabelle Whitestone (b. 1946), when he was eighty-two and she was twenty-three. An Englishwoman educated in a convent, she was living in Madrid working as a concert agent when they began an affair in December 1970, which they pursued discreetly for a number of years before going public. By 1976, Annabelle had been sent by her employer to help transcribe Rubinstein’s dictation of the second volume of his memoirs, and in March 1979 she delivered the completed manuscript to Knopf in New York. Though they published the book the following January as My Many Years, it was not nearly as well received as the first volume, and some have blamed Whitestone for failing to keep Rubinstein on point, but his biographer Harvey Sachs argues that given Rubinstein’s near blindness and progressively failing memory for details, there would have been no book at all except for her efforts. She remained with him and cared for him until his passing at the age of ninety-five. Although Rubinstein did relatively little teaching in his career, he did mentor both Ann Schein and Janina Fialkowska extensively. In 2012, Sony released Arthur Rubinstein: The Complete Album Collection, a box set of 142 CDs and two DVDs containing all his commercial recordings from the year 1928 on, as well as many live performances. Rubinstein’s daughter Eva became a noted photographer, and his son John (b. 1946) became a well-known actor and composer, as well as the father of actor Michael Weston (b. 1973).

		

	
		
			S

			Samaroff, Olga (b. San Antonio, Texas, 1880; d. New York City, 1948). American pianist, critic, writer, and teacher. Born Lucy Jane Olga Agnes Hickenlooper, she was reared in Galveston, and as a youngster she was taken to several prominent teachers who recommended she study in Europe. When she was sixteen she won a scholarship to the Paris Conservatoire, but she was placed in the class of Élie Delaborde (1839–1913), a Moscheles pupil (and widely believed to have been the illegitimate son of pianist and composer Charles-Valentin Alkan) who rarely took her seriously, and she soon abandoned Paris for Berlin. There she briefly studied with Australian pianist Ernest Hutcheson (1871–1951), a Reinecke pupil, and far more extensively with Ukrainian pianist Ernst Jedliczka (1855–1904), a pupil of both Nikolai Rubinstein and Liszt pupil Karl Klindworth—and later the teacher of American composer Charles Griffes. Hickenlooper was thrilled with her studies in Berlin, but on September 8, 1900, a massive hurricane struck Galveston, killing over eight thousand and destroying her family’s home and business. Faced with financial ruin, she accepted a marriage proposal from Boris Loutzky, a Russian naval attaché, and briefly returned with him to St. Petersburg. But he adamantly insisted she abandon her musical career, and after four years, she felt virtually imprisoned in their Berlin household. She later claimed that she managed to escape in the middle of the night to board a train and eventually sailed to New York before rejoining her mother, who had now relocated to St. Louis—but that when Loutzky discovered her absence, he vowed to kill her if she ever returned to Europe.

			With the help of a wealthy patroness, she hired the New York Symphony under Walter Damrosch for her Carnegie Hall debut on January 18, 1905, where she performed both the Liszt E-flat Concerto and the Schumann Concerto, and at the insistence of her manager, she adopted the stage name “Olga Samaroff.” The reviews were largely unimpressive, and when she reappeared at Mendelssohn Hall on November 9, the New York Times reaffirmed many of the same criticisms, praising her “unusual muscular strength” but avowing that “so utterly cold a performance is seldom heard as was that of hers yesterday.” The same review identified Samaroff as “American by birth but Russian by matrimony,” and this was a connection she frequently exploited. For example, on May 25, 1908, when she performed the Tchaikovsky First with Nikisch as part of an all-Tchaikovsky concert in London’s Albert Hall, one paper even identified her as “a clever Russian pianist,” while noting that another Russian, Rachmaninoff, was performing in London the same week. She also garnered additional publicity when she petitioned the U.S. State Department in March 1906 to assure her protection when she next visited Germany, noting that when Loutzky appeared at her first London recital in Steinway Hall, she had required the protection of two Scotland Yard detectives (though in the final analysis, his threats appeared to be limited to character assassination). She was a shrewd promoter, and in 1909, two years before she married Leopold Stokowski, then the organist and choir director for New York’s St. Bartholomew’s Church, she invoked the assistance of several wealthy Cincinnati relatives to gain him the post of conductor of the Cincinnati Symphony. Scholar Joseph Horowitz notes that “she largely manufactured his pedigree,” and despite the fact that he had never conducted an orchestra before, she arranged for him to conduct her in Paris in the Tchaikovsky First Concerto so that he might be perceived as a serious contender for the Cincinnati post. After Cincinnati dismissed him in 1912, she also used her influence to bring about his appointment with the Philadelphia Orchestra two months later—even to the point of signing his contract for him. Arguably, the Stokowskis soon became America’s preeminent classical music “power couple,” but the marriage was frequently stormy, and Samaroff later claimed that his incessant infidelities eventually drove her away. Their marriage was already on shaky ground when Stokowski convinced her to learn all thirty-two Beethoven sonatas to commemorate the 150th anniversary of the composer’s birth in the 1920–21 season, but she persevered, performing them in a series of eight recitals, each preceded with a lecture by Stokowski. Despite rumors of a separation, in 1921 she gave birth to their daughter, Sonya, but the divorce became final in 1923.

			In 1926, Samaroff suffered an injury to her left arm which sidelined her for a season, and she turned to writing musical criticism for the New York Evening Post, a position she held for two years. She proved to have a fluent, engaging verbal style, which translated well to the lectures she often gave. She was also offered a post at the newly formed Juilliard Graduate School and was made chair of the piano department at the Philadelphia Conservatory in January 1928. For the rest of her life, she commuted between the two institutions, and she eventually became one of the most prominent teachers in America, with such noted students as Eugene List, William Kapell, Raymond Lewenthal, Rosalyn Tureck, and Alexis Weissenberg. A few of her pupils, such as Bruce Hungerford, were not enamored, but most were devoted to her. She required all of her students to address her as “Madam” and demanded they be musically independent to the point that she even resisted point-by-point musical analysis of the works they were studying. Thus, many have observed that there often seems a great deal of variety in the approaches employed by those who studied with her, so much so that it is often difficult even to elicit aesthetic common denominators. She was also widely praised for her devotion to their welfare, and during the Depression she even supplied food and clothing to many who were struggling with difficult circumstances. In 1935, she collaborated with publisher W. W. Norton to create The Layman’s Music Book, which stressed “active listening,” an educational movement then being encouraged by Aaron Copland and others. Offering elements of score reading and ear training, she stressed that “it seems impossible to assume that any concept of consonance and dissonance is final and unalterable.” She integrated these ideas into a lecture series she gave at New York’s Town Hall (at times illustrated with performances by her students who occasionally had to prepare repertoire at the last minute), and in December 1943 she extended her populist approach by giving a talk on New York station WQXR entitled “Are You a Highbrow?” Samaroff made relatively few recordings, and eighteen of the twenty-two sides she set down for Victor in the 1920s were acoustic, often with poor sound quality. While most were miniature works, in 1923 she did make an extraordinary recording of the finale to the Chopin B Minor Sonata. One of her last recordings, made in June 1930, is also one of her most widely admired: her own arrangement of Bach’s “little” Organ Fugue in G Minor, BWV 578. Though it could be argued that her forte passages are at times overdone, her clarity and delicacy are often remarkable.

			Samick Music Corporation. A South Korean firm founded in Eumseong County in 1958 by Hyo Ick Lee as a Baldwin distributor. As South Korea’s economy recovered in the decade following the Korean War, Lee soon observed that there were insufficient numbers of American and European instruments to satisfy the burgeoning demand at home, so in the early 1960s he began to build inexpensive Samick uprights, mostly with imported parts. He has often stressed that the Korean word samick means “three benefits,” and that his company’s purpose is to benefit the company, its customers, and the Korean economy. Soon Samick became recognized as a serious competitor to other Asian manufacturers such as Kawai and Yamaha, and today SMC is one of the largest musical instrument corporations in the world and one of the preeminent manufacturers of acoustic and electric guitars. Increasingly, the company began to build more and more of its own parts for pianos, and it now uses a proprietary Pratt-Reed action, designed after the German Renner action. Today, Samick builds seven different grand models, ranging in size from 4'8" to 6'1", most of which are built at its P. T. Samick factory in Cileungsi, near Bogor, Indonesia, which was completed in 1992. Samick is also one of the wealthiest piano companies in the world, and today it owns many other brands such as Knabe, produced since 2007 at its American factory in Gallatin, Tennessee. In 2008, it also purchased Seiler, one of the finest German pianos, and at this writing it owns nearly 20 percent of Bechstein as well as 32 percent of Steinway. See http://www.smcmusic.com.

			sample. See appendix D.

			Sándor, György (b. Budapest, 1912; d. New York City, 2005). Hungarian-born American pianist and teacher who lived most of his life in the United States. He studied at the Liszt Academy in Budapest with both Kodály and Bartók, and he became arguably the most esteemed advocate of Bartók’s piano works, especially after the composer’s death. He made his Budapest debut in 1930 and toured throughout Europe until he settled in New York in 1939, soon assuming American citizenship. During the war from 1942 to 1944, he served in the U.S. Army Signal Corps as well as the Intelligence and Special Services, and when he returned to New York, he renewed his lifelong friendship with Bartók, who was then very ill. Sándor was one of only ten people to attend the composer’s funeral in 1945, and the following year he gave the American premiere of Bartók’s Third Concerto with Ormandy and the Philadelphia Orchestra, a work they recorded together for Columbia on April 19, 1946. In 1955 he began teaching at Southern Methodist University, and in 1961 he joined the faculty of the University of Michigan, where he chaired the graduate program in piano until his retirement in 1981. In 1959, he began to record all of Bartók’s piano works for the Vox label, and in 1967, he began recording the complete solo works of Prokofiev for Vox, which were eventually released on the company’s Turnabout label. Sándor’s editions of the Prokofiev sonatas for MCA first appeared in 1966 and are still widely used. As a pianist, he was capable of immense grandeur and power, but he could also speak with poetry and intimacy. For example, his 1947 Columbia LP of the Liszt Sonata, though occasionally frenetic, is structured with an inexorable logic and filled with fiery virtuosity, as well as exquisite colors and shadings. His Bartók performances often contravened the stereotypical image of a harshly brutal aesthetic, and as the New York Times’s Anthony Tommasini once observed, “His playing serves as a chastisement to those who play Bartók with percussive sound.” Sándor continued to perform until the age of ninety-two. His notable students include Malcolm Bilson.

			Saperton, David (b. Pittsburgh, Pennsylvania, 1889; d. New York City, 1970). American pianist and teacher. Born David Sapirstein, he was the son of a physician, and at the age of six, he was given his first piano lessons by his grandfather, who was also a professional tenor. He was recognized as a prodigy from an early age, and somewhat unusually, his younger sister, Rachel, was also noted for her prodigious ability. Leopold Godowsky heard David when he was eight, and the youngster was soon taken to New York, where he worked intensively with the German-born August Spanuth (1857–1920), who had arrived in 1886 after studies at the Hoch Conservatory in Frankfurt. When he turned fifteen in 1904, he made his debut, as David Sapirstein, performing the Chopin E Minor Concerto at the Metropolitan Opera House, and though he may have made a solo debut shortly thereafter, the New York Times reported that his first New York recital did not occur until October 27, 1912, at the Republic Theatre, after he had returned from studies in Europe. He chose an enormous program which included the Beethoven “Hammerklavier,” the Brahms Handel Variations, Chopin’s twenty-four preludes, and Liszt’s Réminiscences de Don Juan, but the Times gave him a rather negative reception, insisting that he “has not yet developed to a point where he should attempt to be an interpreter to the public of Beethoven’s ‘Hammerklavier’ sonata.” However, he remained a presence on New York stages for the next fifteen years, and by the early 1920s, he was the piano soloist for the Capitol Grand Orchestra (alongside concertmaster Eugene Ormandy), which performed nightly at the Capitol Theatre at Broadway and 51st Street. In 1924 he joined the Steinway roster as “David Saperton,” and in the same year he married Godowsky’s oldest daughter, Vanita. Through Godowsky he met Josef Hofmann, and in May 1927 when Hofmann was appointed director of the Curtis Institute, he chose Saperton as his teaching assistant. For over a decade, Saperton taught many outstanding pianists at Curtis, most of whom periodically played for Hofmann as well. His students included Shura Cherkassky, Jorge Bolet, Abbey Simon, and Sidney Foster (1917–77). In 1938, Hofmann had a major rift with Mary Curtis Bok, the principal patron of Curtis, and he resigned, with Saperton soon to follow. He relocated to New York for the rest of his career, and there he soon taught a young Julius Katchen. Saperton was an extremely demanding teacher, but many also found him thoroughly enlightened. For example, though Cherkassky was deeply devoted to Hofmann, he credited Saperton with the formation of his piano technique. As evidenced by the recordings he left—mostly of phenomenally difficult repertoire—Saperton was an astounding pianist, though his solo career never seemed to develop. He was especially noted for his performances of the Godowsky transcriptions of Chopin etudes, and he recorded a number of them for RCA in 1940, though they were not released at the time. Fortunately, most, if not all, of his known recordings are now available on CD, and though some have noted that his performances at times lack expressivity, they are unquestionably technical marvels.

			Sauer, Emil von (b. Hamburg, 1862; d. Vienna, 1942). German pianist, composer, teacher, and editor. His first lessons were with his mother, an accomplished pianist who had studied with Ludwig Deppe, and there are reports that Sauer may also have had some lessons with Deppe in Hamburg. At fourteen, he heard Anton Rubinstein, who recommended he study with his brother Nikolai, and according to some sources even provided scholarship assistance for him to study in Moscow from 1879 until Nikolai’s death in 1881. Although Sauer’s London debut in 1883 was not successful, he met Hercules Brabazon (1821–1906), a wealthy English painter who offered to become his patron, and they traveled together for several years, with Brabazon financing his tours. In 1884 while in Italy, he met the Princess Carolyne zu Sayn-Wittgenstein, who recommended he study with Liszt at Weimar and provided the necessary introduction. He worked with Liszt for two summers but expressed varying assessments of their time together, later maintaining that Liszt was too old and feeble to teach him very much. However, scholar Alan Walker cites Arthur Friedheim’s account of Liszt’s impromptu performance of Beethoven’s “Spring” Sonata with a young violinist that made Sauer so elated that “he performed somersaults in the next room.” Walker also reports that Sauer was among the “galaxy of Liszt pupils” who came to Budapest in 1911 to honor the composer on the centennial of his birth. After his time in Weimar, Sauer’s subsequent tours through Europe and the United States were remarkably successful, and in the 1894–95 season he gave twenty-three London recitals alone that for a time made him an icon with the British. In 1901, he became head of the piano department at the Vienna Conservatory and maintained a close relationship with that city for the rest of his life. In 1917, the Austro-Hungarian monarchy made him a hereditary knight for his services to music, thereby adding the noble “von” to his name. Sauer made no recordings until 1923 when he was past sixty, but he left one of the richest recorded legacies of any Liszt pupil. Virtually all of his discs demonstrate an exquisite beauty of sound that never appears to be forced, even in fortissimo passages, and a striking originality of conception replete with tasteful elegance. Understandably, he recorded many of Liszt’s works, and he maintained his finesse and polish until the end of his life. At the age of seventy-six, he recorded both Liszt concertos in Paris with Felix Weingartner for the Columbia label, and scholar Jonathan Summers has labeled his final recording—the “Ricordanza” Transcendental Etude, recorded in 1941 when he was seventy-nine—as “one of the glories of the gramophone.” Also remarkably instructive is a surviving live broadcast of the Schumann concerto with Mengelberg and the Concertgebouw, done in Amsterdam in 1940. Despite some smudged passages, Sauer imbues the work with an intoxicating freshness and originality, contrasting the grander passages with an exquisite, subtle intimacy. He also edited the works of Schumann and Liszt for Peters, and his Brahms editions, later reissued by Kalmus, are still widely used. Although Sauer’s many piano works are rarely performed today, Stephen Hough’s Hyperion recording of his Piano Concerto No. 1 in E Minor (1900) was named Gramophone Recording of the Year in 1996.

			Sauter. The brand name of pianos built by Carl Sauter Pianofortefabrik, a German piano manufacturer located in Spaichingen, just south of the Alps in Bavaria. The company was founded in 1819 by Johann Grimm, a carpenter’s apprentice from Spaichingen, who traveled to Vienna in 1813 to study piano building with Nannette Streicher. He returned to Spaichingen in 1819, where he set up a shop to build smaller instruments for the home, but his nephew, Carl Sauter (1820–63), expanded the shop into a factory which by 1846 was employing a dozen apprentices. Carl’s son Johann was only seventeen at the time of his father’s death, but he ran the company jointly with his mother for a time. He began to oversee the construction of Sauter’s first grands, and his son, Carl II, began to increase production significantly in the early twentieth century. To the present day, members of the original Sauter family still remain involved in the company’s management, and though their production is limited to about two thousand pianos per year, many who have played Sauters find them comparable to the finest premium instruments. All of their parts are made in Germany, including the Bavarian spruce they use in their soundboards and the beech used in their pinblocks. They use Renner hammers, but they make their own keyboards. They have also patented an “R2 Double Escapement” action, which simulates the effect of double escapement on their upright models. At present, they build seven grand models ranging in size from 5'2" to 9', plus two “designer” grands styled by interior designer Peter Maly. They also build eight different upright models. See http://www.sauter-pianos.de.

			Scharrer, Irene (b. London, 1888; d. London, 1971). English pianist. Her mother and her aunt were descendants of Moses Samuel, the patriarch of the family who later launched Britain’s H. Samuel jewelry chain, and they were both pupils of Tobias Matthay. From the age of ten, Irene’s only teacher was Matthay, and when she was twelve, she won one of the scholarships recently created by the Royal Academy of Music to honor the Diamond Jubilee of Queen Victoria. She arrived at the RAM on the same day as Matthay’s pupil Arnold Bax, though another of his pupils, Myra Hess, soon became her closest friend. They frequently performed two-piano and four-hand works and often even appeared together for their lessons. In October 1904, at the age of sixteen, she made her Bechstein Hall debut while still an RAM student, and fifteen months later, she performed both the Liszt E-flat and the Saint-Saëns G Minor Concertos with Henry Wood and the Queen’s Hall Orchestra. She was soon hailed as a rising star, and she was particularly acclaimed for her performances of the Chopin etudes, which amazed even Vladimir de Pachmann. She recorded the “Black Key” Etude for Gramophone as early as 1909 and subsequently recorded additional etudes for HMV and Columbia. Scharrer’s recordings demonstrate a remarkable fluency and virtuosity; for example, she renders the “Winter Wind” (1930) and the “double thirds” (1933), both from op. 25, in a seemingly effortless and musically captivating fashion. By the start of World War I, she was poised to become Britain’s ranking pianist, but her career’s momentum was impeded somewhat by the war, as well as by her decision in December 1915 to marry Samuel Gurney Lubbock, a classical scholar and Eton housemaster who was fifteen years her senior. She relocated to the Manor House at Eton and soon had two children, and although she continued to perform and record, her family responsibilities often took precedence over professional activities. In 1926, she made an extremely successful American tour, and her last recording, the Litolff scherzo from his Concerto Symphonique, op. 102, with Henry Wood and the London Symphony, proved to be a classical best seller when it was released in 1933. But for reasons not altogether clear, she never recorded again, though she continued to perform intermittently for the rest of her life. It is now believed that most of Scharrer’s recordings have been located, and in 2014, APR released her unpublished, riveting account of several movements from the Schumann G Minor Sonata. Scharrer’s second cousin was Harriet Cohen, and her daughter became noted British actress Rachel Gurney (1920–2001).

			Schein, Ann (b. White Plains, New York, 1939). American pianist. When she was four, her family moved to Washington, D.C., where she worked with Glenn Dillard Gunn (1874–1963), who years earlier had trained with Reinecke in Leipzig. She attended the Holton-Arms School for Girls in nearby Bethesda, and at thirteen she began commuting to the Peabody Institute in Baltimore for study with Mieczysław Munz, arguably the teacher most influential on her pianistic development. Her first LP containing the four Chopin scherzos, recorded when she was nineteen and released by the Kapp label in 1959, was very well received, as were subsequent recordings, such as her 1961 LP of the Rachmaninoff Third with the Vienna State Opera Orchestra under Eugene Goossens. She was highly praised by critics but admits that her career went into a brief decline since “at 22, they expected a finished product.” In 1961 she sought further coaching with Arthur Rubinstein in Paris and later in London with Dame Myra Hess. During her stay in London, she frequently performed on the BBC and became highly popular with the British public. In 1969 she married American violinist Earl Carlyss, and they frequently perform together. She has also toured and recorded with Metropolitan Opera soprano Jessye Norman, and she performed for many years with the American Chamber Players, a six-member ensemble founded by violist Miles Hoffman. From 1982 to 2002, she served on the faculty of Peabody, and in 1984, she and her husband joined the faculty of the Aspen Music Festival and School, a position that at this writing she still holds. Today, many connoisseurs regard Schein as one of America’s preeminent pianists, and she has been repeatedly praised for the musical values she communicates, especially for a pianistic refinement that never seems subordinated to mere ostentation. Although she is highly recognized for her performances of Chopin and Schumann, she has distinguished herself in more contemporary repertoire as well. In August 1980 at the University of Maryland International Piano Festival, her rendering of Elliot Carter’s demanding sonata prompted the Washington Post’s Alan Kriegsman to stress that her performance set a “standard high enough to put Schein beyond comparisons.”

			Schiedmayer. German piano manufacturer long based in Stuttgart. Although Schiedmayer no longer makes pianos, it is still the world’s leader in celesta production, and its handcrafted instruments are the choice of virtually all major orchestras throughout the world. The company was founded by Balthasar Schiedmayer (1711–81), a carpenter who began building clavichords in 1735 in the city of his birth, Erlangen—a Bavarian town about twelve miles from Nuremberg. After his death, the oldest of Schiedmayer’s three sons continued the clavichord business, while another, Adam, built pianos in Erlangen. After Adam’s death, he was succeeded by his son, Johannes, who built a square piano in 1818 that still survives in playable condition. But the real genesis for the Schiedmayer piano dynasty began with Balthasar’s youngest son, Johann David (1752–1805), who studied piano building in Augsburg with Johann Andreas Stein. His son, Johann Lorenz (1786–1860), succeeded him and relocated the plant to Stuttgart, developing the Schiedmayer name into a premium brand in the nineteenth century that was second to none. Schiedmayer supplied pianos to both Clara Schumann and Liszt, and they continued their handcrafted quality into the twentieth century. Unfortunately, World War II inflicted major damage on the firm, and on July 26, 1944, the factory suffered a direct hit from Allied bombs that burned it to the ground. Many doubted that the company could ever be resurrected, but they rebuilt gradually, and until 1980, Schiedmayer continued to produce some magnificent handcrafted pianos, even concert grands. But eventually the piano business was no longer sustainable due largely to competition from Asian manufacturers. Although Ibach continues to build instruments under the Schiedmayer name, company spokesmen (the firm is still controlled by Balthasar’s descendants) insist that the pianos they build have no connection to Schiedmayer designs. For a fascinating history of the firm, see the “History” section of http://www.celesta-schiedmayer.de.

			Schiff, Sir András (b. Budapest, 1953). Hungarian-born British pianist and conductor. His parents were Holocaust survivors, and at the age of five he began studying at the Liszt Academy in Budapest, where his most influential teacher was Ferenc Rados (b. 1934), even though Schiff has been quoted as saying, “There was never a positive word from him. Everything was bad, horrible. But it instilled a healthy attitude, an element of doubt.” In Joseph Horowitz’s The Ivory Trade (1990), Rados also expressed not only his disdain for modern piano competitions, but his contempt for what he termed the “market economy” that drives the commercial aspects of the pianist’s profession, and indeed it could be argued that Schiff’s own career has echoed a similar message, since he has consistently avoided the most conventional, immediately lucrative pathways. After he placed third in the Leeds Competition in 1975, a controversy was touched off that launched his international career, and it has long been known that one of the jurors, Rosalyn Tureck, held him back because she did not approve of his performance of the Goldberg Variations. However, as juror Charles Rosen told the New York Times in 2009, “she ousted him because he played Bach better than she did,” and Rosen was so impressed that he assisted Schiff in obtaining some early engagements. Schiff soon made the Goldberg a signature piece, which at times led to further controversies, as for example when Tureck performed the work for London’s South Bank Music Festival in August 1980, and he then offered the same work for the 1981 festival, a choice that many observers saw as an act of defiance. By then he had been studying with English harpsichordist and conductor George Malcolm (1917–97) and was rapidly establishing credentials as a specialist in Baroque and Classical performance practices. Malcolm became like a mentor to him, and in 1994 they even recorded Mozart’s four-hand works on an Anton Walter fortepiano in Germany that had once belonged to the composer. Schiff has also become well known for embellishing both Baroque and Classical works with his own ornamentation, and his London 1984 recordings of the Bach partitas are especially admired. His 1990 recording of the Bach English suites won a Grammy, and subsequently he has performed numerous cycles honoring both Bach and Mozart.

			However, Schiff made a conscious decision to avoid the cycle of Beethoven’s thirty-two sonatas until he was approaching the age of fifty, and in 1999 he began a series of lectures on those works for BBC Radio, which were extremely well received. In 2006 he played the entire set of thirty-two in major cities throughout the world, and his Zurich performances have now been issued on the German ECM label. In addition, his latest Goldberg recording is from a live performance, and his Bach cycles have attracted fascination on several continents. Schiff today is widely recognized as one of the finest pianists in the world, and his interpretations are always carefully structured and executed seemingly to flawless perfection. His dynamic range and coloring palette seem second to none, and no detail is ever sacrificed for mere effect. In addition, somewhat remarkably, his Bach and Scarlatti performances are routinely executed without the use of damper pedal, including his two New York recitals of both books of the Well-Tempered Clavier—performed from memory in October 2012 virtually without pause. Anthony Tommasini of the New York Times observed that his playing was wrought with “such musical integrity and technical elegance, I was swept away. He uses his fingers alone to make every nuance and detail in his performances happen, especially legato smoothness in long-spun lines.” At this writing, one of his most recent cycles is devoted to the final sonatas of Haydn, Mozart, Beethoven, and Schubert, three separate recitals in which the Beethoven op. 109, for example, is paired with the Schubert C Minor, D. 958, as well as later sonatas of Mozart and Haydn, and the op. 110 appears on the same program with the Schubert A Major, D. 959. After a February 2015 recital which included the Haydn Sonata in C, Hob. XVI:50, Mark Swed of the Los Angeles Times observed, “He exquisitely decorated the melodic lines when sections repeated to add complication. He found song where others find formula; he conveyed song where others play scales.”

			Schiff is married to Japanese violinist Yūko Shiokawa, and they often perform together. He has also begun to conduct in recent years and at times travels with Cappella Andrea Barca, a chamber orchestra of thirty-eight musicians he founded in 1999, which he often conducts from the keyboard in Bach and Mozart concertos, but which programs symphonic literature as well. He has also fingered Urtext editions of Bach and Mozart for Henle. Schiff defected from Hungary in 1979 and has vowed that he will never return. In 1980 he applied for Austrian citizenship but renounced it in 2000 in protest of the policies of far-right Freedom Party activist Jörg Haider (who died in a car crash in 2008). In 2001, Schiff became a British subject, and he received a knighthood in 2014 “for services to music.”

			Schimmel. A German piano manufacturer located in Braunschweig, a city of about 250,000, in northwest Germany. The company was founded in Leipzig in 1885 by Wilhelm Schimmel and was enjoying considerable success by the time the twentieth century arrived. In 1927, Wilhelm’s son, Wilhelm Arno, relocated the factory to Braunschweig, and despite the setbacks inflicted by the Depression and World War II, Schimmel continued to prosper under his leadership, to the point that by the end of the 1950s they were the largest German piano manufacturer. In 1951, they developed a grand piano model with a glass case that still has a cult following. In 1961, Wilhelm Arno’s son, Nikolaus Wilhelm, assumed control, and over the next twenty years, he created a separate premium line of instruments. Today, Schimmel not only builds “C” or “Classic” pianos, which consist of four upright and three grand models, but “K” or “Konzert” models, a more select line consisting of three upright and seven grand models, including the K230, a 7'6" instrument; the K256, an 8'5" instrument; and the K280, a 9'2" concert grand. All of their K series grands are built with fully tunable duplex scaling (a feature they term “triplex” scaling because of the multiple tuning options). They also build their own keyboards and market them to other companies according to manufacturers’ specifications. In 2003, Nikolaus passed the reins to his son-in-law, Hannes Schimmel-Vogel. For many years regarded as a slightly less luxurious option to German premium makes like Bechstein, Grotrian, and Ibach, the Schimmel Konzert instruments are now gaining admirers among professionals. Schimmel has begun a program of heightened export throughout the world, and many more of their instruments are now being found both in America and Japan. Early in 2016, it was announced that Schimmel has been acquired by Pearl River, China’s largest piano manufacturer, which currently produces about 130,000 grand pianos annually at its Guangzhou-based factory. See http://www.schimmel-pianos.de.

			Schnabel, Artur (b. Lipnik [Kunzendorf] near Bielitz, Galicia, Austria [now Poland], 1882; d. Axenstein, Switzerland, 1951). Austrian-born pianist, composer, editor, and teacher who assumed American citizenship late in his life. Born to a textile merchant, he was the youngest of three children, and his parents moved to Vienna when he was two. At seven, he began lessons at the Vienna Conservatory with Hans Schmitt (1835–1907), and two years later he entered Leschetizky’s school as a student of Anna Yesipova, remaining with her until she divorced Leschetizky a year later. At that time, he began to study with another teacher at the school, Malwine Brée, and eventually he began to work with Leschetizky himself (who often publicly berated him), remaining with him until 1897 when he was fifteen. Leschetizky also arranged for him to study composition and theory with Eusebius Mandyczewski (1857–1929), one of the most learned musical scholars in Vienna at the time. In 1897 Schnabel made his Vienna debut in the Bösendorfersaal, and the reception was so encouraging that he soon relocated to Berlin. He began a series of tours, often with other musicians, and though his reviews were occasionally mixed, his primary focus at the time was on composition, as he continued to write prolifically. In 1900, he began to accompany German contralto Therese Behr, six years his senior, who had relocated to Berlin from Mainz to advance her career, and they were married in June 1905. They took a spacious twelve-room flat in Berlin with large studios at either end so that each could pursue their practicing and teaching, and their home soon became a haven for both aspiring and established artists. Schnabel’s career as a teacher began in these years, but he also worked with an enviable who’s who of prominent musicians. In 1902, he played the Brahms Second with Arthur Nikisch and the Berlin Philharmonic to highly positive notices, though when he performed the work in London with Hans Richter and the Hallé Orchestra, the British were less enthused. In 1904 in Berlin, he also played Beethoven’s “Emperor” with the Philharmonic under Richard Strauss. In 1902, his reputation as a chamber musician was solidified when he formed a highly successful trio with violinist Alfred Wittenberg, a Joachim student, and Dutch cellist Anton Hekking. In 1905, he formed a second trio with Hungarian violinist Carl Flesch, with whom he also performed many violin sonatas, and Belgian cellist Jean Gérady (replaced in 1914 by Hugo Becker when World War I forced Gérady to return to Belgium). In August 1909, the Schnabels’ first son, Karl Ulrich, was born, who also became a noted pianist and teacher, and in 1912 they welcomed Stefan, who later became a well-known actor.

			Schnabel’s first decade in Berlin was one of the happiest periods of his life, and his teaching, as well as his concerts with Therese and the Schnabel Trio, brought a modest, though sufficient, income so that he felt little need to tour. As a solo pianist, following advice once given him by Leschetizky, he explored Schubert’s sonatas, which were then little performed, and he also displayed an affinity for Brahms. He resisted playing the later works of Beethoven until his mid-twenties when he began to study the Sonatas op. 109 and op. 110, and in his earlier years he also played relatively little Mozart. However, his solo appearances were almost dwarfed by the large number of collaborative recitals he gave, and in the 1909–10 season, he performed Schubert’s Winterreise cycle with Therese for the first time, an event that enthralled the critics. When World War I arrived, Schnabel was also gratified that he and Flesch were able to play all the Beethoven violin sonatas for Berlin audiences eager for a respite from the chaos and uncertainty that seemed to engulf them. But he was unnerved when critics in Holland and Belgium viciously attacked him during propaganda tours arranged by the German government, engagements he only accepted as a means of guaranteeing an easement of government food rationing to help him feed his family. Despite stringent conditions of postwar Berlin that his biographer, César Saerchinger, once described as “hunger and poverty, disillusionment and despair,” Schnabel often remembered the years between 1919 and 1924 as “the happiest I ever experienced.” His newfound professional stature was due in large measure to the Hungarian-born Leo Kestenberg (1882–1962), a former Busoni student who later taught Menahem Pressler and who now served as musical advisor to the Prussian Ministry of Education and the Arts. Kestenberg promoted a scheme for licensing private music teachers which Schnabel supported, and he also nominated Schnabel for the honorary title of “professor,” the last such status ever conferred by the Prussian government. This brought him an appointment to the Berlin Hochschule, which enabled him to become intimate with Schoenberg, Krenek, and Hindemith, relationships he found especially stimulating since throughout his life he remained serious about promoting his own compositions. He was soon asked by the Berlin publishing house of Ullstein to prepare an annotated edition of Beethoven’s thirty-two sonatas, a project that greatly appealed to him, though he insisted he be permitted to proceed at his own pace so as not to impede his other activities. The sonatas began to appear as single editions in 1924, and by 1927, the centennial of Beethoven’s death, they were all in print. (Various publishers issued them in bound volumes in 1935, including Oxford in England and Simon and Schuster in the United States.) In 1925, a fifteen-year-old Leonard Shure arrived from Chicago, and two years later Schnabel appointed him as his teaching assistant, the only one he ever had, and a position Shure held until they both left Berlin in 1933.

			In 1921, Schnabel was offered a contract to tour America by impresario Sol Hurok, though he spent months negotiating the conditions and only reluctantly agreed to the clause stipulating he use Knabe pianos. Schnabel’s reputation had been perpetuated by several of his prewar American students who had now returned home, and at Carnegie Hall in March 1923, he performed the Bach Triple Concerto, BWV 1064, with the two-piano team of Guy Maier and Lee Pattison, accompanied by the New York Symphony under Walter Damrosch. On these early visits, his reception was at times mixed, since against Hurok’s advice, his recitals often featured works such as the Schumann Fantasy and the Schubert late sonatas, repertoire with limited popular appeal that many saw as severely intellectual. However, his reputation was unexpectedly advanced on February 10, 1922, when he performed the Brahms D Minor Concerto under the baton of his former Leschetizky classmate Ossip Gabrilowitsch, a concert heard on Detroit station WWJ, which proved to be the first radio broadcast of a complete symphony concert in the United States. But he rarely missed opportunities to make sardonic, even tactless, remarks, which did not always endear him to potential patrons. For example, his contract with Knabe required him to make a series of Ampico rolls in New York in 1924, but a representative from Ampico’s major competitor, Duo-Art, attempted to lure him away by praising his company’s product as capable of capturing “sixteen nuances, from pianissimo to fortissimo.” Schnabel could not resist countering with, “Too bad! I happen to use seventeen!” In April 1924, he toured the Soviet Union, performing in cities he had not visited since tsarist days, and though he found the reception slightly better in Leningrad than in Moscow, he decided that his first visit was not a success. He made his first postwar visit to London in 1925, and the reception was generally positive, with the Musical Times noting that his concerts represented “intellect and emotion in perfect assimilation.”

			The year 1927, the centennial of Beethoven’s death, represented a significant turning point for Schnabel, and in January and February for the first time, he performed all thirty-two sonatas on seven consecutive Sunday afternoons at Berlin’s Volksbühne, an auditorium in the working-class section of the city where he generally attracted audiences of two thousand. Later in the year, he played smaller Beethoven cycles in other European cities, as well as the Soviet Union, and many were now beginning to recognize him as the world’s preeminent Beethoven interpreter. On November 17 he also performed the Brahms Second in London’s Queen’s Hall with Oskar Fried and the Royal Philharmonic, a performance that brought the enraptured crowd to its feet and which he then termed “the greatest pianistic success” of his career, a stunning contrast to the lukewarm reception he had received from London audiences when he performed the same work with Richter twenty-five years earlier. He was now being advertised in the English press as “the world-famous Schnabel,” and the fame he had once enjoyed as a chamber musician had unquestionably been transferred to his reputation as a solo artist. Late in 1931, he was approached by Fred Gaisberg, an artists’ representative for HMV, to launch an unprecedented recording cycle of all thirty-two Beethoven sonatas, plus the five concertos. HMV financed the project through a new “subscription” concept then being pioneered by the young producer Walter Legge, who supposedly worked hard to convince his board members to accept Schnabel over the Scottish-born Frederic Lamond, whom many still regarded as the ranking Beethoven interpreter. Schnabel remained in England and began work at the company’s Abbey Road studios in January 1932. He was not always an agreeable presence to the HMV engineers and insisted on allowing a greater range of dynamics than was then customary, even at times running the risk of microphone distortion. He found the protracted experience wearying in the extreme and later reported, “I was close to a breakdown and almost wept on the street when alone.” But in a remarkably short time, by the end of March, he had recorded eight sonatas and two concertos (with Sargent and the LSO), and the entire cycle was completed by November 1935. For over a generation, Schnabel’s Beethoven sonata recordings, which were later transferred to LP, were seen as the definitive standard by many pianists, and in the early 1960s, critic Harold Schonberg even characterized him as “the man who invented Beethoven.”

			In May 1933, Schnabel and his family fled Germany to escape the Nazi government, settling in Tremezzo on Italy’s Lake Como. Over the next several years, he began to tour widely outside of Germany, particularly in Britain and America, and in the summers he received a growing band of students. For many, Schnabel’s voice seemed synonymous with the greatest German musical masters, and pianists sought him out from the world over, though arguably most were in quest of interpretive insights more than technical advice, which he rarely gave. Shortly after he arrived, he began hosting master classes which soon attracted one of his neighbors, Lili Kraus (who had also fled Berlin to escape the Nazis), but others soon followed, and many became noted pianists. They included Victor Babin, Vitya Vronsky, Clifford Curzon, Rudolf Firkušný, and Adele Marcus, and in the summer of 1938, the ten-year-old Leon Fleisher. In February 1939, world events soon forced the Schnabels to sail to New York, where they underwent legal immigration procedures to make them eligible for American citizenship within five years. After their arrival, they lived mostly in New York, but in April 1940, he gave three lectures at the University of Chicago which were issued in book form by Princeton in 1942 as Music and the Line of Most Resistance. Initially, he found few opportunities to perform, but in the summer of 1941, one of his former students arranged some summer classes at the University of Michigan comparable to the Lake Como classes, and these proved so successful that they were continued until the end of the war. Early in 1944 he had again been invited to lecture at the University of Chicago, and a year later he was offered the Alexander White professorship, presenting twelve lectures there in October 1945. The lectures, followed by question-and-answer periods, were edited and published after Schnabel’s death as My Life in Music (1961), a quasi-autobiography. Although today he is most often remembered for his contributions to modern Beethoven interpretation, Schnabel never wanted to be known purely as a Beethoven specialist, and his discography contains, for example, both Brahms concertos, six Mozart concertos, and a substantial assortment of works by Schubert. It should also be said that his Beethoven sonata editions appeared at a time when Urtexts were less frequently consulted, and although his suggestions are still widely admired, many pianists prefer one of the less annotated editions that have appeared since World War II. But arguably, his most important legacy may be his approach to pianistic interpretation, a musical philosophy that often contravenes the fiery virtuosity once promoted by Liszt and his followers and which extends even to the reshaping of modern programming. For example, in April 1924, after he played a program of Beethoven sonatas in Moscow, the crowd began to shout “Campanella,” because they felt entitled to a reward for what he termed “their patient suffering of the unusual.” Today, thanks largely to Schnabel’s influence, far fewer audiences are likely to regard Beethoven’s sonatas as an ordeal that can only be remedied by a virtuosic Lisztian display.

			Schonberg, Harold C[harles]. (b. New York City, 1915; d. New York City, 2003). Music critic and author, most famous in the piano world for his thirty-five-year career at the New York Times and for his iconic book The Great Pianists, first published in 1963. Born in the Bronx, he began to study the piano at the age of four, often encouraged by his aunt, who had once been a pupil of Leopold Godowsky. Somewhat unusually, he set his sights on a career in music criticism when he was not yet twelve after attending a performance of Die Meistersinger at the Met. While he was a student at Brooklyn College, his first music reviews were published in the campus newspaper in 1936. He then obtained a master’s degree in music history at New York University and later studied at the New York Art Students League. Throughout his career, his drawings of composers and performers occasionally accompanied his prose. In 1939 he obtained his first job as a critic writing for the American Music Lover, which later became the American Record Guide. After his discharge from the army in 1946, he worked for the New York Sun for a time and joined the New York Times in 1950. He became record editor in 1955 and senior music critic in 1960. Schonberg was privately critical of the overly familiar relationships he had seen practiced by Virgil Thomson, the composer and noted critic for the Herald Tribune, and he always sought to maintain a healthy professional distance between himself and the performers he reviewed. But he made no secret of a strong preference for Russian pianism, and he wrote with special admiration for artists such as Gilels and Richter. It was also well known that his favorite pianist was Josef Hofmann, and he once remembered that “those who heard his piano playing can never forget the man’s aristocracy, flowing line, sensuous sound, brilliant technique and, above all, feeling of spontaneity.” Though The Great Pianists, his lively, somewhat personal chronicle of history’s greatest pianists, was highly praised by general readers, it also found its way onto the bookshelves of countless professional pianists. In 1971 he won a Pulitzer Prize for his work at the Times, a first for a music critic, and up until his retirement in 1980, he was the most esteemed music critic in America. He continued to contribute pieces to the Times intermittently into the 1990s, and the last of his many books was Horowitz: His Life and Music, which appeared in 1992.

			Schub, André-Michel (b. Paris, 1952). American pianist. Born of French parents, he was brought to New York at the age of eight months, and his first important teacher was the Argentine-born Jascha Zayde (1911–99), a Friedberg student who for many years hosted a program for New York station WQXR called The Development of Piano Music and in 1954 became staff pianist for the New York City Ballet. Schub entered Princeton in 1970 before transferring to the Curtis Institute, where he worked with Rudolf Serkin, and in 1974 he won the Naumburg Competition. His career was then given an enormous boost in 1981 when he also won the Van Cliburn Competition. He has recorded for Vox Cum Laude, Piano Disc, and CBS Masterworks (Sony) and has received considerable acclaim for his performances of Beethoven, Brahms, and Liszt. He has been music director of the Virginia Arts Festival Chamber Music series since 1997 and currently serves as an artist member of the Chamber Music Society of Lincoln Center. Since 2006, he has been on the faculty of the Manhattan School of Music.

			Schumann, Clara (Wieck) (b. Leipzig, Germany, 1819; d. Frankfurt, Germany, 1896). German pianist, composer, and teacher. The wife of composer Robert Schumann, she was unquestionably the greatest woman pianist of the nineteenth century and is also regarded as one of the century’s most influential pianists. She was the oldest, and only daughter, of four surviving children born to Leipzig piano dealer and teacher Frederich Wieck and his wife Marianne (Tromlitz) Wieck. When Marianne separated from Wieck in 1824, she took their infant son with her to Berlin, leaving Clara and her two younger brothers with their father. In October of that year, when Clara was five, Wieck began giving her daily lessons and was soon grooming her to become a child prodigy. Much of the information concerning Clara’s childhood comes from a diary she began on June 7, 1827, when she was seven, but for nearly four years every entry was either heavily supervised or written entirely by Wieck, a pattern that continued until May 24, 1831, when he wrote (in her name), “From now on, I will write in my diary myself.” Many scholars, including her biographer Nancy Reich, have viewed this highly contrived document as “visible evidence of Wieck’s domination.” He also forced her to copy and include angry, acerbic letters he had written to concert managers on her behalf, and even when the handwriting is clearly his own, he refers to himself as “Father,” as if, in Reich’s words, he meant “to take over her personal identity.” Wieck divorced Clara’s mother in 1825, and on July 3, 1828, he married Clementine Fechner, the twenty-three-year-old daughter of a Lutheran pastor. Three days later, he took the entire family to Dresden, where Clara, now eight, gave some of her earliest performances, and the family dynamic was immediately established, because despite the fact that Wieck and Clementine later had three additional children, Clara dominated the household. Wieck’s lavish outlays to procure her silk gowns, Viennese pianos, and other luxuries dwarfed what he spent on Clementine and the other children, and whenever he accompanied Clara on tour, his young wife was required to remain behind to run the household and even look after his business affairs. But despite his stringent tactics, he seems to have been a remarkably enlightened educator. He mapped out every detail of his daughter’s regimen, arranging for tutors, scheduling her practice, and even prescribing her daily physical exercise.

			For several years, Wieck’s home had served as a center for Leipzig’s musical activity, and before she was nine, Clara joined the fraternity of musicians who arrived at her doorstep weekly, often performing both solo and chamber repertoire as requested. On October 20, 1828, at the age of nine, she made a more formal debut at the Leipzig Gewandhaus with a set of Kalkbrenner variations, though other musicians also participated, and her role was relatively minor. But the reception was so positive that Wieck returned her to Dresden for several appearances the following March with two interlocking objectives: to bring Clara to the attention of selected noble patrons, and to enhance his own reputation as her teacher. His name was well known throughout Saxony when Robert Schumann sought his teaching and became his boarder in October 1830, and on November 8, Clara gave a solo recital at the Gewandhaus to high acclaim. In September 1831, father and daughter left for Paris, traveling day and night, with Clara studying French along the way. They first stopped in Weimar, where she played for Goethe, and although Wieck undoubtedly inflated the compliments he claimed she received (especially since Goethe’s reaction to the prodigious Mendelssohn still remained fresh in his memory), Goethe met them cordially and inscribed his portrait as a present for “the gifted artist.” Even before she had left Germany, her reputation was growing, and the tutor for the Duke of Weimar described “little Wieck of Leipzig” as “a veritable marvel.” They remained in Paris from February to April 1832, performing in venues arranged by Clementine’s brother, Eduard Fechner, an artist living in the city, but Wieck actively disliked French manners and culture, and they were both unhappy there. However, Clara impressed many prominent musicians, including Mendelssohn, Kalkbrenner, Paganini, and the piano maker Pierre Érard, and when she returned home she had significantly augmented her professional credentials. Fechner even painted her portrait (looking considerably older than her twelve years), lithographs of which Wieck began to sell at her concerts. But by the time Clara reached the age of fifteen, she had become a rebellious adolescent, and even Wieck’s draconian discipline was insufficient to stem what he called her “inconsiderate, domineering . . . rude, prickly,” and “blunt” mannerisms, which she often made worse by refusing to practice. But he did not yet know that her deepening attraction to his former student, Robert Schumann, was becoming a major cause of the rebellion.

			In November 1835, when Clara was sixteen and Schumann twenty-five, they exchanged their first kiss on the steps of the Wieck home. They continued to meet secretly through Christmas, when Wieck finally discovered their alliance and forbade Clara to have any connection with Schumann. Over the next five years, Wieck’s behavior became so viciously irrational that Schumann was driven to the courts to seek redress. Although Clara could not legally marry without Wieck’s consent before she reached the age of twenty-one, he began to make such outrageous demands that some were even beginning to question his sanity. In January 1840, he continued his attacks to the point that Schumann successfully sued him for slander in June, and Wieck was sentenced to eighteen days in prison—though there is no evidence that he ever served his term. Finally, on August 1, the court ruled that Robert and Clara could wed without Wieck’s consent, and they married on September 12, 1840—one day before her twenty-first birthday—in the village church at Schönefeld near Leipzig. They had already rented an apartment in Leipzig and through intermediaries arranged to have Clara’s piano delivered, since she was no longer communicating with Wieck, who by now had relocated to Dresden. But by February 1843, father and daughter had reconciled, and Wieck even returned to visit his granddaughter, Marie, well aware that Clara was to become a mother for the second time in April. By December, Robert had made a perfunctory attempt to normalize their relations as well, but for many years, both Robert and Clara distrusted Wieck.

			Not surprisingly, Clara, who had already performed many of Schumann’s piano works, became his most devoted advocate, and in January 1843 she performed at the Gewandhaus in a program devoted to his music. But Schumann did not want her to tour, and for a time she honored his wishes, confining herself to occasional appearances in Leipzig and Dresden. Schumann’s plan was to sustain the family by teaching, and he hoped to join the much-discussed Leipzig Conservatory that Mendelssohn was establishing that fall. But he proved to be an ineffective teacher, and Clara was often forced to pursue concert engagements to make ends meet. In January 1844, now with two daughters in tow, he agreed to accompany her on a concert tour of Russia, but the trip was evidently more strenuous for him than for Clara. Signs of his mental instability were already recognizable, and in August 1844 when they both joined the conservatory faculty, he suffered a complete mental breakdown which influenced their decision to relocate to Dresden, where doctors often recommended the fresher air, said to be cleansed by the Elbe River. Over the next six years, the Schumanns’ letters and diaries, in Reich’s words, “read like catalogues of misery.” But despite Robert’s persistent physical and mental encumbrances, he was immensely productive as a composer. Clara gave the first complete performance of his A Minor Concerto on New Year’s Day in 1846 at the Gewandhaus under Mendelssohn’s baton, and even though she confined her concert appearances mostly to Leipzig and Dresden, she earned a lucrative income, which was necessary since their family continued to grow. Clara also composed some of her most often performed works during this period, including her G Minor Piano Trio, op. 17, which dates from 1846. In addition, she exhibited extraordinary bravery during the German Revolution of 1848–49 when in May of 1849, after securing her ailing husband’s safety in the suburbs, she calmly walked through the persistent gunfire of war-torn Dresden in the middle of the night, seven months pregnant, to retrieve her three youngest children, who then ranged in age from six to a year and a half.

			In 1850, they relocated to Düsseldorf so that Robert could accept the position of director of the Municipal Orchestra and Chorus. Clara first performed with the orchestra on October 24, 1851, and was welcomed enthusiastically whenever she appeared. In December, she gave birth to their seventh child, Eugenie, and within a year she had resumed her career at full tilt. In May 1853, she performed with the twenty-one-year-old violinist Joseph Joachim at the Lower Rhine Music Festival, and in November and December, she gave no fewer than twelve concerts in Holland. No prominent musician, including Liszt, ever came through Düsseldorf without calling on her, and she now had a growing contingent of adoring students, some of whom came from as far away as England. On September 30, 1853, Robert wrote in his diary, “Herr Brahms from Hamburg,” and the following day, “Visit from Brahms, a genius.” Brahms, then twenty, had arrived at the instigation of his friend Joachim, and he regarded both Clara and Robert with reverential awe, welcoming them with open arms the following January when they passed through Hanover to visit Joachim. But a month later when they returned home, Clara began to notice Robert’s auditory hallucinations, and on February 21, their friend Ruppert Becker, the concertmaster of the Düsseldorf Orchestra, wrote in his diary, “Schumann has been insane for several days now.” On the evening of February 26, Schumann requested he be committed to an asylum, and the next day, while Clara conferred with a doctor regarding his treatment, he threw himself into the Rhine in an unsuccessful suicide attempt. He was sent to a hospital in Endenich, a suburb of Bonn, where he died in July 1856 and where—at the request of his doctors—Clara had seen him only once, two days before his passing. Long before Robert died, Clara had intensified her concert schedule, and now that she was the sole support for eight children, she escalated her activity wherever possible. But she was now far less enthused about the demands of motherhood, and as early as May 1847, when she became aware of her fifth pregnancy, she had written in her diary, “What will become of my work? Yet Robert says ‘children are blessings’ . . . and so I have decided to face the difficult time that is coming as cheerfully as possible.” When Robert died, her two eldest were at boarding school in Leipzig, another was living with Clara’s mother in Berlin, and three others were in the care of their housekeeper in Düsseldorf, where Brahms, who was then renting a room in the house, helped with their rearing. As her travel increased, she rarely saw them, though she thought of them constantly and fired off reams of instructions to housekeepers, governesses, and the children themselves.

			Despite the fact that Clara charged high fees for her concerts, she was never wealthy, and her debts often multiplied beyond all reasonable expectations. For example, her youngest son, Felix, only two years old when his father died, was a gifted poet (Brahms later set two of his poems), but he incurred substantial gambling debts which Clara always strove to pay. Friends offered to help with her strained financial situation, especially Brahms, who had fallen deeply in love with her (despite their fourteen-year age difference), but she always resisted, and she was even “incensed” at the suggestion that a benefit concert be staged for her family in Vienna in 1873. In the same year, though, she was deeply gratified to perform Schumann’s Concerto for the Bonn Music Festival, one of the rare occasions when all of her children were gathered, along with Joachim, Brahms, and famed soprano Jenny Lind. In the year 1878, she accepted an appointment to the Frankfurt Conservatory, and she was thrilled to be invited back to Leipzig in October, where a celebration honoring the fiftieth anniversary of her first concert was staged at the Gewandhaus. Although she continued to perform until March 1891 when she was seventy-one, she endured substantial pain throughout the last thirty-five years of her career, suffering from severe rheumatism and later arthritis. The pain often became so intense that she resorted to massage, opium, electric shocks, and many other popular therapies of the day, and at times she was forced to cancel concerts for long periods while her arms were in slings. But on the stage, she always projected a noble, regal presence, the antithesis of the theatricality so often found in nineteenth-century pianism. In that sense, it could be said that Clara Schumann ushered in a new era—a more Apollonian aesthetic that emphasized musical sensitivity over mere virtuosity. In January 1856 when she performed a series of concerts in Vienna, critic Eduard Hanslick noted that “she rather shames the brilliant virtuosos of our time,” and that “everything is distinct, clear, sharp as a pencil sketch.” He also echoed the popular consensus of the day when he praised her focus on “the pure harmony of beauty.” Two of her most well-known students were Carl Friedberg and English pianist Mathilde Verne (1865–1936), who later taught both Solomon and Moura Lympany.

			Scriabin, Alexander (b. Moscow, 1871 [January 1872 by the Gregorian calendar]; d. Moscow, 1915). Russian pianist and composer. Scriabin was of aristocratic lineage, but his mother died when he was only a year old, and his father, a diplomat who traveled extensively, left him in the custody of his grandmother and his aunt, who was an amateur pianist. There was little money in the household, but gradually his Aunt Lyubov began to realize that his piano talent was highly unusual, and when he was nine she took him to St. Petersburg, where he played for Anton Rubinstein. At eleven, he entered the Second Moscow Cadet Corps, a school where he was subjected to strict military discipline, but when his superiors discovered his piano abilities, they often requested he provide music for various occasions. In October 1884 he began studying with Nicolai Zverev (1832–93), one of Moscow’s most noted teachers, and within a year the twelve-year-old Rachmaninoff became one of his classmates and closest friends. Zverev was enamored with his young pupil, whom he called “Skryabusha,” and constantly held him up as a model to his other students. As Faubion Bowers, one of Scriabin’s biographers, noted, “He could play any étude within an hour. He looked at it once . . . and then played it by ear, never to look at it again.” One of Zverev’s students remembered that when the thirteen-year-old Scriabin performed Haydn’s F Minor Variations, “We were simply stunned. . . . Such a work requires genuine artistic maturity, and he possessed it.” His piano debut took place on one of Zverev’s student recitals at the Moscow Conservatory in April 1885, where he performed the Schumann Papillons. Though most were highly impressed, Lyubov reported that his hyper-enthusiasm caused him to miss most of the low bass Ds in the familiar “Grandfather’s Dance,” which ends the suite. But his favorite composer was Chopin, so much so that he even slept with the composer’s scores under his pillow, a veneration reflected in the numerous etudes, preludes, nocturnes, waltzes, and impromptus he composed in the first decade of his compositional career. At the time he entered Zverev’s class, he was already studying composition privately at the conservatory with Sergei Taneyev, and as early as 1886, he may have composed one of his most often played compositions, the familiar Etude in C-sharp Minor, op. 2, no. 1.

			When Scriabin entered the Moscow Conservatory in 1887 at the age of fifteen, he began to study with Vasily Safonov (1851–1918), a Leschetizky student who was then head of the school’s piano department. At the time, Safonov also taught Josef Lhévinne, already a recognized prodigy, and Scriabin, whose hands were small, soon injured his right hand by attempting to best him (against Safonov’s advice) by learning Liszt’s difficult Réminiscences de Don Juan, so much so that doctors advised him that his performance career was over. He countered by practicing diligently with his left hand, and some years later even wrote an early prelude, as well as a nocturne, for the left hand alone. He continued his composition studies with Taneyev (and less successfully with Arensky, who refused even to sign his diploma when he graduated), and as early as 1888 when he was sixteen, he composed his brief, hauntingly beautiful Prelude in E Minor which eventually became one of the twenty-four preludes that now comprise his opus 11. In 1891, he shared highest honors in piano with his classmates Lhévinne and Rachmaninoff, and he graduated from the conservatory in 1892. In the same year, he completed his Piano Sonata, op. 6, the first of the ten he composed that many pianists today regard as his most important contribution to modern repertoire. Although his right hand had by now recovered, he acknowledged that the pathos of the first movement was meant to capture his anguish over suffering such a debilitating injury, and the sonata’s fourth movement is even a funeral march. Surprisingly, he performed the sonata in its entirety only once, at his debut concert in St. Petersburg on February 11, 1894, and Bowers suggests that “perhaps it embodied too many painful memories.” His concert was such a success that he soon attracted the attention of St. Petersburg lumber merchant Mitrofan Belyayev (1836–1903), who sponsored annual concerts to promote young Russian composers and had also founded a publishing house to promote their works. Scriabin soon became Belyayev’s virtual protégé and was greatly assisted by his willingness to publish his early piano works. He also financed Scriabin’s first European tour, which began at the Salle Érard in Paris on January 15, 1896, and though confined to his own works, earned him extremely positive notices. The magazine L’Art Moderne noted that he “held a select audience for two hours under the spell of his controlled, precise, nervous, and richly colored pianism.”

			Scriabin was preoccupied, and often obsessed, with composition for the rest of his career, and he virtually never performed standard repertoire, but his piano performances were inextricably linked to the promotion of his compositional style, and especially to his unique harmonic vocabulary. Moreover, the homage he paid to Chopin in his more intimate compositions conferred on him a type of celebrity status in drawing rooms and concert halls in Russia and throughout Europe. When he undertook his first American tour in December 1906, the Boston Evening Transcript even referred to him as “the Russian Chopin,” and though his reviews were not always laudatory, he was often received with great enthusiasm and generally praised as a substantial, if small-scale, colorist. Although Scriabin’s works have never reached the popularity of Chopin’s, the brilliance and color palette required for their effective performance have appealed to a select group of highly accomplished artists. In recent years, his highly demanding sonatas especially have become a cause célèbre for many virtuosic pianists, including Horowitz, Ashkenazy, Ogdon, Hamelin, and Kissin. In April 2015, in commemoration of the centennial of his death, Garrick Ohlsson devoted two complete recitals to his works in London’s Wigmore Hall.

			Seiler. German piano manufacturer located in Kitzingen, a town in Bavaria of about 21,000. The company was founded in 1849 by Eduard Seiler at Liegnitz, then in Silesia (and now in Poland, where the town is known as Legnica). He created a small shop to handcraft professional-quality instruments, and by the 1870s, Seiler instruments were being displayed in international expositions. By 1874, he was employing one hundred workers, and when he died a year later, his sons Paul and Max assumed the company’s leadership. But both brothers had died by 1879 when Eduard’s youngest son, Johann, who had apprenticed to various German makers, returned to run the company. Johannes became the firm’s chief designer, and two of his brothers-in-law joined him to handle sales. In 1882, they began to build their own actions, and the lumberyard they created at Liegnitz soon occupied over a square mile of floor space. They opened a major new factory in 1896, and by 1907, the company was employing over four hundred workers, annually producing about two thousand grands and uprights. On Johannes’s death in 1907, his nephew Robert Lauterbach became the company’s head, while Robert’s brother Ludwig became sales manager. A Berlin office was opened in 1893, and other branches at Breslau and London were opened by 1907. Before World War II, Seiler had become the largest piano manufacturer in Eastern Europe, but the damage inflicted both by the war and later by the communist takeover of East Germany nearly destroyed the company. Finally, in 1963, Steffen Seiler-Dütz, Johannes Seiler’s grandson, restructured the company and moved it to Kitzingen, where it got a fresh start. Today, the most premium of Seiler’s instruments, which use Renner actions and Abel hammers, are generally acclaimed as some of the finest built, and they offer a patented “Duo Vox” optional feature, which turns an acoustic piano into a hybrid acoustic-digital instrument. At this writing, Seiler is owned by the Korean firm Samick and is the second-largest piano manufacturer in Germany (second only to Schimmel), employing over two hundred people and producing about five thousand instruments a year. They build both grands and uprights under the Seiler, Eduard Seiler, and Johannes Seiler brand names, and Seiler, their top-line brand, builds a concert grand—the 278 Konzert, slightly over 9'1" in length. See http://www.seiler-pianos.de/en.

			Serkin, Peter (b. New York City, 1947). American pianist and the son of pianist Rudolf Serkin. At the age of eleven, he entered the Curtis Institute, where he studied with Mieczysław Horszowski, later working both with his father and with Karl-Ulrich Schnabel. From his childhood, he had also been a regular at the Marlboro Summer Music Festivals founded by his father, which nurtured his lifelong affinity for chamber music. On February 16, 1965, at the age of seventeen, he made his Carnegie Hall debut performing the Mozart Concerto in F, K. 459, with Ormandy and the Philadelphia Orchestra, a performance generally well received by critics. Later that year, Ormandy wrote brief sleeve notes for his first recording, an LP devoted to the Bach Goldberg Variations for RCA, which won a Grammy for “Most Promising New Classical Recording Artist,” a category that has since been discontinued. Since RCA released the disc about ten years after Columbia issued its famed Glenn Gould recording of the same work, many began to draw comparisons between the two artists, and most were seeing the teenaged Serkin as very much an “intellectual” pianist, much in the mold of his father, who had long been praised for his thoughtful interpretations of the German masters. In fact, when the New York Times’s Theodore Strongin reviewed his performance of the Goldberg at the Metropolitan Museum in March of that year, he even noted that “his manner toward the audience is distant,” and that he was not “an outgoing performer,” but “to the serious music lover . . . an entirely satisfying one.” His 1968 recording of the Schoenberg Concerto with Ozawa and the Chicago Symphony seemed to strengthen the parallels to Gould, as did his immersion in the less-performed works of many other twentieth-century composers. But he also appeared to be undergoing an inner transformation which some put down to the cultural influences that affected many young people in the late 1960s. On April 25, 1970, he paired the Goldberg with Messiaen’s La Rousserole effarvatte at New York’s Hunter College, and the New York Times’s Allen Hughes found his wardrobe distracting, noting that “when a concert pianist shows up in a mini-length white see-through cotton shirt of Oriental origin . . . and lets untidy shoulder-length hair fall forward to conceal his face while he is playing, the average concertgoer is apt to be a bit confused about what the pianist wants most to achieve.” Hughes also noted what he regarded as disturbing eccentricities in the Messiaen, which never achieved a “high level of spirituality” but sounded instead like “an exotic and precious ‘Kitten on the Keys.’” He also observed that the Goldberg suffered from “extremely long pauses” between the variations, which were performed as “though they were short pieces of widely different stylistic origin.”

			Serkin admits to a period of self-examination, and for a short time he even retreated with his first wife to a hippie-style commune, uncertain as to whether he wished to continue performing. But when he returned to New York in 1972 he formed an ensemble known as TASHI, which the New York Times’s Anthony Tommasini recently described as “classical music’s answer to a cutting-edge rock band” in the mid-1970s. Organized originally to perform Messiaen’s famed Quartet for the End of Time, they toured and recorded for several years and even commissioned works from composers such as Toru Takemitsu. As a soloist, Serkin continued to immerse himself in the music of both the past and the present, and in 1973, his RCA album devoted to the six Mozart 1784 concertos with the English Chamber Orchestra was nominated for a Grammy. His extensive discography also includes two 1997 CDs with András Schiff devoted to two-piano works of Mozart, Reger, and Busoni, released by ECM in 1999. Many have commented on the contrast Serkin seems to project to his 1970s image, since today he often performs in three-piece pinstripe suits, resembling a banker more than a hippie rebel from the 1960s. He is still apt to present recitals contrasting traditional repertoire with avant garde works and is repeatedly admired for his conscientious attention to musical detail and subtlety, though he is still occasionally chided for idiosyncrasies of tempo and dynamics. Reviewing a recital at the Ravinia Festival’s Martin Theatre in May 2012, the San Francisco Chronicle’s Joshua Kosman praised the “luminous chords” he created in Beethoven’s Diabelli Variations but added, “For the most part, Serkin seemed determined to emphasize Beethoven’s pugnacious side at the expense of everything else.” Today Serkin, the father of five, lives in Massachusetts and teaches both at Boston’s Longy School and at the Bard Conservatory of Music in Annandale-on-Hudson, New York.

			Serkin, Rudolf (b. Eger, Bohemia [now Cheb, Czech Republic], 1903; d. Guilford, Vermont, 1991). Bohemian-born American pianist and teacher. He was born to a Russian-Jewish family, and his father had been a Russian bass. The young Serkin’s gifts were so prodigious that when he was nine, his father moved the entire family to Vienna so that he could study with Richard Robert, who then directed the New Vienna Conservatory and who had also taught Clara Haskil. He made his debut with the Vienna Philharmonic that fall performing the Mendelssohn G Minor Concerto, a work with which he was long associated, and he was so well received that there was talk of having him tour, but his father forbade it. He required him to remain in Vienna with Robert and to obtain a thorough musical education, even studying theory with Arnold Schoenberg. He remained with Robert until 1920, when he met German violinist Adolf Busch. Though Busch was then twenty-nine and Serkin was only seventeen, he asked the youth to become his accompanist, and they remained close for over thirty years, until Busch died in 1952. Serkin lived with Busch and his wife for a number of years, and in 1935 he even married their daughter, Irene. Busch was well known in America by the early 1930s, and early in 1932, RCA released the HMV Busch-Serkin recording of the Brahms Violin Sonata in G, op. 78, which was extremely well received. But soon tensions created by the Nazis were about to boil over, and in April 1933, the New York Times reported that Busch, who had now relocated with Serkin to Switzerland, had indignantly canceled his appearance at the Brahms centennial celebrations in Hamburg because the government refused to allow Serkin, or any other Jewish artist, to appear. On February 20, 1936, Serkin created a sensation when he performed both the Beethoven Fourth and the Mozart Concerto, K. 595, with Toscanini at Carnegie Hall, and Olin Downes, writing in the New York Times, was thrilled to note that Toscanini stood and applauded the soloist as if “in gratitude for aid in rediscovering and worthily conveying the secret of Beethoven.” The following January when Serkin made his New York recital debut, Downes was equally impressed, praising the artist because at no time did he “make any effort to read into the music what was not there,” and because “there never was banality or ugliness from a young master of his art.” In 1939, Serkin, his wife, and the Busch family broke with Europe entirely and emigrated to the United States.

			In 1940, Serkin joined the faculty of the Curtis Institute, where he remained until 1975, and over his long tenure he helped to maintain what many still perceive as a tradition of extraordinary pianistic excellence. In 1949 Busch, who had settled in Vermont, was asked to organize a summer chamber music concert at Marlboro College, and the following summer, with Serkin and a number of other chamber musicians, he expanded it into a series of classes for talented young musicians. When Busch died the following June, Serkin took over the project, creating the Marlboro Music Festival, with which he remained closely associated until his death and which became one of the most prestigious chamber music schools in the world. From the time of his arrival in the United States, Serkin was consistently involved in coaching and teaching, but he remained an active concert artist until he gave his farewell recitals in 1987, performing the last three Beethoven sonatas (his performance at the Vienna Konzerhaus in October 1987 is now available on DVD). As a soloist, he virtually never seemed to display virtuosity for mere effect, but as scholar Jonathan Summers has written, at times he “gave the impression that in performance he and the piano were fighting a battle which he would ultimately win. A kind of gritty determination pervades his performances on record.” He made his first solo recording for HMV in 1936 in a performance of the Beethoven “Appassionata” Sonata, and Beethoven remained the composer most often represented in his discography, though his affinities for Mozart, Schubert, and Brahms were equally admired. The majority of his American recordings are on the Columbia label, though later in his career he also recorded for Deutsche Grammophon. In 1963, he was presented with the Presidential Medal of Freedom by President John F. Kennedy, and in 1981 he received Kennedy Center Honors. In 1984, he received a Best Chamber Music Performance Grammy for his recording of both Brahms cello sonatas with Mstislav Rostropovich. In addition to his son Peter, Serkin’s many noted students over the years include Yefim Bronfman, Gary Graffman, Steven de Groote, and André-Michel Schub.

			Shearing, Sir George (b. London, 1919; d. New York City, 2011). British-born American jazz pianist and composer. Born to a working-class Battersea family, he was the youngest of nine children and blind from birth, but his parents managed to afford some lessons with a local teacher when they heard him picking out tunes on the family piano (a battered relic his father had purchased for £5). At the age of five, he began studying with George Newell, a blind pianist and teacher who, as Shearing remembered, had total recall and needed merely to study a complex Braille score on a train to perform it perfectly. Newell assigned him twelve bars per week of a classical composition and was chronically upset when the youngster returned with no more than four bars learned, yet he observed that he could absorb music instantaneously when he chose. The young Shearing admitted to being influenced by the pop styles he heard on the radio and later by 78s, especially of “Fats” Waller and Teddy Wilson. When he was nine, he entered the Linden Lodge School for the Blind (to absorb training then legally required for visually impaired youngsters), where Newell also taught, and Shearing remained under his guidance until he was sixteen, after which time his classical studies progressed to the point that he was offered scholarships to study music at college. But largely on Newell’s recommendation, he turned them down to try his luck as a club pianist, beginning at a pub, Mason’s Arms, in the London borough of Lambeth for wages of “25 bob a week” (£1, 5 shillings, or in the 1930s, the equivalent of about $5 US). In 1937 he joined Claude Bampton’s All-Blind Band, sponsored by the British National Institution for the Blind, where he performed arrangements by Ellington and other popular Swing bands, transcribed from phonograph records by band members working in consort with sighted musicians to create Braille charts. This led to appearances on the BBC, which brought him to the attention of British-born jazz critic and record producer Leonard Feather, who helped pave the road for his emigration to America after the war. He also remembered that one of the band members had a collection of nearly four thousand records, from which he was able to copy the styles of Art Tatum, as well as boogie pianists such as Albert Ammons and Meade “Lux” Lewis. Shearing arrived in New York in 1947, and since it was then impossible to obtain a union card without declaring an intention to immigrate, he applied for citizenship, which he received in 1956.

			Shortly after he arrived, he found himself again working in clubs as “a glorified cocktail pianist” and began to notice the American fascination for the four-part voicings popularized by Glenn Miller and other bands. He started experimenting with the “locked hands” style (sounding the melody continuously with four-part voicing divided between both hands) used by Milt Buckner, Lionel Hampton’s pianist, which he began to exploit in the first quintet he formed with clarinetist Buddy De Franco. Although they wanted to record, Shearing and De Franco had already signed with different labels, so Feather suggested he substitute vibraphonist Marjorie Hyams, who had long worked with Woody Herman’s band, along with Bop guitarist Chuck Wayne to create what soon became known as the “Shearing sound.” As Shearing remembered, “Marjorie played in one octave, Chuck played an octave below. I played in both octaves with the locked hands business going on in between.” He soon added John Levy on bass and Denzil Best on drums, and their 1949 cover of Harry Warren’s “September in the Rain” for the MGM label sold over 900,000 copies. Although their first hit was also punctuated with Shearing’s remarkable virtuosic flourishes, the quintet’s “sound” soon became one of the most distinctive, immediately recognizable jazz styles of the 1950s, and his recording of his own tune, “Lullaby of Birdland” (using entirely different personnel, including Joe Roland on vibes), remained on Billboard’s “honor roll” chart for several years and has since become a jazz standard. But in the late 1970s, Shearing disbanded the group, announcing that he felt greater improvisational freedom by working only with a bassist, an arrangement he continued for the rest of his career. He also often worked with singer Mel Tormé, and their 1982 recording An Evening with George Shearing & Mel Tormé, for the Concord label, won a Grammy for Best Jazz Vocal Performance. Although a few dismissed Shearing as an “easy listening” pop pianist, today most regard him as a major figure in post–World War II jazz. He was also an artist of highly virtuosic capabilities, as demonstrated by a solo outing at the Newport Jazz Festival in August 1989, where he virtually recomposed the Johnny Green ballad “I Cover the Waterfront” into a technical marvel replete with Debussyian quotations, extraordinary color, and harmonic inventiveness. In June 2007 at the age of eighty-seven, he was knighted by Queen Elizabeth.

			Shure, Leonard (b. Los Angeles, 1910; d. Nantucket, Massachusetts, 1995). American pianist and teacher. He was born to Russian-Jewish immigrants, and though his parents were not musical, they recognized his gifts, presenting him as a boy soprano on the vaudeville circuit after the family relocated to Chicago. His piano talents were also acclaimed by many, and when he was eleven, he performed the Chopin F Minor Concerto with a community orchestra, a performance that astonished a critic for the Chicago Evening American, who cited his “tone of velvet” as well as his “irreproachable technique, refinement . . . and a sense of shading that is positively uncanny.” His mother was so convinced of his talent that in 1925, before he had even finished high school, she took him to Berlin to audition for Artur Schnabel at the Berlin Hochschule. Schnabel was equally astonished when he heard the fifteen-year-old prodigy, whom he praised for his “perfect technique,” and immediately accepted him as a student. But the New York Times’s Anthony Tommasini (who studied with Shure at Boston University in the 1970s) has written that the teen’s good fortune may have been a mixed blessing: “He worked six or seven hours a day. . . . He grappled with concepts of phrasing and structure that he did not understand,” and “after a year, he could hardly play at all.” Shure later recalled that “everything became too much for me. . . . I almost broke under the strain,” remembering that “Schnabel dealt little with psychology,” and that “he could be brutally cruel and unbelievably kind.” But eventually Shure won his teacher’s esteem to the point that when he was seventeen, Schnabel appointed him as his first (and only) assistant at the Hochschule, a position he held until 1933, when the Nazi government forced many Jewish musicians (including Schnabel) to leave Germany. Shure later regarded Schnabel as the defining influence on his pianistic development, and he spent the rest of his life studying, and restudying, the works of Beethoven and Schubert for which Schnabel was especially noted.

			In the fall of 1933, after Shure made a successful debut with Koussevitzky and the Boston Symphony in the Brahms D Minor Concerto (at Schnabel’s instigation), many expected a major performance career to follow, but as Shure later wrote, he was “a misfit in this era,” primarily because of his uncompromising commitment to repertoire that many perceived as esoteric. For example, he recorded Beethoven’s Diabelli Variations three times, and it was not uncommon for him to devote a recital either to the three final sonatas of Beethoven, or of Schubert. Moreover, his commitment to the score was so absolute that he even told students to “throw away” Schnabel’s editions of the Beethoven sonatas, a project on which he had briefly assisted, and his fidelity did not rule out occasionally producing harsh—even what some perceived as ugly—tones if he felt they were musically appropriate. Shure held several lengthy teaching posts during his career, and in the 1940s and 1950s he taught in Cleveland at both the Institute and the Settlement School, and he was also a frequent soloist with the Cleveland Orchestra under George Szell. From Cleveland he went to the Mannes School in New York, where he spent much of the 1960s, then on to the University of Texas for a number of years, and finally to both Boston University and the New England Conservatory, until he retired in 1990. A great many noted pianists studied with Shure, including Jerome Rose, and though few ever questioned his superb musicianship and mastery of the repertoire, not all were enthused about his teaching methods, including Ursula Oppens, who worked with him as a teenager in New York in the early 1960s. But he has long been regarded by many as an unsung master, and he also left a legacy of extremely devoted students who have applauded the recent release of many studio recordings and live concerts that have long been unavailable. They include a 1946 three-concert collaboration with Scottish-born violinist Henri Temianka on all the Beethoven violin sonatas at the Library of Congress, released as CDs on the Doremi label in 2011, as well as Doremi’s 2013 release of a three-disc set of solo performances, which includes a spellbinding account of the Schubert C Minor Sonata, D. 958, taken from a live performance at Carnegie Hall in February 1956.

			Silbermann, Gottfried (b. Kleinbobritzsch, Germany, 1683; d. Dresden, Germany, 1753). German organ, harpsichord, and fortepiano builder. The son of a carpenter, he moved to Strasburg in 1702, where he learned the trade of organ building from his brother before establishing his own business in Freiburg ten years later. One of his most impressive surviving instruments is the three-manual Grand Organ in the Freiburg Cathedral which he completed in 1714, and in 1723 Frederick I named him as his “honorary” court organ builder. In all, he built some fifty organs, most of which are still playable, and it was Silbermann who brought Cristofori’s designs for the pianoforte to Germany. He may have learned of the invention through an article published by Italian writer Francesco Scipione in 1711, which was translated into German in 1725 by Dresden’s court poet, Johann König. Silbermann rarely compromised on quality or craftsmanship, and he worked assiduously to replicate Cristofori’s complex action, although other builders soon strove to simplify it. He is also credited with inventing an early form of damper pedal, though strictly speaking, his device could not be called a pedal, since it was operated by a hand stop, and the dampers could neither be raised nor lowered by the player without interrupting the performance. His later instruments also had two damper stops, one for the treble and another for the bass register, a feature that other builders soon imitated. Silbermann is also the only piano maker known to have had a relationship with Johann Sebastian Bach, and Bach’s pupil Johann Agricola recounts the occasion when Bach was asked to examine two of his earliest instruments. The composer found his actions too stiff and his trebles too weak, and despite Silbermann’s initial antagonism, he improved his designs enough so that Bach later even briefly became his sales agent in Leipzig. Bach’s relationship to Silbermann pianos was intensified in May 1747 when he was summoned to the Pottsdam palace of Frederick the Great, where his son Carl Philip Emanuel was then employed. The story has often been told of Frederick’s request for Bach to try out the assortment of Silbermann instruments he then owned, one of which he used to demonstrate a complex theme of his own composition which Bach later used as the basis for his own composition, The Musical Offering. Silbermann’s domination of the German piano market was so pronounced that for generations, many musicians even believed that he was the inventor of the pianoforte—including Beethoven, who always termed it the “Hammerklavier.”

			Siloti, Alexander (b. near Kharkov, Ukraine, 1863; d. New York City, 1945). Russian-born American pianist, composer, conductor, and teacher. Born on a large estate to an aristocratic family, Siloti was sent to Moscow at the age of eight to study with Nicolai Zverev, who later taught Rachmaninoff and Scriabin. He arrived in the city during the period when Tchaikovsky was still teaching at the Moscow Conservatory, and after he entered the school several years later, he studied harmony with the composer, as well as counterpoint with Tchaikovsky’s pupil Sergei Taneyev, who was only seven years Siloti’s senior. His piano teacher was Nikolai Rubinstein, then the director of the conservatory, and he also had a few lessons with Nikolai’s brother, Anton. He graduated from the conservatory in 1881 with the gold medal in piano, and in 1883 he arrived in Weimar for studies with Liszt, becoming one of his most devoted disciples until Liszt’s death in 1886. In 1887, he returned to Moscow to teach at the conservatory, where undoubtedly his most famous pupil was his younger cousin, Rachmaninoff. In 1891, Siloti’s differences with Vasily Safonov, a Leschetizky pupil who was then head of the conservatory’s piano department, forced him to resign, and he lived and concertized in Germany over the next decade. In 1901, he returned to Moscow, where he conducted the Moscow Philharmonic for two years before founding his own orchestra in St. Petersburg, and he remained until 1917 when the Russian Revolution drove him to Europe. In 1922, he emigrated to the United States, and from 1924 until his retirement in 1942 he served on the faculty of Juilliard. Siloti is most well known today for his numerous transcriptions of Bach keyboard works, which are still performed by many pianists. Sadly, he never recorded, and today many believe that history has been denied documentation of one of Liszt’s greatest pupils. On October 15, 1929, after an eight-year absence, he returned to Carnegie Hall in a spectacular program with members of the New York Philharmonic, performing the Beethoven “Emperor” Concerto, the Liszt Totentanz, and the Tchaikovsky First, and on the preceding Sunday, Olin Downes devoted nearly an entire page in the New York Times to reveal that, although his contributions were not acknowledged by Tchaikovsky’s publisher, Siloti had actually rearranged many passages in his famous concerto with the composer’s approval. Downes also reviewed the concert three days later, reporting that the artist was received “not only [with] applause, but cheers,” and “when he set his audience fairly wild with his amazing and electrical performance of Liszt’s ‘Totentanz’ it was indeed as if the very spirit of the departed was at his side.” Today Siloti’s scores, papers, and correspondence reside at IPAM.

			Simon, Abbey (b. New York City, 1922). American pianist and teacher. When he was three, his family heard him picking out tunes on the family piano, and they sent him to a teacher who lived in their apartment building. At five, he played for David Saperton, who was so impressed by his ability to transpose pieces into any key that he accepted him as a pupil, which led several years later to an audition for Josef Hofmann. In 1933, Hofmann accepted Simon as an eleven-year-old pupil at the Curtis Institute, where he continued to work primarily with Saperton, though he frequently performed for Hofmann as well. In 1940, he won the Naumburg Competition, and after his army wartime service, he returned to New York, where he coached for several years with the Ukrainian-born Dora Zaslavsky (1905–87), a Backhaus student who taught at the Manhattan School of Music. Zaslavsky also had Simon play for Harold Bauer, who had taught another of her teachers, Janet Daniels Schenck (1883–1976), the founder of the Manhattan School. Although after his Naumburg win, Simon was well received by the American press, in 1988 he told the New York Times’s Harold Schonberg, “As a student and young pianist, I—like all the other young pianists of my generation—wanted to be Vladimir Horowitz. It was a sheer fixation. In Europe, I was able to think, concertize without pressure on me, form my own style.” For a few years he remained in New York, where his students included a teenaged Robert Miller, but by 1949, he had relocated with his family to Europe, eventually settling in Geneva. He found European audiences more receptive to his approach, which was grounded in the lyricism and rhythmic freedom of the “Golden Age” of pianism and less focused on virtuosic fireworks for their own sake. As Schonberg observed, “He got rid of his Horowitz complex and developed a style that is something of a throwback to such pianists as Hofmann and Lhévinne. That means a great deal of color and, above all, rhythmic flexibility.” Over the next dozen years, he performed relatively little in America, but in 1962, he joined the faculty of Indiana University, where he served for ten years, before moving to the Juilliard School. In 1977 he joined the faculty of the University of Houston, where, at this writing, at the age of ninety-four, he still serves as Distinguished Cullen Professor of Piano at the Moores School of Music. A masterful virtuoso, Simon has long been praised for a beauty of sound which enables him to create cantabile effects that make him especially effective in Chopin, Schumann, Brahms, and other Romantics, but he has also distinguished himself as an extraordinary colorist, especially in the works of Debussy and Ravel. He has recorded for Vox, Turnabout, and Philips. For many years a Baldwin artist, he has more recently been under contract to Yamaha. In May 2016, Houston television station KHOU reported that Simon was undertaking intensive physical therapy at Houston’s Quentin Mease Hospital to rehabilitate his right hand as a result of injuries he sustained in an auto crash three months earlier. At this writing, his prognosis is excellent.

			Simonds, Bruce (Bridgeport, Connecticut, 1895; d. Hamden, Connecticut, 1989). American pianist and teacher. He received both his bachelor’s and master’s degrees from Yale, where he studied composition with Horatio Parker, and he also briefly studied piano in New York with Harold Bauer. He went to Paris in 1919 to seek a diploma in Gregorian chant from the Schola Cantorum, where he also studied composition with Vincent d’Indy. But he was disappointed in the piano teachers he found there, and in August 1920 he went to England to work with Tobias Matthay. He made his London debut at Wigmore Hall on July 19, 1921, and that fall he joined the faculty of Yale. But he frequently returned for summer study with Matthay, and in the summer of 1925, he was added to the faculty of the Tobias Matthay Pianoforte School. The following December, the American Matthay Association was founded in New York, and Simonds became the organization’s first president. When he returned to Wigmore Hall on July 4, 1928, his program, framed around the Beethoven Sonata, op. 101, and the Ravel Gaspard de la nuit, created a sensation with some critics. The Musical Times even cautioned Americans who might contemplate future London programs: “We would warn our American friends of the obvious dangers attending the prodigiously high standard they have set in the person of Bruce Simonds.” In 1930 he became one of four permanent jurors for the Naumburg Competition, and from 1941 to 1954 he served as dean of the Yale School of Music, as well as the director of Yale’s Norfolk Summer School. Several times in his career, Simonds performed the thirty-two Beethoven sonatas in a series of recitals, and he was also highly praised for the colors he brought to Debussy and Ravel. He made recordings for Vox and several other labels.

			Slenczynska, Ruth (b. Sacramento, California, 1925). American pianist and teacher, and one of the most famous piano prodigies of modern times. The most oft-cited source for information concerning Slenczynska’s early years is her 1957 autobiography Forbidden Childhood, and though some have questioned the veracity of certain details she provides, the broad outline of her story forms a riveting narrative. Her father was Polish violinist Josef Slenczynski, who she claims was once head of the Warsaw Conservatory, and who fought with the American Expeditionary Forces in World War I, obtaining battlefield injuries that ended his career as a solo violinist. Devastated, he vowed he would breed a child whom he could groom as a prodigy, and on finding a Polish woman who agreed to his plan, he relocated to California as “the best climate” for rearing such a youngster. At sixteen months, Ruth was able to sing melodies back to him perfectly, and he was thrilled that she appeared to be an exceptional talent. She began theory instruction at the age of three and was eventually forced to practice up to nine hours daily, interspersed with tutorial instruction in English, arithmetic, geography, and other subjects. He also beat her mercilessly when she made mistakes at the keyboard. Performing as “Ruth Slenczynski” throughout her childhood, she made her recital debut at the age of four at Mills College and her European debut two years later, in November 1931, at Berlin’s Bachsaal—a performance that astonished most in attendance, even though the German public was well accustomed to hearing prodigies. However, Herbert Peyser, writing in the New York Times, described the flagrant promotion of such a prodigy as “revolting,” and he added that the Berlin critics, while “conceding her uncanny skill,” reacted to the commercialization of the child with “sharp and unanimous protest.” But when she made her New York debut at Town Hall on November 13, 1933, at the age of eight, the New York Times’s Howard Taubman was enchanted, finding her “adorable smile and her marvelous pianism . . . completely disarming.” According to her own account, by then she had played for Josef Hofmann, who immediately admitted her to the Curtis Institute (though while there she studied mostly with Vengerova), and she maintains that she also had lessons with Cortot, Schnabel, and many other prominent pianists. But whether her interactions consisted of actual study or simply occasional coaching is not always clear. An exceptionally short child, until she was ten, she performed on a Steinway with legs shortened by five inches so that she could reach the pedals, but she dazzled her audiences with extremely virtuosic repertoire, such as the Chopin “Winter Wind” Etude. However, some felt that such pieces were beyond her, including Rachmaninoff, whose disapproval seems to contradict her claim that they had an extended teacher-student relationship. That the composer was approached by her father cannot be denied, but as he told the New York Times on March 1, 1934, he urged Slenczynski to stop exploiting her on the concert circuit, adding that “all these pieces she plays are too big. . . . Besides, the audiences applaud even when there are mistakes, and eventually the child will not bother to correct mistakes at all.” But by then, at the height of the Depression, Slenczynski had already signed a contract with concert manager Charles Wagner to guarantee his daughter $75,000 a season, funds he desperately needed to pay down the debts he had incurred to bring her to public attention. However, reliable evidence suggests that Ruth did play for Rachmaninoff in Paris on several occasions in 1934 and 1935, during periods when she was also receiving some instruction from Cortot.

			Slenczynska herself admits that she had no teachers past the age of fourteen, and by December 1940 when she played in Town Hall at the age of fifteen, the luster was starting to fade. Noel Straus, writing in the New York Times, was troubled that her performance of the Mozart A Minor Rondo showed “no sensitiveness whatsoever” and that her Schumann Symphonic Etudes lacked even “the slightest feeling for the qualities of this more romantic type of composition.” He then offered perhaps one of the most condemnatory assessments of her career when he concluded that “she was merely attempting to employ the peculiar interpretations supplied by someone else, which signified but little to her.” Unquestionably, she was burned out, and a year later, against her father’s wishes, she entered UC Berkeley, where she majored in psychology and felt awash in what she later described as an “alien” world: “I was 16, felt 50 and looked like 12.” She soon met a fellow student whom she married in 1944, and not surprisingly, her father disowned her: “As far as he was concerned, I didn’t exist.” After a brief stint teaching at the College of Our Lady of Mercy in Burlingame, a San Francisco suburb, she made her concert comeback in 1951 at the Carmel Bach Festival, divorcing her husband two years later. Through the 1950s, she made a startling return to the national concert platform by touring and performing over 360 times with Arthur Fieldler and the Boston Pops, and in May 1956, at the age of thirty-one, she was even the featured guest on the popular NBC television program This Is Your Life. In 1964, she became artist-in-residence at Southern Illinois University at Edwardsville, where she remained until 1987, and in 1967 she married James Karr, a political science professor. They remained together until his death in 2000, and at this writing, at the age of ninety-one, she lives in New York City. In 1998, Ivory Classics released a reissue of some recordings she had made in California in the early 1950s, and the following year the label issued a new CD devoted to Schumann, which has been acclaimed as one of her finest recordings. In October 2014, she told Brenda Cronin of the Wall Street Journal that she still performs as opportunities present themselves.

			Smith, Clarence “Pine Top” (or Pinetop) (b. Troy, Alabama, 1904; d. Chicago, 1929). American popular pianist, considered one of the major pioneers of boogie-woogie. Reared in Birmingham, Alabama, he received his nickname because he enjoyed climbing trees, and he appears to have been largely self-taught as a pianist. By the time he was sixteen, he had left home for Pittsburgh and soon found work on the vaudeville circuit as a pianist, singer, dancer, and comedian. In the early 1920s, he began to work with Blues singer Gertrude “Ma” Rainey, and years later, his wife, Sarah, remembered that he had already created his most famous composition, “Pine Top’s Boogie Woogie,” before he left Pittsburgh, and that he often performed it in Ma Rainey’s shows. For a few years, he toured through the South with Rainey and other performers, and in 1928 he moved his family to Chicago, where he lived in the same rooming house as Albert Ammons and Meade “Lux” Lewis. Both Ammons and Lewis recalled that all three pianists frequently exchanged sets throughout the night at neighborhood parties. On December 29, 1928, Smith made his first recordings in Chicago for Vocalion, then owned by Brunswick, and the two selections he recorded that day, “Pine Top Blues” and “Pine Top’s Boogie Woogie,” were eventually released on both labels. Although he cannot be credited as the “inventor” of boogie, he accompanied both of these selections with his own vocal narration, and he was the first to utter the term “boogie-woogie” on record. He returned on January 15, 1929, to record some of his additional vaudeville tunes, including the popular “Jump Steady Blues,” and he recorded another selection on March 13 that was not issued. Two days later, his career was tragically ended at the age of twenty-five when, as a bystander, he was shot in a bar fight by an assailant identified as David Bell. No photographs of “Pine Top” Smith are known to exist.

			Smithsonian Institute National Museum of American History Music and Musical Instruments Collection. A collection of over five thousand American and European instruments housed at the National Museum of American History at the Smithsonian Institute in Washington, D.C. At present, the collection contains 298 pianos, including a 1794 five-and-a-half-octave Broadwood used by Haydn when he visited London in 1793, an 1832 six-and-a-half-octave Graf that once belonged to Clara Schumann, an 1854 Érard built in London for Queen Victoria, and the 1892 9' Steinway used by Paderewski for his second American tour in the 1892–93 season. Though most of the instruments in their collection are not on display due to space constraints, many have pronounced historical interest, and all can be accessed through the National Museum’s website, which is unusually complete and lavishly illustrated with color photos. See http://americanhistory.si.edu/collections/subjects/music-musical-instruments.

			Sohmer. American piano manufacturing firm started by Hugo Sohmer (1845–1913), a German-born craftsman who emigrated to New York City in 1863. The son of a physician, Sohmer was widely schooled in science and literature. He apprenticed with piano makers both in Germany and America, and in 1872 he joined with Austrian piano builder Joseph Kuder (1831–1913), a former Steinway employee, to found Sohmer & Company. They were first located at 149 East 14th Street and had opened Brooklyn showrooms by 1879. They specialized in the manufacture of upright and square pianos for the home, which retailed for lower prices than the instruments built by their competitors such as Steinway and Chickering, and they were extremely successful. In 1886 they began erecting a six-story factory on Jamaica Avenue in Long Island City (now in Queens), near Steinway’s new factory, and in 1907 they added a six-story addition. In 1884, Sohmer patented a five-foot bijou, or baby grand, which he advertised as “the smallest grand ever manufactured.” Although this was not quite accurate, the company also claimed that its instrument had “power and volume of tone . . . heretofore only found in the concert grand.” On Sohmer’s death, his son succeeded him, and in 1919 he opened a six-story showroom and office building at 31 West 57th Street in Manhattan. The company remained under family control until 1982 when it was sold to Pratt, Read & Company, which manufactured piano keyboards and actions, and its plant was moved to the Pratt facilities in Ivoryton, Connecticut. In 1985, Sohmer purchased the Mason & Hamlin and Knabe trade names from the bankrupt Aeolian corporation, and after several other transfers of trade names and real estate, the Sohmer brand was sold in 1996 as part of the Mason & Hamlin assets to Kirk and Mark Burgett of Sacramento, California (see Mason & Hamlin). For a time, the Sohmer line was being maintained by Samick, but at this writing, Sohmer instruments are no longer manufactured.

			Solomon. See Cutner, Solomon.

			song plugger. Song pluggers or “song demonstrators” were professional pianists once kept on staff in retail stores to perform sheet music from the store’s inventory that customers presented to them. It was a profession more common in the pre–World War I era before the recording industry had matured, since the only way a patron could then “try out” a new song was to hear someone play it. Some song pluggers also sang the lyrics to the songs, and many famous Broadway composers began their careers as demonstrators, including Irving Berlin, Jerome Kern, and George Gershwin. Before World War I, many department stores kept song pluggers on hand, but the largest concentration of them was in the “Tin Pan Alley” section of New York City, a neighborhood that by the 1890s was centered on East 28th Street between Fifth and Sixth Avenues, and by the 1920s occasionally extended as far south as East 24th Street. Occupying large converted brownstones, nearly all of the major music publishers were headquartered in this area, and most operated retail outlets on their ground floors where patrons could hear their latest songs played by staff pianists. The origins of the “tin pan” name are unclear, but most of the publishers also retained song writers working away at pianos in the upstairs offices, and the combined sounds of so many instruments heard through open windows, especially in warmer weather, undoubtedly created an extremely cacophonous effect. By the time the Depression arrived in the 1930s, radios and phonographs had become far more popular, and publishers and retailers saw less need for staff pianists to demonstrate their titles for potential buyers. But even today, some song promoters and publishers employ capable keyboardists to demonstrate new songs, especially for the benefit of agents and artists in search of fresh material—though such musicians rarely interact with the general public.

			sostenuto pedal. See pedal.

			soundboard. A large, thin piece of wood attached to the interior of the instrument’s case, which sits underneath the strings in a grand piano or behind the strings in an upright, and transforms its vibrations into musical tones that have carrying power. The soundboard is, in essence, a large diaphragm to which two bridges are attached, one for the bass strings and another for the treble. Soundboards are most often made of spruce from one-quarter to three-eighths of an inch thick, a wood chosen because, as with a violin, it tends to have the best resonance qualities. There are different grades of spruce as well, and the lighter-colored woods are generally considered the best and hence tend to be found in the most expensive grand pianos. But the highest-quality spruce can be quite expensive, and a replacement soundboard for a concert grand today may be priced as high as $3,500 or more. Many piano technicians also advise their customers not to replace soundboards unless absolutely necessary, since a new soundboard will inevitably alter the instrument’s original tonal character. Most therefore prefer to shim the board or patch it when cracks are discovered, and if the cracks are smaller, many will advise doing nothing, since small cracks are fairly common and do not necessarily affect the instrument’s tonal properties. Increasingly, pianos today are also being built with laminated soundboards, which are far less likely to crack over time.

			Stein, Johann Andreas (b. Heidesheim, Germany, 1728; d. Augsburg, Germany, 1792). German harpsichord and piano builder. He learned his trade in Strasburg from a nephew of Gottfried Silbermann before opening his own shop in Augsburg about 1750. Although Silbermann had attempted to remain faithful to Cristofori’s action design, Stein worked to modify the action, and according to some, about 1770 he invented the Prellmechanik (escape mechanism) (see appendix C for a fuller discussion). Over the next decade, Stein worked to improve his design, and by the time the young Mozart visited his shop in 1777, he was so impressed that he drafted a long letter to his father, which read in part,

			In whatever way I touch the keys, the tone is always even. . . . It is true that he does not sell a pianoforte of this kind for less than 300 gulden [Haydn, then the highest-paid musician in Europe, earned the equivalent of about 400 gulden per year] but the trouble and the labor which Stein puts into the making of it cannot be paid for. His instruments have this special advantage over others that they are made with escape action. Only one maker in a hundred bothers about this. But without an escapement it is impossible to avoid jangling and vibration after the note is struck. When you touch the keys, the hammers fall back again the moment after they have struck the strings, whether you hold down the keys or release them.

			Stein is also credited with inventing the first effective damper pedal, though his mechanism was actually a knee lever and hence did not sit on the floor. After Stein’s death, his daughter Nannette carried on his work. See Streicher, Nannette.

			Steingraeber & Söhne. German piano manufacturer located in Bayreuth. Steingraeber began building organs in the eighteenth century at Rudolstadt, Thuringia, before Johann Gottlieb (1800–1861) opened a piano shop in 1820 in the tiny Thuringian town of Arnshauck. His brother Christian remained in Rudolstadt building organs, and Christian’s son Eduard (1823–1906) began apprenticing with his uncle as a teenager, eventually working for the Streicher firm in Vienna before he was contacted by Liszt in 1846 to repair some of his pianos at Weimar. After Eduard passed his master craftsman’s examination in 1852, he supplied Liszt with a number of Steingraeber pianos, and in August of that year he moved his uncle’s firm to Bayreuth. By the middle of the nineteenth century, Steingraeber had become the largest piano firm in Bavaria, and in 1875 Wagner ordered one of their instruments. Then in 1881, he asked Eduard to build a special “bell motif” piano for the temple scenes at the premiere of Parsifal. (The instrument was used intermittently at Bayreuth Festivals until 1974 and can be heard on Solti’s recording of the opera, released by Decca in 1973.) In 1892, Eduard’s son Burkhard became head of the company, and three years later Steingraeber built its first concert grand, the “Concertflügel 265,” which was highly acclaimed. Today the company is still controlled by the family, and since 1871, from Steingraeber-Haus, a distinctive Rococo palace in Bayreuth which combines workshops, showrooms, and concert halls, it has sought to blend Old World craftsmanship with modern technologies. Since 1980, Udo Schmidt-Steingraeber has been head of the company and has led it to collaborate with the physics department at the University of Bayreuth to improve his instruments through technological innovations, though he has also authored an article arguing that computer designs are “inadequate” for building high-end pianos. In 2008, the company created a carbon fiber soundboard for its D-232 (7'7") grand, and it has subsequently worked with Renner to perfect an action augmented with aluminum parts. Steingraeber instruments are still largely handcrafted, and though they market an assortment of beautifully designed upright models, they currently build only about forty units per year, and their grand production is limited to about seventy instruments a year. Nonetheless, they have been highly praised by Alfred Brendel, Marc-André Hamelin, and others, and though a great many pianists have never seen a Steingraeber, those who have often laud them as the finest instrument they have ever played. Understandably, their pianos are not inexpensive. They currently build five grand models, and their smallest, the A-170 (5'7") currently lists for over $90,000 US, while their concert grand, the E-272 (8'11"), at this writing is listing for nearly $227,000. See http://www.steingraeber.de.

			Steinway & Sons. American piano manufacturer headquartered in New York City, which also maintains a separate division in Hamburg, Germany. The firm was founded by Heinrich Engelhard Steinweg (1797–1871), who was born in northwestern Germany. Steinweg was orphaned at fifteen, and at the age of seventeen he joined the Schwarze Schar (Black Troop) led by Frederick William, the Duke of Brunswick-Wolfenbüttel, to repel Napoleon’s occupation of Germany. On his discharge in 1822, he began working as a carpenter before apprenticing himself to an organ builder. He wanted to establish an instrument-making business, but he was denied entrance to the profession by a number of local guilds, and when he relocated to Braunschweig (Brunswick), he made some guitars in his home. By 1835, he was living in Seesen, a small town about thirty miles from Braunschweig, where, working in his kitchen, within a year he completed his first piano as a wedding present for his bride, Juliane. Today known as the “Kitchen Steinway,” the instrument is part of the Metropolitan Museum of Art collection, but at this writing it may be viewed at the Musical Instrument Museum in Phoenix, where it is currently on loan. Over the next decade, he produced over four hundred pianos under the Steinweg name that were well received, but the tumult created by the German Revolution which began in 1848 led him seriously to consider emigrating. By now, he was the father of three daughters and six sons, and in 1849 he sent his son Charles to America to scout possible business opportunities before leaving his eldest, Christian Theodor (1825–89), in charge of the piano firm in Braunschweig. He then sailed with the rest of his family for New York in 1850. He began by working for Bacon & Raven, a firm that supplied quality uprights to musicians such as Stephen Foster, and on the advice of other businessmen, when it came time to establish his own shop, he anglicized his trade name to “Steinway” to facilitate pronunciation for American customers. On March 5, 1853, he opened Steinway & Sons on Varick Street (Seventh Avenue) on the west side of Manhattan (a location slightly north of the current Tribeca area). The firm sold its first piano to a New York family for $500, and Steinweg assigned it the serial number of 483, since he had already built 482 instruments in Germany. Somewhat ironically, while his first German instrument, the “Kitchen Steinway,” currently resides in the United States, his first American piano, Steinway no. 483, is now housed at the Städtisches Museum in Seesen.
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					The first Steinway (or Steinweg) piano, often known as the “Kitchen Steinway” because it was built in the kitchen of Heinrich Engelhard Steinweg in Seesen, Germany, in 1836. Courtesy Musical Instrument Museum, Phoenix.

				

			

			Business was so profitable that within a year, Steinweg had moved slightly southeast to larger quarters on Walker Street, and his customers began to multiply to the point that by the late 1850s, he was producing about five hundred pianos a year. Expansion was again necessary, and in 1860 he opened the Steinway & Sons Manufactory, an enormous five-story building in what is presently midtown Manhattan. Situated on the east side of Fourth (Park) Avenue, it occupied the entire block between 52nd and 53rd Streets (the present site of the Seagram Building). Through the early 1850s, over 800,000 Achtundvierziger (“forty-eighters”) passed through New York City in the wake of the German turmoil, and many were highly skilled craftsmen who remained in the city to practice their trades. Such men became the nucleus of Steinweg’s workforce, which soon escalated to 350, and German remained the “official” language spoken on the premises—though paradoxically, Heinrich anglicized his own name to “Henry Steinway” in 1864, and the Steinway surname was also adopted by his American children. Henry’s sons, Charles, Henry Jr., William, and Albert, were now all assisting him with research and design as much as with day-to-day management responsibilities, and they all took a particular interest in the theories then being advanced by German physicist and acoustician Hermann von Helmholtz, whose book On the Sensations of Tone first appeared in German in 1863. By 1875, the Steinway firm had secured twenty-seven patents, including six separate patents registered from 1857 to 1862 by Henry Jr. to improve action repetition. Henry also secured the first American patent for a specific pattern of cross-stringing in 1859. For a number of years, both Charles and Henry had suffered from respiratory ailments, and each died prematurely in 1865; Charles was only thirty-six and Henry thirty-four. Henry Sr. immediately wrote to his eldest son, Christian Theodore (C. F. Theodore), asking him to relocate to New York, since William, his next-eldest son, was only thirty and not ready to assume control of an operation which by now had become the largest employer in New York City. By then, Theodore had long been building pianos in Braunschweig under the Steinweg name, and he had also taken in partners so that by the time he left, his company was known as Grotrian-Steinweg. When he arrived in New York, he immediately anglicized his name to C. F. Theodore Steinway, but according to some sources, he maintained an interest in Grotrian for a time.

			In 1864, William built elegant showrooms housing over one hundred pianos at 71–73 East 14th Street, a building which stands today between Sixth and Seventh Avenues, but expansion had been occurring at such a rapid rate that by the time Theodore arrived, the facility was already proving inadequate. The showroom’s operations had been greatly assisted by Henry Sr.’s eldest daughter, Doretta, who sometimes taught piano on the premises, demonstrated the instruments, and often finalized sales, and the family soon agreed to build a substantial four-story structure directly behind the showrooms. So with the full cooperation of the City of New York, on May 22, 1866, William laid the cornerstone for Steinway Hall. The new structure was unlike anything the city had ever seen. With an even more elegant showroom, teaching studios, and business offices on the ground floor, the facility also housed a two-thousand-seat concert hall boasting a stage spacious enough to accommodate a one-hundred-piece symphony orchestra. Illuminated by over seven hundred gaslights, it was now one of the largest halls in New York, and from the fall of 1866 until the opening of Carnegie Hall in 1891, it was home to the New York Philharmonic. It was William’s decision to promote both the hall and Steinway pianos by organizing tours for world-famous artists, and in September 1872, the company sponsored a thirty-five-week tour for Anton Rubinstein. When Rubinstein played his final New York recital on May 21, 1873, over three thousand people squeezed into Steinway Hall, at least a third of whom were required to stand, and they were driven to near hysterics when he concluded his lengthy concert with a forty-minute set of variations on “Yankee Doodle.” Twenty years later, Paderewski also brought the house down when he appeared on the premises at the company’s invitation. Other local makers soon felt compelled to emulate Steinway, and by the turn of the century, New York, like London, had a plethora of concert venues built and maintained by piano companies such as Aeolian and Chickering. Steinway Hall remained in operation until 1925 when the company relocated to a midtown location at 109 West 57th Street. To many, this was long considered the nerve center of Steinway, housing both a concert hall and the famed “piano bank” in its basement where over the years thousands of artists chose their instruments for their New York performances. Steinway sold the building in 2013 for over $400 million and announced a new showroom to be opened in late 2014. The opening was delayed till April 11, 2016, when the company announced a new Steinway Hall located at 1133 Avenue of the Americas (Sixth Avenue), designed by Selldorf Architects, a 19,000-square-foot showroom joined to a 74-seat recital hall with a state-of-the-art custom Steinway Lyngdorf sound system. The recital hall also contains “live-streaming capabilities that will allow musicians and audiences from around the world to connect.”

			“Company towns” became more prevalent throughout America in the post–Civil War era, and in 1870, William, who had begun to assume greater authority in the firm, purchased four hundred acres in Astoria (now) in the borough of Queens to create “Steinway Village,” a totally self-contained community that was far from, in his words, “the machinations of the anarchists and socialists.” Henry Sr. died in 1871 and did not live to see his son’s vision come to fruition, but no doubt he would have applauded the family’s efforts to shield Steinway from escalating unionization pressures by offering his work force a modern, utopian way of life. The total property extended from what is now Ditmars Boulevard up to the East River/Bowery Bay, and from 31st Street to Hazen Street, centered around a new factory which now had the space to house a sawmill so that Steinway could prepare its own lumber, and even a foundry to make cast-iron plates. Situated on Steinway Place, which is the postal name of the northernmost block of 38th Street, it is still the location of the present Steinway factory, though their plates are currently cast elsewhere (see cast-iron frame), and relatively few reminders remain of the idealized community that once surrounded the plant. But in the 1870s, workers were permitted to build their own row houses, some of wood but many of brick, and today a group of two-story brick homes has been preserved at the corner of 20th Avenue and 41st Street. In addition, William built a town library filled with books from his own collection, a public school, a fire station, a post office, and even a “Steinway Reformed Church,” which still stands at the corner of Ditmars and 41st Street. He designed an entire transportation system which included ferries, streetcars, trolleys, and horse-car railroads, all of which brought in additional revenue, and even an amusement area, North Beach, which eventually had a Ferris wheel, a swimming pool, and a German beer garden located on the Bowery Bay waterfront (the present site of LaGuardia Airport). The Steinway family relocated to the area as well, and in 1870, William purchased an 1858 granite and bluestone mansion from the widow of Benjamin Pike, a wealthy manufacturer of scientific instruments. Now known as Steinway Mansion, the palatial home of twenty-five rooms still stands on 41st Street, north of 19th Avenue, and it is listed on the National Register of Historic Places. (It sits atop a hill on an acre of ground, and in May 2014, the New York Daily News reported that it had been sold to a “mystery duo” for $2.6 million.)

			The Centennial Exposition held in Philadelphia in 1876 was America’s first important world’s fair, and a great many American pianos were displayed, all competing for honors and recognition. In 2006, James Barron of the New York Times reported that Steinway had achieved the highest award by bribing one of the judges, which was confirmed by an entry in one of William’s diaries, discovered after his death. Rumors circulated at the time, and the incident provided the genesis for much controversy, since some have alleged that such behavior became characteristic of Steinway’s company practices, while others have maintained that even the Philadelphia incident was complex, since the bribe money was coerced from the company through extortion. But by 1880, Steinway was rapidly moving toward international acclaim, and Theodore’s substantial experience with the German market no doubt prompted his decision to sell any remaining interest in Grotrian-Steinweg so that, ironically, he could compete with his old company on its own turf. In that year, he journeyed with William to Hamburg, where they opened a German division of Steinway & Sons. The original plan, largely designed to circumvent heavy German importation taxes as a means of penetrating the European market, included development of, in essence, a Steinway laboratory, where many cutting-edge practices, and even the design of certain tools, could be given trial runs in the Hamburg factory before they were brought back to Queens. This two-pronged approach has remained in effect more or less continuously to the present day, and Steinway’s presence on two continents has done much to solidify its quest for international dominance.

			The company’s stature was enhanced by Steinway no. 100,000, a concert grand delivered in 1903 to President Theodore Roosevelt for use at the White House, housed in a gilded art case and decorated on the inner lid with an Impressionistic mural by American artist Thomas Wilmer Dewing. Now housed at the Smithsonian, after sixteen years of work, this instrument was replicated in 2014 to an exact 1:7 scale by Canadian artist Paul Gentile and offered for sale by Steinway “at a seven-figure price point.” Steinway no. 300,000, also a concert grand, was presented to the White House on December 10, 1938, during the Franklin Roosevelt administration, and the company extensively rebuilt this instrument in 1979. This is the piano most often used today for official White House concerts and other occasions, and its square case of Honduran mahogany, which extends to approximately 9'6", was designed by New York City architect Eric Gugler, a close friend of Franklin and Eleanor Roosevelt. But visually, the instrument’s most striking features were executed by American sculptor Albert Stewart: three exquisitely gilded legs carved as American eagles.

			World War II brought extensive problems to both the American and German divisions of the company. The Queens factory was mobilized to build gliders, although the Steinway name was highly publicized to U.S. troops by the 2,436 lightweight “Victory Vertical” models (sometimes called “G.I. Pianos”) that were built to be carried aboard ships or dropped from planes to European camps. But the Nazis confiscated most of the lumber from the Hamburg plant for military purposes, and there were no more than about one hundred German Steinways per year being manufactured while the war continued. Toward the end of the fighting, the Allies nearly destroyed the Hamburg factory in a bombing raid, and reconstruction was only effected through the assistance of the Marshall Plan. In 1947, both factories combined produced no more than two thousand pianos, but that figure had doubled within twenty years.

			What some consider one of Steinway’s darkest periods began in 1972 when the company was purchased by CBS, and though some outsiders viewed it as a predatory takeover, those close to the situation knew that William S. Paley, then chairman of the CBS board, had been personally approached by his friend Henry Z. Steinway, the great-grandson of Heinrich, because his company was in significant financial jeopardy. Henry Steinway remained president of Steinway & Sons until 1977, but the ensuing years were characterized by several highly publicized public-relations blunders, as other companies, such as Yamaha and Bösendorfer, began to make significant inroads into the American market. Since 1963, the Queens factory had been using Teflon bushings in its actions instead of cloth, and despite countless complaints from technicians across the country concerning Teflon’s poor adaptability to weather changes, CBS continued the practice until 1982. Many artists had begun to prefer Hamburg instruments—which retained the cloth bushings—and some, like Alexis Weissenberg, were even refusing to play American Steinways. But Steinway seemed determined to circle the wagons, and some even accused the company of arrogance when it severely restricted the importation of German instruments, a perception that was only intensified when Henry Steinway, who was now chairman of the board, told the New York Times, “We have two factories with two markets, and they shouldn’t be mixed up.” On June 22, 1980, Harold Schonberg, who contributed a full-page article about the controversy to the Sunday Times, went so far as to opine, “It seems that Steinway does not want to change its ways.” To make matters worse, Steinway alienated dealers across the country when a company official told the Times that the Teflon complaints were largely the fault of incompetent technicians: “Our concert grands are serviced by technicians employed by dealers. Unfortunately, not many of those instruments are properly serviced, especially in universities and music schools.” He then implied that only technicians trained and dispatched by Steinway should be permitted to service the instruments adorning America’s music schools and symphony halls, while admitting, “that can be expensive.” More recently, technicians have also begun to complain about the quality of Steinway hammers produced in Queens, which are fashioned from softer wood than that used by Renner and other manufacturers, necessitating their immersion in lacquer to increase the brilliancy of the sound—a practice that many argue also negatively impacts the instrument’s resonance. And complaints from dealers that Steinways require far more dealer prep than other premium brands are virtually universal, except that quite recently, many are acknowledging that the company has made a diligent effort to improve matters.

			From the CBS era onward, Steinway has also incurred greater negative publicity for what some viewed as increasingly draconian practices toward their artists’ roster, since unlike other manufacturers, they insisted that “Steinway Artists” perform only on Steinway instruments. One of the most publicized cases was their eleventh-hour decision in 1972 to withdraw the model D that Garrick Ohlsson had selected for a concert at New York’s Tully Hall, a decision evidently meted out as punishment after he suggested that Bösendorfer was the “Rolls Royce” of pianos. Ohlsson then became a Bösendorfer artist for several years. This was a practice that continued even after CBS sold the firm; for example, in 2002, Angela Hewitt was also removed from their roster because she purchased and performed on a Fazioli. During the CBS era in 1975, Steinway also won its protracted lawsuit against Grotrian-Steinweg requiring the firm to remove “Steinweg” from its trade name in the United States. Although some viewed the suit as another instance of unnecessary aggressiveness, the story is complex; for a detailed discussion, see Grotrian-Steinweg.

			In 1985, CBS sold Steinway to a musical conglomerate, and from 1996 to 2013, the company was publicly traded. In August 2013, amateur pianist John Paulson, the founder of the hedge fund Paulson & Co., paid $512 million to again take the company private, though some sources claim that Samick still owns 32 percent of the company. Today, many are predicting a brighter future for Steinway, whose missteps with respect to quality seem to have been largely corrected. Throughout the world, Steinway is still the most iconic, immediately recognizable premium instrument, and internationally, there are presently about 175 colleges and conservatories classified as “All Steinway” schools, a status conferred when the school agrees to a 90 percent presence of Steinway instruments on its campus. However, those instruments can also be chosen from their two economy lines introduced in the 1990s, and the most well known of these is Boston pianos, currently manufactured by Kawai. Steinway also markets an entry-level line known as the Essex, which is manufactured by Young Chang at its plant in Tianjin, China. In addition, most of the world’s concert halls own at least one Steinway. Today the company builds three upright models under the Steinway name and six grand models, the S (5'1"), the M (5'7"), the O (5'10¾")—which replaces the former L—the A (6'2”), the B (6'10½"), and the D (8'11¾") concert grand. Early in 2015, Steinway announced a new product, the “Spirio,” developed in consort with software engineer Wayne Stahnke, who created the Live-Performance LX playback system, which Steinway has now purchased. The Spirio feature is now available on selected Steinways, and it includes a complimentary iPad that operates the system. The company is now also marketing a library “of over 1,700 Steinway Artists performing a wide range of genres, from classical to jazz, standards to contemporary . . . edited and released in high-resolution, using a proprietary data format that captures the finest details from each artist’s performance.” See http://www.steinway.com.

			Steuermann, Eduard (b. Sambor, nr. Lvov, Poland [now Ukraine], 1892; d. New York City, 1964). Polish-born American pianist, composer, and teacher. As a child he studied with Czech pianist Vilém Kurz, a great admirer of Leschetizky, who years later taught Rudolf Firkušný. At the age of eighteen, Steuermann began attending Ferruccio Busoni’s master classes in Basel, Switzerland, and Busoni was so impressed that he asked him to join him in Berlin the following year. Steuermann also had a serious interest in composition, and he began studying with Engelbert Humperdinck, but when he found Humperdinck’s style too conservative, Busoni suggested he work with Arnold Schoenberg, and the two men developed a lifelong friendship. Schoenberg was so impressed with his pupil that he chose Steuermann to premiere many of his works. On October 16, 1912, he was the pianist for the Berlin premiere of Pierrot Lunaire, and he toured with the work for a time, even conducting it in some of the cities where it was performed. Steuermann also became deeply involved with the Verein für Musikalische Privataufführungen (Society for Private Musical Performances), which Schoenberg founded in Vienna in November 1918, and he introduced numerous works to the Viennese at society concerts, including the Scriabin Fourth and Seventh Sonatas. On February 25, 1924, Steuermann also gave the premiere of Schoenberg’s op. 25 Suite for the society, and a British critic in attendance sent a favorable report back to the Musical Times, maintaining that it was a performance of “so much clarity of conception and lucidity of contrapuntal texture as to make these six pieces almost fully intelligible at first hearing.” Though he remained resident in Vienna through these years, he became increasingly popular in London, and he premiered the Schoenberg op. 25 in England via a BBC performance on February 1, 1928, followed on May 7 by a broadcast of the Drei Klavierstücke, op. 11, and the Sechs kleine Klavierstücke, op. 19. After Busoni’s death, he continued to champion his piano music, while he also became intimate with Berg, Webern, Milhaud, Ravel, and Poulenc and did much to promote their works as well. In 1938, Steuermann left Europe for America, where he remained for the rest of his life. He taught for a number of years at the Philadelphia Conservatory of Music, and he was able to renew his friendship with Schoenberg, who had emigrated to California. On September 24, 1940, in Los Angeles, he provided the piano part for a Columbia recording of Pierrot Lunaire, with the composer conducting (which is now available on CD), and on February 6, 1944, he premiered Schoenberg’s piano concerto—a work composed in America—for a broadcast with the NBC Symphony under Stokowski. By this time, Steuermann had begun teaching at Juilliard in the summer months, and in 1952, he became a full-time faculty member. Menahem Pressler, who studied with him there in the summer of 1956, recalled how emotionally attached he had become to Schoenberg’s esoteric, twelve-tone concerto, and he remembered the occasion when Steuermann asked his students to listen to him perform it in his stifling, un-air-conditioned studio. After he finished, he said, “I want you to hear it again,” prompting Pressler virtually to run from the room, but he remembered that Steuermann “was one of the finest musicians I ever met. No one above him, not Richter, no one was a greater musician than Steuermann.” He did not record extensively, but in 1957 he recorded the complete works of Schoenberg for Columbia, and in 1960, he made an LP of some of Busoni’s works for the Contemporary label. In addition to Pressler, other well-known pianists who worked with him, either briefly or extensively, include Alfred Brendel, Lili Kraus, and Moura Lympany. Numerous composers and theorists also studied with him and found his lectures on serialism and other musical topics enlightening, including Gunther Schuller, Edward Cone, David Lewin, and Theodor Adorno.

			Streicher, Nannette (Stein) (b. Augsburg, Germany, 1769; d. Vienna, 1833). German pianist and piano maker who pursued most of her professional activities in Vienna. Her birth name was Anna-Maria Stein, and she was one of fifteen children born to Augsburg piano maker Johann Andreas Stein, who was her first piano teacher. From a young age she performed in many concerts at her father’s shop, and when he died in 1792, for two years she continued his business in Augsburg with her brother Matthias Andreas (1776–1842), marrying German composer and pianist Johann Andreas Streicher (1761–1833) in 1793 and relocating to Vienna with him the following year. She brought the Prellmechanik (escapement) action developed by her father to Vienna, and over time many began to call it the “Viennese” action. Although it did not enable the more powerful sounds of the actions then being built in England, it was ideal for the Viennese school of composition, and it brought a distinctive lyricism to the works of Haydn, Mozart, and Schubert. Beethoven also used Streicher instruments earlier in his career, and he became so close to Nannette that she even functioned as a type of surrogate mother to him, though she was only a year older than the composer. Her instruments also began to carry a distinctive nameplate on their fallboards that read “Nannette Streicher née Stein à Vienne,” with the words “Streicher” and “Vienne” dominating the embossed emblem. Beginning in 1812, Johann Andreas and Nannette opened a piano salon which became an important center for Viennese musical life, welcoming virtually every prominent musician who passed through the city, including its noted residents such as Czerny, as well as artists and writers such as Goethe, who was a close family friend.

			The Streichers’ son Johann Baptist (1796–1871) became a partner in the firm in 1825, and in 1831 he patented an action that combined elements of both the Viennese and the English style. Under his leadership, Streichers were acclaimed for much of the nineteenth century as one of the preeminent Austrian pianos, praised especially for the beauty of their sound. They maintained handcrafted artisanship far longer than other builders and were producing no more than about 150 instruments a year at a time when other makers were building over two thousand annually. Johann Baptist experimented constantly, and after studying some of the newest Steinway instruments, he displayed an instrument at the Paris Exhibition of 1867 with cross-stringing and a cast-iron frame that won a gold medal. By 1864, Streichers had become almost the exclusive choice of Johannes Brahms, who had previously favored Bösendorfers, and in 1872, Johann Baptist’s son Emil presented him with a 240 cm (about 7'10") straight-strung grand built in 1868, which Brahms used as his studio piano for the rest of his life. He was enthralled with the instrument, built mostly of wood without a cast-iron frame and possessing leather-covered hammers, which helped to give it immense clarity and a flute-like treble. Although Brahms’s piano was virtually destroyed during World War II, he also frequently performed on a Streicher built about 1880 that belonged to close friends, and this was the piano he used when he recorded a portion of one of his Hungarian dances in 1889—the one wax cylinder he is known to have made. Today, this instrument has been restored, and it forms the centerpiece of the Brahms Museum in Mürzzuschlag, located in the Austrian province of Styria. This instrument has also caught the attention of several modern replicators, and today many believe it to be unexcelled for modern performances of the composer’s piano works written after 1870.

			stride or stride piano. Any of several approaches to scoring or improvising left-hand accompaniments that alternate bass tones, often played in octaves, with triads or four-voiced chords played in a higher register. Stride piano effects are most associated with early twentieth-century pop or jazz styles, and in fact the “father” of stride is often said to be James P. Johnson, who used rapid stride patterns to enliven his solo recordings and compositions. But though the terminology is distinctly twentieth century, the use of stride as an idiomatic piano device extends far back into the nineteenth century. For example, Chopin often used alternations of bass tones with chords to accompany his soprano lines, since the more resonant pianos of his day no longer required the arpeggiated bass patterns found so commonly in Mozart, Haydn, and Beethoven:
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					Chopin: Nocturne in C Minor, op. 48, no. 1, mm. 1–4. Although neither Chopin nor anyone from his generation is likely to have used the term “stride,” his alternation of bass tones and chords forms the essence of this familiar left-hand device.

				

			

			One of the earliest popular styles to showcase solo pianists extensively was rag, and not surprisingly, Scott Joplin and other rag pianists often used stride as a means of keeping the rhythm steady against their more syncopated soprano lines. Joplin was often quoted as saying that ragtime “should never be played fast,” and though the precise tempos employed by some of the early rag pianists may be difficult to determine with accuracy, there can be no question that some jazz pianists, like “Jelly Roll” Morton (who often claimed he had “invented” jazz), accelerated stride to breakneck tempos, as demonstrated by his 1938 recording of his own composition “The Finger Breaker”:
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					“Jelly Roll” Morton: “The Finger Breaker,” taken from his 1938 recording. Here Morton’s stride left hand moves at a blinding three hundred quarter notes per minute.

				

			

			But later jazz pianists, especially when playing alone, also used stride effectively to create more relaxed, foxtrot-type dance tempos, and in the Swing era it was often a hallmark of pianists such as “Fats” Waller, Earl Hines, Teddy Wilson, and Art Tatum (though, like Morton, Tatum used stride at wildly accelerated tempos, as for example in his 1933 whirlwind recording of the Dixieland classic “Tiger Rag”). As microphones became more efficient and pianists began to work in smaller clubs with rhythm sections, many deemphasized stride, since bass players and drummers could provide the necessary harmonic foundations and rhythmic drive. Today, stride effects suggest a somewhat outdated style to many, though in skillful hands, stride figurations can be used imaginatively to provide a solo pianist with harmonic and rhythmic self-sufficiency. Some pianists with virtuosic capabilities, like Hines, Tatum, and more recently Oscar Peterson, also had hands large enough that they could enrich their textures by expanding their octave bass lines to tenths, and for variety, Tatum and Peterson often engaged in “walking” tenths, or tenths that moved in legato, scale-wise motion. See Tatum, Art.

			Stuart & Sons. An Australian piano manufacturer based in Newcastle, New South Wales. Founded in 1990 by technician and designer Wayne Stuart, the company builds instruments that are presently unlike any other premium pianos. Stuart’s initial plan was to build a ninety-seven-key instrument with a range extending downward to C0, the compass of the Bösendorfer Imperial concert grand. But today, the company even builds studio grands that extend from C0 to F8, for a total of 102 keys, or eight and a half octaves. And even though this is a compass unknown anywhere else in the industry, Stuart believes he has a “duty” to expand to a full nine octaves, with the help of the “advanced wire” strings developed by French maker Stephen Paulello. In 2014, the company built an “Omega 6” prototype with six additional keys extending to B8 for a total of 108 keys, and in Stuart’s words, it is “inconceivable to limit these new generation pianos to 88 keys but rather, to aim for the ultimate goal of 9 octaves for the chromatic scale.” Not surprisingly, the increased sympathetic vibration from the additional strings makes the Stuart an extraordinarily resonant instrument, but Stuart says that his piano’s distinctive sound stems primarily from his invention of a special type of agraffe that is positioned directly on the instrument’s bridge, thereby elevating the strings slightly higher above the soundboard and removing the necessity for the slight twist that strings are always given when the agraffe is positioned closer to the tuning pins. Stuart maintains that this enables each string to vibrate with less interference, allowing the soundboard to function more like a “loudspeaker” than a “load-bearing device.” The bridge agraffe does appear to extend the decay rate of the string, and it creates a clarity of sound that seems to exceed even that which is often characteristic of straight-strung pianos (see cross-stringing). Other distinctive features found on Stuart pianos include two soft pedals—an una corda that works in the traditional manner, and a pedal that moves the hammers closer to the strings, similar to those employed on uprights, so that individual hammers cannot reach the necessary speed to produce louder sounds. The instruments also come with distinctive music racks, far wider than those found on most grands, and a boon for pianists using lead sheets or other scores that require unfolding. Nearly all the wood they employ is native to Australia, and their strikingly beautiful cases have been finished in woods such as Australian red cedar, Tasmanian huon pine, and Tasmanian blackheart sassafras. As might be expected, the Stuart is an entirely handcrafted instrument of extraordinary quality, and at present the firm builds no more than ten per year. Their studio grand extends to 2.2 meters, or about 7'3", and their concert grand has a length of 2.9 meters, or about 9'6". At this writing, there appear to be no more than about sixty Stuart instruments in existence, and though they no longer place prices on their website, some sources indicate that a new concert grand, delivered, may cost as much as $300,000 US. See http://www.stuartandsons.com.

			“syncopated” style. A term often used in Britain after World War I to describe a popular, novelty-style of piano playing in which the soloist blended elements of rag and jazz rhythms to create highly listenable versions of popular songs. In America, “Zez” Confrey could be said to represent the style, while in Britain its two most famous exponents were Billy Mayerl and Raie Da Costa. Mayerl and Da Costa were also classically trained, highly virtuosic pianists, and a great many of their recordings are unaccompanied solos that display their technical finesse. The style was largely passé by World War II.

			synthesizer. See Moog synthesizer and appendix D.
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			Tagliaferro, Magda (b. Petrópolis, Brazil, 1893; d. Rio de Janeiro, 1986). Brazilian pianist and teacher. She was of French parentage, and her father, a professor of voice at the São Paulo Conservatory, had also been a pupil of Raoul Pugno in Paris, whose own teacher had studied with Chopin. Her father served as Magda’s first piano teacher and took her to Paris when she was thirteen, where she entered the conservatoire and studied briefly with Antonin Marmontel (1850–1907), the son of Antoine Marmontel, who had taught Debussy. After Marmontel died in 1907, Fauré, then the conservatoire’s director, asked Alfred Cortot to establish a women’s program in piano, where two of his most prominent students were Tagliaferro and Clara Haskil. Tagliaferro remained under Cortot’s guidance for several years, and they became lifelong friends. She made her Paris debut at the Salle Érard in 1908 when she was fifteen, and it was such a success that Fauré then asked her to tour with him, performing many of his own works. By the early 1920s, Tagliaferro, after having settled in Paris, became a staunch advocate of French music, promoting the works of d’Indy, Ravel, Poulenc, and of course Fauré, among others. By the mid-1930s, she was teaching at the conservatoire, but by 1940 the rise of Nazism had forced her home to Brazil. She stopped first in New York, where on March 9 she made her American debut in Carnegie Hall with the Schumann Concerto under Barbirolli and the New York Philharmonic. Olin Downes of the New York Times praised her for showing “at once her authority and sympathy with Schumann’s music” and noted that “the individuality and logic of her musical thinking spoke for themselves.” But he was far less kind in his assessment of her Town Hall recital a few weeks later, calling her Mozart Sonata, K. 331, “somewhat academic and mannered” and her Debussy L’Isle joyeuse “superficial,” and maintaining that “often the tone was dry; the treatment undistinguished.”

			By late summer she had returned home, and one of her first concerts was an August appearance in Rio de Janeiro in Villa-Lobos’s Momoprecoce, a work written for her ten years earlier, which she performed under Stokowski, who was then on tour with his All-American Youth Orchestra. On this occasion, however, it appeared that Stokowski had had insufficient time to prepare the work, and as reported by Lisa Peppercorn of the New York Times, only Tagliaferro’s “excellent and vital piano playing” enabled the performance to succeed against the ragged orchestra accompaniment. She then founded schools in both Rio de Janeiro and Sao Paulo, and she was immensely popular with the Brazilian public, remaining for nine years, until she once again returned to Paris where she also set up a school. She had coached Fauré’s Ballade for piano and orchestra with the composer, and this was the first work she committed to disc for the French Decca label in 1928. She recorded a great deal of French music, as well as works by Albéniz, and she was especially at home with Schumann, leaving a widely admired account of the Faschingsschwank aus Wien for Pathé in 1934. During the war, she made no recordings in Brazil, but in the mid-1950s she made a number of Philips recordings in France and Holland, including a highly acclaimed rendering of the Saint-Saëns Fifth Concerto. Tagliaferro remained an effective performer well into her nineties, and her January 16, 1983, London Wigmore Hall recital, which included the Franck Prelude, Chorale, and Fugue, was given just a few days short of her ninetieth birthday and broadcast on the BBC. Among Tagliaferro’s prominent students are Brazilian pianists Caio Pagano and Cristina Ortiz, the winner of the Van Cliburn Competition in 1969.

			Tatum, Art [Arthur Jr.] (b. Toledo, Ohio, 1909; d. Los Angeles, 1956). American jazz pianist, considered by most jazz aficionados to be the greatest and most influential of the twentieth century. He was the oldest of three children, and his father, a mechanic, provided a modest, though comfortable, living for his family. Tatum suffered vision problems from an early age, and though his family members did not always agree about the exact nature of his illness, the likeliest cause was childhood cataracts in both eyes, for which he had undergone thirteen operations by his early teens. For some years his vision was partially restored, although he often had to look downward to focus on objects in his path, which resulted in a characteristic backward tilting of his head. But in 1930, as he walked home from a club date in the early morning hours, he was robbed and beaten with a blackjack, causing permanent blindness in his right eye. Over the years his left eye got progressively worse, but even though he was given instruction in Braille at his junior high school—followed by a year of training at the Columbus School for the Blind—he was remarkably independent throughout his life and as a youngster even participated in sports with some regularity. When he returned from Columbus, he entered the Toledo School of Music, where he studied with Overton G. Rainey, who also taught Paul Whiteman’s pianist (and Toledo native) Roy Bargy (1894–1974), an extraordinarily fine player who had originally sought a classical career. Bargy, fifteen years Tatum’s senior, later reported that Rainey discouraged an interest in jazz for all of his students, but that after he began to tour, he received reports from home about a remarkable blind pianist. After hearing Rainey’s prodigy, he was careful to steer a number of well-known musicians to the Toledo speakeasies and other clubs where Tatum played—and most left in stunned amazement. Tatum’s first break came in 1927 when he won a contest to perform on local radio station WSPD, and within two years his daily noontime program had been picked up by the NBC Blue Network, giving him national coverage by the time he was twenty. Though many encouraged him to go to New York, he resisted for several years until singer Adelaide Hall came through town and hired him to accompany her on a national tour. They wound up in New York, where he joined her to record several sides for Brunswick in 1932, including a rendition of Harold Arlen’s “You Gave Me Everything but Love.” Although Tatum’s solo flourishes are infrequent, his remarkable virtuosity was already apparent, and for all intents and purposes, he was a finished pianist. But Hall was often inconsiderate and paid him poorly, and many encouraged him to leave her employ.

			A pivotal turning point occurred that same year when he went to an after-hours bar in Harlem called Morgan’s to participate in a “cutting contest” with stride pianists James P. Johnson, Willie “the Lion” Smith, and “Fats” Waller, all recognized as pacesetters for the newer jazz styles. All present agreed that the newcomer won the contest easily when he outplayed each man on his own specialty, and when Tatum extemporized on standards like Vincent Youmans’s “Tea for Two,” they were left speechless. On March 21, 1933, he made his first solo recordings for the Brunswick label (many of his Brunswicks were later reissued by Decca, which bought the company in 1941), pairing Youmans’s song with the Dixieland classic “Tiger Rag.” His highly advanced harmonic language, as well as the astounding virtuosity found in his later style, was already in place. Although even in the 1920s, forward-looking jazz artists like Bix Beiderbecke had colored their piano arrangements with augmented eleventh chords—the language of Debussy and Ravel—scarcely anyone had used “walking elevenths” as smoothly and as effortlessly as Tatum rendered them in his fantasy-like introduction:
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					Measure 3 of an improvised arrangement of the jazz classic “Tiger Rag,” taken from Art Tatum’s 1933 Brunswick recording. “Tiger Rag” had first been recorded in 1917 by the Original Dixieland Jass Band. Tatum’s hands were large enough that he could rapidly connect the filled ninth chords in his right hand in perfect legato fashion. On the fourth beat, his sequential pattern of augmented elevenths is crowned by an eighth-note couplet of augmented thirteenths on F-sharp and B.

				

			

			Once he reaches a steady tempo, he pushes his left-hand stride figurations well beyond the capacities of most pianists—averaging about 168 quarter notes per minute:
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					Measures 25 and 26 of an improvised arrangement of the jazz classic “Tiger Rag,” taken from Art Tatum’s 1933 Brunswick recording. Note that Tatum’s hands were so large that even at breakneck tempos, he could render his bass tones in filled tenths.

				

			

			Though his popularity with the record-buying public was initially very limited, professionals responded immediately, and soon virtually everyone with a serious interest in jazz knew that a truly extraordinary talent had arrived. To the present day, many find his first “Tiger Rag” recording an iconic landmark, and Oscar Peterson, who first heard it as a teenager in his hometown of Montreal, later confessed that he gave up the piano for two months, “and I had crying fits at night.” Many professional pianists had similar reactions, and the stories are legion of musicians who felt totally vanquished by his overpowering command. In addition to an incomparable virtuosity, his rhythm was flawless, his tone production could be as delicate as it was boisterous, and his imagination seemed limitless, no doubt aided by a sense of pitch so acute that friends said he could tell the brand of a beer simply from hearing its container hit the trash. He began playing at various clubs in Harlem, and every pianist in New York soon discovered him, but the public’s reaction was less enthusiastic. For many, Tatum’s style was little more than a bewildering collection of notes, and they preferred the simpler dance music of the newer style many were now calling “Swing.” By 1934, he was working in Cleveland, returning to New York only for occasional recording sessions, which had dwindled to one by 1935—followed by none at all in 1936. However, one of his Cleveland appearances was carried on NBC radio, which led to a lengthy engagement at Chicago’s Three Deuces, where he was also asked to accompany a small group that included bassist Milt Hinton. Ensemble versus solo work was a recurring theme in Tatum’s career, since clubs and record companies found their audiences far more receptive to small groups than to solo piano, yet his mind and fingers often worked at such a pace that few could keep up with him. Years later, Hinton remembered, “It was hard to play with him. . . . I was just like standing still there, on those wonderful things he was playing.” In 1936, he went to California for the first time, where he made some recordings the following year with clarinetist Marshall Royal, who recalled similar frustration. Royal also claimed that he escorted Tatum to Paderewski’s railroad car at Los Angeles’s Union Station, where he performed for the famous pianist, who was then nearing the end of his long career.

			In March 1938, Tatum and his wife sailed for Europe on the Queen Mary, and he performed for three months in some of London’s most fashionable nightspots, thereby enhancing his international reputation. When he returned to the Three Deuces, his European acceptance had increased his cachet with upper-class audiences to the extent that his engagements now suggested the charisma of a concert artist rather than a club pianist. One Chicago critic even wrote, “When he approached the piano, a hush fell over the capacity-jammed place. Not a murmur, not a cough.” For the next five years, his New York club engagements were often termed “residencies,” and the owner of the famed Café Society in Greenwich Village, New York’s first integrated club, even insisted that no food or beverages be served while Tatum played. In February 1940, he recorded some of his most famous Decca 78s, including the first version of his treatment of Clifford Burwell’s “Sweet Lorraine,” a disc that the teenaged André Previn relentlessly transcribed note for note four years later in Los Angeles. Far more iconic was his first recording of “Elegy,” taken from Massenet’s incidental music to the 1873 French verse drama Les Érinnyes, and his rendition of Dvořák’s familiar “Humoresque.” Both exemplified Tatum’s penchant for creating jazz from atypical source material, and “Elegy,” especially, demonstrates a pianistic wizardry so profound that the virtual impossibility of others remaining in synch with his inspirations is readily demonstrated. By 1942, his club fees even in Toledo were reported to be as high as $2,000 a week, but his record sales were unimpressive, since the pop music industry was still heavily dominated by Swing bands and vocalists. His one best seller from this period, a recording of “Wee Baby Blues” from January 1941, reached sales of 500,000 only because he was backing popular Blues singer Big Joe Turner. By 1943, he had given in to the popular preference for ensembles by forming the “Art Tatum Trio” with guitarist Tiny Grimes and bassist Slam Stewart, who later acknowledged that it was only his perfect pitch that enabled him to follow Tatum’s complex patterns of modulation. But many a club owner relished an attraction as popular as the Nat “King” Cole Trio, and the Tatum Trio was an immediate success, albeit often with greatly simplified piano flourishes.

			Though the trio made some recordings that sold well, critical reaction was always lukewarm, and on the advice of agents, he disbanded the ensemble in 1945. Once a major headliner in the jazz clubs on New York’s 52nd Street, Tatum was gradually pushed into the background as Bebop musicians became more numerous, and he was grateful to receive a series of offers from various promoters who presented him in concert halls for the rest of the decade. Like so many musicians from the previous generation, he benefitted greatly from the Norman Granz “Jazz at the Philharmonic” tours that began late in 1945, and he appeared throughout the country with Granz on at least sixty occasions, though regrettably, none of those appearances were recorded. However, in April 1949, he was presented in concert at the Shrine Auditorium in Los Angeles by promoter Gene Norman, and the performance was later issued as an LP by Columbia. The Norman concert represents Tatum at his most rhapsodically virtuosic, as the Lisztian flourishes that open Jerome Kern’s “Yesterdays” seem to morph at will into breathless stride, followed by raucous Blues. The thunderous applause was then interrupted with a blistering account of Vincent Youmans’s “I Know that You Know,” a performance the New Yorker’s jazz critic Whitney Balliett compared to a “tidal-wave.” Balliett also referenced his all-too-brief rendition of Gershwin’s “The Man I Love,” punctuated by a continuous eight-bar stream of whirlwind scales and arpeggios (some with left hand), which he maintained “no other pianist would dare because it is impossible.” In the same year, Tatum signed with the newly formed Los Angeles–based Capitol label and recorded twenty-six titles for them, including Ann Ronell’s “Willow Weep for Me,” which by now had become one of his signature specialties. Composer and scholar Gunther Schuller, who was often critical of Tatum’s unrestrained virtuosity, found “Willow” to be an expression of his growing maturity, lauding the performance as “Tatum at his most eloquent and concise.”

			Tatum did not record again until December 1953 when Norman Granz invited him into a Los Angeles studio to set down 124 selections—68 done in a two-day marathon—for his new Clef label. He then released 121 of them on fourteen twelve-inch LPs for a series titled The Genius of Art Tatum, and though the set has been reviewed unevenly, many feel that despite some fairly ordinary renditions, the vast collection also documents some of his finest work. Many critics reacted with overwhelming enthusiasm as well when Tatum was voted most popular jazz pianist in the Down Beat polls of 1954, 1955, and 1956. Granz also conceived a plan for him to record with a bevy of jazz superstars for his new Verve label, including Lionel Hampton, Buddy Rich, Buddy DeFranco, and Roy Eldridge, and in August 1956 he arranged for many of these artists to perform before an audience of nineteen thousand at the Hollywood Bowl. Several weeks later, Tatum’s most famous ensemble recording took place on September 11 when he played his last studio session with tenor saxophonist Ben Webster, a meeting singled out by jazz pianist Benny Green as “the most successful attempt of all time.” Today many jazz musicians regard the Tatum-Webster collaborations as among the most iconic in the history of jazz, and Webster felt their recording of Cole Porter’s “Night and Day” to be one of the finest he had ever made. But sadly, Tatum had long been suffering from diabetes, and his late hours, combined with his prodigious beer consumption, undoubtedly contributed to the kidney disease from which he was then suffering. He died at forty-seven, less than two months after his session with Webster. After his death, a number of additional recordings were released, including two private concerts recorded on April 16, 1950, and July 3, 1955, at the home of Warner Brothers music director and pianist Ray Heindorf. Heindorf, who owned a Steinway B and studio-grade recording equipment, frequently had parties at his Hollywood home, and the thirty-nine selections he captured (now available on CD) are believed to represent some of Tatum’s most remarkable playing. For example, his hair-trigger harmonic modulations in Richard Whiting’s “Too Marvelous for Words” from the 1950 session have been studied by countless pianists and arrangers. On both occasions, Tatum was totally unrestrained, and his intricate, florid elaborations on Richard Rodgers’s “My Heart Stood Still” from the 1955 session seem tailored to the connoisseur audience Heindorf had assembled (which many believe included actor Jack Webb, a jazz fanatic who had just completed postproduction on Pete Kelly’s Blues for Warners). Sometimes called the “invisible man” of jazz, Tatum exerted an influence, even on instrumentalists like Charlie Parker, that is so extensive it cannot be easily chronicled, and in addition to Peterson and Previn, Erroll Garner, Bud Powell, Thelonious Monk, George Shearing, Bill Evans, Billy Taylor, Herbie Hancock, and Chick Corea are but a few of the countless pianists who found his work not simply influential, but transformative in their own development.

			Taubman, Dorothy (b. Brooklyn, New York, 1917; d. Brooklyn, 2013). American teacher and pedagogical theoretician. She was born Dora Bergman to Russian immigrants, but tragically, her father, a businessman, committed suicide as a result of the stock market crash of 1929. From the age of fourteen, she studied with the Russian-born Jacob Helmann (1885–1979), who had once taught at the St. Petersburg Conservatory, where he claimed that his pupils, despite their unusual wrist motions, had greatly impressed Anna Yesipova. Helmann left Russia in the early 1920s and eventually taught for a number of years on New York’s Riverside Drive, where Taubman worked with him for seven years in the 1930s. She later acknowledged, “I wanted to play faster and louder, but I couldn’t and didn’t know why. Hellman [sic] devised certain technical tricks that opened many doors for me.” Helmann’s ideas on technique were later compiled into a sixty-eight-page book, first published in the 1950s, called The Consciously Produced Piano Tone: Most Natural Approach to the Problem of Artistic Piano Playing, and he expresses numerous ideas that seem consistent with Taubman’s later theories. For example, he advocated the “conscious direction” of the hand, “which directly reproduces the musical feeling,” and he continually stressed a reverence for science in the quest for “physiological laws for the position and condition of the hands,” ideas that were not inconsistent with Taubman’s later views. However, she later added that “Hellman’s ideas set me in the right direction, but the difference between us is that I am scientifically inclined. . . . Unlike Hellman I spent hours in the library researching anatomy, physics, and coordination.” Although she never graduated from college, she took courses at both Columbia and Juilliard, and for a year she studied with Rosalyn Tureck. In 1938, she married Harry Taubman, who worked in the men’s clothing industry and was the younger brother of New York Times music and theater critic Howard Taubman. For a time, she served on the faculties of Queens College and Temple University in Philadelphia, which, at this writing, still holds an annual Dorothy Taubman Seminar each May.

			In the 1940s, Taubman made a conscious decision to devote her professional energies to teaching, and she began devising the theories that many have come to regard as the “Taubman Method.” In 1976, in cooperation with Juilliard graduate Edna Golandsky (b. 1945), a student of Rosina Lhévinne and Adele Marcus, she founded the Dorothy Taubman Institute of Piano at Amherst College, annual summer seminars that attracted pianists and teachers until 2003, when Golandsky began her own institute at Princeton which still flourishes. In America, interest in Taubman’s work was greatly piqued by the 1986 release of a fifty-two-minute video called Choreography of the Hands: The Work of Dorothy Taubman, which contains interviews with the institute’s attendees, including Oberlin professor Robert Shannon (b. 1950) and Juilliard professor Yoheved Kaplinsky (b. 1947), who became advocates of her theories. Taubman termed her approach “Coordinate Motion Theory,” and she stressed economy and efficiency in pianistic movement. She did not recommend trying to overcome the instrument through brute strength, and she abhorred the concept of “playing through pain,” which she observed was a growing obsession among competition winners, resulting in an increase in pianistic injuries. She also repeatedly insisted that “piano technique is not gymnastics, but a study of motion and timing.” Though some dismissed her as a mere guru, her message began to resonate with a growing number of pianists afflicted with debilitating pains and injuries, and in the early 1980s, she was even consulted by Leon Fleisher, who was then limiting himself to left-hand repertoire. He praised her as “remarkably intuitive. . . . If you go to her with a specific complaint—a pain, a tightness, a tic—she can immediately tell you what you need to do to alleviate it.” Golandsky, who today carries on—and has expanded—her work, insists that Taubman’s ideas were not simply a means of alleviating injuries, but “can be of help at any level—from beginners to seasoned players.”

			Tausig, Carl (b. Warsaw, 1841; d. Leipzig, 1871). Polish pianist, composer, and teacher. His father, Aloys, who had been a student of Thalberg, gave him his first lessons and soon knew that his son was a prodigy. He also knew that Liszt abhorred prodigies, but when Carl was only thirteen he brought him to Weimar and arranged for him to play Chopin’s famous A-flat Polonaise while Liszt relaxed in an adjoining room, unaware of the performer’s identity. Liszt thought the performance so brilliant that he immediately accepted him as a student and soon developed one of the closest relationships he ever had with a pupil. For example, on the rare evenings when he felt too tired to play for invited guests, he deputized Tausig to perform in his stead, an honor bestowed only on his youngest pupil. He also unfailingly indulged him, despite Tausig’s childishly irresponsible, often destructive behavior. For example, once as a prank, after his father had purchased a new piano, Tausig sawed off the ends of some of the keys, which resulted in a substantial repair bill. A far more serious incident occurred when he needed money and decided simply to steal the manuscript to Liszt’s Faust Symphony before it had been sent to the printer, selling it to a servant for a mere five thalers (a sum at the time equivalent to less than four American dollars). The servant then sold it as discarded trash to a paper merchant, nearly destroying a year of Liszt’s work (and one of his major orchestral masterpieces) before Wilhelm Gottschlag, the court organist at Weimar, discovered the theft and managed to rescue it. But as always, Liszt forgave his impetuous charge, and by the time he was fifteen, Tausig was astounding listeners with renditions of his master’s Transcendental Etudes. Liszt also arranged for his Berlin debut in January 1858 under Bülow’s baton, which was followed by a recital on January 28 which Tausig, assisted by Bülow at the second piano, began with his own two-piano transcription of Liszt’s Les Préludes. He then continued with a substantial program of solo works, including Bach’s Chromatic Fantasy and Fugue; Beethoven’s Sonata, op. 109; and Liszt’s Réminiscences de Don Juan. Reactions to the sixteen-year-old were somewhat mixed, though many were echoing Liszt’s assessment that the young firebrand was “a real iron-eater,” with “fingers of steel.”

			That summer Liszt arranged for Tausig to meet Wagner in Zurich, and he lived with the composer for some weeks. Wagner wrote to Liszt that the youth was “enormously gifted,” but soon found his behavior so boorish that he consigned him to a local tavern to do his practicing. But the groundwork was then laid for one of the most famous musical encounters of the nineteenth century, since Tausig seems largely to have arranged the only recorded meeting between Wagner and Brahms, whom he met after he relocated to Vienna in 1862. The meeting, which occurred on February 6, 1864, is significant because on that occasion Brahms performed his Handel Variations for Wagner, who admitted to being impressed and even remarked, “One sees what can still be done with the old forms in the hands of one who knows how to deal with them.” Tausig’s friendship with Brahms also prompted the composer to create his famous Paganini Variations, most probably as a response to the ease with which Tausig dispatched a number of the composer’s extraordinarily difficult exercises. Brahms’s biographer Max Kalbeck went so far as to describe the Paganini as “a monument to the friendship between the pair of artists,” and in March 1865, a mere two weeks after Brahms first performed the set for a Viennese audience, Tausig introduced them to Berlin. During his years in Vienna, Tausig also experienced considerable soul searching, triggered in part by a devastating review he received from Eduard Hanslick, the city’s leading critic. Though Hanslick conceded that Tausig’s “bravura, power, and endurance are astonishing in so frail a youth,” he found his touch so ugly that it “simply makes the piano groan,” and added, “What must one think of the ear of an artist who does not hear the howling metallic rattling of the abused chords or is not disturbed by it?” Tausig stopped playing for a time and entered the University of Vienna, where he read Kant, Hegel, and Schopenhauer, and by the time he left for Berlin in 1865, he appears to have undergone a major transformation, both personally and artistically. Even though he was only twenty-four, his health seemed to be breaking down, and he suffered from frequent fatigue, the causes of which were never explained. But he refused to modify his work schedule, and he practiced relentlessly to bring his piano technique to a level virtually unmatched by any other artist. Anton Rubinstein called him “the infallible,” and despite the fact that Tausig’s hands were small, he compensated by perfecting astounding leaps at the instrument, invariably landing with unerring accuracy. Just as his father had learned from Thalberg, Tausig cultivated the practice of total stillness and economy of movement when playing, and the more difficult a passage became, the calmer he appeared. Many were beginning to regard him as Liszt’s most worthy successor, and the perception was only enhanced by Liszt’s unprecedented endorsements.

			When Tausig relocated to Berlin in 1865, his true ascendancy to the pianistic throne was established, for he now appeared to have mastered virtually all of the instrument’s repertoire, and he frequently devoted entire recitals to Chopin, a composer who had become a particular specialty. As the reigning pianist in Berlin, if not Europe, he was soon appointed royal court pianist of Prussia, a title he retained for life. In the summer of 1866, he allied himself with a colleague, Ludwig Ehlert (1825–84), a former pupil of Mendelssohn, to found the Schule der Höheren Clavierspiels (School for Advanced Piano Playing), though Ehlert, whom Amy Fay found highly ineffective when she arrived in 1869, did far more of the teaching. But Fay was made even more uncomfortable by the lessons she observed with Tausig, who frequently lost his temper to the point that he even violently threw his pupils’ scores to the floor. But he did begin his Tägliche Studien (Daily Exercises) at this time, a substantial two-volume set edited and published a year after his death by his colleague Heinrich Ehrlich. Though the exercises are not often used today, they were once highly popular, and Tausig believed that their mastery would assure a level of competence equal to his own. He also began to arrange what he termed “concert versions” of standard repertoire by composers such as Scarlatti and Schubert, often highly virtuosic transcriptions that he frequently added to his own programs. But arguably his most famous transcriptions were taken from orchestral works by Wagner and Johann Strauss, major showpieces that were performed by many pianists well into the twentieth century. In 1870, while Tausig was on tour in St. Petersburg, he received word that Ehlert had tendered his resignation because he was so irritated by Tausig’s prolonged absences from the school. Though some said it was an overreaction to his own anger, Tausig announced that he intended to close the school, and he gave his last lesson that October. In the summer of 1871, while on tour in Leipzig, he contracted typhoid and died there at the age of twenty-nine. Though many proclaimed that Liszt’s rightful successor had perished far too soon, Tausig himself had always insisted, “No mortal can measure himself with Liszt. He dwells upon a solitary height.”

			Taylor, Billy [William] (b. Greenville, North Carolina, 1921; d. New York City, 2010). American jazz pianist, composer, commentator, and educator. When he was a child, his family moved from North Carolina to Washington, D.C., and there he studied piano with Henry Grant, who years earlier had taught Duke Ellington. He attended Virginia State College (now Virginia State University) as a sociology major but soon caught the attention of African-American pianist and composer Undine Moore (1904–69), who observed his potential and strongly advised him to pursue music. He changed his major and graduated with a music degree in 1942. When he first arrived in New York, he so admired Teddy Wilson that he sought to study with him, but as Wilson’s time was limited, he referred the young Taylor to his own teacher, Richard McClanahan (1893–1981). McClanahan, a longtime student of Tobias Matthay, was then a former president of the American Matthay Association and had founded the Riverdale School of Music in the Bronx. Years later, Taylor remembered, “McClanahan taught me everything I know about how to move a piano key,” and throughout his career, he was often praised for the beauty of his sound and his tonal control. By 1944, he was working on New York’s 52nd Street, where he had also met Art Tatum, who became like a mentor to him. After the war, he began to work increasingly with Bebop artists such as Charlie Parker and Dizzy Gillespie, and in 1952 he wrote what is arguably his most famous song, the gospel/jazz hymn “I Wish I Knew How It Would Feel to Be Free.” With lyrics by Richard Carroll Lamb (writing as “Dick Dallas”), it was most famously covered by Nina Simone, and it became a virtual anthem for the civil rights marches of the 1960s. To date, dozens of additional artists have also recorded it.

			Taylor began his long career in broadcasting in 1958 when he became music director for the NBC television show The Subject Is Jazz, a thirteen-week series hosted by journalist and critic Gilbert Seldes. He arranged numerous details to accommodate the show’s guests, who included Duke Ellington, Bill Evans, Cannonball Adderley, and even Aaron Copland, and he performed nearly every week. From 1969 to 1972, he served as music director for The David Frost Show, carried throughout America on Westinghouse’s Group W stations, and in 1981, he became the on-air music correspondent for the CBS program Sunday Morning, conducting more than 250 interviews and winning an Emmy for his profile of composer Quincy Jones. Taylor left a legacy of over fifty recordings, and he composed over three hundred songs. He also received twenty-three honorary doctorates and held university positions at the University of Massachusetts and at Yale. He once told the Washington Post that his career as a highly visible jazz advocate had probably eclipsed his career as a pianist. But he added, “It was my doing. I wanted to prove to people that jazz has an audience. I had to do that for me.”

			Taylor, Cecil (b. New York City, 1929). American jazz pianist and composer. Taylor’s style has long been difficult to classify, and some believe he barely crowds the fringes of what most aficionados consider “jazz,” but with a small group of devotees he has made a significant impact, and critic Gary Giddins has even argued that he ranks with Ornette Coleman and John Coltrane as one of the three principal architects of “new wave” or avant garde jazz in the post-Bebop era. Taylor himself has been quoted as saying, “I don’t know what jazz is. And what most people think of as jazz I don’t think that’s what it is at all.” He attributes his earliest influences to his mother, who died when he was fourteen. When he was five, he asked her for piano lessons, to which she responded, “You will be one of three things: You will be a dentist, a lawyer, or a doctor.” However, she enrolled him in the New York College of Music, then on East 85th Street, with the following caveat: “You will practice for six days a week and I will supervise.” A widely literate woman, Almeida Taylor also taught him French and German and demanded he read Schopenhauer before he had reached his teens. But he also remembered that she “took me to the Apollo to see Chick Webb, whose new singing star was Ella Fitzgerald. . . . The next year she took me to the Paramount to see that extraordinary Lionel Hampton. It was a most marvelous education. She knew exactly what she was doing.” After World War II, Taylor went to visit relatives in Boston and soon enrolled in the New England Conservatory, where in 1951 he received a diploma in arranging. But he later said that the teacher who made the greatest impression on him at NEC was an English professor who inspired him to appreciate such modern plays as A Streetcar Named Desire. His interest in literature, and especially poetry, had already been well established, and he has continued to write verses to the present day.

			When he returned to New York, he formed a duo with soprano saxophonist Steve Lacy, and their first album, Jazz Advance, was released on the Transition label late in 1956. As critic Patrick Ambrose described it, “at the time it was released, nothing even remotely similar existed. Constellations of dissonant chords frame Taylor’s iconoclastic phrasing—an integration of the rhythm and melody that renders them indistinguishable from one another.” The Bop musicians of the day had generally improvised on a tune or at least on a motive that served as a type of adhesion to keep their performances together, but Taylor and Lacy seemed to enter into a new realm where the improvisation itself was primary. In 1959 he recorded an album called Love for Sale featuring a cover of Cole Porter’s famous song, and though traces of mainstream Bop still remain, the immense complexity of his solos, parsed with dissonances that never seem to resolve, can strike the ear as either maddening or riveting. Taylor’s style is highly percussive, and although he often colors his arrangements with two-part counterpoint, his playing most often consists of thickened chordal structures. But although he creates an impression of pure improvisation, his performances are invariably preceded by hours of painstaking work, a regimen that has sometimes taken its toll on his collaborators. One of his major landmarks was the album Unit Structures, released by Blue Note Records in 1966, featuring Jimmy Lyons on alto sax and two bassists: Alan Silva playing mostly with bow and Henry Grimes playing mostly pizzicato. The disc only featured Taylor’s original compositions, including the massive ten-minute “Steps,” and critics praised it as a new dimension in the medium, in a genre now known as “free jazz.” The Penguin Guide to Jazz gave it four and a half stars, insisting that “Unit Structures is both as mathematically complex as its title suggests and as rich in colour and sound as the ensemble proposes, with the orchestrally varied sounds of the two bassists.” The sheer quantity of sound was often disconcerting, driven consistently by Taylor’s unremitting energy, a drive where entire passages now seemed to consist only of tone clusters. In fact, Taylor’s drummers often decided they would prefer to follow him rather than lead the ensemble rhythmically, thus reversing their traditional roles. Perhaps inevitably, Taylor soon gravitated to solo performance arenas, and a number of his solo concerts from Europe and the United States were later released as LPs. Although his work never quite became “mainstream,” several high points included being awarded a Guggenheim Fellowship in 1973, his appearance on the White House lawn in 1979 for President Jimmy Carter, and receiving the so-called Genius Grant Fellowship from the John D. and Catherine T. MacArthur Foundation in 1991. He has also done residencies at numerous colleges, such as the University of Wisconsin, Grinnell College, and Antioch College. He has long been a Bösendorfer artist.

			tempo rubato. An Italian term that literally means “stolen time,” though few modern musicians advocate the actual “theft” of, or distortion of, time in piano performance. Today, the term is most often used to designate the artful bending of time by employing either a subtle accelerando or ritardando for expressive purposes, often within the same phrase, though not enough to suggest an actual slowing or quickening of tempo. Even today, rubato is a concept most often associated with Romantic composers, especially Chopin, but since World War II, scholars have begun to pay greater attention to the earlier sources that reference it. As Sandra Rosenblum has noted, as early as 1596, the Italian theorist Lodovico Zacconi identified the concept dopo il tatto (after, or behind the tactus) to indicate singing “behind” the beat, or stretching a note for emotional impact while the conductor kept strict time—necessitating the singer’s acceleration of subsequent notes in order to return to the tactus. Johann Joachim Quantz’s 1752 treatise on flute playing advises accompanists to keep strict time so as not to be “beguiled into dragging in the tempo rubato,” and many keyboardists have cited Mozart’s letter from 1777 cautioning performers to confine their rhythmic flexibility to the right hand alone: “What these people cannot grasp is that in tempo rubato, in an Adagio, the left hand should go on playing in strict time.”

			But by the nineteenth century, rubato as practiced by Chopin and others became far freer, with both hands often sharing in the rhythmic stretching. Chopin was acutely aware both of the expressive necessity of the device, as well as of the difficulty of teaching it, but he repeatedly insisted that “stolen time” amounted to little more than tasteless distortion. Instead, he often counseled his students to think of “borrowing time,” or in other words, an acceleration made in one part of a phrase must be compensated by a proportionate slowing in the same phrase. His pupil Mikuli advised that his rubatos “never degenerated into exaggeration or affectation,” and Frederick Niecks quoted Liszt as having said, “Look at these trees! The wind plays in the leaves, stirs up life among them[;] the tree remains the same[;] that is Chopinesque rubato.” In the early twentieth century, Tobias Matthay expanded on Chopin’s concept in his 1912 book Musical Interpretation, stressing that the most usual form of rubato “is that in which we emphasize a note (or a number of notes) by giving more than the expected Time-value, and then subsequently make-up the time thus lost by accelerating the remaining notes of that phrase or idea so as to enable us accurately to return to the pulse. This return to the pulse must always occur at the most important part of the phrase—that is, near its end. Remember, this law is inexorable, we must always look ahead, and come back to the pulse at the chief syllable of the phrase, however much we may have swerved from it beforehand.” Although strictly speaking, rubato cannot be notated (as Chopin well understood), Matthay made an attempt to suggest rubato inflections in a few well-known compositions, such as the Chopin F-sharp Major Nocturne:
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					Chopin: soprano line from Nocturne in F-sharp, op. 15, no. 2, mm. 1–2, with Tobias Matthay’s rubato suggestions found in his Musical Interpretation (1912), p. 70. The curved line above the axis is meant to indicate a hastening, while below the axis it indicates a slowing of pulse. Below he provides an alternative manner of visualization with wave motions—higher amplitudes indicate a quickening of pulse.

				

			

			Though many found Matthay’s explanations convincing, in 1925 he was challenged in print by his former student, the Scottish-born composer John McEwen, who examined Duo-Art piano rolls by Busoni, Carreño, and Pachmann and observed that the artists often played “out of time.” He noted, “In the heat of artistic performance things are done and peculiarities of treatment can be justified, which are too personal and individual ever to be crystallised into a guide or reason for universal practice, or to be compressed into the defining limits of a general ‘rule’ or ‘law.’” Matthay later countered by observing that such a conclusion was “just as silly as it might be that a student must not have an ideal of pitch intonation held before him, because most great Violinists do at times fail to ‘keep to the rule!’” Although musicians from earlier generations have long understood that some musical styles can tolerate relatively little rhythmic flexibility (Matthay thought that Beethoven required almost none at all), it has frequently been observed that since World War II, pianists generally tend to employ less rubato in composers like Chopin and the other Romantics than once was common with artists reared in nineteenth-century traditions. And fortunately, it is an easy matter today to compare, say, the Chopin etudes of Cortot, recorded in 1933, with any number of newer versions to demonstrate that modern artists tend to be far more conservative in the application of rubato. Nonetheless, today a great many pianists do not seem overly analytical about its use, and for example, Maurizio Pollini insists that “it’s not even something you can teach: each performer must feel it on the basis of his or her own sensitivity.”

			Thalberg, Sigismond (b. Pâquis, Switzerland, 1812; d. Posillipo, Italy, 1871). Swiss-born pianist and composer. Although Thalberg was often thought to be the illegitimate son of Count Moritz von Dietrichstein (a fine amateur musician) and the Baroness von Wetzlar, it is now believed that he was the son of Joseph Thalberg and that his mother was named Fortunée Stein. However, the wording on his birth certificate suggests that both of his parents, who hailed from Frankfurt, were married to other people, and scholar Robert Wangarmée has observed that the circumstances of his birth “remain mysterious.” He was taken to Vienna at the age of ten to prepare for a career in diplomatic service, though he also studied music and was accepted as a pupil of Hummel. By his own account, he heard the first performance of Beethoven’s Ninth Symphony in the Kärntnertortheater on May 7, 1824, and two years later he was studying with Moscheles in London, who believed that even though he was only fourteen, he was ready for a concert career. He was well received in both London and Vienna, where in 1830 he met Chopin, Liszt, and the ten-year-old Clara Wieck, all of whom were overwhelmed by his prodigious technical command, though Chopin also regarded him merely as a fanciful salon player who “pleases the ladies.” In 1831, Thalberg published his first concerto, which he performed to enthusiastic response, and by the time he settled in Paris in 1835, where he studied briefly with Kalkbrenner, he was acknowledged as one of the greatest pianists in Europe. He was soon embraced as a cause célèbre by French composer and critic François-Joseph Fétis, who did much to divide the French musical public into two camps, the “Lisztians” versus the “Thalbergians,” and when Liszt gave the Paris premiere of Beethoven’s “Hammerklavier” Sonata in 1836, Fétis was visibly irritated after Berlioz, writing in the Gazette Musicale, proclaimed him “the pianist of the future.” Liszt and Thalberg were each quoted as having made caustic remarks about one another, and a “duel” was inevitably arranged on March 31, 1837, at the salon of Princess Cristina Belgiojoso-Trivulzio, a patroness of the arts who was able to charge forty francs a ticket, ostensibly to raise money for Italian refugees who had fled the insurrections within their country. Thalberg opened with his most famous composition, his Fantasie, op. 33, on themes from Rossini’s Moses in Egypt, which contained a section featuring his famous “three-hand” effect, a device he used frequently which alternated right- and left-hand iterations of the melody surrounded by elaborate, ornamental figuration:
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					Sigismond Thalberg: Fantasie on Rossini’s Moses in Egypt, op. 33, mm. 280–81, illustrating the effect that many described as the pianist’s simulation of “three hands” by surrounding the melody with a dense pattern of ornamentation.

				

			

			The “duel” was proclaimed a draw by most of those present, and the princess sought to effect an even greater reconciliation by inviting both men to contribute to a volume of six variations she had commissioned on a theme from Bellini’s I puritani. Other composers who had received the theme included Chopin and Czerny, and the collection was published at her expense as Hexameron, with the proceeds again assisting the refugees. But for at least the next twenty years, a Liszt-Thalberg “rivalry” was firmly entrenched in the public mind, though considerable evidence suggests that the two pianists were on friendly terms. After the “duel,” Thalberg’s career gained even greater momentum, and his Moses Fantasy became so popular that many audience members stood on their chairs to see how he accomplished his “three-handed” wizardry. In truth, he used the damper pedal with such skill that he was able to sustain the melody notes with his foot, thereby leaving both hands free to negotiate the surrounding filigree.

			Thalberg toured Brazil in 1855 and played his first American concert at New York’s Niblo’s Garden on November 1, 1856, amid heightened anticipation created by a clever manager who had shipped no fewer than seven Érard pianos from Paris, accompanied by a press release announcing that “he will make one instrument do the work of seven in the hands of ordinary performers.” Shortly after the pianist arrived, he lodged for a time with a brother of William Mason in West Orange, New Jersey, and Mason saw him frequently, observing his artistry at close range. He left extensive commentary that echoes the views of Thalberg’s most ardent European admirers: “Thalberg’s playing was characterized by grace, elegance, and perfection of finish in detail. His style was suave, courteous, and aristocratic.” Mason also left perhaps the most valuable record of the pianist’s practice methods, reporting that “his daily exercises included scale and arpeggio passages played at various rates of speed and with different degrees of dynamic force. These were always put into rhythmic form, and the measures, sometimes in triple and sometimes in quadruple time in many varieties, were invariably indicated by means of accentuation. Dynamic effects, such as crescendos and diminuendos, also received due attention. In short, as it seems to me, he made it a point—as well in the cultivation and development of physical technic as in his public performances—to play musically at all times.” But he also added that Thalberg, who was famed for his quiet demeanor and economy of motion at the keyboard, also played with considerable stiffness: “Thalberg’s octave-playing was not altogether elastic and free from rigidity, for in long-continued and rapid octave passages a close observer would have noticed a contraction of his facial muscles and a compression of the lips.” Thalberg remained in America for two years, giving over 320 concerts, and was continually proclaimed by many as the greatest pianist in the world, but of course few Americans had ever had the opportunity of hearing Liszt, who by then rarely performed in public. He returned to Europe, purchasing an Italian villa at Posillipo, near Naples, and though he lapsed in and out of retirement, whenever he returned to the stage he was immensely successful. Thalberg composed a substantial amount of music, including two operas that were unsuccessful, but his works are rarely performed today, which may help explain why his pianism is not usually discussed as often as that of Chopin or Liszt.

			Thibaudet, Jean-Yves (b. Lyon, France, 1961). French pianist. At the age of five, he began studying at the Lyon Conservatory, and at twelve, he entered the Paris Conservatory, where his principal teachers were Aldo Ciccolini and Lucette Descaves (1906–93), who had been a pupil of Marguerite Long. At fifteen, he won the Prix du Conservatoire, and five years later, in 1981, he was one of the winners of the Young Concert Artists Auditions in New York, which led to debuts at both Carnegie Hall and the Kennedy Center. From his earliest performances, he distinguished himself as an artist who rarely offered conventional interpretations, and when he performed at New York’s 92nd Street Y in December 1985, the New York Times’s Bernard Holland noted his “way of taking his foot from the pedal when one least expects it . . . making us pay heed to details often lost beneath great collections of sound.” He is especially noted for his performances of French music and has recorded the complete solo works of Fauré, Debussy, Ravel, and Satie for British Decca, and he has also made some interesting detours from standard repertoire. An earnest admirer of Bill Evans, in 1995 he released Conversations with Bill Evans, a collection of transcriptions mostly by pianist and critic Jed Distler, honoring some of Evans’s most well-known staples, such as his original tune “Waltz for Debby.” It was followed four years later by his tribute to Duke Ellington, Reflections on Duke: Jean-Yves Thibaudet Plays the Music of Duke Ellington, a disc of Ellington standards such as “In My Solitude” and “Sophisticated Lady” transcribed by Dick Hyman and others, and both were acclaimed by jazz connoisseurs as well as by the more general listening public. Thibaudet has also released recordings with artists such as Joshua Bell and Renée Fleming and supplied soundtracks for several highly acclaimed films, including the 2007 British drama Atonement, for which Italian composer Dario Marianelli received an Oscar for Best Original Score. Since 2002, Thibaudet’s concert apparel has been created by famed British designer Dame Vivienne Westwood.

			tone cluster. As defined by The New Harvard Dictionary of Music, a “highly dissonant, closely spaced collection of pitches, sounded simultaneously, at the piano.” Although this compositional device has generally been limited to the piano works of a handful of twentieth-century composers, it has sometimes been employed in chamber and orchestral works, and it has precedents extending back to the eighteenth century, most often when the composer’s intention was to represent a programmatic, onomatopoeia-type effect, such as gunfire. A notable nineteenth-century example occurs in Alkan’s 1859 Introduction and Impromptu which he subtitled Une fusée (The Rocket), in which the left hand is asked to sound eight pitches between G1 and G2, requiring that several fingers sound two notes simultaneously:
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					Charles-Valentin Alkan: Introduction et Impromptu: Une fusée, mm 388–90. Toward the end of his frantic programmatic composition, marked presto, Alkan asks the pianist’s left hand to sound eight pitches between G1 and G2, necessitating that the thumb, the second finger, and the fifth finger sound adjacent white keys simultaneously.

				

			

			The terminology “tone cluster” is often attributed to Henry Cowell, who first used it in 1912 to refer to the simultaneous sounding of all the diatonic pitches between one, or even two octaves, which obviously necessitates the use of the arm rather than the hand. Cowell used clusters in a number of his works, including Dynamic Motion, a suite composed in 1916 which he said was inspired by the motion of the New York subways, and some of his clusters were confined to the black keys:
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					Henry Cowell: “Amiable Conversation,” mm 3–13, the second “encore” to Cowell’s Dynamic Motion suite, published in 1922. In Cowell’s bitonal composition, the left hand is in the key of F-sharp, against a right hand in the key of C. At the beginning of the suite, Cowell instructs performers to play clusters on the white keys when a natural sign is adjacent, while the sharp signs above the left-hand clusters beginning at measure twelve indicate that only the black keys should be sounded. Elsewhere in his suite, he notates smaller clusters to be played with the fist (indicated with an “X” sign), while in the larger clusters, “the forearm is to be employed.”

				

			

			However, arguably the most famous piano work employing both white- and black-key clusters is the “Hawthorne” movement from Charles Ives’s “Concord” Sonata, composed between 1916 and 1920:
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					Charles Ives: “Hawthorne,” from Piano Sonata No. 2, Concord, Massachusetts, 1840–60, mm 16–19 (from the first edition, engraved by G. Schirmer, and privately printed in 1920. In the second edition, prepared by Ives and published by Arrow Press in 1947, all the bar lines in this section were omitted). This is one of the most famous piano works to employ clusters (on both white and black keys), and unlike Cowell, Ives actually uses them to suggest a melodic outline, while he notates each tone and indicates their simultaneous sounding with brackets. Ives also provided a famous alternative to using the forearm, advising that the clusters could be played “by using a strip of board 14¾ ins. long and heavy enough to press the keys down without striking.”

				

			

			Tryon, Valerie (b. Portsmouth, England, 1934). British pianist who has made her home in Canada for the last several decades. At the age of nine, she toured with the Northern Youth Orchestra of Great Britain, and she gave her first broadcast for the BBC before she was twelve. She received the ARCM (associate of the Royal College of Music) and LRAM (licentiate of the Royal Academy of Music) diplomas in 1948 and was then admitted to the Royal Academy of Music, where from 1950 to 1955 she studied with Eric Grant, a student of Frederick Moore, a Matthay pupil who had taught at the Tobias Matthay Pianoforte School from the time it first opened. Tryon made her London debut in 1953 before receiving the academy’s highest award in piano playing, and a scholarship in 1955 took her to Paris for study with Jacques Février, a former pupil of Marguerite Long. She has played with many of the leading orchestras and conductors in Britain and North America, and since 1971 she has lived in Canada where she long served as artist-in-residence at McMaster University in Hamilton, Ontario. At present she also spends a part of each year in Britain, where she continues to be highly revered. She has been strongly praised for her interpretations of Romantic composers, especially Chopin, Liszt, and Rachmaninoff, and when the BBC launched its Radio Enterprises record label in 1967, her performance of Rachmaninoff’s Etudes Tableaux, op. 39, was the first classical disc to be released. In 1996, the CBC’s Musica Viva label released her recording of the complete ballades and scherzos of Chopin, a disc which Harold Schonberg of the New York Times described as “the best Chopin recording of the past decade.” Schonberg even added, “The pianist of the past she most reminds me of would be Leopold Godowsky. If I sound excited, I am.” Tryon has also distinguished herself as an exquisite interpreter of Scarlatti, and to date, she has twice performed the complete solo works of Debussy in a cycle of five successive recitals, repertoire which she has also recorded in a five-volume set for Pardisium Records. In Britain and Canada, she has performed and recorded a substantial amount of chamber repertoire, and her 1971 Argo LP of the Rachmaninoff cello sonata with George Isaac is now considered a collector’s item. More recently, she has recorded a series of discs for the British APR label, including multiple volumes honoring Chopin, Liszt, and Ravel, as well as a Mendelssohn CD which Julian Haylock of Classic FM magazine described as “without doubt the finest Mendelssohn recital ever recorded.”

			Tureck, Rosalyn (b. Chicago, 1914; d. New York City, 2003). American pianist, often acclaimed as one of the most important Bach interpreters of the twentieth century. Her grandfather had been a famous Kiev cantor, but despite the fact that she seemed able to reproduce the melodies and harmonies by ear that her older sisters were being taught in their piano studies, her parents resisted giving her a serious teacher until she was nearly ten, when she began studying with Sophia Brilliant-Liven, a Russian immigrant who had once assisted Anton Rubinstein at the St. Petersburg Conservatory. She remained with Brilliant-Liven for four years, winning first prize in the Greater Chicago Piano Playing Tournament at the age of thirteen (over some thirteen thousand entrants), which brought her a great amount of exposure throughout the Chicago area. At fourteen, she began two years of study with the Javanese-born, German-trained Jan Chiapusso (1890–1969), who had once worked with Frederic Lamond. Tureck later acknowledged Chiapusso as the strongest influence on her pianistic development, and he also nurtured her background in Western art and literature, exposing her to philosophy and even Javanese culture. Chiapusso was also a Bach scholar, and he began to assign preludes and fugues from the Well-Tempered Clavier during her biweekly lessons. When he observed the speed with which she not only learned but memorized them, he strongly encouraged her to become a Bach specialist. At sixteen, she auditioned for Juilliard, where applicants were required to perform a prelude and fugue from memory, indicating their choice in advance. When the jury read her application affirming her willingness to play any from a list of more than thirty, they were stunned, and when she began working with Olga Samaroff, she later claimed that she learned three a week to complete the set of forty-eight. Years later, she also remembered experiencing an epiphany while studying the A Minor Fugue from Book I: “I started work and suddenly lost consciousness. I don’t know for how long, whether it was a split second or half an hour.” She reported that when she came to, she realized that an entirely new approach was required for Bach’s music, one not taught by any of the piano traditions with which she was familiar. “Realizing this, I had to create a new technique of playing the piano in order to bring forth the structures of Bach. I also recognized that these structures couldn’t just pop out of a personal whim or solely subjective ideas. So I worked from the very structure of the music itself. The result is I do what Bach tells me to do. I never tell the music what to do, I never make the decision; it—the music—makes the decision.” Although Samaroff was initially skeptical of her pupil’s newfound “enlightenment,” she did little to interfere. But when she was nineteen, Tureck’s all-Bach program failed to win the Naumburg Competition, since “the judges said they couldn’t possibly give me the prize because nobody could make a career in Bach.” But oddly, nine years earlier when she was only ten, she had also met Leon Theremin in Chicago and developed a near mastery of the instrument bearing his name. At that time, Juilliard gave a fellowship to the best Theremin performer, which she easily won, and in 1932 she made her Carnegie Hall debut on the Theremin. For the rest of her life she maintained an interest in the instrument, later developing a close friendship with Robert Moog.

			She made her Town Hall debut on October 18, 1935, to largely positive notices, albeit with generally conventional repertoire. Noel Straus of the New York Times praised her “nimble and fleet” fingers, her wide dynamic range, and her “deep seriousness of purpose.” But he also cited a “characteristic want of emotional depth” that “marred her work.” When she returned to Town Hall on January 3, she offered an enormous program, sandwiching the entire Goldberg Variations between the Beethoven “Tempest” Sonata and a substantial array of Brahms capriccios and intermezzi. Although Howard Taubman of the New York Times echoed some of Straus’s criticisms, he also praised her “careful control over color and gradations of tone” and seemed pleased that she had received a standing ovation, since “the ‘Goldberg’ variations do not have the lineaments that make for easy popularity.” In November she returned to give six separate weekly Town Hall recitals devoted to Bach, and Taubman was highly laudatory, praising her “individuality, freshness of approach, and freedom of design.” As a consequence of the series, the following May, Walter S. Naumburg awarded her the newly created Town Hall Young Artist Award to honor the most notable Town Hall appearance of the past season. She began teaching at the Philadelphia Conservatory of Music in 1935, joined the Mannes School faculty in 1940, and taught at Juilliard from 1943 to 1955. As early as the late 1930s she was already beginning to socialize with a wide circle of prominent scientists and mathematicians who had fled Europe to escape Nazism, and she remained interested in abstract theories and ideas throughout her life. At dinner parties and weekly gatherings, she often lectured to intellectuals on the science of piano playing, and her admirers included physicist J. Robert Oppenheimer and mathematician Benoît Mandelbrot, the founder of fractal geometry. Although she long kept Romantic works in her repertoire, she soon became identified as an “intellectual” pianist, and she performed a large number of contemporary American works. In 1949, she even went to Los Angeles, where she paid Arnold Schoenberg as much as $200 a lesson to coach her in some of his piano works, though the recording project she envisioned never materialized. She was also a tireless administrator, and in the same year, she founded Composers of Today, organized to present the first New York performances of various works of Messiaen, Krenek, Hovhaness, and many others, as well as an early performance of taped electronic music by Vladimir Ussachevsky. About the same time, she embarked on a massive project to record all the keyboard works of Bach, even as she continued her advocacy of modern composers, and her Bach immersion did not deter her from beginning a weekly series of New York concerts in April 1953 in which she performed works by Messiaen, Krenek, Carl Ruggles, Wallingford Riegger, and many others.

			That fall, Decca released her complete recording of the Well-Tempered Clavier (a set of six LPs), and on December 20, 1953, it earned her a photo above the fold in the music section of the Sunday New York Times. Harold Schonberg called her work “remarkable,” praising her as “a first-class instrumentalist as well as a first-class stylist,” and from that time forward, Tureck began to focus more on Bach. She found an even greater interest in her Bach performances in England, and in 1957 she relocated to London, where she founded the Tureck Bach Players and where she remained for twenty years. When she returned to New York in 1977, she celebrated the fortieth anniversary of her Bach Town Hall series by performing the Goldberg on both the harpsichord and the piano. (At the time of her death, she owned a two-manual harpsichord by the American builder William Dowd, as well as a clavichord by the English builder Robert Goble.) For a brief period, she enjoyed a type of cult status in New York and elsewhere, and at least twice, conservative commentator and broadcaster William F. Buckley invited her on his PBS Firing Line television show, where he extolled her Bach performances. She returned to London in the early 1980s and did not return to New York until 2001. Active until her final days, in July 2003 at the age of eighty-eight, she suddenly died at her home in the Bronx, just one week before she was scheduled to appear at the International Keyboard Institute and Festival at the Mannes College in Manhattan. During her prime, Tureck’s supremacy as a Bach interpreter was challenged only by harpsichordist Wanda Landowska, whose recording of the complete Well-Tempered Clavier for RCA was released shortly after her own discs appeared, and slightly later by Glenn Gould. On at least one occasion, Gould praised her, acknowledging that one of her Toronto concerts had inspired him as a teenager. Landowska, however, was antagonistic toward her and is often credited with the famous jab, “You play Bach your way, and I’ll play him his way.” In 1959, Tureck’s Introduction to the Performance of Bach was first published by Oxford, and she also created some performing editions of Bach works for Schirmer. In 1981 she founded the Tureck Bach Institute to promote research and performance of Bach’s music, which at this writing still flourishes.
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			Uchida, Dame Mitsuko (b. Atami, Japan, 1948). Japanese-born British pianist. The youngest of three children, she began lessons at the age of three, and when she was twelve, her father was appointed Japanese ambassador to Austria, which enabled her to enter the Vienna Academy of Music. Her principal teacher there was Richard Hauser, who had once studied with Webern and who stressed an understanding of the formal shapes of Beethoven and other composers. When she was fourteen, she made her debut in the Brahmssaal at the Vienna Musikverein, but her father severely limited her other appearances until she had completed her studies. In 1969, she won first prize in the International Beethoven Competition in Vienna, and she later attended a series of classes with Wilhelm Kempff, as well as other notable pianists. She has often spoken of Kempff as a major influence on her own development. In 1970, she placed second in the Chopin Competition (Garrick Ohlsson placed first), and in 1972 she relocated to London, where she sought further training with the Italian-born Maria Curcio (1918–2009), a former Schnabel student then teaching at the Royal Academy of Music. In 1975, she won second prize in the Leeds Competition (András Schiff won third prize), and she made a major impact in 1982 when she performed the complete Mozart sonatas in London. The Mozart series was so enthusiastically received by the press that it led to a contract with Philips to record all the Mozart sonatas and concertos (with the English Chamber Orchestra under Jeffrey Tate), a cycle that established her as arguably one of the greatest living Mozart interpreters. On July 26, 1985, when she made her New York debut at Lincoln Center’s Mostly Mozart festival with the Mozart Concerto, K. 467, under David Zinman, the New York Times’s Will Crutchfield observed that her interpretation was far from typical: “Hers is a curious style. Sometimes she is almost brusque in her refusal to taper phrase endings and ‘shape’ lines.” But he added that “this almost bumpy, non legato could melt at a moment’s notice into sensitivity and tenderness. And she caught beautifully the quality that makes Mozart’s piano concertos seem like musical conversations.”

			Uchida has long been associated with the Marlboro Summer Music School and Festival, and in 1999 she became its co-artistic director with Richard Goode, before becoming Marlboro’s sole director in 2013. She has also been highly acclaimed for her recordings of Beethoven and Schubert sonatas, and she is a recognized exponent of the Second Viennese School. In 2001, her recording of Schoenberg’s Concerto with Pierre Boulez won the Gramophone magazine prize for best concerto recording. From 2002 to 2007, she served as artist-in-residence with the Cleveland Orchestra, where she performed the complete cycle of Mozart concertos, conducting them from the keyboard. She now records exclusively for Decca, and at this writing she is embarked on a project to rerecord all the concertos, with herself conducting the Cleveland Orchestra. Her first release, the Concertos K. 488 and K. 491, recorded in 2009, won a Grammy in 2011 for Best Instrumental Soloist Performance with Orchestra. In June 2009, she was also made a Dame Commander of the Order of the British Empire. Uchida is regarded with extreme reverence in her native Japan, but she has also been quite candid in her criticisms of Japanese culture, and in 1988, she told the New York Times, “The people’s interest in Western music is fantastic, and the adaptation is fantastic. Children are taught Western music, but the cultural background, the cultural necessity for Western music is not there. . . . Whether they like it or not, those poor kids practice! There is a tradition in Japanese society that one is not to question. It is so difficult for people to grow into individual musicians under those circumstances.” She has also acknowledged the importance of her Western educational experiences in fostering her growth as a musician.

			una corda. See pedal.
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			Van Cliburn International Competition. An international piano competition held every four years in Fort Worth, Texas. The Cliburn is arguably America’s most prestigious piano competition, and it was first conceived in 1958 by Irl Allison (1896–1979)—the founder of the Texas-based National Guild of Piano Teachers—to honor the success of Van Cliburn, then America’s most celebrated pianist. Cliburn’s fame grew exponentially after he won the first International Tchaikovsky Competition in Moscow in 1958, a victory that placed him on the cover of Time and earned him a New York City ticker-tape parade. He had also been reared largely in Texas, and at a dinner staged in his honor later that year in Fort Worth, Allison first broached the idea of an American-based international competition bearing his name. Although the Cliburn was not America’s first important piano contest, it was conceived to attract publicity far more aggressively than either the Naumburg or Leventritt competitions, both of which had preceded it by decades. As Joseph Horowitz points out in his highly acclaimed book The Ivory Trade, the Leventritt especially had always sought a low profile until its organizers sold tickets to the finals in 1959, just a year after Cliburn’s victory in Moscow. And the following year, New York’s mayor Robert Wagner proclaimed a Leventritt International Competition Week, which, Horowitz observed, “backfired when the jury chose no winner, and the public objected. Letters to the Times called the competition a hoax and complained that the three finalists had been insulted.” Unquestionably, Cliburn’s victory in the Soviet Union had brought a new American audience to classical music, perhaps less educated, but certainly more democratic than elitist, and the creators of the Cliburn competition sought to market their product accordingly. For decades, Allison had brought a sports-tournament mentality to the National Guild auditions, and he was even quoted as saying, “I groomed my pupils to play competitions; I worked them just like a football coach.” Allison’s spiritual ally was Fort Worth piano teacher Grace Ward Lankford, who fought hard to situate the Cliburn in Fort Worth rather than New York and raised an unprecedented amount of money by 1960s standards. The first Van Cliburn International Quadrennial Piano Competition, held in 1962 at Texas Christian University, had a budget of $70,000, and in Horowitz’s words, it was “a mom-and-pop show of international scope, a mélange of amateur and professional, courtesy and bravado, sophistication and innocence.”

			In the first year, Lankford enlisted hundreds of volunteers who served without pay to oversee the forty-six contestants from sixteen countries and saw that they were each housed in the private homes of competition supporters. A distinguished jury of twelve chose American pianist Ralph Votapek as the first-prize gold medal recipient, while Nikolai Arnoldovich and Petrov Voskresensk, both from the Soviet Union, finished second and third respectively, which did much to bring international press coverage to the Cliburn’s first iteration. The next competition was held four years later in 1966, and the third edition occurred in 1969. Since that time, the Cliburn has been held every four years—by design in the years immediately following American presidential elections. It remained on the Texas Christian campus until 1997, and in 2001 it moved to its present location, the Nancy Lee and Perry R. Bass Performance Hall, the home of the Fort Worth Symphony and a facility said to have been “suggested” to the city by Van Cliburn. From its inception, the Cliburn competition has generated immense local support from the Fort Worth community and has been heavily publicized. Cliburn events have frequently been the subject of television specials, and today even the semifinals are routinely broadcast via live web feeds. The competition has also commissioned required pieces by prominent American composers, and over the years, the list has included Copland’s Night Thoughts (Homage to Ives) (1973), Barber’s Ballade (1977), Leonard Bernstein’s Touches (1981), and John Corigliano’s Fantasia on an Ostinato (1985). During his lifetime, Cliburn never served on the jury, but he often played a nurturing role from behind the scenes, and in some years he attended the finals to congratulate the winners.

			The Cliburn has long been perceived as commercially successful, and it spawned a slew of American-based competitions, many of which are still in existence. But its success has also given rise to what many have derisively termed a “competition mentality” and brought renewed attention to the question of whether such events tend to breed mere athleticism over genuine artistry. By 1978, the conflict became so intense that the daughter of Edgar Leventritt announced to the New York Times that “competitions are breeding a type of artist we are not anxious to foster,” and her family’s competition was disbanded, with the last Leventritt prize being awarded in 1981. Over the years, it is clear that Cliburn winners have included some highly esteemed pianists, for in addition to Votapek, the gold medal has been awarded to Radu Lupu (1966), the late Steven De Groote (1977), and many others whose artistic stature is unassailable. But as is the case with most competitions, the choices of the jurors have occasionally met with controversy, especially since, unlike the Leventritt, the Cliburn has never withheld first prize, and some have suggested that the competition’s determination always to pick a “winner” may have overridden other considerations. In recent years, one of the most devastating attacks came from critic and commentator Benjamin Ivry, writing in the June 10, 2009, Wall Street Journal, who condemned the jury’s decision in the 2009 competition to split the gold medal between blind Japanese pianist Nobuyuki Tsujii and Chinese pianist Haochen Zhang, while awarding second prize to South Korean pianist Yeol Eum Son. The jury, which also elected to withhold third prize, totally ignored the gifted Chinese pianist Di Wu, a decision that evoked comments from other observers as well. Negative observations concerning Tsujii were somewhat echoed by Vivien Schweitzer of the New York Times, who reviewed his Carnegie Hall debut on November 10, 2011, by observing that “probing depth and a sense of spontaneity are missing.” Nonetheless, by the lights of most, Tsujii especially has proven to be a remarkable talent capable of dispatching the most demanding repertoire with ease, and at this writing, critical assessments of his work have been predominantly positive. In another somewhat controversial move, Cliburn officials announced in 2016 that pianist Marc-André Hamelin had been commissioned to compose the required work for the 2017 competition, a highly unusual decision since it will mark the first time that a member of the jury has also been contracted to supply the required composition. Again at present, the score has been promised to applicants no later than March 25, 2017. See http://www.cliburn.org/competitions/cliburn-competition.

			Vásáry, Tamás (b. Drebecen, Hungary, 1933). Hungarian pianist and conductor who has spent much of his professional career in England. An acclaimed prodigy, he made his concerto debut at the age of eight, performing a Mozart concerto with a Drebecen orchestra, and in the same year he played for Dohnányi. For the next several years he commuted periodically to Budapest for lessons, an arrangement that continued until 1944 when Dohnányi left the country. He then studied at the Liszt Academy with Jósef Gát (1913–67), a Bartók student, and Lajos Hernádi (1906–86), a student of both Dohnányi and Schnabel. In 1956 he fled the Hungarian Revolution, settling in Switzerland, and over the next several years he performed in many Western cities before relocating to London in the early 1960s. He has made over twenty LPs for Deutsche Grammophon and has been particularly acclaimed for the interpretive insights he brings to Romantic composers such as Chopin, Liszt, and Rachmaninoff. In 1979, he began conducting the Royal Northern Sinfonia at Newcastle upon Tyne, and he recorded both Chopin concertos with the orchestra, conducting from the keyboard. From 1989 to 1997, he served as principal conductor of the Bournemouth Sinfonietta, and from 1993 to 2004 he was principal conductor of the Hungarian Radio Symphony. Vásáry has also appeared as guest conductor with many of the world’s major symphonies and has received high acclaim for performances of Mozart’s concertos, which he conducts from the keyboard. He has also recorded a good deal of standard orchestral repertoire for the Hungaroton label, including the complete Beethoven and Schubert symphonies.

			Vengerova, Isabelle (b. Minsk, Russia, 1877; d. New York City, 1956). Russian-born American pianist and teacher. Information about her early background has always been somewhat cloudy, perhaps at Vengerova’s instigation, but the most reliable source concerning her biographical details is believed to be Beloved Tyranna: The Legend and Legacy of Isabelle Vengerova (1995) by pianist and teacher Joseph Rezits (b. 1922), who studied extensively with her and taught for many years at Indiana University. Rezits provides no information about the circumstances surrounding her move to Vienna, nor the specific year, but her nephew Nicolas Slonimsky (1894–1995), the editor of Baker’s Biographical Dictionary of Musicians, believed that her family sent her there when she was sixteen. She then entered the Vienna Conservatory as a student of Josef Dachs (1825–96), a Czerny pupil, before going on to work with Leschetizky and then returning to Russia, where she studied with Anna Yesipova at the St. Petersburg Conservatory. She remained in the city to teach at the Smolnyi Institute, which Rezits describes as “a school for daughters of the Russian nobility.” Vengerova stayed only a year, noting that “the girls are very nice, but they haven’t any talent.” She described her salary as “satisfactory,” but the heavy workload combined with her own practicing often required her to work ten to twelve hours a day. In 1906 she joined the faculty of the conservatory as Yesipova’s assistant and soon confided to her mother that she was continuing to work eleven-hour days: “I sometimes feel very tired. I have 45 students, of whom 20 are at the conservatory, and 25 are private.” As chronicled by Soviet musicologist Vitaly Neuman, even at this early stage in her teaching career, she appears to have been developing “rules” that later evolved into what many termed the “Vengerova System,” and the maxims she communicated to some of her pupils included the following: (1) the elbows should always be kept away from the torso, (2) the wrists should always be kept completely flexible, and (3) the fingers should be strong and kept always in a curved position. From an interpretive standpoint, she also stressed an understanding of the form and harmonic scheme of the composition being studied, and she insisted on historical and cultural literacy—in other words, the student must understand the composer’s historical context. (Vengerova herself was widely literate, and she even translated some Chekov stories into German, which were published before World War I.) Neuman also notes that in her early years her students were required to play new compositions from memory at the very first lesson, but Ignace Hilsberg, a student who worked with her in 1909, confided to Rezits in the 1970s that Vengerova offered him relatively little technical advice—though she did insist on a “close-finger approach.” Hilsberg also remembered that Vengerova was far more rigid in her approach than Yesipova, with whom he also studied, and that she would not accept a pupil’s musical result, even when correct, “if it was not produced in the ‘proper’ manner.” He also recalled that Vengerova was not above using sarcasm and ridicule as motivating factors.

			Vengerova spent the revolution years in Kiev, and like most Russians, she endured horrendous conditions. Slonimsky recalled that she played concerts for food since “money was meaningless,” and during the bitter winter of 1918, she traveled by sleigh across the ice to the Russian naval base at Krahnstadt, where she performed for the sailors in exchange for “a sack of potatoes and a little sugar.” A fervent anti-Bolshevik, she returned to Vienna in 1920 and came to Philadelphia in 1924, where in October she became one of the first teachers at the newly established Curtis Institute of Music. In 1933, she joined the faculty of the Mannes School in New York, and for the rest of her life, she commuted between the two cities, teaching at both institutions. In addition to Rezits, her Curtis students included pianists Gary Graffman, Anthony di Bonaventura (1929–2012), and Jacob Lateiner (1928–2010), as well as pianist-conductor Leonard Bernstein and composers Samuel Barber and Lukas Foss. Rezits describes the essence of the Vengerova “method” as “a carefully planned use of the wrist,” and her students were often known for the “up-and-down” physical wrist movements they made to test for muscular freedom. But her approach could at times be controversial, even to her most devoted pupils, and Rezits admits that his recurring muscular problems eventually led him to Dorothy Taubman, who cured his difficulty but “who had a system as opposed to the Vengerova system as one could possibly conceive.” Though she inspired a remarkable degree of loyalty from her students, many also remembered that Vengerova’s condemnatory remarks far outweighed her praise, and some even cut their studies short for that reason. Slonimsky confided to Rezits that he believed she suffered from a form of epilepsy that ran in her family, and he recalled an incident in the 1930s when she became so angered at him that she smashed a chair “with an amazing display of energy” before going “into a trance that scared the wits out of me.” She even passed out for about fifteen minutes, but when she came to, “she never mentioned the subject again; she was just purged of whatever ailed her.” Since 1989, her personal archives have been accessible at the Isabelle Vengerova Memorabilia Collection, which is housed in a special room at Curtis.

			Viñes, Ricardo (b. Lleida, Spain, 1875; d. Barcelona, 1943). Spanish pianist and teacher particularly famous for his interpretations of French music. The son of a lawyer, he began studying at the age of seven with a local town organist before relocating a few years later to Barcelona, where he studied at the conservatory with Joan Baptista Pujo (1835–98), who also taught Granados. When he was twelve, he played for Albéniz, who suggested he audition for the Paris Conservatoire to join the class of Charles-Wilfrid de Bériot (1833–1914), a pupil of Thalberg, who stressed subtleties of tone gradation and who also taught Ravel. Viñes and Ravel soon became lifelong friends, a relationship strengthened no doubt by the fact that Ravel’s mother had been reared in Madrid and spoke fluent Spanish. After his graduation, Viñes remained in Paris and became intimate with a number of younger composers. An extraordinarily fine pianist, he was chosen by Debussy to premiere his Suite pour le piano in January 1902 at the Salle Érard, and three years later in the same venue, he gave a series of “historical recitals” similar to those once given by Anton Rubinstein, in which he surveyed the repertoire from the sixteenth through the early twentieth century. Viñes was chosen to premiere a number of French and Spanish compositions, and he was the dedicatee of many major works, such as Debussy’s Poissons d’or, Ravel’s Oiseaux tristes, and Falla’s Noches en los jardines de España. He also gave the Paris premiere of Mussorgsky’s Pictures at an Exhibition, as well as the then modern-sounding Sarcasms of Prokofiev. For a number of years, he taught at the conservatoire, where one of his students was Francis Poulenc, who dedicated his Trois pièces to him. Although Viñes did not enter the recording studio until 1930, when he was fifty-five, the sixteen sides he recorded that year for French Columbia, devoted mostly to Albéniz, Falla, and Debussy, show him to be an extraordinary colorist. And since he had once played many of these works in the presence of the composers, his performances, at least in a sense, might rightly be termed “definitive.” His rendering of Poissons d’or, for example, is especially instructive, for in addition to the scintillating colors he created (which were well captured by the Columbia microphones), his rhythm is remarkably steady, suggesting that Debussy’s own conception of this piece might have been a bit less “fantasy-like” than it is often performed today. His interpretations of Spanish repertoire are equally kaleidoscopic and highly rhythmic. He made a few more recordings for HMV in 1936, but since he did not like the recording process, his artistic legacy is imperfectly documented. Although Viñes was not an overpowering virtuoso, these few recordings convey, in the words of IPAM curator Donald Manildi, the “color and authority” of his playing. In 2007, Viñes’s entire commercial output was released on CD by record producer Ward Marston.

			voicing. Any of a number of procedures employed by piano tuners and technicians either to increase or to lessen the brilliance of a piano’s tone and to make the tonal brightness seem consistent through the instrument’s registers. Some mellowing of sound is nearly always required with pianos that receive constant use, because after a period of time, the strings will tend to make indentations in the hammer’s felt, and the points of contact will become less pliant, creating a sound that may be perceived as unpleasantly harsh. Most typically, the tuner will then probe the hammer with voicing needles to soften the felt, but this procedure can only be performed so often before the hammerhead may also require filing so that it can better approach the pear-like shape it had when it was newer. Of course, if an instrument receives constant use, as in a conservatory, eventually there will be little felt left to reshape, and the hammers will need to be replaced. The “voice” of a premium piano can also be changed or modified to some extent according to taste, and the sound can be made brighter if layers of felt are removed and ironed, which tends to make the felt stiffer. The finest craftsmen in the profession regard voicing as an art, and finding the exact quality ideal to a given piano may take time. Premium manufacturers once kept voicing specialists on their staffs to “live” with newly built instruments for several weeks or longer before releasing them for sale so that they could leave the factory with a voicing that seemed most appropriate to a specific piano. Although this is still done to some extent, today’s dealers are also accustomed to doing a good deal of prep work on site after the instruments arrive. In concert halls, some onstage voicing is common before every concert because of the heavy use to which the instrument is subjected during performances and practice sessions. When an instrument is moved, it also may have to be revoiced since, for example, a piano that sounds boisterous in a classroom may sound less so in a concert hall. Not uncommonly, a thorough voicing may also require that the instrument receive some regulation, since voicing procedures can affect the evenness of the action. It is also worth noting that voicing can play tricks on the ear, and most experienced pianists and tuners realize that a perceived harshness or mellowness can at times be the result of tuning, which is why no competent technician will begin to voice an instrument until after it is perfectly tuned. To quote Larry Fine, author of The Piano Book, “I find that 90 percent of complaints about tonal quality disappear after the piano is tuned.”

			Votapek, Ralph (b. Milwaukee, Wisconsin, 1939). American pianist and teacher. At the age of nine, he began studying at the Wisconsin Conservatory in Milwaukee and later entered Northwestern University as a political science major, where he studied piano with the Belgian-born Gui Mombaerts (1902–93), a student of Liszt pupil Arthur de Greef. In 1959, while studying with Mombaerts, he won the Naumburg Prize, which led to his Town Hall debut on November 17 of that year. But while his technical prowess was highly praised by Harold Schonberg of the New York Times, Schonberg also chided his “hard, brittle sound in fortissimo sections.” After his graduation, he entered Juilliard as a student of Rosina Lhévinne, and in 1962 Votapek made history as the winner of the first Van Cliburn Competition. When he next appeared at Carnegie Hall on October 30, 1964, he displayed his penchant for unconventional programming by pairing the Prokofiev Fifth Sonata with Messiaen’s Vingt regards sur l’enfant Jésus, and closing with five Debussy etudes. Though Howard Klein of the New York Times cited some lack of dynamic contrast, he maintained that “otherwise, he could not be faulted,” adding that he “brought sensitivity and imagination to the phrases while keeping them rhythmically vital.” In 1966, he toured South America for the first time and has maintained a substantial following in Argentina and other countries, to date having toured the continent twenty-five times. From 1968 to 2004, he served on the faculty of Michigan State University, where he is now professor emeritus, and he continues to live in East Lansing with his wife, Albertine, who often joins him in four-hand and two-piano recitals. Votapek has performed with major symphonies throughout the world and has made twenty appearances with the Boston Pops, joining conductor Arthur Fiedler for his final recording in 1979, which featured Gershwin’s Rhapsody in Blue and was released on the Decca label. More recently, he has made a series of CDs for Ivory Classics, including a 1998 disc devoted to Ginastera, Poulenc, Szymanowski, and Piazzolla, which was very well received.

			Vronsky, Vitya [Viktoria] (b. Yevpatoria, Ukraine [now in the Republic of Crimea], 1909; d. Cleveland, 1992). Russian-born American pianist and teacher. After graduating from the Kiev Conservatory at the age of fifteen, she went to Berlin to study with Schnabel, where she met Victor Babin. She then went to Paris, where she studied with Cortot, and began concertizing in Europe in 1930. She married Babin in 1933, and they came to the United States in 1937, after which time they were best known as a piano duo. They toured for a number of years and joined the Aspen School of Music in Colorado in 1949. They also taught at Tanglewood, and in 1961 they joined the faculty of the Cleveland Institute of Music, which Babin directed until his death in 1972. Vronsky remained on the CIM faculty until her death. See also Babin, Victor.
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			Waller, Thomas “Fats” (b. New York City, 1904; d. near Kansas City, Kansas, 1943). American jazz pianist, organist, composer, and entertainer, considered to be one of the most influential jazz performers of the first half of the twentieth century. He was the youngest of five surviving children, and his mother gave him his first lessons. By the time he was ten, he was playing organ at Harlem’s Abyssinian Baptist Church, where his father was a deacon and Adam Clayton Powell Sr. served as pastor. By then he seemed to have become obsessed with the piano, often practicing up to nine hours a day and reading through every piece of music—whether classical or pop—that he could obtain. He even impressed Powell, his church’s pastor, who used to pump the organ for him after services as he played rag on it, and he later recalled that on a few occasions his father beat him for this sacrilege. Although Edward Waller did not approve of popular music, at fourteen his son was studying with Mazie Mullins, the pipe organist at Harlem’s Lincoln Theater at Lenox Avenue (now Malcolm X Boulevard) and 135th Street, and she later deputized him to stand in for her, accompanying the silent films the theater was then showing. At fifteen, he quit DeWitt Clinton High School in the Bronx and began working full time at the theater for $23 a week. When he was seventeen, he taught himself how to play James P. Johnson’s “Carolina Shout” by repeatedly slowing down Johnson’s 1921 QRS piano roll and carefully retracing the sequence of the depressed keys; Johnson, also a Harlem resident, soon became his teacher and mentor. They worked to improve his left-hand stride facility, and within a remarkably short time, Waller had become an acknowledged master of the Harlem-based stride technique. He was also composing, and he was only eighteen in 1922 when the Okeh label released his first recording, a disc that paired his composition “Muscle Shoals Blues” with his “Birmingham Blues.” Though his piano style is somewhat simpler than would be heard a few years later, his powerful left hand was already evident. His hands were large enough that he could easily create bass progressions with filled tenths, and his preference for playing in extreme upper registers with his right hand is also apparent—occasionally in filled octaves somewhat suggestive of the “trumpet” style later associated with Earl Hines.

			While still in his teens, Waller became a popular entertainer at Harlem “house rent parties,” gatherings in private homes and apartments where admission was charged for food and drink to help tenants pay their monthly rent. He garnered attention for his singing and clowning as much as for his piano playing, and he worked at numerous speakeasies throughout the 1920s. In Chicago on January 17, 1926, after he had finished an evening with bandleader Erskine Tate at the elegant Hotel Sherman, he was kidnapped at gunpoint by four men who transported him to the Hawthorne Hotel on West 22nd Street in Cicero, an establishment owned by Al Capone, where he suddenly found himself as the exclusive entertainment for the mobster’s birthday party. Waller later remembered that the alcohol flowed freely over the next day and a half as he was repeatedly asked to play songs. After each selection, one of Capone’s henchmen stuck a $100 bill in his pocket, and by the time he left, he had pocketed a small fortune. Later that year, he signed a contract to make a number of recordings for Victor, and subsequently, most of his discs appeared on that label. He was still a welcome presence at “rent” parties, and at one such gathering, he met Andy Razaf (1896–1973), a poet and lyricist who had supplied lyrics to songs by Johnson and others, and they became fast friends.

			Highly inexperienced, the young Waller had often sold songs to publishers for as little as $50, and since he was so prolific, whenever his funds ran dry he simply wrote more songs. But after Razaf began supplying his lyrics, he took charge of their finances and even found a way to counter the widespread unscrupulousness found among New York’s “Tin Pan Alley” publishers. He began to supply multiple sets of lyrics to a single Waller melody and then simultaneously market them to different publishers under different titles. In that way, even when they were denied royalties (which was more often the norm rather than the exception), they benefitted from the multiple up-front payments they were always careful to receive. Two of their most famous songs are “Honeysuckle Rose” (1929), which has since become a popular standard covered by scores of artists, and “Ain’t Misbehavin’,” an equally famous song first heard in the 1929 revue Hot Chocolates—and a tune that brought even greater fame to trumpeter Louis Armstrong when he emerged from the pit each evening to perform it onstage. Although Waller rarely injected racial themes into his work, he and Razaf also contributed “(What Did I Do to Be So) Black and Blue” to the same show, a moving ballad first performed by Blues singer Edith Wilson that—following the release of Ethel Waters’s iconic recording in 1930—became an anthem in the fight for racial equality. By the time he died, Waller was officially credited with over four hundred songs, but many authorities believe he wrote twice that number, including some well-known popular standards that were attributed to other composers.

			George Gershwin was also one of his admirers, and years later Waller told the New York Times that when they attended a party together in 1930, Gershwin advised his friend, the twenty-nine-year-old William S. Paley (then the president of CBS radio), to “get hold of me.” He added, “So Paley comes over to me at the piano and says: ‘Drop over to the office and see me.’ . . . I didn’t waste no time. And that’s how I got my start in radio.” Waller always regarded his meeting with Paley as a pivotal turning point in his career, and within days he was given a local show on the CBS flagship station WABC. The constant need for pauses between numbers—necessitated by mandatory station breaks—required speaking, which the station was happy to leave to his comic patter, a combination of bravado and coyness he was now beginning to refine. In 1932 he relocated his family to Cincinnati, where for the next two years he hosted Fats Waller’s Rhythm Club, a program carried at midday on the fifty-thousand-watt station WLW, which was then heard all over the Midwest. Waller also appeared on WLW’s evening program Moon River, then carried from 11:30 to midnight eastern time and heard nationwide thanks to the station’s clear-channel license which allowed it to monopolize its assigned frequency after dark. He also frequently played the station’s newly acquired organ, believed to have been a three-manual Wurlitzer. Since his teenage years at the Lincoln Theater, Waller had never abandoned his interest in organ, and as early as 1926, he created what is believed to be the first jazz ever recorded on a pipe organ. On November 17 he recorded W. C. Handy’s “St. Louis Blues,” as well as his own “Lenox Avenue Blues,” on a three-manual Estey housed at the Trinity Baptist Church in Camden, New Jersey, a building purchased by Victor in 1918 and converted into a recording studio. The following year he recorded twenty-four sides in the same venue, including three with Blues singer Alberta Hunter. He also joined Paul Whiteman, another of his admirers, in Camden on January 26, 1928, to record the Vincent Rose classic “Whispering,” a session that did not go well because Whiteman wanted a theater organ style, and as Waller later told the New York Times, “I wanted to play like me.” At the suggestion of Bix Beiderbecke, Whiteman’s legendary jazz cornetist, they took a break to rehearse the piece extensively, but despite Waller’s remark to the Times that “we sure turned out a honey that day,” Don Rayno, Whiteman’s biographer, maintains that “no recording was made of what would have been a classic jazz performance.” During a European tour in 1938, Waller also made some recordings in London on the Compton theater organ at HMV’s Abbey Road studios, including a rendition of “Ain’t Misbehavin’.”

			His radio exposure induced RCA Victor to offer him an exclusive recording contract in 1934, which necessitated that he at times cover songs by other composers, such as Fred Ahlert’s “I’m Gonna Sit Right Down and Write Myself a Letter.” Although other artists had refused the assignment, Waller, who contributed a lengthy piano solo followed by a vocal, turned it into a best seller in 1935. He was now in constant demand, and in the same year he appeared with Bill “Bojangles” Robinson in the RKO musical Hooray for Love, starring Gene Raymond and Ann Sothern. The next year, he played a character in the 20th Century Fox musical King of Burlesque, starring Warren Baxter and Alice Faye, and his most famous film appearance was in the 1943 Fox musical Stormy Weather, a landmark film that he headlined along with an illustrious African-American cast, including Robinson, Lena Horne, Cab Calloway, and the Nicholas Brothers. By now, Waller had become one of the most famous entertainers in the world, known not just for his wizardry at the piano and organ, but for the endearing personality he projected as a singer and comic actor. But at three hundred pounds, he had long been overweight, and the amount of liquor he consumed was legendary. On January 14, 1942, his career received something of a setback when he appeared as headliner at a Carnegie Hall concert sponsored by jazz promoter John Hammond. Before a crowd of 2,600, he engaged in lengthy, somewhat muddled improvisations on piano (he later maintained that Rachmaninoff permitted him to use the Steinway normally reserved for his East Coast concert appearances, because “Rachmaninoff was my friend”) and on a Hammond B3 organ. A New York Times reviewer was unimpressed, noting that “instead of being his buoyant, rhythm-pounding self, he improvised soulfully, for long stretches at a time” during a concert further bogged down by long pauses between numbers and a twenty-three-minute intermission. Although many claimed that Waller miscalculated the significance of the concert by attempting to be overly serious, those close to him acknowledged that his preconcert nerves induced him to drink even more heavily than usual and that he was simply too inebriated to perform effectively. The following year, after filming Stormy Weather in Hollywood, he toured the West Coast, but by the time he boarded a train to New York in December 1943, he had contracted pneumonia. Sadly, he died in his sleep at the age of thirty-nine, just before the train reached Kansas City. On April 1, 1944, at a memorial tribute in Carnegie Hall which was attended by Count Basie, Teddy Wilson, and over two thousand admirers, the Reverend Adam Clayton Powell Jr. began his eulogy by observing that “Fats always played to a packed house.” Waller’s piano playing, which emphasized heavily ornamented melodic elements as opposed to what he called the “boring” ostinato of boogie-woogie, was immensely influential on virtually every jazz pianist who came after him—including his close friend Art Tatum.

			Walter, Anton (b. Neuhausen auf den Fildern, Germany, 1752; d. Vienna, 1826). German-born piano builder and the most famous of the so-called “Viennese” fortepiano makers. Although little is known of Walter’s early life, he had married and moved to Vienna by 1780, and his earliest surviving instrument is dated from that year. Another instrument, built for Mozart about 1782, is now housed at the composer’s birthplace in Salzburg, though he only used it in Vienna. About three years later Walter built another piano for Mozart with a pedal board, containing what are sometimes termed “independent pedals,” although when and where it was used is somewhat controversial. The pedal piano is sometimes associated with Mozart’s Piano Concerto in D Minor, K. 466, which he first performed in February 1785, since in the final autograph, he appears to have written extra bass notes doubling the tympani in the first movement from measures 88–90, shortly after the piano enters. These could only have been executed with a pedal board, though it has also been suggested that after Mozart added the left-hand chords in his second draft, he merely neglected to cross out the lower bass notes. But others have argued that he may have used the pedal board far more extensively than he indicated in any of his scores, since he knew that few keyboardists would have had this feature. There is also evidence that he first performed his C Major Concerto, K. 467, on this instrument, as well as numerous other concertos. The features that adorned the 1782 Walter instrument now housed in Salzburg are also a point of contention with some, since Walter modified it in 1800 (presumably at the request of Constanze, Mozart’s widow) by adding knee levers so that the dampers could be raised from the strings without necessitating hand stops. Musicologist Eva Badura-Skoda has argued forcefully that the instrument also possessed knee levers even when Mozart owned it, since he would not have purchased a concert instrument with only hand stops, but some have posed counterarguments. Although Walter is given credit for bringing the Prellmechanik (escapement) action of Johann Andreas Stein to Vienna, he also devised the first back-check mechanism, which keeps the hammer from rebounding and is virtually essential to enable reliable, rapid repetition of keys. Walter’s instruments were praised by musicians and aristocracy alike, and in 1790 he was appointed “imperial royal chamber organ builder and instrument maker” of Austria. Many well-known pianists owned his instruments, including Beethoven, who began giving lessons to Czerny on a Walter in 1801. By that time, Walter had about twenty workmen and had taken his stepson, Joseph Schöffstoss, into the company as he began to sign his instruments “Anton Walter und Sohn.” Unfortunately, Schöffstoss predeceased Walter by two years, and Walter’s death in 1826 effectively ended the firm. Over the course of his career, Walter is believed to have made about one thousand instruments, though today only about forty survive. However, several of those surviving instruments, especially the Mozart piano in Salzburg, have been reproduced by modern replicators.

			Watts, André (b. Nuremburg, Germany, 1946). American pianist. Born to a Hungarian mother and an African-American father—a U.S. Army sergeant serving in postwar Germany—Watts has recalled that his earliest musical memories were of his mother playing Strauss waltzes on a Blüthner in their small flat in Ulm, where his father was stationed after completing his tour in Nuremberg. Herman Watts was then transferred to Philadelphia, where André received his first lessons from his mother before entering the Philadelphia Academy of Music, where he studied with various teachers, including the Russian-born Genia Robinor (1901–96). When he was nine, he auditioned for a youth competition sponsored by the Philadelphia Orchestra, which he won by playing the first movement of the Haydn D Major Concerto, and at ten he was invited to play the Mendelssohn G Minor with the Orchestra at Robin Hood Dell. But despite his early successes, he still often resisted practicing, prodding his mother to scold him sternly, though she claimed she also cajoled him with stories of Liszt, her countryman, who soon became her son’s idol. At sixteen, after his parents had recently divorced, he came to New York to audition for Leonard Bernstein’s “Young People’s Concerts” series, and on Tuesday evening, January 15, 1963, he appeared on CBS television performing the Liszt E-flat Concerto with the New York Philharmonic. Bernstein introduced him on camera by announcing that he had walked into the audition “like a Persian Prince,” and that after he heard him play, he “flipped.” Less than two weeks later, Bernstein had a call placed to the Watts home in Philadelphia to request that André substitute for the ailing Glenn Gould, and the young pianist repeated the Liszt to a cheering crowd on January 31 at Lincoln Center’s newly opened Philharmonic Hall. Ross Parmenter, writing in the New York Times, praised the “splendid ringing sonority” of his opening chords, as well as a “ravishing” and “poetic lyricism” so compelling that it brought the orchestra to its feet as well as the audience. Three nights later, he joined the Philharmonic to record the work for Columbia records (a disc that later won him a Grammy for Most Promising New Classical Artist), and those present recalled that Bernstein was so entranced that he absentmindedly began singing in the middle of a passage, ruining a take. He predicted that his young soloist was to become a pianistic “giant,” and over the next decade, few pianists attracted greater attention or admiration. Watts was immediately approached by William Judd of Columbia Artists, and by the mid-1970s, he was playing 150 concerts a year, with bookings that required three years’ notice. On October 26, 1966, at the age of twenty, he gave his New York recital debut in Philharmonic Hall, and though Harold Schonberg of the Times feared that he was becoming “merely a facile pianist” whose “musical culture has not kept pace with his marvelous fingers,” he was thrilled with the twenty-one-year-old performer’s rendering of the Brahms Second Concerto with Bernstein in January 1968: “He has matured greatly, and he is moving in the right direction. Already he is one of the best pianists of his generation, and is developing into a great one.”

			With a hand that can span a twelfth, Watts has always displayed a penchant for grand, large-scale Romantic works, and early on, these became staples of his career. He immediately became known as a Liszt interpreter, but he also distinguished himself with works such as MacDowell’s Second Concerto, which became a signature piece—as did the Rachmaninoff Third. Perhaps inevitably, he was at times criticized for his resistance to expanding his repertoire, but he boldly declared his aversion to much contemporary—especially avant garde—music, and his highly disciplined work ethic brought him the respect of myriad conductors and concert promoters. Nonetheless, in 1968 he relocated with his mother to a spacious apartment across from Carnegie Hall and soon began commuting to Baltimore, where he enrolled in the Peabody Institute as a student of Leon Fleisher, graduating with a bachelor’s degree in 1972. Watts was unusually candid and unassuming about his desire to broaden himself, and under Fleisher’s guidance, he began studying repertoire more often associated with Schnabel than with Liszt. On February 24, 1971, he framed a Philharmonic Hall recital around one of Schubert’s most esoteric sonatas, the G Major, D. 894, and Schonberg praised him for “broadening out” with a performance that “showed us the flowing side of Schubert,” filled with “poetry” and “elegance rather than passion.” But at times the critics were less kind, and when he performed the Beethoven Fourth with Boulez and the Philharmonic (on a Bechstein) in January 1973, Schonberg opined that he played the concerto “in a romantic manner,” offering little more than “the conception of a young man exuberant in his ability to play the piano.”

			Despite the fact that he had long played to sold-out houses throughout the world, Watts’s record sales were often unimpressive, causing his contract with CBS Records to lapse by the mid-1970s. Finally, after a ten-year absence from the recording studio, he recorded two Liszt discs for EMI in 1986, and Harris Goldsmith, writing in Opus, praised his B Minor Sonata as “among the very finest” available, adding that the last decade had “deepened Watts’s interpretive ability markedly.” On January 13, 1988, almost twenty-five years to the day after his first “Young People’s” performance with Bernstein, he appeared with Zubin Mehta and the Philharmonic at Avery Fisher Hall to celebrate the twenty-fifth anniversary of his debut, a concert broadcast live on America’s PBS stations. In a single evening, he performed the Liszt E-flat, the Beethoven Second, and the Rachmaninoff Second, a performance which moved the New York Times’s Donal Henahan to write, “It is always a pleasure to hear the piano played so beautifully, with so much poise and so little apparent struggle.” By now, Watts had become a Yamaha artist, and though Henahan felt the instrument at times sounded “shallow and colorless,” the Times’s John Rockwell felt that the Yamaha enhanced the artist’s rendering of Schubert’s formidable “Wanderer” Fantasy, which he performed three months later at Carnegie Hall. Though Watts also continued to have problems with some critics, he was clearly expanding his repertoire, and the New York Times’s James Oestreich countered some criticisms of a May 1994 recital at Avery Fischer Hall by praising the artist for offering a selection by Berio, and especially for including Janacek’s Sonata 1. X. 1905, which he proclaimed was the “highlight of the evening”—a “thoughtful, committed performance.” In November 2002, it was reported that the pianist underwent emergency surgery in California to stanch a subdural hematoma—bleeding on the brain—but fortunately, the bleeding occurred away from the fine motor area, and he was able to resume a full performance schedule within two months. In the fall of 2004, he was offered the Jack I. and Dora B. Hamlin Endowed Chair in Music at Indiana University, a position which, at this writing, he still holds.

			Weber Piano Company. An American piano manufacturer that began in New York City and was based in East Rochester, New York, for much of the twentieth century. The company was founded by German-born pianist Albert Weber (1829–79), who arrived in New York at the age of sixteen with the intention of teaching piano. But he also displayed an interest in piano construction and soon apprenticed himself to at least two New York builders. On October 1, 1851, at the age of twenty-two, he completed his first piano, and by then he had established a shop at West Broadway and White Street before relocating to 155 West Broadway a few years later. The Weber firm was then specializing in “square grand pianos,” which were popular in many American homes since they took up less space than grand pianos, yet they were large enough that they often seemed to replicate the tonal resonance of a grand. By the mid-1860s, Webers were perceived as high-quality instruments, and Weber built a larger factory at Seventh Avenue and West 17th Street in 1867, followed two years later by a luxurious showroom a few blocks away at Fifth Avenue and East 16th Street, which the New York Times characterized as a “rendezvous of musical people.” In fact, Weber pianos were rarely the first choice of concert artists and trained professionals, but Albert Weber was well read and amiable, and his exquisite casework made his instruments status symbols in the homes of the wealthy. Though he died at fifty, he left an estate valued at $1 million and a company that was then employing about three hundred workers. Although Weber often saw himself as an important competitor to the New York–based Steinway firm, his pianos were essentially imitative rather than innovative. But his son, Albert Jr., who assumed control of the company at the age of twenty-one following his father’s death, was a shrewd strategist and opened many new pathways for the company. He began by making stronger inroads into the American Midwest and South, and a year after his father’s death, he opened a showroom in Chicago, followed by a concert hall that by 1890 had relocated to a spacious facility on Wabash Avenue. In 1887, he countered Steinway’s new presence in Hamburg by opening a factory at Hayes, Middlesex, in England, and by the early twentieth century, the Weber piano had arguably become more famous in Britain than it was in America. He also launched a program of paid personal endorsements, and in 1887, even the eleven-year-old prodigy Josef Hofmann performed on a Weber when he came to New York.

			Despite his ambitious business intentions, Albert Weber Jr. was highly irresponsible in his personal life, gambling excessively and overspending his inheritance, and he was forced to take his company public in 1893, which was preceded by a major management restructuring that placed New York piano maker William Wheelock at the helm. The company was soon divided into three separate divisions, but the financial panic of 1893 nearly bankrupted the entire business, and in 1903 the Weber-Wheelock Company only survived by merging with Aeolian to form the Aeolian, Weber Piano & Pianola Company. Aeolian, the company that had developed the Pianola player piano, then formed a particularly close association with Weber, and over the next twenty years, the latest improvements in Pianola and Duo-Art player piano mechanisms were usually first installed and marketed in Weber pianos, both in America and Europe. Weber’s stature was also greatly enhanced in England during World War I, especially when The Times of London branded Bechstein as an “Enemy Alien Firm” and the British government ordered the iconic Bechstein Hall on Wigmore Street to be sold at public auction. The new venue, now known as “Wigmore Hall,” was no longer permitted to have Bechsteins on its stage, and their pianos had now been replaced by Webers, a move that many observers believed was largely orchestrated from behind the scenes by Aeolian, since Weber was now the “official” piano of Buckingham Palace. Now merged with many diverse brands, Weber enjoyed some of its greatest successes during the 1920s, but the Depression forced yet another merger in 1932, this time with the American Piano Company, to create the Aeolian American Corporation, a mammoth company that for a time produced thousands of pianos a year at its factories in East Rochester, New York. Unfortunately, the player piano craze was also nearing its end, and piano sales throughout the world were suffering. By 1937, Weber’s parent company was in such jeopardy that on March 12, its president, William H. Ahlring, ended his life at the age of fifty-two by leaping in front of a New York Central passenger train near his home in Hartsdale, New York, a desperate act that many said was at least partially motivated by financial catastrophe.

			After World War II, Weber had been largely marginalized by Aeolian, which now promoted Mason & Hamlin, Knabe, and Chickering as its premium instruments, but by the 1980s all of those brands had also ceased production. In 1985, the Weber name was sold to Young Chang, which was then fearful of American quotas being imposed on Korean products and hoped to obtain a larger market share by adding a second piano line. A year later, Young Chang sold the name to the Korean conglomerate Samsung, but it retained the right to build Weber pianos. Their first instruments were identical to Young Chang models, but they later commissioned Ibach to design two smaller grand models, a 5'1" and a 5'7", that were not available under the Young Chang name. They also began building a 7' Weber with Renner hammers. Today, the most premium of the Webers are marketed under the Albert Weber name, including a 9' concert grand, and these models were designed by a team overseen by the late Joseph Pramberger, formerly a Steinway vice president. Albert Weber instruments are built in Korea, while its entry-level instruments bearing only the Weber name are now built in China. See http://weberpiano.com.

			Weissenberg, Alexis (b. Sofia, Bulgaria, 1929; d. Lugano, Switzerland, 2012). Bulgarian-born French pianist. His full name was Alexis Sigismond Weissenberg, and earlier in his career he played under the name “Sigi Weissenberg.” He was an only child, reared largely by his mother, who gave him his first piano lessons. When World War II approached, Bulgaria allied itself with the Axis Powers, and when Weissenberg and his mother, who were Jewish, attempted to flee into Turkey by using false papers, they were captured by the Germans and imprisoned in a concentration camp. According to Weissenberg’s own account, several months later, their escape was enabled by a German officer who sympathized with them because he loved the Schubert pieces that Sigi played on the accordion he had brought with him. Through Istanbul, they made their way to Palestine, where he studied with the Hungarian-born Leo Kestenberg (1882–1962), a Busoni student who also taught Pressler, and after the war, they arrived in New York, where Weissenberg entered Juilliard as a student of Olga Samaroff. He soon won a contest sponsored by the Philadelphia Orchestra that enabled him to perform the Rachmaninoff Third with Ormandy, and in 1947, he won the Leventritt Competition, a prize that resulted in his New York Philharmonic debut a year later under Szell, where he performed the Chopin E Minor Concerto. Though his notices were generally good, several New York critics made reference to a failed promise. For example, after a Carnegie Hall recital in January 1951, Ross Parmenter of the New York Times maintained that “he did not fill the shoes assigned to him.” While he admired the pianist’s “exceptional beauty” and “tonal delicacy” in more miniature works, he noted that larger works like the Schumann Fantasy and the Liszt Sonata often became “clangorous and hard.” And in October 1952, Harold Schonberg, while acknowledging his considerable talent, wrote that “one sincerely bemoans the present gaps in his equipment.” Schonberg was especially incensed by the octave passages in the Brahms E-flat Minor Intermezzo from op. 118, which Weissenberg turned into “an octave etude . . . in defiance of the musical significance of the passage.”

			By 1957, the pianist had relocated to Paris for what he called “an extended sabbatical,” to read, practice, and study, and he soon became a naturalized French citizen. He performed relatively little, but after he played the Tchaikovsky First with the Berlin Philharmonic in 1966, his career was relaunched when Herbert von Karajan dubbed him “one of the best pianists of our time.” The more French-sounding “Alexis” was now replacing “Sigi” as his forename, and in 1974, he recorded all the Beethoven concertos with von Karajan for EMI, though that set has been reviewed somewhat unevenly. While Weissenberg was always acclaimed for his powerful, virtuosic technique, his interpretive insights have at times raised eyebrows. British scholar and commentator Jonathan Summers once even suggested that he “does not often get beneath the notes and find the musical depths of the work he is performing.” While aware of the criticisms, Weissenberg was always unapologetic, and he once even told a reviewer, “I am basically an aggressive person, and I could not behave otherwise toward an instrument that I try to possess.” In 1983 he told the New York Times, “I still don’t know why my playing is considered so disturbing. I remember in school, as a child, I learned that the flame of a candle is composed of a yellow light, which actually burns, and a blue light within it, which is ice cold. That is true of human beings as well. Perhaps it is the sight of that blue light in me that frightens certain people.” Although he made an acclaimed RCA recording of the complete Rachmaninoff Preludes in 1968 and was most known for Romantic repertoire, he also recorded the six Bach Partitas and the Goldberg Variations for EMI in the early 1960s, and later in his career he rerecorded some Bach for Deutsche Grammophon. In the early 1990s, he began giving master classes at the Engelberg Monastery near Lucerne, but sadly, in the last several years of his life, he suffered from Parkinson’s disease.

			Welte-Mignon. One of the most well-known roll-operated reproducing pianos, which first appeared in 1904 and was manufactured by M. Welte & Sons of Freiburg, Germany. See appendix E.

			Whiteside, Abby (b. Illinois, 1881; d. Menlo Park, California, 1956). American teacher and pedagogical theorist. Although a 2011 DMA thesis by Carol Ann Berry and other sources give Whiteside’s birthplace as South Dakota, U.S. Census reports for 1920 and 1930 indicate her place of birth—as well as that of her parents—as Illinois. However, nearly all sources agree that she graduated as a music major from the University of South Dakota about 1903, after which time she relocated to Oregon. Berry also indicates that she studied with Rudolph Ganz in Germany in 1908, and this seems consistent with Ganz’s movements at the time, since that was the year he relocated from New York to Berlin. Some sources give her arrival in New York City as early as 1920, but since the 1920 census still gives her residence as Multnomah, Oregon, Berry’s date of 1923, which is confirmed elsewhere, is probably accurate. She remained a New York resident for the rest of her life, first teaching on West 75th Street and eventually relocating closer to Carnegie Hall. Most sources are vague about Whiteside’s precise background, merely affirming that she spent years studying (or more precisely, watching and listening to) great pianists as they performed, but she was also careful to observe actors, dancers, and athletes. Whiteside later wrote that her arrival date coincided with her realization of “the unpleasant fact . . . that the pupils in my studio played or didn’t play, and that was that. The talented ones progressed, the others didn’t—and I could do nothing about it.” She later confessed that she hoped living in New York would bring her in closer proximity to the great artists who performed in the city so that she might learn from observing them. She eventually arrived at theories involving muscular relaxation that enabled her to enjoy success in eliminating muscular tension in her students, and many have drawn at least some parallels between her approach and the more recent work of Dorothy Taubman.

			Her first book, The Pianist’s Mechanism, a Guide to the Production and Transmission of Power in Playing, appeared in 1929, but at fifty-seven pages, it offered only embryonic outlines of her later views. For example, she spends considerable time explaining why the modern piano must not be approached like a harpsichord and clearly advises that technique should be “acquired with the large muscles instead of with the small ones.” But years later, her longtime pupil and friend Joseph Prostakoff, who began working with her in 1931, advised scholar Reginald Gerig that her earlier ideas bore only superficial resemblance to her later theories: “At first (that is—when I first came to her) the wrist was not supposed to have any flexibility at all. The upper arm just about did everything, and . . . even then she was able to provide many students with a much more brilliant and unlabored technique.” Although she never abandoned her convictions concerning the upper arm’s importance, she gradually began to see the importance of also involving the torso in tone production. But her ideas in this realm evolved as well before she eventually reached the conclusion that it was the torso that “responded to the emotional mood of the music and to the rhythm of form in the music.” Whiteside eventually saw rhythm as fundamental to all technical success, and she used terms such as “basic rhythm” or “fundamental rhythm” to describe “the physical response by which the upper arm, in its reaction to the torso’s activity, projected into sound the rhythm of form of the music.” In that sense, some have described her approach as “holistic,” and she seemed always in search of fundamental, underlying physical principles, as she often spoke of allowing, rather than compelling, the music to come alive. The most complete expression of her mature thought appeared in Indispensables of Piano Playing, a 147-page book that appeared a year before her death. She also spent years applying her ideas to mastering the Chopin etudes, and Prostakoff later joined with her student Sofia (Greenspan) Rosoff (b. 1921) to edit her notes into a posthumous work called Mastering the Chopin Etudes and Other Essays, which appeared in 1969. Her all-encompassing interest in rhythm frequently led her to draw parallels between piano playing and choreography, and not infrequently she cited Bach, “that incomparable dancer of the spirit,” who “compels you with the kinesthetic impetus which is dance.” After her death, Prostakoff and Rosoff formed the Abby Whiteside Foundation to carry on her work, and at this writing, Rosoff, who is now ninety-five, continues to teach in New York City. Among Whiteside’s prominent students were composer and conductor Morton Gould and the duo-pianists Arthur Whittemore (1915–84) and Jack Lowe (1917–96).

			Wieck, Clara. See Schumann, Clara (Wieck).

			Wild, (Royland) Earl (b. Pittsburgh, Pennsylvania, 1915; d. Palm Springs, California, 2010). American pianist and teacher. As a child he was recognized as a prodigy, and at the age of eleven, he was accepted as a pupil of the German-born Selmar Janson (1881–1960), a brilliant pianist who had studied in Berlin with Eugen d’Albert. Janson taught at Pittsburgh’s Carnegie-Tech University (now Carnegie-Mellon), where Wild enrolled as a music major in 1933, graduating with a bachelor’s degree in 1937. Later that year he went to New York where he was hired as the keyboardist for Toscanini’s new NBC Symphony, which gave its first broadcast that November. Since he was now technically a network employee, he was often assigned other duties, and he remained active in broadcasting for many years. Though television was still in its infancy, NBC aggressively promoted the medium to capitalize on the highly visible presence of its parent company, the Radio Corporation of America (RCA), at the 1939 New York World’s Fair. Despite the fact that there were still relatively few sets in existence, after the fair opened in May, the network began to transmit daily programming on its flagship station, W2XBS, and at noon New York time on August 13, Wild gave a fifteen-minute piano recital on camera, believed to be the first television transmission of a classical piano concert.

			When World War II came, he enlisted in the U.S. Navy, where he held the rank of Musician First Class, and since he had studied flute as well as piano at Carnegie-Tech, he also played flute in the Navy Band. In addition, the navy made him their official “jazz pianist,” and on Sunday, November 1, 1942, they even lent him to NBC so that Toscanini could conduct his first performance of Gershwin’s Rhapsody in Blue at a highly publicized “All-American” concert. The program also featured works by Paul Creston and Morton Gould, who were both present in the studio, as was Gershwin’s mother, who had been specially invited by the network. For additional novelty, they even hired Benny Goodman to perform the famed opening clarinet solo in the Rhapsody. Despite Wild’s diverse duties in other areas, he never abandoned his concert career aspirations, and a few months after his discharge, on October 30, 1944, he gave his New York debut at Town Hall. He was already showing a penchant for somewhat unconventional repertoire, but while Olin Downes of the New York Times found his rendering of Medtner’s Sonata Tragica to be “a very brilliant performance,” he thought his performances both of the Haydn D Major Sonata and the Schumann Fantasy to be overly reserved and was perhaps unwittingly prescient when he wrote, “We would like to hear him in a program of a dramatic and virtuoso nature in which he cut loose in a consistently big way, and see what would happen.” Over the next ten years, Wild became a familiar presence on New York stages, but for the tastes of many, he seemed to “cut loose in a consistently big way” all too often. On January 5, 1954, he opened his Town Hall recital with the Schumann Toccata, followed by all the Brahms capriccios, the Liszt B Minor Sonata, and the second book of Chopin etudes, op. 25, a parade of blockbusters that the Times observed was “designed to leave listeners’ mouths gaping with astonishment. And that is what, for the most part, it accomplished.” But the critic added that “since three-fourths of the program was sheer velocity,” his abilities as an artistic interpreter were “not altogether clear.” The negative reviews may have prompted him to seek additional coaching from Egon Petri, and his return to Town Hall in October 1957 left little doubt concerning his artistry to Harold Schonberg, who praised his Gaspard de la nuit as “not only a technical tour de force, but . . . a subtle interpretation that mirrored the shifting hues of the piece.” He added, “Never did he make an ugly tone, and he brought to his playing a degree of nuance that he has not previously demonstrated. His approach to the keyboard is far less percussive than it used to be.” If Wild had now in effect become a “different pianist,” for the rest of his career he continued to be lauded as an artist for whom technical barriers did not exist, and he even contributed immensely demanding transcriptions to the pianist’s literature.

			In 1944, he had also resumed his broadcasting career by working for the ABC network as pianist, composer, and conductor, and he later worked for other networks as well. He was especially famous as comedian Sid Caesar’s musical director, creating source music and underscores for such classic sketches as his thirteen-minute Pagliacci parody, “Gallipacci,” which aired on NBC’s Caesar’s Hour on October 10, 1955. Wild was also a capable composer, and ABC television commissioned him to write Revelations, an oratorio to a libretto by Metropolitan Opera tenor William Lewis, broadcast on Easter Sunday 1962. Throughout his lifetime, he recorded for at least twenty different labels, and with a performance career that spanned nearly seventy years, he left an immense discography. Highlights include his set of the four Rachmaninoff concertos, plus the Paganini Rhapsody, a project originally issued by Reader’s Digest magazine and recorded in a single week in 1965 with Jascha Horenstein and the Royal Philharmonic. His eminence as a Liszt interpreter was unassailable, and in 1986, he gave a three-recital series in New York and other cities commemorating the centennial of the composer’s death. In 2001, in celebration of his eighty-fifth birthday, he recorded a number of Liszt CDs for Ivory Classics, a label founded in 1998 by his life partner, Michael Rolland Davis, and overseen by the California-based Ivory Classics Foundation to issue performances of important piano works by major artists. Many of Wild’s highly sophisticated transcriptions, especially his arrangements of songs by Rachmaninoff and Gershwin, have found their way into the repertoires of a growing number of pianists, and in 1998, his Sony CD, Earl Wild: The Romantic Master, a set of his own virtuosic transcriptions, won a Grammy for Best Instrumental Soloist Performance (without Orchestra). The disc was recorded in Columbus, Ohio, where Wild was then serving as a professor at Ohio State University, and over the years he also held teaching posts at other institutions, including Eastman and Juilliard. Although he was rarely perceived as mean spirited, he could often be blunt with his students as well as with the public, and at times he offered remarks that some found tactless. His views of contemporary pianism were not always positive, and he once told an interviewer, “Because there are so many people who become Beethoven experts, and just because they play all the 32 sonatas doesn’t mean they are any good. There is not one person alive today that can play all 32 and play all of them really well. They can play eight or ten of them very well, and the rest are always ordinary.” Today all of his papers and personal documents reside at IPAM. At the end of his life, he was working on his memoirs, which are now being offered posthumously by Ivory Classics as a nine-hundred-page book titled A Walk on the Wild Side.

			Wilson, Teddy [Theodore] (b. Austin, Texas, 1912; d. New Britain, Connecticut, 1986). American jazz pianist. He was the youngest of two boys, and his parents were both teachers. When he was born, his father was dean of Sam Houston College in Austin, and his mother taught elementary school. They both soon got better jobs at the Tuskegee Institute in Alabama, a boarding school for black youngsters where his father became head of the English department and his mother taught the basic skills of reading and writing, often even to adults. The Tuskegee faculty strongly encouraged youngsters to learn musical instruments, and Wilson began studying the classics with a local teacher, learning to read music with considerable facility as he immersed himself in concert repertoire such as the Chopin etudes and the Grieg Concerto. When he was about ten, he also began learning the violin and played for a time in the chapel orchestra, and in his teenage years, he joined the high school band as a clarinetist and oboist. After graduation, he befriended John Lovett, a pianist and jazz aficionado then working in a drug store, who gave him some lessons and shared his collection of 78s by Ellington, Hines, and Waller. He was fourteen when his father died in 1926, and that summer he went to live with his aunt in Detroit, where he first heard trumpeter Benny Carter, with whom he began working in 1932. By 1933, he was working with Louis Armstrong and made a number of recordings with his orchestra in Chicago. His earliest recordings with Benny Goodman’s orchestra were made in New York in May 1934, and in the same month he recorded several solo sides for Columbia, including Gershwin’s “Somebody Loves Me” and a highly popular rendition of Earl Hines’s “Rosetta,” which had been composed a year earlier. By then, it could already be seen that Wilson was a thorough master of stride, often voicing his bass lines in tenths. In July 1935, he recorded several sides with the Benny Goodman Trio, a recording group that paired Goodman and Wilson with drummer Gene Krupa, and their Victor release of Johnny Green’s “Body and Soul” became so popular that it prompted Goodman to consider presenting the group in concert, even though at the time racially mixed ensembles rarely appeared outside the recording studio. As Goodman’s orchestra gradually became more successful, many have said that he became increasingly reluctant to risk the antipathy of hotel and club owners, but in November 1935, supposedly at the urging of jazz aficionado and socialite Helen Oakley, the trio made its first appearance at Chicago’s Congress Hotel, and its success was immediate.

			The following year, Goodman added vibraphonist Lionel Hampton to the group to form the Benny Goodman Quartet, an ensemble today recognized as one of the most iconic in the history of jazz. On August 21, 1936, they recorded the Hudson/Mills classic “Moonglow” for Victor in Hollywood, and the recording became a best seller. The Goodman Quartet repeatedly displayed Wilson at the height of his powers, and his style was eloquently encapsulated by author and critic Gary Giddins in the Ken Burns 2001 Jazz film series: “There’s never been a piano player like Teddy Wilson.” He added that he “had a light, lyrical attack. It’s an exquisite sound. He makes every key sound like a chime or a bell. And he’s very fast. And you realize that no one has ever made the piano sound quite like that. After two measures you know it can’t be anybody else but Teddy Wilson.” Billy Taylor was one of Wilson’s many admirers, and he recounts that when he first arrived in New York in 1940, Wilson referred him to his own teacher at the time, Richard McClanahan (1893–1981), who had founded the Riverdale School of Music in the Bronx and who was also a pupil of Tobias Matthay. Whether or not Matthay’s theories of tone production played any role in Wilson’s technical approach, the beauty of his sound—the “chime-like” or bell-like effects referenced by Giddins—was often praised, as was the grace and elegance of his style. Wilson reported that after the war, he also coached briefly with the young Leonard Bernstein, as well as with Nadia Reisenberg. When the big-band era ended, he began fronting small groups, but he also did a great deal of radio work and even hosted his own shows on several New York stations. In 1944, he began playing for a Broadway show called The Seven Lively Arts, which involved contributions from Stravinsky and other serious musicians and enabled him to meet composer William Schuman just after he had been appointed as president of Juilliard. Schuman asked him to teach jazz at Juilliard, and Wilson remained on the faculty for about ten years, though he did most of his teaching in summers. Pianist Dick Hyman was one of his first students. In his final years, he lived quietly in Connecticut and occasionally performed with small groups. Though he was immensely admired by younger players such as Bud Powell and George Shearing, Wilson never embraced Bop or other post–World War II styles, and his art is always most associated with Goodman and the Swing era.

			wippen. In the piano’s action, a wooden lever that sits atop the key and supports the hammer. The wippen transmits the energy of the depressed key to the hammer, thereby enabling it to move. See appendix B.

			Wittgenstein, Paul (b. Vienna, 1887; d. Manhasset, Long Island, New York, 1961). Austrian-born American pianist. Wittgenstein was born to one of the wealthiest families in Europe, and his industrialist father, Karl, was known as Austria’s “Iron King.” His younger brother, Ludwig, became a famous contemporary philosopher, and they were both the great-nephews of the violinist Joseph Joachim, who often visited their parents’ home when they were children. Since Paul’s parents were passionate about art and loved playing host to famous writers, painters, and musicians, he was fortunate as a child to meet Brahms, Mahler, and even Clara Schumann. His earliest teacher was the blind pianist and organist Josef Labor, but he later went to Leschetizky’s assistant Malwine Brée before working with Leschetizky himself. Despite the fact that his father wanted him to pursue a career in banking, he made his Viennese debut in 1913 to favorable notices. But in August 1914, when World War I had barely begun, he was conscripted into the Austrian army and within weeks found himself leading a patrol near Zamosc, Poland. He was wounded in the elbow by a sniper and captured by the Russians, who transported him to a field hospital where they amputated his right arm. From there he was transferred to a prisoner-of-war camp in Omsk, Siberia, where he remained for months and where he resolved with heroic determination to resume his career as a concert pianist. On the top of a wooden crate, he etched the outline of a keyboard in charcoal and began “practicing” for several hours each day. When a Russian dignitary visited the camp, he took pity on him and managed to get him transferred to a camp that had a battered upright piano. Here Wittgenstein worked out possibilities for redesigning the Chopin etudes for the left hand alone, and thanks to a POW prisoner-exchange program managed by Red Cross workers, he was sent home to Vienna before Christmas of 1915. But with incredible tenacity, he returned to the fighting, serving as a general’s aide on the Italian front until the war’s end.

			After he returned to civilian life, he performed some recitals with existing left-hand repertoire which he augmented with his own arrangements. But knowing that he would always be limited by the dearth of available compositions, he decided to commission new works, and fortunately his family’s wealth gave him the resources to pursue this goal. Over the next two decades, he hired numerous prominent composers to create a rich corpus of twentieth-century left-hand repertoire that would not otherwise have existed. These works include Erich Korngold’s Piano Concerto for the Left Hand in C-sharp, op. 17 (1923); Hindemith’s Klaviermusik, op. 29, for piano and orchestra (1924); several works by Strauss, including his Parergon zur Symphonia Domestica, for piano left hand and orchestra, op. 73 (1925); the Prokofiev Piano Concerto no. 4, op. 53 (1931); Britten’s Diversions for Piano Left Hand and Orchestra, op. 21 (1941); and the most famous of all, Ravel’s Piano Concerto for the Left Hand in D Major (1931), which has become a permanent part of the modern repertory. In exchange for the generous fees he paid these composers, Wittgenstein demanded exclusive performance rights for the works throughout his lifetime, even though some he never played. For example, he did not care for Hindemith’s concerto, the autograph of which was only discovered among his papers decades after his death. (It was not premiered until 2004, when Leon Fleisher performed it in Berlin with the Berlin Philharmonic.) And he never performed the Prokofiev Fourth, because he claimed he did not “understand” the work, though he often returned to the score to study it. (Like the Hindemith concerto, the Prokofiev also received its premiere in Berlin. It was first performed in 1956 by Siegfried Rapp, a German pianist who, perhaps ironically, lost his right arm as a result of injuries sustained during World War II.) Among the Wittgenstein commissions, the Ravel D Major is clearly the most often performed, but it also created irreconcilable tensions between the pianist and the composer after Wittgenstein changed some of Ravel’s passagework to accommodate his own technical preferences. He premiered it in Vienna on November 27, 1931, under Robert Heger and performed it in Berlin the following January under Erich Kleiber. Ravel was so distressed by the Vienna performance that he refused to conduct the Paris premiere scheduled for March, which provoked an angry exchange of letters between the two men. Ravel eventually agreed to conduct it on January 17, 1933, at the Salle Pleyel, but at present, the only known live recording of the pianist performing the entire work is a Dutch broadcast from February 28, 1937, presented in Amsterdam with Bruno Walter and the Concertgebouw. Despite a few isolated, even imaginatively lyrical moments, much of the playing is so bad that it raises questions concerning Wittgenstein’s competence as a pianist. However, when he first performed the work in New York with Koussevitsky and the Boston Symphony a few years earlier in November 1934, Olin Downes of the New York Times praised him for his “notable mastery” and “commanding musicianship” wrought with “aplomb and gusto.” And twelve years later in October 1946, when the same critic reviewed his performance of the Ravel with Bernstein and the New York City Center Orchestra, he was even more impressed: “He has a singing tone as well as five fingers with well-nigh the virtuosity of ten, and he is a colorist who entirely understands not only the piano part but every detail of the orchestration.”

			Despite the fact that several generations earlier the Wittgenstein family had converted to Christianity, they were still branded as Jews by the Nazis, and Wittgenstein emigrated to America with his wife and children in 1938. He was soon forced to surrender virtually all of his family’s wealth—then equivalent to approximately six billion American dollars—as an extortion payment to the German government so that his two sisters, who refused to leave, were allowed to remain on their Austrian estate for the war’s duration. Though he continued to give concerts, he also taught for a number of years at the Ralph Wolfe Conservatory in New Rochelle, New York, which began as a branch of the Mannes School of Music, and he had a studio in Manhattan where he taught privately. On February 9, 1956, he recorded the Ravel D Major in Carnegie Hall with Max Rudolf and the Metropolitan Opera Orchestra (who had arrived at midnight fresh from a performance of Aida). Rudolf later remembered that Wittgenstein was so nervous that his solo passages had to be rerecorded later and spliced into the finished product. The disc was released as an LP on the Period label, along with a number of solo works, and was reissued as an LP in 1970 by Orion. In 1957, his School for the Left Hand, a set of technical exercises to improve flexibility and dexterity in the left hand, was published in Vienna by Universal. It appeared in three volumes, and the third volume was a set of his own transcriptions of preexisting repertoire.
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			Yale Collection of Musical Instruments. A collection of over one thousand musical instruments owned and maintained by Yale University in New Haven, Connecticut. The collection began in 1900 when Morris Steinert (1831–1912), a German-born New Haven Steinway dealer, presented the university with instruments from his personal collection. For many years, the instruments were housed under the dome in Woolsey Hall on the Yale campus, but after the university purchased the collection belonging to the late Belle Skinner (1866–1928) in 1960, the holdings were considerably expanded and moved to their present location at 15 Hillhouse Avenue. Among the priceless instruments in Skinner’s collection were two beautifully restored harpsichords built by the Flemish Ruckers family. At this writing, some of the most important nineteenth-century grand pianos on display include a Bösendorfer built about 1830 (with a length of 239.7 cm or about 7'10"), an 1842 Broadwood (245 cm or about 8'), an 1842 Pleyel (201 cm or about 6'7"), and an 1881, eighty-five-key, straight-strung Érard (239.7 cm or about 7'10"). The collection also contains an 1864 Bechstein that once belonged to Wagner and on which he composed much of Siegfried, Die Götterdämmerung, and Die Meistersinger. All of these instruments are beautifully restored and playable, and the museum frequently serves as a venue for concerts. The Yale Collection is also one of the few places in the world that houses a restored, playable Chickering clavichord, designed in Boston in 1906 by Arnold Dolmetsch. The Yale website is beautifully designed and maintained, with color photos and easily navigable, highly detailed information about each instrument in the collection. See http://collection.yale.edu.

			Yamaha Corporation. A Japanese multinational conglomerate based in Hamamatsu that manufactures an enormous range of products but is especially known in the music world for its acoustic and electronic pianos. It was founded by Torakusu Yamaha (1851–1916), the son of an astronomer who seemed to a have a lifelong love of science and craftsmanship. Forced by financial circumstances to relocate from his native Tokyo at the age of twenty-one, he apprenticed with some watchmakers in Osaka, but his own watchmaking enterprise was unsuccessful. However, his understandings of miniature gears and mechanisms stood him in good stead when he began repairing medical equipment, and in 1883, his business sent him on assignment to a hospital in Hamamatsu. While he was there, a nearby elementary school asked him to try his hand at refurbishing a Mason & Hamlin reed organ used to accompany their school choirs, a task which he successfully completed. By now, Yamaha had also acquired considerable business acumen, and he became convinced that he could build and sell his own reed organs at well below the retail price of comparable American and European products—instruments that were especially costly to Japanese consumers due to tariffs and transportation costs. Although his earliest design demonstrated excellent workmanship, his first organs were poorly tuned, and he discovered very quickly that stable tuning was one of the most difficult impediments in the creation of functional reed instruments. Thus, it is no coincidence that to this day, the Yamaha Corporation has retained the image of three interlocking tuning forks as a trademark—one of the most immediately recognizable corporate logos in world commerce. In October 1887 he founded the Yamaha Fukin (Organ) Manufacturing Company in Hamamatsu, and with a small workforce of hand-chosen carpenters and other craftsmen, the company began to grow. In 1897, Yamaha incorporated the firm and renamed it Nippon Gakki Seizō Kabushiki Kaisha (literally, Japan Musical Instrument Manufacturing Corporation) as a prelude to his expansion to pianos, and two years later, the Ministry of Education sponsored his first visit to America. He remained for five months, touring more than one hundred piano factories and carefully studying the most advanced industrial technologies before returning to Japan with the latest in modern equipment and machinery. In 1900, the company manufactured the first upright piano ever built in Japan, and two years later, they built the nation’s first grand piano. Yamaha displayed several of his instruments at the 1904 St. Louis World’s Fair, where they received high honors, and by 1907, his workmen were so prodigious that Nippon Gakki had become the largest manufacturer of pianos and organs in Asia. A year before Torakusu Yamaha’s death, the company’s product line began to diversify even more, and it issued its first hand-wound gramophone in 1915.

			After World War I, because American and European makers with far more established brands continued to dominate the world market, Yamaha pianos were little known outside of Asia. Not surprisingly, the company was mobilized in World War II to produce products and machinery to aid Japan’s war effort, but after the war, company president Genichi Kawakami made the decision to repurpose its immense repository of metals by redirecting into motorcycle production. The company raised funds by going public in 1949, and in 1954 it built its first 125 motorcycles, a product with sales so impressive that the Yamaha Motor Company Ltd. was soon created as a separate division. Piano production resumed as well, and in 1954, the company opened the first Yamaha Music School in Hamamatsu, offering pilot classes in which youngsters were taught on Yamaha pianos. The idea of linking a network of educational enterprises to the production of pianos appears to have been a specifically Japanese concept, and within ten years, a similar enterprise had been launched by Kawai. Yamaha piano production increased dramatically in the 1950s, but the company was still building organs as well, and in 1959 it began to market the Electone, a small electronic model similar to the Hammond spinet and designed primarily for home use. Sales had become so successful and production was so efficient that Yamaha now aggressively sought an international presence, and in 1960 the Yamaha International Corporation was founded, which is now known as the Yamaha Corporation of America with corporate offices in Buena Park, California, about twenty-five miles southeast of Los Angeles. Yamaha began importing its Japanese instruments to the United States in the 1960s, but the earliest ones often developed moisture problems, which were rectified over time. Then in 1973, Yamaha acquired the American-based Everett Piano Company and began building all of its American-market uprights at the Everett factory in South Haven, Michigan. Until 1986, Yamaha continued to build a line of uprights in Michigan that were entirely separate from what it produced in Japan, but all of its pianos were now far better adjusted to the North American climate, and the quality was high enough that the company began to make significant inroads into the professional market. Because its instruments were attractive, serviceable, and far cheaper than comparable Steinways or Baldwins, by the mid-1970s, a growing number of American colleges and conservatories began to purchase Yamahas.

			By the mid-1980s, electronic organ sales were decreasing worldwide, and Yamaha decided to move its American piano manufacturing operation to its organ factory at Thomaston, Georgia, about sixty-five miles south of Atlanta. At first they merely assembled pianos in Thomaston, with soundboards, pinblocks, and other interior components being manufactured elsewhere, but eventually most parts were made on site, with cast-iron frames, keyboards, and other items coming from Japan. For a time, all Yamaha grands and uprights were being produced in Japan, while its studio and console models, which had proven exceptionally popular for home use, were being made in Georgia. But depressed sales caused the Georgia plant to close in 2007, a slack taken up by Yamaha factories in Mexico, China, and Indonesia. At present the company markets several varieties of vertical upright pianos and three separate lines of grand pianos: the G series, in which the largest instrument is 5'3"; the S series, in which the largest instrument is 6'11"; and the C series, in which the largest instrument is 9'. Larry Fine, author of The Piano Book, has pointed out that Yamaha’s enthusiasm for the smaller grand market has led to a confusing tapestry of lines and models, and at this writing, all three of these lines produce a model with a length of 5'3". He also cites a repeated criticism of Yamahas, “that they are substantially made of softer and less expensive woods,” and it is true that they alternate harder with softer woods in their instruments’ rims, which some have argued give their instruments a more brittle sound. But he has also pointed out that “many jazz pianists, desiring a crisp, clear sound for runs up and down the keyboard, actually prefer this kind of tone. But players of other kinds of music requiring a singing melodic line above an accompaniment may be frustrated by the piano’s apparent inability to produce it.” At present, a large number of pianists throughout the world are designated on the company’s website as Yamaha artists, and at this writing, their classical roster includes Byron Janis, Jerome Rose, and Abbey Simon, while their jazz and pop roster lists Chick Corea and Dick Hyman, among many others. In the spring of 2016, the company also introduced its CF4 Signature Edition, which signifies a selected number of CF4 (6'3") studio grands signed by Maria João Pires. In 2007, Yamaha purchased the controlling interest in Bösendorfer from one of Austria’s largest banks.

			Since the 1980s, Yamaha has enjoyed substantial success by marketing the Disklavier, a digital recording device then installed in some of its acoustic instruments. The first models were the MX100A and MX100B, which then used the industry standard of floppy disks and came installed on Yamaha’s U1 upright model. The models arrived before MIDI standards were established, but both were compatible with a proprietary MIDI-like format called E-SEQ. In 1989, the company began installing a similar system in various grands which required a power supply housed in a large console on rollers. Because the consoles were sometimes likened to wagons, the system was marketed as the “Wagon Grand Disklavier.” The Mark II systems followed very quickly, with consoles housed entirely inside the cabinets of upright instruments, but by now the exterior grand consoles had become far smaller. By 1992, the Mark IIXG, available on grands and uprights, included multitrack recording and a tone generator with 128 General MIDI voices and a drum kit. By 1995, this system was being installed on selected U1 uprights with a “mute rail,” which allowed for a full keystroke but prevented the hammer from hitting the string. Instead, the pianist could hear exactly what had been played through electrical sensor impulses that were audible through headphones. Considered a revolutionary advance for performers required to practice in confined spaces, it was marketed as the Disklavier Silent System, and in 1998, the Disklavier PRO extended the Silent System to selected grands of 6'1" and larger. In addition, the PRO system allowed for a far fuller range of dynamics and 127 separate damper pedal increments. The system was also devised with MIDI Time Code (MTC) capability, enabling synchronization to video with an industry-standard time code. In 2002, Yamaha widely advertised this innovation when pianist Yefim Bronfman judged a Minnesota-based piano competition from Japan by using Disklavier PRO technology.

			In 2000, in honor of the centennial of Torakusu Yamaha’s first piano, the company built nine prototype models called the Disklavier PRO 2000, an instrument roughly modeled on the C7 (7'6") grand, but with a highly enhanced Disklavier PRO system. With a case of pure acrylic glass, this instrument came with a CPU (central processing unit) mounted underneath the piano that ran Microsoft Windows 98 (then Microsoft’s most advanced operating system) and connected to a monitor positioned to the left of the music rack. To quote from Yamaha’s website, “These instruments included video-synchronized performances, score-following software called Home Concert 2000 from TimeWarp Technologies, and an advanced generator that included a built-in performance mode.” Fewer than ten were made, perhaps because at the time they retailed for $330,000 US. The Mark III, designed for more general use, followed in 2003 and was the first model to use CDs instead of floppy disks. Its features also included “Audio-sync,” a “sound-on-sound” recording enhancement that allowed the pianist to play along with a previously recorded selection and then play back the newly blended recording, allowing virtually endless possibilities for the realization of four-hand or two-piano repertoire. It also contained the “Smart PianoSoft Recording” feature, which allowed a pianist to record over a commercial CD to create a new, blended product.

			In 2004, the Mark IV was introduced that offered greater refinements and enhancements of existing recording techniques but also offered a Wi-Fi connection enabling the piano to stream performances from DisklavierRadio (later these models could be modified to accept Disklavier TV streaming). In addition, as they became available, the latest software updates to the system were seamlessly downloaded through the same Wi-Fi connection. It also contained two USB ports for connecting MIDI performances recorded on other systems, and an 80 GB hard drive. In 2006, Yamaha began marketing the first generation of its E3 Disklavier, a less expensive system that retained many of the PRO features, but designed for more general use. The second generation followed in 2012, which eliminated the Mark IV series. Now Yamaha markets the E3 in both standard and PRO versions, but all of its larger grands from the C3 on up come with the PRO system installed. The release date of the second-generation E3 system coincided with Yamaha’s release of its CX series of grands, which the company maintains includes “new, revolutionary piano wire as well as hammers based on those found in the CFX concert grand [Yamaha’s 9' instrument released in 2010].” Since 2006, apps have been available for iPads and iPhones to control the Disklavier systems, and in 2009, Yamaha also began marketing a sophisticated control unit for all of its systems called the DKC-850 Upgrade, which, although it cannot modify the recording techniques used in earlier floppy-disk technologies, provides many of the latest E3 features for its earlier systems.

			Not surprisingly, many Disklavier features are also available on Yamaha’s enormous line of digital pianos and synthesizers, and the company has long been acknowledged as one of the leading innovators in the electronic keyboard field. For example, in 1983, it introduced the DX7 synthesizer, which used “frequency modulation synthesis,” a process developed by electronic composer John Chowning (b. 1934) at Stanford University. Unlike the analog synthesizers that preceded it, the digital DX7 could produce tones with different types of attacks: for example, a violin string simulation could be made to sound as though it had been plucked, bowed, or even struck. All of these varieties of attack could be programmed by the user and stored in advance in a thirty-two-voice RAM internal memory, and the units were also shipped with two thirty-two-voice ROM cartridges, which could be inserted at the user’s discretion. Today one of its most popular digital pianos is the P-105, which comes with only fourteen tones—as opposed to many other instruments which have hundreds—but is sold as an alternative to the acoustic piano; hence the tones are designed to be immensely high-grade replications of actual piano sound. To that end, one of its features is the Pure CF Sound Engine, which is designed to be an exact replica of the tones produced by Yamaha’s CFIIIS concert grand. The P-105 also contains Yamaha’s Graded Hammer Standard (GHS) keybed, which simulates the feel of an actual hammer action, with bass keys weighted more heavily than those in higher registers. Undoubtedly, one of the reasons for the model’s popularity is a price tag of—at this writing—only about $1,000 US. The popular P-225 shares many of the features of the P-105, but it also offers the sounds of four varieties of acoustic grand, four electronic piano sounds, and four organ sounds. Another model that is highly praised for its acoustic replications is Yamaha’s CP33, which is marketed as a concert—or stage—piano and offers a multitude of acoustic, electric, organ, string, instrumental, and choral sounds. It also creates its acoustic piano effects with Yamaha’s Advanced Wave Memory Dynamic Stereo Sampling, a sampling system, according to one reviewer, for which “the engineers have taken three different layers of samples from a full concert grand piano, and dedicated more than three times the normal memory allotment to cover every characteristic, from the vibration of a piano’s strings to the sound of the damper pedal.” See appendix D, and see http://usa.yamaha.com.

			Yesipova, Anna (b. St. Petersburg, 1851; d. St. Petersburg, 1914). Russian pianist and teacher, whose name sometimes appears in Western transliterations as “Annette Essipoff” or “Esipova.” She was the daughter of a high-ranking civil servant, and at the age of twelve she was sent to the St. Petersburg Conservatory, where she studied with Leschetizky. She made her St. Petersburg debut at the age of twenty and soon attracted the attention of many notable musicians, including Liszt, as she toured Europe. She played in London in 1874 and Paris in 1875, and the following year, she arrived in America. On November 14, 1876, Yesipova appeared in New York’s Steinway Hall with the New York Philharmonic under Reinhard Schmelz, performing the Chopin E Minor Concerto, along with several short pieces by Leschetizky, Anton Rubinstein, and others. In staunchly Victorian language, the New York Times reviewer not only deemed her “the most skilled piano-player of her sex that has ever visited the United States,” but proclaimed her as the greatest pianist to have played in America in the last decade—with the possible exception of Bülow: “She lacks, indeed, much of the power of that eccentric, not to say insane, virtuoso, but she is quite as elegant and as correct—often more correct, in truth, for Dr. Von Bülow occasionally lost his precision simultaneously with his self-control.” Her tour was sponsored by Steinway, and on May 16, 1877, as she was preparing to sail home from New York, she wrote the company a letter of appreciation praising its instruments in superlative terms: “No other European or American pianos known to me possess such extraordinary durability . . . nor combine all excellencies [sic] to such a high degree as yours, and in them I have found my ideal instrument.” She continued to tour through Europe to continued success, and in 1880, she married Leschetizky, who was twenty-one years her senior, and had since relocated to Vienna. Eventually they had two children. She joined her husband at his school in Vienna, remaining with him until their divorce in 1893. While there, she taught many pupils who also worked with him, including Paderewski, whose career she helped launch in Paris, and Schnabel. In 1893, she returned to St. Petersburg, where she was asked to join the faculty of the conservatory. One of her pupils there was pianist and composer Sergei Prokofiev, and another was Isabelle Vengerova, who became her assistant in 1906. In the same year, Yesipova made a number of Welte-Mignon piano rolls.

			Young Chang. A South Korean piano manufacturer headquartered in Incheon. Founded in 1956 by three brothers, Young-Sup, Chang-Sup, and Jai-Sup, the firm was created to import and sell Yamaha pianos in Korea, a country still reeling from the devastation of a terrible war. But by the mid-1950s, economic recovery seemed on the horizon, and pianos were being seen as prestigious status symbols in many Korean homes. The Sup brothers ingeniously capitalized on the cultural appetites of the nation by observing that the instruments then available were affordable only to the wealthy, and they were the first to make mid-range quality Yamaha pianos accessible to middle-class Korean families. They incorporated in 1962 by forming the Young Chang Akki Company Ltd. and two years later they expanded beyond the role of importers and retailers as a response to the debilitating tariffs the Japanese government was now imposing on exported goods. Inasmuch as the Japanese restrictions did not apply to unfinished goods, the company began to expand into its earliest manufacturing ventures by importing Yamaha components and assembling them in their Korean plants. Yamaha was so impressed with the results that they lent Young Chang money to set up an operation to build their own line of instruments, though by now the Japanese government was even restricting the importation of raw materials, which the company eventually circumvented by manufacturing their own machinery. By 1975, Young Chang pianos were so successful that the company sought an international presence, forcing Yamaha to break relations with them, since they now saw them as a potential competitor in the world market. In 1978, the first Young Chang pianos entered the United States, but they had severe moisture problems similar to those experienced at one time by Yamaha and Kawai, due to an inadequate seasoning of the wood to accommodate American climatic extremes. Some instruments were returned to Korea, and the company continued to make improvements over the next decade, although many dealers were still complaining of inconsistent quality control, requiring an unacceptable level of on-site adjustments. By the late 1990s, many Young Chang instruments were still showing a higher need for maintenance than comparable models by other manufacturers.

			By the mid-1990s, Korean wages were on the rise, and in 1995 Young Chang built a new factory in Tianjin, China, at an estimated cost of $40 million US. Designed with two objectives, the new facility was intended to take advantage of the less-expensive Chinese labor force and to make instruments more accessible to Chinese consumers, a market that then seemed to be growing exponentially. Although the company’s Chinese operation demanded extensive cooperation from the Chinese government, Young Chang insists that all materials and designs it markets are identical to those created in Korea. For several years, all pianos produced in Tianjin bore the Young Chang nameplate, but in 2000 it began marketing its Chinese instruments under the Bergmann name, which most in the industry perceive as a respectable entry-level instrument. In 1985, Young Chang purchased the Weber name, and though it sold the brand to Samsung a year later, it retained the right to manufacture Weber instruments, which for the most part continue to be built in China. In 1990, it also bought Kurzweil, and Young Chang is now one of the largest piano manufacturers in the world. In a highly publicized move, in 1995 the company hired the German-born Joseph Pramberger (1938–2003), a former vice president of Steinway, a firm for which his father, Anton, had also worked. Pramberger was widely recognized as an innovative designer, and he immediately began creating the Young Chang Pramberger Series, culminating in the Pramberger Platinum Piano, the highest-end piano the company had yet marketed. First introduced in 2000, it used Renner hammers, but it ceased production with Pramberger’s death in 2003. However, Young Chang continues to use many of his modifications, which are legally their corporate property. At this writing, the company is marketing a wide variety of uprights, as well as four grand models ranging in size from 4'11" to 6'1". They also build brands for other companies, such as the Essex line for Steinway. See also Weber, and see http://youngchang.com.
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			Zayas, Juana (b. Havana, 1940). Cuban-born American pianist. Her earliest lessons were with her mother, and she graduated from Havana’s Carlos Alfredo Peyrellade Conservatory at the age of eleven, winning the gold medal for her performance of the Schumann Concerto. In 1957, she entered the Paris Conservatoire, studying piano with Joseph Benvenuti (1898–1967), a pupil of Armand Ferté (1881–1971) (who once edited both books of the Well-Tempered Clavier and the thirty-two Beethoven sonatas), and chamber music with French flutist René Le Roy. On her graduation she received the premier prix in both areas, and she also met her future husband at the conservatoire, an aspiring chemist who was also one of Le Roy’s flute students. After marrying in Versailles, the couple went to England in the early 1960s, where her husband continued his studies at Cambridge before they emigrated to the United States in 1966. Zayas coached additionally with Adele Marcus and Joseph Raieff at Juilliard, and on October 18, 1977, she gave her New York debut at Alice Tully Hall with an astoundingly demanding program. She followed the Mozart Sonata, K. 332, with the Ravel Gaspard de la nuit before offering both books of the Chopin etudes. Though the New York Times’s Harold Schonberg was not always enchanted with her interpretive choices in the Mozart and the Ravel, he found her Chopin to be a revelation. Noting that her tempos were much faster than the etudes are often played today, he observed that giants of the past such as Lhévinne and Friedman “used tempos that often would be considered outlandishly fast today.” He also noted that the “Revolutionary” Etude “for once really sounded revolutionary” and that the A-flat “harp” Etude from op. 25 displayed “a ravishing interplay of voices.” He summarized by observing, “It may be that we have with us a Chopin pianist to the manor born.” Seven years later, in August 1984, Tim Page of the Times reviewed her recent CD of the etudes released on the Uni-Pro Spectrum label and was unrestrained in his praise: “Miss Zayas plays with passion and poetry, never allowing these elemental vignettes to descend to the level of mere exercise.” In recent years she has concertized extensively in Europe, and in 2010 her most recent release of the etudes earned the Diapason d’or Award from the French Diapason magazine. She currently resides in New Jersey with her husband.

			Zimerman, Krystian (b. Zasbrze, Poland, 1956). Polish pianist. As a youngster, Zimerman studied at the Karol Szymanowski Academy of Music in Katowice under Andrzej Jasiński (b. 1936), who once studied under Magda Tagliaferro, among others. In 1975, he came to worldwide attention when he won the International Chopin Competition at the age of eighteen. He made his New York debut on November 1, 1979, with Zubin Mehta and the New York Philharmonic in the Chopin F Minor Concerto, a performance praised by Harold Schonberg in the New York Times as “aristocratic,” with an “unforced lyricism,” enhanced by “supple, fluent technique and a singing tone.” He was quickly embraced by European and American audiences, and within a decade was perceived by many as one of the world’s greatest pianists, especially in Romantic repertoire, which he dispatched with a masterful technical command and a compelling sense of musical shape and design. But by the late 1980s, some critics were becoming less generous, and Tim Page, writing in the New York Times in October 1986, deemed his Avery Fisher Hall recital “disappointing” despite an “immaculate” technique: “There seemed little rectitude beneath the glittering surface. Throughout the afternoon . . . ‘prettiness’ made do for beauty.” And the Times’s Bernard Holland, who reviewed his solo New York recital in May 1988, was even less restrained: “Krystian Zimerman is a pianist with so much to give that one longs for him to choose his gifts more carefully.” Nonetheless, through the 1980s, Zimerman remained the favorite pianist of conductor Leonard Bernstein, and by October 1984 they had recorded both Brahms concertos for Deutsche Grammophon, collaborating again on the Beethoven Concertos Nos. 3, 4, and 5 in the fall of 1989. (They had planned to record the first two Beethoven concertos as well, but Bernstein died before this could be accomplished. In December 1991, Zimerman conducted the Vienna Philharmonic from the keyboard for his recordings of those works.) However, the pianist’s reviews were becoming increasingly mixed, especially in America, and after hearing his Carnegie Hall recital in April 1993, the New Yorker’s Alex Ross opined that his playing “consistently suffers from an all-consuming pressure toward re-interpretation. The music he chose would benefit more from simple presentation and subtle reflection.”

			Within a year, many were viewing Zimerman as even more eccentric, since he was now insisting on playing the fifty concerts a year to which he restricted himself on his own Steinway D—transporting both his instrument and a full-time technician from his home in Basel, Switzerland. On April 23, 1995, he told the New York Times’s Leslie Kandell, “I’m no good at changing . . . no instrumentalists other than pianists have to do it. When you change instruments, you can forget up to 30 percent of how you learned to play the piece.” But unquestionably, many still saw him as an extraordinarily conscientious artist, and in April 1997, the Times’s Anthony Tommasini offered unreserved praise for his performance of the Schubert A Major Sonata, D. 959, at a Carnegie Hall recital given in honor of the bicentennial of the composer’s birth, a rendition filled with “arresting detail, shapely phrasing, and articulate rhythm.” Tommasini also had high praise for Zimerman’s recordings of the Rachmaninoff First and Second Concertos with Ozawa and the Boston Symphony, released by Deutsche Grammophon in 2003. By this point in time, the pianist had become his own piano technician, carefully loading the case of his Steinway onto a truck driven by a professional of his choosing and then driving the piano’s action in his rented car to the next venue, wherever it may have been. He then routinely spent hours reassembling the instrument while making meticulous adjustments to its action.

			He made his Los Angeles concert debut at the Walt Disney Concert Hall on the evening of April 27, 2009, but many in the audience were puzzled by his platform demeanor. The Los Angeles Times’s Mark Swed noted that his performance of the Bach C Minor Partita was “dispatched with strange impatience,” and that he attacked the opening of Beethoven’s op. 111 Sonata without “allowing the audience to quiet,” nor “even waiting for latecomers to be seated.” He chose to end his program with Szymanowski’s Variations on a Polish Folk Theme, a youthful work that Swed and others felt seemed a poor complement to the gravity of the other works chosen. And then, before playing, he addressed the audience, announcing that he would no longer perform in America, indignantly shouting, “Get your hands off of my country,” a reference to President Obama’s decision two days earlier to locate a missile-defense system behind Polish borders (the project was discontinued about five months later). The next day, the pianist’s manager, Mary Pat Buerkle, told the Associated Press that Zimerman’s decision had been building for some time, saying, “I don’t think it’s appropriate to say it’s all political.” In fact, many took Zimerman’s side when it was announced that in 2006, under the Bush presidency, Transportation Security Administration officials had actually destroyed his Steinway concert grand at Kennedy Airport before he arrived at customs, since they were convinced that the instrument’s glue “might contain explosives.” Subsequently, he was always careful to dismantle his piano in Basel and ship it as carefully packaged components to be reassembled after the various crates had cleared U.S. Customs. Unquestionably, Zimerman remains one of the finest pianists of his generation, though obviously he has engendered some recent controversies unrelated purely to artistic, interpretive choices.

		

	
		
			Appendix A

			Dictionary Entries Listed by Category

		

		
			Though each Dictionary entry appears in alphabetical sequence under the appropriate letter, the list below subdivides all entries by category to facilitate easy reference for those in search of listings within particular areas. To conserve space, very few entries are listed twice, but in a few cases some appear under two categories: for example, Yamaha is listed under both acoustic and digital manufacturers, and Rosina Lhévinne is listed as both a classical pianist and a prominent teacher—though, as is well known, a great many fine pianists have also distinguished themselves as noted teachers.

			Classical Pianists

			Albert, Eugen (or Eugène) d’

			Anda, Géza

			Andsnes, Leif Ove

			Argerich, Martha

			Arrau, Claudio

			Ashkenazy, Vladimir

			Ax, Emanuel

			Babin, Victor

			Bachauer, Gina

			Backhaus, Wilhelm

			Badura-Skoda, Paul

			Barenboim, Daniel

			Barere, Simon

			Bartlett, Ethel

			Bauer, Harold

			Berman, Boris

			Berman, Lazar’

			Bilson, Malcolm

			Binns, Malcolm

			Bolet, Jorge

			Bowen, York

			Brailowsky, Alexander

			Brendel, Alfred

			Bronfman, Yefim

			Browning, John

			Bülow, Hans von

			Busoni, Ferruccio

			Carreño, Teresa

			Casadesus, Robert

			Cherkassky, Shura

			Chopin, Frédéric

			Ciccolini, Aldo

			Clementi, Muzio

			Cliburn, Van [Harvey Lavan Jr.]

			Cohen, Harriet

			Cooper, Imogen

			Cortot. Alfred

			Cramer, Johann Baptist

			Craxton, (Thomas) Harold

			Curzon, Sir Clifford

			Cutner, Solomon

			Cziffra, Georges [György]

			Da Costa, Raie

			Davidovich, Bella

			Davis, Ivan

			De Groote, Steven

			Demus, Jörg

			Dichter, Misha

			Dohnányi, Ernő [Ernst von]

			Dorfmann, Ania

			Douglas, Barry

			Dreyshock, Alexander

			Dussek, Johann Ladislav

			Feltsman, Vladimir

			Fialkowska, Janina

			Field, John

			Firkušný, Rudolf

			Fischer, Annie

			Fischer, Edwin

			Fleisher, Leon

			Fou Ts’ong

			Frager, Malcolm

			François, Samson

			Frankl, Peter

			Freire, Nelson

			Friedberg, Carl

			Friedheim, Arthur

			Friedman, Ignaz

			Gabrilowitsch, Ossip

			Ganz, Rudolph

			Gekić, Kemal

			Gieseking, Walter

			Gilels, Emil

			Godowsky, Leopold

			Goode, Richard

			Gottschalk, Louis Moreau

			Gould, Glenn

			Graffman, Gary

			Grainger, Percy

			Gulda, Friedrich

			Hallé, Sir Charles

			Hallis, Adolph

			Hamelin, Marc-André

			Haskil, Clara

			Heller, Stephen

			Henselt, Adolf von

			Hess, Dame Myra

			Hewitt, Angela

			Hofmann, Josef

			Horowitz, Vladimir

			Horszowski, Mieczysław

			Hough, Stephen

			Hughes, Edwin

			Hummel, Johann Nepomuk

			Hungerford, Bruce

			Istomin, Eugene

			Iturbi, José

			Janis, Byron

			Johannesen, Grant

			Joseffy, Rafael

			Joyce, Eileen

			Kabós, Ilona

			Kalkbrenner, Friedrich

			Kapell, William

			Katchen, Julius

			Katin, Peter

			Kempff, Wilhelm

			Kentner, Louis

			Kilenyi, Edward (Jr.)

			Kissin, Evgeny

			Koczalski, Raoul von

			Kovacevich, Stephen

			Kraus, Lili

			Lamond, Frederic

			Lang Lang

			Larrocha, Alicia de

			Levy, Ernst

			Lewenthal, Raymond

			Lhévinne, Josef

			Lhévinne, Rosina

			Lipatti, Dinu [Constantin]

			List, Eugene

			Liszt, Franz

			Loesser, Arthur

			Long, Marguerite

			Lupu, Radu

			Lympany, Dame Moura

			Małcużyński, Witold

			Marcus, Adele

			Mason, William

			Masselos, William

			Matthews, Denis

			Michelangeli, Arturo Benedetti

			Mikuli, Karol [Karl, Carl, or Charles]

			Milkina, Nina

			Miller, Robert

			Moiseiwitsch, Benno

			Moravec, Ivan

			Moscheles, Ignaz

			Moszkowski, Moritz

			Ney, Elly

			Novaës, Guiomar

			Nyiregyházi, Erwin

			Oborin, Lev

			Ogdon, John

			Ohlsson, Garrick

			Oppens, Ursula

			Pabst, Pavel [Paul]

			Pachmann, Vladimir de

			Paderewski, Ignacy Jan

			Pagano, Caio

			Perahia, Murray, KBE

			Perlemuter, Vlado [Vladislas]

			Perry, John

			Petri, Egon

			Pires, Maria João

			Pogorelić, Ivo

			Pollini, Maurizio

			Pressler, Menahem

			Previn, Sir André

			Rachmaninoff, Sergei

			Reinecke, Carl

			Reisenberg, Nadia

			Richter, Sviatoslav

			Robertson, (John) Rae

			Rose, Jerome

			Rosen, Charles

			Rosenthal, Moriz

			Rubinstein, Anton

			Rubinstein, Arthur, KBE

			Sándor, György

			Saperton, David

			Sauer, Emil von

			Scharrer, Irene

			Schein, Ann

			Schiff, Sir András

			Schnabel, Artur

			Schub, André-Michel

			Schumann, Clara (Wieck)

			Scriabin, Alexander

			Serkin, Peter

			Serkin, Rudolf

			Shure, Leonard

			Siloti, Alexander

			Simon, Abbey

			Simonds, Bruce

			Slenczynska, Ruth

			Steuermann, Eduard

			Tagliaferro, Magda

			Tausig, Carl

			Thalberg, Sigismond

			Thibaudet, Jean-Yves

			Tryon, Valerie

			Tureck, Rosalyn

			Uchida, Dame Mitsuko

			Vásáry, Tamás

			Viñes, Ricardo

			Votapek, Ralph

			Vronsky, Vitya

			Watts, André

			Weissenberg, Alexis

			Wild, (Royland) Earl

			Wittgenstein, Paul

			Yesipova, Anna

			Zayas, Juana

			Zimerman, Krystian

			Famous Teachers, Pedagogical Theorists, and Writers on Piano Topics

			Bach, C. P. E. [Carl Philipp Emanuel]

			Benko, Gregor

			Breithaupt, Rudolf

			Czerny, Carl

			Deppe, Ludwig

			Fay, Amy [Amelia]

			Genhart, Cécile (Staub)

			Hanon, Charles-Louis

			Leschetizky, Theodor

			Lhévinne, Rosina

			Long, Marguerite

			Mannheimer, Frank

			Marcus, Adele

			Mason, William

			Matthay, Tobias

			Munz, Mieczysław

			Neuhaus, Heinrich

			Ortmann, Otto

			Perry, John

			Philipp, Isidor

			Samaroff, Olga

			Schonberg, Harold C[harles]

			Taubman, Dorothy

			Vengerova, Isabelle

			Whiteside, Abby

			Twentieth-Century Composers Famed for Pianistic Innovations

			Cage, John

			Cowell, Henry

			Davidovsky, Mario

			Jazz and Pop Pianists

			Ammons, Albert

			August, Jan

			Basie, William “Count”

			Brubeck, Dave

			Cavallaro, Carmen

			Chittison, Herman “Ivory”

			Cole, Nat “King”

			Confrey, “Zez” [Edward Elzear]

			Corea, Chick [Armando Anthony]

			Da Costa, Raie

			Duchin, Eddy [Edwin]

			Ellington, “Duke” [Edward Kennedy]

			Emerson, Keith

			Evans, Bill

			Garner, Erroll

			Gershwin, George

			Gulda, Friedrich

			Hammer, Jan

			Hancock, Herbie [Herbert]

			Hines, Earl “Fatha”

			Hyman, Dick

			Jamal, Ahmad

			Jarrett, Keith

			Johnson, James P[rice]

			Joplin, Scott

			Lewis, Meade “Lux”

			Liberace, Wladziu Valentino

			Mayerl, Billy [William Joseph]

			Monk, Thelonious

			Morton, Ferdinand “Jelly Roll”

			Peterson, Oscar

			Powell, Bud [Earl Rudolph]

			Previn, Sir André

			Shearing, Sir George

			Smith, Clarence “Pine Top”

			Tatum, Art [Arthur Jr.]

			Taylor, Billy [William]

			Taylor, Cecil

			Waller, Thomas “Fats”

			Wilson, Teddy

			Musical Terms Related to Piano Style and Interpretation

			boogie-woogie

			cantabile

			m. d. and m. g.

			rag, or ragtime

			song plugger

			stride, or stride piano

			“syncopated” piano

			tempo rubato

			tone cluster

			Modern Manufacturers of Acoustic Pianos and Piano Actions

			Abel Hammer Company

			Aeolian Company

			Ampico reproducing piano

			Baldwin

			Bechstein

			Blüthner

			Bösendorfer

			Broadwood & Sons

			Chickering & Sons

			Duo-Art

			Érard, Sébastien

			Estonia

			Fazioli

			Feurich

			Förster, August

			Grotrian-Steinweg

			Ibach

			Kawai

			Kimball

			Kluge Klavierturen (keyboards)

			Knabe

			Mason & Hamlin

			Petrof

			Pianola

			Pleyel

			Ravenscroft

			Renner (hammers and actions)

			Samick

			Sauter

			Schiedmayer

			Schimmel

			Seiler

			Sohmer

			Steingraeber & Söhne

			Steinway & Sons

			Stuart & Sons

			Weber Piano Company

			Yamaha Corporation

			Young Chang

			Terms Related to the Modern Piano and Piano Construction

			agraffe

			aliquot

			back check

			bridge

			capo d’astro bar

			cast-iron frame

			cross-stringing

			damper

			double escapement

			duplex scale

			hammer

			hitch pin

			jack

			pedal (including separate entries on damper pedal, sostenuto pedal, and una corda)

			pinblock

			regulation

			soundboard

			voicing

			wippen

			Fortepiano and Early Nineteenth-Century Piano Builders

			Backers, Americus

			Cristofori, Bartolomeo

			Graf, Conrad

			Silbermann, Gottfried

			Stein, Johann Andreas

			Steingraeber & Söhne

			Streicher, Nannette (Stein)

			Walter, Anton

			Digital Piano Manufacturers and Equipment

			Casio Synthesizers

			Clavinet

			Fender Rhodes

			Korg

			Kurzweil

			MIDI

			Moog, Robert

			Moog synthesizer

			Pianet

			Roland

			Yamaha

			International Competitions

			Arthur Rubinstein International Piano Master Competition

			Busoni Prize

			Geneva International Competition

			Gina Bachauer International Piano Competition

			International Chopin Competition

			International Tchaikovsky Competition

			Leeds International Piano Competition

			Leventritt Competition

			Long-Thibaud-Crespin Competition

			Naumburg International Piano Competition

			Queen Elisabeth Competition

			Van Cliburn International Competition

			Piano Museums and Archival Collections

			Colonial Williamsburg, Dewitt Wallace Decorative Arts Museum

			Frederick Collection of Historic Pianos

			IPAM (International Piano Archives at Maryland)

			Metropolitan Museum of Art

			Museum of Fine Arts (Boston)

			Musical Instrument Museum (Phoenix)

			Smithsonian Institute Musical Instruments Collection

			Yale Collection of Musical Instruments

			

		

	
		
			Appendix B

			A Brief Overview of the Acoustic Piano’s Action for the Performer

		

		
			Except for the pedals, the key is the only moving part of the acoustic piano that a performer may operate, a lever which initiates tone production by invoking a sophisticated series of movements that occur in the twinkling of an eye. When the pianist’s finger pushes downward on the key (1), the wippen (2) is moved upward by means of a connecting capstan screw (3). The wippen supports the jack (4) and the repetition lever (5), which transmit energy to the hammer shaft (6) by means of the knuckle (7)—that is, a small wooden cylinder covered with leather. After the knuckle initially propels the hammer (8) to strike the string, it is left to travel under its own momentum, a process called “escapement,” which is what enables the hammer to rebound instantaneously after the string has been struck.

			An important pedagogical concept may be conveyed to students if they are taught that the process of tone production is incredibly short—in fact the American Piano Technicians Guild advises that a well-adjusted piano key should be able to repeat the process of tone production eight times in one second. The sound is also heard midway in key descent, even before the key has reached the felt pad that sits underneath it. In fact, regardless of how the sound may be experienced by the ear, all tones made by the instrument are produced within the span of the shortest staccatissimo, so that the difference between staccato and legato touch is determined only by how quickly the damper (9) is permitted to reconnect with the string. And as most pianists already know, as long as the key remains depressed, the string will continue to vibrate.

			The hammer returns to rest immediately, but so long as the key remains even slightly depressed, the hammer tail (10) is caught by the back check (11), where it remains until the pianist permits the key to return to the surface. From this position, it is already a bit closer to the string, which helps to facilitate double escapement, a design first employed on Érard instruments in the mid-nineteenth century and today found on all grand pianos. Double escapement is the mechanism that enables the performer to repeat a note even if the key has only been partially permitted to rise. If the key is reengaged before the hammer leaves the back check, it allows the repetition spring (12) attached to the repetition lever to expand, thereby raising both the repetition lever and the hammer and allowing the jack to reposition itself underneath the hammer shaft.

			In a serviceable action, all of these components should work together smoothly, which is the objective of the periodic regulation performed on all well-maintained instruments by a knowledgeable technician.

			(Piano action illustration courtesy of Renner USA)

			(Numerical captions by T. M. Larsen)    
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					Courtesy Renner USA.

				

			

		

	
		
			Appendix C

			Historical Pianos and Their Relationship to the Standard Repertoire

			Edmund Michael Frederick

		

		
			This brief essay offers the modern classical pianist some basic but essential information about earlier types of pianos that will aid in understanding the music composed for those instruments—that is, the pianos that serious pianists and composers from an earlier era once considered suitable for performing their music. Since harpsichords and clavichords are outside the scope of this volume, this survey begins at the end of the eighteenth century when the piano had become the most widely accepted keyboard instrument. Although the term “fortepiano” is often used to describe a wide variety of pianos built before about 1840, in the eighteenth and early nineteenth centuries that label was often interchangeable with “pianoforte”—a term that is still the formal name for the modern piano and which dates back to the instrument’s inventor, Cristofori. The endemic use of “fortepiano” today stems largely from the community of twentieth-century replicators who needed a term to offset their instruments—particularly the Viennese-style pianos of the late eighteenth century—from modern pianos. As it is used today, the term “fortepiano” does not have precise limits, since a Viennese grand piano of 1790 (or a modern copy of one) is clearly a fortepiano. An English grand piano of the same time period may, or may not, be called a fortepiano. By the same token, a Viennese grand piano of 1840 will probably be called a fortepiano, but an Érard grand piano of 1850 will probably just be called a piano.

			One fundamental change between modern pianism and that of the 1790s is that pianists today routinely play music from all periods up to the present. In 1790, a pianist typically played only contemporary music, since earlier music was largely unknown, and the scores were not readily available. It was only in the late nineteenth century that the typical Bach-to-contemporary program became common, and it was only in the twentieth century that concern with historical instruments and earlier performance practices became a serious consideration for many. It should also be noted that in the twentieth century the easy availability of recordings and broadcasts changed our way of listening. Previously, once a performance had taken place, it could never be heard again. Another difference was that taste was more locally defined. A piano maker in Vienna in 1825 was concerned only with the kind of piano the Viennese liked, and not with what the people of London preferred. It is also important to remember that pianists who had long careers—virtuosos such as Franz Liszt and Clara Schumann (others typically died young)—had started playing one kind of piano in their youth and finished their careers on very different instruments. This meant that what had worked earlier was not always ideal later; for example, a very fast tempo that had worked well in the 1830s might require adjustment in the 1880s.

			One of the most significant features of piano tone that distinguishes it from most other instruments is that it changes in dynamic level and quality throughout its duration. At one extreme, there are pianos with a very pronounced attack at the beginning followed by a sharp initial decay of the tone that sustains at a relatively quiet level. At the other extreme are pianos with a less precise beginning, followed by a tone that stays relatively loud before decaying to silence. Pianos of the late eighteenth century are very much in the first category; prominent makers of this type include Johann Andreas Stein, his daughter Nannette (Maria Anna) Streicher, and Anton Walter. One obvious difference in performance is the use of the damper pedal. Pedal markings in earlier music often last longer than what is found today—there are some famous examples in the Beethoven piano sonatas—and it is quite practical to perform the entire first movement of Beethoven’s “Moonlight” Sonata on one continuous pedal on a period piano, because the sustained tone becomes a gentle haze that the newly sounded notes penetrate easily. Obviously, this is not what happens when the same pedaling is used on a modern piano. On earlier pianos, this kind of sound is well suited to elaborate, light, fast fioratura and passagework, and the quicker tempos allow the bigger shapes of the music to emerge. Since such instruments had very light, shallow actions, the physical effort required is also much less, and remarkably expressive effects can be achieved with the fingertips alone. The close-position chords and thick textures in lower registers that may even sound uncouth on a modern instrument sound relatively transparent, as illustrated for example by the opening measures of the slow movement from Beethoven’s Sonata, op. 57, the “Appassionata”:
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					Beethoven: Sonata, op. 57 (1804–05), 2nd mvmt, mm 9–15. The thick chords in the bass register can often be challenging to convey expressively on a modern piano, whereas on instruments built in the early nineteenth century they sound far more transparent.

				

			

			In chamber music and song accompaniments, the perennial balance problems so often found today simply do not exist, since it is easy for the piano to be heard without swamping the other performers.

			At the end of the eighteenth century, European piano building could be divided into two styles: the Viennese–South German variety and the English. The characteristics described above were common to both types, but the two schools of design were also noticeably different. A very rough but useful comparison to note is that German instruments came from a musical culture of clavichord players, while the English piano makers had previously made English-style harpsichords. Musically, this means that the Viennese-style instruments tended more toward a refined, singing sound in the treble, with a precisely audible bass. By contrast, the English instruments had a fuller, more imposing sound in the bass and mid-range, with a treble sound that is rather dry. Haydn’s last Sonata, the E-flat, Hob. XVI:52, conceived in London on an English piano, was written with this sound in mind. He exploits the impressive lower register, while the treble often moves very quickly, and the texture is frequently thickened with double notes or chords for volume.
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					Haydn: Sonata in E-flat, Hob. XVI:52 (1794), 1st mvmt, mm. 1–2. Haydn exploits the heavier, richer bass characteristics of English pianos in the opening of this famous sonata.
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					Haydn: Sonata in E-flat, Hob. XVI:52 (1794), 1st mvmt, mm. 18–19. Since the trebles of English pianos were far thinner than their Viennese counterparts, Haydn’s upper-register passages tend toward much shorter note values.

				

			

			In much of the literature, these differences are traced to the “mystical” qualities of the English and Viennese actions, and one book that makes this connection is Rosamond Harding’s The Pianoforte: Its History Traced to the Great Exhibition, originally published in 1933.1 But this is largely nonsense, and the chart below lists some of the factors that influence piano tone.
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					Copyright 2015 by Patricia H. Frederick. Used by permission.

				

			

			Viennese and English pianos differed in many elements of design, so it is hardly surprising that they sound different. The most important thing to remember is that English and Viennese ideals of sound differed widely, and both schools were changing continuously during the course of the nineteenth century.

			As is well known, the keyboard’s range expanded over time as well, as reflected by the chart below:
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					Piano pitch ranges as they developed from the late 1700s to the late nineteenth century. (Pitches given in the modified Helmholtz system. Consult the chart in the front of this book for ASA system equivalencies.) Copyright 2015 by Patricia H. Frederick. Used by permission.

				

			

			Thus it should come as no surprise that all the notes of the standard modern keyboard are not found in scores until late in the nineteenth century. The expansion of range also suggests that something else had happened: pianos were getting bigger, and as they got bigger, they were also becoming more heavily strung, with hammers, bridges, and soundboards also getting heavier. The thickest bass string on a 1790 English grand piano is about as thick as the thinnest string on a modern piano. By the 1820s, the touch was still extremely light, but it was much heavier than it had been earlier. The sonority was also still very light and transparent by modern standards, but it was fuller and heavier than it had been earlier, and, for example, one would no longer be inclined to play the first movement of the “Moonlight” Sonata on a single pedal. In piano scores, one sees more of the kind of singing melody that Schubert uses in his G-flat Impromptu, D. 899. Metronome markings were also becoming more common, and while no one should take them to be an absolute guide, they clearly show that “fast” often meant very fast indeed. No doubt, some of these markings were designed to showcase the talents of virtuosi, but the tempi were both physically and artistically practical on the pianos of the 1820s and 1830s.

			The basis of modern grand actions, the Érard repetition action, the so-called double escapement, was patented in 1821. (See Érard, and also see double escapement.) While many pianists valued Érards for their tone quality, the major performers seem to have been largely indifferent to the repetition mechanism. Indeed, at the end of his life, Liszt still used Viennese-action pianos, as well as instruments with repetition mechanisms. Even in early twentieth-century Vienna, there were still serious pianists and teachers who preferred the Viennese action, perhaps because it gives a feeling of direct connection to the hammer. However, with a deeper key dip and more weight, the utility of the repetition mechanisms became more important, and by the early twentieth century, the repetition mechanisms had become the accepted norm.

			With or without repetition mechanisms, French pianos were musically very important from about 1830 on. Originally, French designs had been inspired by English instruments, but by the 1830s they had acquired characteristics of their own, such that even some of the English were importing them or using pianos from the Érard factory in England. One characteristic of French instruments, and Érards in particular, was a tendency to allow a variety of tone color over a changing dynamic range. All pianos sound brighter when played loudly; however, some makers have tried to minimize this effect, while others have encouraged it. Musically, the change in color can be very useful. For example, if the melody is not only louder but of a slightly different timbre, it is easier to distinguish it from the accompaniment. Changing color as well as loudness gives something of the effect of different instruments in an ensemble.

			During the second quarter of the nineteenth century, as pianos got bigger, with strings placed under more tension, makers used more and more metal framing to reinforce their increasingly heavy wooden frames. By the middle of the century, almost all grand pianos had at least a couple of iron bars, and American and Danish pianos were using one-piece cast-iron frames.2 This latter approach was particularly American, probably because the northeastern United States has a severe climate, and by the mid-nineteenth century, Americans were already known for overheating their houses.

			Some sense of how far instruments had changed by the middle of the century can be perceived by comparing the Liszt B Minor Sonata, composed in 1853, with Beethoven’s piano writing of fifty years earlier. One also realizes that Liszt and Brahms were not writing for the pianos of the twenty-first century when noting how turgid and congested some of their music sounds. Famous examples from Liszt include sections of the B Minor Sonata:
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					Liszt: Sonata in B Minor (1853), mm 363–65. On January 22, 1857, Liszt’s former pupil Hans von Bülow premiered his famous Sonata in Berlin on the first Bechstein grand ever manufactured. Bülow became so enamored with Bechsteins that he referred to Carl Bechstein as his “Beflügler,” or the man who “gave him wings.”

				

			

			Liszt composed on a wide variety of instruments, and Brahms famously used a straight-strung Streicher for the last twenty-five years of his life, but their instruments tended to enunciate precisely, whether in French or Viennese style.
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					Brahms: Variations and Fugue on a Theme by Handel, op. 24 (1861), Var. 13, mm. 1–3. This passage from Brahms’s well-known set of variations sounds very different from most modern performances when heard on a parallel-strung Streicher.

				

			

			The world of the late nineteenth century in many ways appears relatively familiar to modern pianists, at least when compared to the earlier part of the century. Pianists in the late 1800s routinely played the kind of chronologically mixed program that we take for granted, and they played it on large, heavier pianos that could produce considerable volume. But there were still some important differences between that time period and our own. For one thing, the variety of pianos available to artists then was considerably greater, and while the various sounds were closer in character to the instruments of today than they had been earlier, none of them were really identical to the modern standard. Unfortunately, many surviving instruments have been so modernized that their original characteristics have been lost.

			The most important technical innovation of the late nineteenth century was overstringing—putting the lowest bass strings on a separate, higher bridge to the right of the main bridge so they cross over the lower strings on the main bridge. (See cross-stringing.) While the idea had been tried earlier, it was the Steinway instruments of the 1860s that put overstringing into the mainstream. Steinways began to sound impressive in a new way, and other makers became interested in copying the idea. On average, overstrung instruments tend to produce a lusher, more homogenized sound than do parallel or straight-strung instruments, but there is also a concomitant loss of clarity. Obviously there was a trade-off here, and some makers, Érard and Bösendorfer among them, offered customers a choice of overstrung or parallel-strung models. Brahms’s piano music was very much influenced by the tonal characteristics of his parallel-strung Streicher, and some composers, like Ravel and Fauré, were still using parallel-strung Érards into the twentieth century. In fact, parallel-strung Érard concert grands were made as late as the mid-1920s. These instruments were very clear, had a powerful range of dynamics and color, and could be quite aggressive.

			Two new national approaches to premium piano building became important in the latter part of the nineteenth century: the American and the German. The American instruments tended toward a large, full, sweeter sound, while the German instruments tended to be clearer and more colorful. In the beginning of the twentieth century, German pianos such as Bechstein had largely replaced English pianos in English concerts. French pianos such as Érards and Pleyels, even with overstringing, were still characterized by clarity and color in the early twentieth century. The Viennese valued instruments with a very sweet, sustained sound, like Bösendorfers. Though the acoustical quality may not always be perfect, pre-World War II recordings made by great pianists give some idea of the variety available.
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					Pianist Geoffrey Burleson rehearsing on a parallel-strung Érard from the Frederick Collection, built in Paris in 1877. Marketed as the company’s “Extra-grand modèle de concert,” its ninety-key compass extends to a low G in the bass. Courtesy Frederick Collection of Historic Pianos; photo by Christopher Greenleaf.

				

			

			Discussing all the musical implications of early recordings is obviously beyond the scope of this article, but two points related to the instruments are worth noting: (1) The overall dynamic levels of earlier pianists tend to be lower. Piano hammers have gotten harder and heavier since World War II, and this tends to lead to louder playing. (2) Older pianists generally take care to make their left hands audible. The European instruments in particular were designed to make it possible to play the left hand so that it was audible, but not overwhelming, and the importance of bass notes was very much a part of nineteenth-century teaching.

			The preceding is admittedly a somewhat cursory overview of the subject. Anything more would have to be a great deal more—a book with recordings, for example. It also should be noted that even an introductory tour of the author’s piano collection takes about three hours.3 I have attempted at least to suggest the many possibilities in piano tone and touch and to indicate that some of the musical and technical problems that classical pianists face today stem from trying to play, on a single instrument, music originally conceived for a variety of very different pianos. Years ago, a Japanese visitor to our collection referred to “the ‘McDonaldization’ of everything” as a way of lamenting how artistic expression is becoming overly standardized in our culture. I hope the foregoing does at least a little to free the imagination from this blight.

			Edmund Michael Frederick and his wife, Patricia, have been building a personal collection of over two dozen grand pianos since 1975. Their collection consists of instruments built by major, mostly European makers, c. 1795–1928, representing the kinds of instruments known to have been favored by the leading composers of piano repertoire. Begun in 1985, their Historical Piano Concerts series in Ashburnham, Massachusetts, lets musicians and audiences experience the music as it may originally have been played and heard. Frederick, a historian and a builder of five harpsichords “from scratch,” does all restoration and maintenance of the pianos himself. The Frederick Piano Collection is open to the public for guided tours. Visitors may play the pianos and/or listen to the Fredericks play.

			Notes

			1. See page 152. Harding’s substantial work was republished by Cambridge University Press in 2014.

			2. The Danish firm of Hornung & Møller, in continuous operation from 1827 to 1972, patented a cast-iron frame in 1843, the same year that the Boston-based Jonas Chickering registered a U.S. patent.

			3. The Frederick Collection of Historic Pianos is located in Ashburnham, Massachusetts.

		

	
		
			Appendix D

			Digital Pianos in the Modern Pianist’s World

			S. David Berry

		

		
			One of the most controversial developments in the modern pianist’s world over the last several decades has been the growth of the electronic and digital piano industry. For over a generation, music schools throughout the world have found electronic instruments to be the most cost effective in imparting “functional piano” skills to their students—most often in classroom settings—and not infrequently such instruments have provoked antagonisms from the classically trained pianists hired to teach on them. In addition, growing numbers of students are auditioning for music schools without ever having owned an acoustic piano, a fact that has often frustrated more traditionally trained teachers who are apt to blame such a development on a declining culture where young people are unable to distinguish between Beethoven and rock. But it must also be noted that the technology found in today’s electronic instruments was undreamed of even twenty years ago, so it is scarcely surprising that many classically trained pianists are unlikely to have a thorough understanding of both the science and the underlying cultural factors which have influenced that growth. This essay provides some background on the developments that have characterized the electronic piano industry in the last forty years and argues that the increasing sophistication of the instruments now available holds the potential for enriching the modern pianist’s world.

			It could be said that the development of the electronic piano grew from factors far more evolutionary than revolutionary and in fact stemmed from four major limitations of traditional acoustic pianos:

			First, an acoustic piano is generally large, bulky, heavy, and difficult to move. Throughout its history, many families have found room in their households for them, but homeowners have long appreciated the idea of lighter, smaller instruments. In the nineteenth century, sales of square pianos far exceeded the sale of grands, and in the twentieth century, acoustic uprights and spinets were the most popular instruments found in homes. These smaller models were designed to overcome space limitations, though they were rarely seen as suitable for professional use, since they were significantly lacking in sound quality and expressiveness.

			Second, acoustic instruments are very sensitive to atmospheric changes of temperature, humidity, and air pressure. These changes affect tuning, sound quality, and the response of the keys. Atmospheric sensitivity combined with bulk and weight are very problematic for touring musicians, especially those in ensembles or bands.

			Third, an acoustic piano is too soft for large auditoriums, for outdoor venues, and in ensembles with brass, percussion, and/or amplified electronic instruments. They are frequently amplified using microphones in such environments—a solution always fraught with difficulties.

			Finally, a fine acoustic instrument, such as a concert grand, is challenging to design and build and is therefore very expensive. They are generally too fragile for extensive touring and outdoor use and have high maintenance costs. Early electronic instruments solved most of the challenges but were significantly lacking in sound quality and tactile expressiveness.

			The “Replication” Challenges

			It must first be noted that the sound of any piano, acoustic or otherwise, is somewhat compromised the moment it is processed by a microphone, sound system, or recording to the point that it may be close to impossible to distinguish acoustic from digital instruments. The real difficulty for a digital instrument is to be indistinguishable in sound and touch in a live room environment. There are three main challenges to replicating an acoustic piano sound and playing experience.

			First, the instrument itself has many components that contribute to the ultimate tone produced, beginning with the actual string (or strings).1 Tonal variations also arise from the metals used, the quality of their manufacture, and their relative tension when stretched from tuning pin to hitch pin over the cast-iron frame. All of the woods in the soundboard, the case, and the hammer actions affect the sound.2 Their shapes and the workmanship are also contributors. In addition, the number and action of the pedals on the piano mechanism make a difference. And something that the average listener is unlikely to consider is that the movement of the keys, the hammers, and the pedals also create extraneous noises that are part of the overall impression of the sound when we listen to a piano.

			Second, electronic instruments must be amplified in some manner to be heard. An important question to be answered is whether the instrument is meant to be heard primarily in recordings or primarily through headphones or from a home audio system? The problem becomes more significant if the instrument is to be heard acoustically in a room where it is intended to replicate the sound of an acoustic piano. Solving both problems requires high-quality recordings and sound reproduction equipment. In particular, the “live” version requires a carefully designed and exceptionally high-quality amplifier and speaker system. Also, what is the perspective of the listener? Does the listener hear from the perspective of the performer, or seated close by in a small room, or perhaps seated farther away in an auditorium?

			Third, how does the performer experience the size, weight, and responsiveness of the keys and pedals? Advanced performers who have played expensive acoustic instruments are very demanding in this respect—so much so that many current manufacturers include fully weighted keys with pressure sensitivity scaled in different octaves to mimic the differing resistance of the acoustic keys. Other manufacturers, especially Yamaha, actually attach their grand piano or upright piano keys, actions, and hammers to their digital instruments.

			Although this does not relate to the instrument’s sound properties, there is a fourth, ancillary challenge concerning the aesthetics of the instrument design that especially impacts the home consumer market. Many people will purchase a piano simply for its value as a piece of furniture. Most people want a digital instrument to be attractive in their homes in the same way as they desire beauty from many acoustic instruments.

			The Technological Challenges

			Every time a key is pressed and a hammer strikes piano strings, a complex and ever evolving sound wave is generated. As the wave propagates from the string, it excites other undampened strings, and different components of all the vibrations are amplified or suppressed while being further modified by the instrument’s metal, wood, and other materials. The complexity is compounded when keys remain pressed or become sustained by a pedal for long durations. Even though the acoustic nature of the sound waves is infinitely varied, there are limitations on a person’s ability to perceive the changes in the sound. This fact is very important in the design of a digital piano. To some degree, an electronic instrument must simulate all the factors that contribute to the sound waves.

			There is an important distinction between electric and electronic pianos. An electric piano is basically a piano-style keyboard where the sound of striking or plucking metal strings, metal reeds, or wire tines is captured by a microphone or a magnetic or piezoelectric pickup (similar to those used on electric and electro-acoustic guitars). The sound is then transmitted to an audio amplifier and loudspeaker. The earliest electric pianos were invented in the late 1920s, and commercial instruments were available by the end of the 1930s. They each have very distinctive sounds, often far removed from those of an acoustic piano. However, many of these sounds came to be loved by performers, and modern digital pianos replicate those unique tones as well.

			Virtually every electronic synthesizer and many electronic organs have been designed with a piano “patch.” Early synthesizers consisted of a varied collection of wired circuits and knobs (modules) that were manually connected by wires with plugs on each end called patch cords or patch cables. The particular way of combining different electronic circuits and modules to create a complex waveform is called a patch. This is still true of electronic instruments, though the wiring is usually invisible to the user (on internal circuit boards), with settings and modifications controlled by, and stored by, a computer.

			Electronic pianos come in three basic forms:

			
					Electro-mechanical pianos such as the Fender Rhodes and the Wurlitzer. These were the instruments most often found in the piano labs of music schools in the 1970s and once on a great many popular hit records.

					Synthesizers. Synthesizers use certain successful and popular methods for creating electronic sounds. These are known as synthesis engines or sound engines, and four of them have been used to mimic acoustic piano sounds. They include (A) subtractive, (B) additive, (C) FM (frequency modulation), and (D) granular processes. Subtractive synthesis, as found in the Moog synthesizer and others, reshapes an already complex wave with filters, amplifiers, and modulators. Additive (or Fourier) synthesis adds a multitude of different simultaneous sine waves to create complexity. FM synthesis utilizes sine waves to deform (modulate) other sine waves. And granular synthesis involves creating and adding together moment-by-moment changes in voltage (short bursts of sounds or “grains” five to fifty milliseconds long). All of these techniques have fallen short of replicating a piano, but they have created unique and fascinating timbres.

					Digital pianos. The latest development in electronic pianos, the digital piano, comes in three forms that require separate discussion: sampled, computer-modeled, and hybrid.

			

			Sampling

			The most popular and successful digital pianos are sample playback instruments. A major pioneering breakthrough came from sampling technology developed by Ray Kurzweil as a result of encouragement from soul and pop singer Stevie Wonder. The Kurzweil K250 appeared in 1984, though with a $20,000 price tag and its industrial-looking synthesizer styling, it was only appealing to recording studios and commercially successful popular musicians. To date, sampling technology yields the most variety and realism at a reasonable price. Sampling is created in a professional recording studio where every key (chromatic sampling) on a fine-sounding and well-maintained piano is struck at a variety of volume levels (multisampling) and individually recorded with high-quality microphones.

			The microphone signal is then sent to an analog-to-digital (A/D) converter: a hardware device that takes timed, discrete measurements of changes in the frequency and amplitude of the electronic waveform (samples) in much the same way that a movie camera takes a series of timed, still photographs (frames) that, when played back in sequence, visually recreate movement. The digital signal for all of the piano pitches is recorded, and each recording is stored separately.

			In simplest terms, a sampled recording must capture two basic attributes of a sound wave—its frequency (pitch) and its amplitude (loudness). The sampling process must capture a wide range for both. An eighty-eight-key piano has a frequency range from A0 (27.5 vibrations per second or 27.5 hertz = 27.5 Hz) to C8 (approximately 4,186 hertz = 4.186 kilohertz = 4.186 kHz). The basic pitch we hear is called a fundamental tone, or fundamental, but all musical instruments simultaneously generate higher, and usually softer, pitches called overtones.

			Healthy human hearing hears up to 18,000 Hz (18 kHz). A single wave has two components, a wave crest and a wave trough, that the A/D converter must measure so that the sampling rate must be double the frequency that you want to record faithfully. Thus an A = 440 Hz frequency must have a sampling rate of 880 Hz. The lowest “A” of the piano must be sampled at 55 Hz and the highest “C” at 8.372 kHz. Musical instrument overtones that the ear can hear generally follow a pattern of simple ratios (e.g., 2:1, 3:1, 4:1, etc.) so that the top note of a piano has a first overtone of 8.372 kHz (sampled at 16.744 kHz) with a second overtone of 12.558 kHz and a third overtone of 16.744 kHz sampled at 25.116 kHz and 33.488 Hz respectively. If the A/D converter of the sampler does not have fine enough resolution, overtones will not be preserved and the quality of the sound will be compromised when compared to the acoustic original. To give a common frame of reference, the digital compact disc uses a sampling rate of 44.1 kHz that can capture the fundamental and the first three overtones of the piano’s highest key, but not the fourth at 16.744 kHz that is still within the range of human hearing.

			The amplitude, or loudness, measurement is based on several difference scales of resolution expressed as bits. The compact disc has a sixteen-bit resolution. This explanation of sampling technology is necessary to understand current capabilities and future directions of digital pianos. Higher-resolution samples and multiples of eighty-eight individual key samples create a heavy load on a computer’s processor and storage capabilities; so much so that compromises must be made. In the graphic below, a single wave and trough is represented with the vertical lines representing each discrete measurement by the analog-to-digital converter (A/D) of the rise and fall of the wave. This graphic is not musically meaningful because the frequency represented is well below human hearing (1 Hz), but a higher pitch would be impossible to draw. The horizontal x-axis represents elapsed time of one second while the vertical y-axis denotes the rate of loudness changes on a sixteen-step scale. Both measurements are captured and stored as a series of bits (0s and 1s) that, when sent to a digital-to-analog converter (D/A), become a wave of electrons flowing across a wire that can be amplified and played back by an audio sound system with speakers.
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					In the simplified example above, the vertical bars represent a one-cycle-per-second (1 Hz) sound wave that is sampled thirty-four times. The height changes of each sample (volume) are captured on a bit resolution scale (sixteen bits here).

				

			

			To capture even a single strike of each of the eighty-eight keys on the piano immediately begins to tax a computer’s processing capability, and it was impossible on the earliest instruments, so only a few notes were recorded and they were transposed to create the missing notes. The samples could only be varied in loudness, and this gave the early instruments a static sound. Also, the single key recordings could not be sustained very long. Instrument designers devised strategies to overcome these crippling limitations. Some of these strategies are still used today, especially in self-contained commercial instruments (as opposed to advanced software-based instruments).

			One of the first design strategies involved dividing the keyboard into a number of equal-sized zones—usually octaves or a finer resolution of three minor thirds per octave. This is called key mapping, though the terms key range and key zone are also used. The lowest key of each octave (or minor third group) is recorded and known as the root key. Then an algorithm is created to transpose the root key up in half-step increments until the next recorded root key. Most people are familiar with the “chipmunk” sound, which is an unfortunate by-product of recordings that are raised in pitch. A discriminating performer can hear this tonal change, though surprisingly it can go unnoticed by most listeners, even on relatively modest and inexpensive instruments.

			Long sustained notes, especially in the piano’s bass and middle ranges, require longer recordings. In order to create a sustained note, programmers locate a point somewhere in the root key sample where they can start the tone over again sometime after its initial attack. A loop of the sample results that keeps repeating until the key, or the sustaining pedal, is released. Looping algorithms are further refined to render the loop inaudible.

			Another significant problem arises from electronic and digital synthesizer processor and memory limitations, which is known as polyphony limits. This problem delayed the creation of polyphonic instruments. Theoretically, all eighty-eight keys of an acoustic piano can be sounded simultaneously, though, practically, a single performer rarely exceeds eight keys. On early synthesized analog or digital pianos, if you pressed a ninth key while holding down eight, the instrument shut down the first-pressed tone (referred to as “robbing”) to allow the new one to sound. Initially, this might not seem to be a problem, and in 1983, the Yamaha Corporation touted the YP-40 Clavinova as the “first digital piano,” an FM synthesizer that could only play eight separate notes simultaneously. However, as the sustaining pedal is pressed, the polyphony limit is reached almost immediately, even when the simplest arpeggio is played, especially with longer-sustaining bass and middle-register notes. The “robbed” notes are very apparent, more so in solo playing than in ensembles. The polyphony limits remained low for many years, rarely reaching above thirty-two notes. By 2016, most hardware and software digital pianos have a 256-note polyphony that can handle long, florid passages with sustaining pedal found in the pianistic styles of Chopin, Rachmaninoff, Art Tatum, and others.

			When a sampler plays a single recording for each key struck, it has a static quality that makes it easy to identify as an electronic instrument. As soon as memory and processor speed allowed, several different recordings were made of the same note—multisampling—so that restriking the key would cause a different recording to play one after the other. This early form of multisampling is described as round robin.

			The next major increase in sound realism came when a single piano key received multiple recordings at different volume, or velocity, levels. On playback, the digital piano would switch between the different volume recordings determined by the preset MIDI volume level—on a scale from 0 to 127—that resulted from a different-velocity key strike. For example, the softest key strike might generate a MIDI level of 22 to 42 that would play the recorded piano’s soft note, whereas 43 to 88 would generate a different, louder sample. In the first instance, a velocity reading anywhere between 22 and 42 could have a single timbre at twenty-one potential loudness differences yet still be playing the same soft sample. Once the threshold reached 43, the new sample would sound at a variety of different volumes between 43 and 88. The thresholds for this velocity switching often can be adjusted by the player for a customized touch sensitivity, something that is impossible on an acoustic piano.

			From the 1980s to the present, computer processing capacity, speed, memory, and storage have increased exponentially, with each improvement eventually making its way into digital musical instruments. The primary benefits have been a dramatic increase in the sheer number and variety of samples, combined with a corresponding increase in polyphony—from 8 notes in 1983 to 256 or more in 2016.

			With increasing computational power comes the ability to record samples for all eighty-eight keys—chromatic sampling—with up to fourteen layers for each key. Added to the different tone sounds are sampled key and pedal noises, sympathetic string resonances that result from sustained tones, variable distances for the recording microphone placements (close and farther away) and other factors that contribute to a sense of acoustic realism.

			Hardware Digital Samplers

			Digital pianos are available in two basic formats—hardware and software (see below). Hardware samplers combine a keyboard, case, internal computer, control knobs, switches, faders, video displays, power supplies (often external rather than built in), and assorted jacks to connect with pedals, amplifiers, MIDI, USB, and assorted other external equipment. Frequently they include some form of recording and playback devices so the performer can store and play back performances, either their own or by third parties. They have smaller sample libraries than software samplers because they are required to combine all the extra components while keeping the price reasonably low, and this necessitates design and power compromises.

			Hardware digital pianos come in two configurations, either with a built-in stand containing amplifiers and speakers, or as a freestanding keyboard—a stage piano—that must be mounted on a stand and connected to an external sound source. Pianos with built-in stands are preferred by home consumers and by school keyboard labs. Stage pianos are used by live popular music performers since they are modular and easier to transport while maintaining maximum flexibility for routing and amplifying.

			There are many current models and brands of hardware digital pianos, with new ones regularly being introduced. Yamaha, Roland, Korg, Kurzweil, Nord, Casio, and Kawai are the current leaders in the market. The Yamaha Corporation probably was, and still remains, the designer and manufacturer of the largest variety of different models, including their very popular Clavinova line (see Yamaha). Yamaha is also a leader in research and development of sample-based instruments such as the AvantGrand N3, N2, and NU1, and they include high-quality piano sample libraries in their synthesizer and recording workstations, as do most of the other manufacturers. The Roland Corporation has followed a unique path in instrument development, starting with the RD-1000 released in 1986. They have chosen to analyze piano samples and then use their proprietary synthesis engines to replicate the sound and behavior of samples. This design philosophy also explains why they are a leader in computer modeling, discussed below.

			Digital pianos are used extensively for live performances, but they may be more popular in recordings—especially in home recording studios. Very sophisticated recording software, digital audio workstations or DAWs, are commonly used in professional and amateur recordings. Pro Tools, Cubase, Sonar, Logic, Reason, and Digital Performer are some of the successful brands of DAW computer software. There are also hardware DAWs by Roland and others. Digital pianos are an important part of every DAW.

			Virtually every musical instrument in existence has been sampled to be used in digital recordings and live performances. Orchestral and ethnic instrument samples are used widely, especially in the film and television industries. The designers start with any musical instrument and then multisample, key-map, velocity-switch, and loop a variety of notes to create a sampler patch. A sampler patch can be further modified by applying synthesis techniques including processing with filters, amplifiers, and low-frequency oscillators to create unique timbres, sometimes ones that seem totally foreign compared to the sampled original sound. Hardware sampling instruments include synthesis engines, but one finds freestanding sampler patches and synthesis engines that reside on a computer, tablet, or mobile device called a software sampler. Though you often can create your own sampler patches from scratch with these pieces of software, their primary purpose is to provide a sample library that is meant to be played back (read only) with some editing possibilities for the user.

			Software Digital Samplers

			A software digital sampler is a computer or mobile device music application. A software instrument requires the performer to use the computer keyboard or mobile device touch screen, or to attach an external controller (like a MIDI keyboard) to play the sounds contained in the program. Software piano samplers and sample libraries are probably the state of the art in piano samplers, simply because they are limited only by a computer’s power, speed, and storage capacity. Many of them consume hundreds of gigabytes and place an enormous strain on computer processors. Players drawn to software instruments have little concern that a digital piano look like an acoustic instrument. Much of the expense in creating a hardware instrument comes from the keyboard mechanism and case design to simulate its acoustic counterpart. In order to keep hardware instruments competitively priced, compromises in the size and quality of samples and libraries are necessary, but software instruments do not face the same limitations. However, software instruments must be controlled by a variety of external devices, such as keyboards, an interface that connects to the computer, and pedals. Unless they are heard only through headphones, they must connect to an external amplifier and speaker system. The performer must also provide stands and furniture to mount the separate components. The added flexibility can be a bonus or liability, since there are many opportunities to select inferior or incompatible external devices.

			Prices for software instruments and libraries of sampler patches can range from less than one hundred to several thousand dollars. Piano-only software currently ranges in price between $30 and $500—more if you buy collections of different instruments. Most major acoustic piano manufacturers have sample libraries made from their instruments. The price differences are determined by the number, variety, quality, sample length, number of velocity layers and zones, articulations, and sound editing capabilities. Software instruments, including pianos, have their sound libraries written in a proprietary computer code that requires a specially designed “player” program, for example, a Kontakt player, manufactured by Native Instruments of Los Angeles. Though many different players and formats have been developed, several have become standards. Most DAWs can handle some, but not all, of these formats, so the buyer must be careful before purchasing a software library. Most sample software instruments come with a stand-alone player (no DAW required) as well as several different common DAW formats. VST, AU, AAX, and RTAS are some of the most popular formats. A player exists for every major DAW.

			There is a multitude of piano sample software companies, and new ones appear regularly. In addition to Native Instruments mentioned above, a partial list of successful digital piano software companies includes, IK Multimedia, Synthogy, UVI, XLN Audio Addictive Keys, EastWest, Vienna Symphonic Library, Toontrack EZkeys, VI Labs True Keys, Galaxy Instruments, Orange Tree Samples, and Impact Soundworks. Players should explore all options and even own more than one library since they can be highly specialized according to music genres. A popular, yet inexpensive, software library that is effective in classical piano repertoire because of its natural, unprocessed sound and large 26 GB collection of samples is Impact Soundworks’ Pearl Concert Grand (Yamaha C7) for Kontakt and the Kontakt Player.

			In 2016, Spitfire Audio released the Hans Zimmer Piano, which is also a Kontakt Player–based sample library taken from a very popular, and often recorded, Steinway D at AIR Studios in London used by the famous film composer. The instrument library places great demands on computer hardware that requires professional-grade storage and bandwidth. It contains 211 GB of samples that need to have about 400 GB of remaining hard drive storage capacity for installation. At this writing, it also comes at a high price of $449.

			Computer Modeling

			Computer modeling is an alternative to sampling and sampled software libraries that many believe is a better path to replicating the performance and tonal subtleties of an acoustic instrument. Modeling is accomplished by a sophisticated computer algorithm that seeks mathematically to recreate, or model, all the physical mechanisms by which an instrument produces sound. When fed input data from a high-quality MIDI keyboard controller with attached pedals, the algorithm responds continuously in real time to all the changes in dynamics, articulations, and expression much the same as the acoustic original.

			Modeling is very demanding of a computer’s resources—often more demanding than a sample-based instrument. The first commercial instruments could only produce one or two simultaneous pitches, which meant that monophonic instruments such as woodwind or brass were featured, and polyphonic keyboards were an impossibility. Modeling algorithms have become particularly sophisticated and impressive in the amount of control that the performer can exert on the instrument’s sound. One can change the size, shape, and wood properties of the soundboard, the material and density of the hammers, the materials and acoustic properties of the strings. A single instrument can take on the sonic characteristics of many historical pianos (and other keyboards) and create fascinating hybrids or totally new-sounding instruments that are very responsive to a player’s expressive technique.

			The Roland V-Piano is a very popular hardware instrument with a high price tag. Perhaps more impressive, because it is comparatively inexpensive and very flexible with powerful editing features, is the software Pianotec 5 by Modartt, which comes in several configurations with suggested retail prices, again at this writing, ranging from $129 to $799.

			Hybrid Digital Pianos

			Hybrid digital pianos combine two or more of the technologies discussed above and incorporate analog or digital sounds into a traditional acoustic piano. However, since digital pianos have become so powerful and realistic, hybrid instruments are presently of value only to a small and selective clientele.

			Yamaha is the leader in 2016 with their TransAcoustic C1XTA and C3XTA grand pianos and YUS1TA, YUS3TA, YUS5TA, GC1TA, and U1TA upright pianos. At present, they range in price from $16,000 to $67,000 (manufacturers’ suggested retail price). These instruments have hammers and strings, but also digital sample playback through a speaker (transducer) attached to the piano soundboard, allowing the sound to be propagated and dispersed into the room with the same resonator that affects the strings. Vibrations are also transmitted to the keys, heightening the perceived realism.

			Summary

			In a great many contexts, there are six major advantages of a digital piano over acoustic instruments:

			
					Digital pianos are smaller and lighter, they require little maintenance, and they cost much less than most acoustic pianos.

					Digital instruments can be played while listening with headphones. This has proven to be a boon in close living quarters, practice rooms, and classrooms.

					Since they are MIDI instruments, they make excellent input devices to digital audio workstations (DAWs) and as controllers of other music instrument software, such as digital drums, basses, guitars, and orchestral instrument libraries. There are also many libraries of historical instruments (harpsichords and fortepianos, for example) and ethnic instruments (Asian, African, and Celtic, for example). They also can use MIDI to record and play simultaneous accompaniments, allowing a single player to play duets and to practice concertos or pedagogical exercises.

					Hardware and software digital pianos generally include a selection of different configurations such as large or small grands, uprights, or even detuned honky-tonk, as well as specific premium makes such as Steinway, Bösendorfer, Yamaha, and Fazioli. They also include an assortment of nonpiano keyboard instruments, making them very versatile in live and recording performances. These nonpiano sounds include electric pianos, pipe organs, and electronic organs, as well as guitars, basses, mallet percussion, and orchestral instruments. The additional instrument libraries make them more appealing to amateurs and especially young children, who often find the tonal variety an inducement to explore and practice the same lesson material repeatedly while changing the sounds. Most hardware instruments also include MIDI recording ability and sometimes audio recording too.

					Digital pianos can transpose to any key with the flick of a switch. They can be retuned to concert pitch standards other than A = 440 Hz, allowing them to match church organs or other alternatively tuned instruments. They can also be internally retuned to other tuning systems, such as Pythagorean or Just intonation.

					Most digital pianos, both sampling and modeling, allow editing of many playing and sound parameters. For playing, one can adjust key travel and key responsiveness and scale relative key velocities. Modern sound editing is also very powerful—appropriate for a synthesizer—allowing a wide range from subtle tonal adjustments to radical and bizarre new timbres. Different patches can be layered so that a single keystroke, for example, can replicate a piano and an orchestral violin section simultaneously.

			

			In the future, as computers increase in processing speed and storage capacity, eventually all of the acoustic elements that can be discerned by performers and listeners may be captured and reproduced in a digital instrument. An argument can be made that this threshold has already been passed. Most digital pianos are already superior in sound and expression to spinets and many uprights, so much so that consumers often choose them over acoustic instruments. The ultimate test for a digital piano will be passed when a significant number of distinguished, refined, and sensitive concert pianists will not be able to distinguish the sound and feel of a digital instrument from a superb acoustic one. It is a challenge that hardware and software designers happily accept, and it will be interesting to see the end results. New developments in digital pianos should make the modern pianist’s world continue to be a fascinating one.

			S. David Berry is a professor of musicology and composition at the Petrie School of Music, School of the Arts, Converse College, in Spartanburg, South Carolina. He is a performer of classical and popular music who teaches courses across a wide range of subjects, including music technology, music business, theory, literature, and history. He is a BMI-affiliated composer of operas, symphonies, and solo and chamber works, as well as a classical and popular music producer/recording engineer. He currently researches music aesthetics and music cognition.

			Notes

			1. See appendix C for a chart that outlines the factors influencing the tone properties of acoustic pianos.

			2. Even the use of carbon fiber versus wood in piano actions is a point of some controversy among acoustic builders. Renner, for example, resists using carbon fiber hammer shanks such as are found in modern Mason & Hamlin instruments, precisely because of their conviction that high-quality wooden shanks tend to enhance the instrument’s resonance.

		

	
		
			Appendix E

			The Player Piano and the Reproducing Piano

			Robert J. Berkman

		

		
			The complete story of the rise and fall of the roll-operated piano—a confluence of commerce, art, craft, and technology—is beyond the scope of this essay. But the basic outline of the player piano craze can be traced, and we can strive to understand what was actually accomplished in both the classical and popular music realms, accomplishments that are still worthy of our attention. For our purposes, roll-operated pianos fall into two general categories:

			1) The player piano. These instruments originally required the participation of a human operator in order to be played. Most models were upright pianos powered by foot pumps, and their mechanism, with notable exceptions, includes no means for automatically differentiating one note strike from another. They play standard, commercially produced player piano rolls containing perforations that cause the notes to strike and release. Some models can also operate the damper pedal in an all-or-nothing fashion—in other words, no “levels” of pedaling were available. The operation of the damper pedal was controlled by the additional perforations present in some rolls.

			2) The reproducing piano. These costlier instruments, usually electrically driven, purport to “reproduce” the playing of a live pianist automatically, without any participation by an operator. Both grand and upright models were available. In addition to note striking and damper pedal mechanisms, much like standard player pianos, they contain “expression devices” for varying the intensity of note strikes by one means or another. The rolls for these instruments were primarily recordings of professional pianists, with perforations in the standard positions conveying the note strikes, plus additional marginal perforations to operate the expression devices.

			It is useful to keep in mind that, fundamentally, both player and reproducing pianos were commercial products, with profit being the overriding objective.

			Both instruments consist of two basic components: (1) an ordinary piano and (2) a mechanical, pneumatically driven player action. Pneumatic player actions varied from manufacturer to manufacturer, but the basic principles for the striking of notes were generally the same. In simplest terms, each key on the piano was aligned with a “striking pneumatic,” which is much like a small, airtight bellows. As a perforation in the paper music roll passed over a port in a “tracker bar,” it admitted atmospheric pressure. This tripped a pneumatic valve and brought about the evacuation of the corresponding striking pneumatic. The striking pneumatic immediately collapsed, actuating a linkage of one sort or another which caused its note to strike.

			The Player Piano

			The market for player pianos was first cultivated shortly before the turn of the twentieth century by the developers of instruments known as “piano players” or “push-up players”—so called because the units were on casters and had to be “pushed up” to the piano’s keyboard to operate. In other words, these earliest pneumatic player actions were separate components positioned in front of a piano rather than inside it, which pressed the keys by means of wooden, felt-tipped “fingers.” There were several such developers, and their roll formats varied until the standard was set by the most successful of these instruments, the original Pianola. The Pianola was invented by Edwin S. Votey at his home in Detroit in 1895 and was soon manufactured and aggressively marketed by the Aeolian Company beginning in 1898. The earliest commercial models played rolls with a sixty-five-note format; an eighty-eight-note format became standard in 1908. There were also transitional models that played both formats.

			While advertising claims must always be approached with caution, the general thrust of push-up player advertising is worth noting. These products were not marketed as music machines to be passively enjoyed. Instead, the prospective buyer was enticed by the opportunity to “play” the piano by means of these push-up devices, becoming what was dubbed a “player pianist,” or as Aeolian termed it, a “pianolist.” Instruments of this type and their rolls would perform the laborious task of supplying the notes; the player pianist would thus be freed to supply the interpretation by controlling volume, accents, tempo, attack, and damper pedal.
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					An advertisement that ran in music trade journals around 1912 depicting English pianolist Easthope Martin “performing” the Grieg Concerto with the London Symphony under Arthur Nikisch. Martin is using his Pianola to operate a Weber concert grand. Weber merged with Aeolian in 1903, and the two companies often promoted one another in advertisements. Many standard piano concertos were issued as piano rolls, and while still seen as novelties, such performances often occurred in major American and European concert halls before 1920.

				

			

			The sublime satisfaction of expressing oneself in music could now be achieved without years of lessons—or so prospects were told. The perforations in a piano roll constitute an intuitively grasped graphic score, so all that was required to interpret music on a push-up player was for the player pianist to “read” the perforations as the roll advanced, to anticipate the musical effects desired, and to manipulate the controls accordingly. These controls usually consisted of hand levers for bass volume, treble volume, damper pedal, and tempo. The tempo lever actually controlled the speed at which the roll traveled, effectively controlling the attack.

			For a Pianola player, the most important controlling was done with the feet. Foot pumping provided power to two separate, independent mechanical operations: it powered an air motor that propelled the roll, and it provided the power that drove the striking pneumatics. It is important to understand that the speed of pumping had no effect on the speed of the music; that was a function of roll speed, controlled by the tempo lever as already noted. Instead, the faster or harder one pumped, the louder the notes would sound. With subtle, well-timed footwork and the judicious use of the hand levers, it was possible to perform serious music seriously, and to perform any music musically.

			Initially, rolls were not in any way “recordings” of live pianists, nor were they marketed as such. The earliest rolls of classical works were generally straightforward drafting-table transcriptions of the published scores, without sustaining pedal, and altered only where required by the limitations of the early sixty-five-note format. Rolls of popular music and ragtime were another matter, since the music was arranged to take advantage of the instrument’s multinote capabilities and was structured and embellished according to the skill and taste of the arranger. Although popular music eventually became the focus of roll-operated pianos, many of the earliest marketing thrusts were generally in the direction of the classics and light classics—music then regarded as beyond reproach. According to Aeolian, to play the Pianola was to play a musical instrument, and at the turn of the twentieth century this was still considered a desirable accomplishment, and a lofty goal.1

			Many would-be pianolists found that goal more difficult to attain than the Pianola’s advertising promised. Although well-known pianists and composers understood the Pianola’s potential and endorsed it, there was no escaping the fact that to play it well required practice. The Aeolian Company soon made things easier in two exceptional ways.

			First, a visual guide was provided to the pianolist in the form of a printed line extending the length of a given roll to assist with manipulation of the tempo lever for the sake of a less metronomic performance. By following this line as the roll played, by means of a pointer attached to the tempo lever, the pianolist could continually alter the paper speed and thus somewhat “humanize” the otherwise mechanical rhythm of the music. This line was called the “Metrostyle” line, and some rolls were Metrostyled by prominent musicians, with their efforts being credited on the roll label.

			Second, an expression device known as the “Themodist” (after the word “theme”) was created, cued by marginal perforations in Themodist rolls that were positioned at the discretion of the roll editor. Themodist perforations were horizontally aligned with the perforations of notes to be accented—in the right margin for notes above E4, and in the left margin for notes below. These perforations triggered a virtually instantaneous and momentary increase in the pneumatic power to the aligned notes, creating an accent and thus bringing out the theme automatically. It should be noted that all notes aligned with a Themodist perforation would be accented, making it impossible to accent a single note in a chord in which all the notes struck simultaneously. Consequently, “themed” notes in a chord, that is, the notes that were part of a melodic line, had to be offset, either slightly ahead or slightly behind the chord, one of the numerous tasks undertaken by Themodist roll editors, and one of which most listeners were unaware.

			
				
					[image: ]
				

			

			
				
					A Pianola advertisement that ran in many music journals around 1905 boasting an endorsement from composer Edward Grieg. Grieg “Metrostyled” ten rolls of his own compositions in 1903, using a sixty-five-note push-up Pianola delivered to his home in Norway by the Aeolian Company’s George Reed. In small print at the bottom, the ad recommends The Pianolist, a book by New York Herald music critic Gustav Kobbé, another Pianola enthusiast.

				

			

			Most other player pianos and rolls lacked such refinements, but they were refinements that enabled the Aeolian Company to continue publicizing its Pianola as a serious musical instrument and even commissioning new works for it by well-known composers long after most other player piano and roll manufacturers had focused on the popular realm as the more profitable one.2 But advocating the idea of interacting thoughtfully with the player piano for the sake of less mechanical results was not immediately abandoned, even by those promoting the instrument as a medium for popular music.

			After all, the better a piano-roll rendition sounded, the more likely it was to promote the sale of player pianos and rolls. Efforts continued to be made well into the 1920s by increasing numbers of roll manufacturers spurring player pianists to perform with greater musicality. Instructions of various kinds were printed on the rolls, sometimes including such things as standard musical dynamic markings; an “expression line,” similar to the Metrostyle line, to indicate when stronger or weaker foot pumping was called for; and several original schemes involving symbols, such as coded letters (for example, “A” for accelerando and “R” for ritard), or dots of graduated sizes. Special “instruction rolls” were issued as well.

			Within a very few years, the makers of external piano players had learned to shoehorn their mechanisms into the cases of upright pianos, and the somewhat cumbersome piano players gave way to “inner-players” or, as they came to be known, player pianos. Aeolian offered its internalized Pianola as the “Pianola Piano,” soon shortened again to just Pianola. Although these Pianolas were the exclusive trademarked product of the Aeolian Company, the public came to regard “pianola” (with a lowercase p) as a generic name for player piano.

			The success of these instruments in the marketplace was remarkable. By 1916, 60 percent of the pianos sold in the United States were player pianos. America was then home to scores of piano makers, and most of them came to include player pianos in their lines. A few makers developed their own pneumatic actions, but many opted to purchase and install pneumatic actions offered to the trade by several firms that would today be called “original equipment manufacturers,” or OEMs. The largest of these firms was the Standard Pneumatic Action Company of New York City.

			Hand controls and foot pumps with their expressive capabilities were as much a part of the player piano as they had been of the push-up player, but their full potential was often left unexplored and unexploited. The simple truth that emerged about playing a player piano was this: A person could be no better a player pianist than he or she was a musician—and this was not a good formula for mass-market growth. To be vastly appealing, the player piano had to be simple to operate and yet give pleasing musical results, even in the absence of such refinements as Metrostyle lines and Themodist devices. The commercial success of the standard player piano came to rest not on the expressive possibilities available to the player pianist, but on the availability of pleasing rolls of the latest hits. So like the phonograph, the player piano eventually achieved its greatest success as a medium for the consumption of mainstream popular music.

			Making pleasing rolls of currently popular music meant creating rolls that were something more than straightforward transcriptions of published sheet music. They had to give reasonably good musical results, whether or not the player pianist imparted anything at all to their interpretation, so rolls had to be arranged in such a way as to “play themselves.”

			Two intertwined factors contributed to the evolution of rolls that “played themselves.” One was the advent of the so-called hand-played roll; the other was the rise of the craft of roll arranging.

			The concept of the hand-played roll was part of the appeal of the reproducing piano, which will be discussed later. But beginning with their appearance soon after the turn of the twentieth century, hand-played rolls gave rise to the persistent misconception among the general public that all piano rolls, or at least all superior piano rolls, were “recordings” in a conventional sense. In other words, there was a widespread belief that in every case, a pianist had sat down at some sort of recording piano and that a roll was created as he or she played—and that copies of that roll would “play back” the performance on the player piano. Many in the trade found it worthwhile to avoid correcting this misconception, even labeling rolls with a “played by” credit that should have more accurately borne an “arranged by” credit.

			But such hand-played, non-reproducing piano rolls of popular music were indeed made and sold by a variety of labels, beginning about 1912. Important artists who eventually recorded such rolls included Scott Joplin, Jelly Roll Morton, James P. Johnson, “Fats” Waller, and George Gershwin. Though the quality varied from label to label, and indeed from issue to issue, these rolls succeeded in bringing contemporary stylings to the player piano repertory. To make these renditions satisfactory in the absence of expression, considerable editing was required; correcting wrong notes or inserting missed notes was just the beginning. For dance music, a metronomic beat—the bane of the transcribed classical roll—was virtually essential, so many hand-played rolls were subjected to what would today be called “quantizing,” that is, editing the data to make all the beats equal. Damper pedal effects, though they might have been “recorded” in an all-or-nothing sort of way, were also edited, often by selectively eliminating pedal “events” and elongating note durations instead. The effect was reasonably similar and made the roll playable on the many player pianos not equipped with automatic sustaining pedals.

			And the editing went much further than that. Like the earlier arranged rolls, lines could be doubled in octaves, countermelodies could be added, and ornaments and tremolos could be inserted. In fact, the words “hand-played” on a standard piano-roll label must often be taken with a grain of salt.

			Hand-played rolls and arranged rolls for the standard player piano were produced side by side between about 1912 and the end of the player piano craze around 1930, and there are good and bad examples of each. Both types benefited from the growing body of knowledge and experience in arranging for the player piano, and by minimizing the instrument’s liabilities and maximizing its capabilities, it was possible to create roll arrangements that conveyed color in the absence of dynamics. This was accomplished in part by establishing a vocabulary of note durations. For example, roll arrangers might assign twelve consecutive single perforations to the duration of a quarter note. They then had the option of assigning that note the value of one perforation and eleven spaces (resulting in an extremely staccatissimo effect), or two perforations and ten spaces, or three perforations and nine spaces, and so forth—each resulting in slightly longer note values. The many thousands of rolls arranged by J. Lawrence Cook (1899–1976), who worked for QRS (see below) between 1921 and 1972, serve as outstanding examples of this and other aspects of the arranger’s craft.3

			The resulting rolls that “played themselves”—or which at least pleased the average purchaser by providing an acceptable level of musicality without interpretive effort—made such things as Metrostyle lines and other such printed instructions superfluous. They had not been of much use to the average player piano owner anyway, who was either unwilling or unable to cope with them, especially when the printing of synchronized “sing-along” lyrics on rolls became widespread after about 1916. The sale of these so-called “word rolls” quickly overtook the market and firmly established the player piano as a popular home entertainment device rather than a serious musical instrument. The idea that one could create subtle musical effects using the foot pumps and hand controls when playing a standard piano roll on a standard player piano was no longer very marketable. By about 1930, when the Depression and the rise of radio broadcasting and electric phonograph recordings effectively ended the player piano craze, the original concept of “playing the piano by means of the Pianola” had already been largely forgotten in the United States.

			Though the production of player pianos ground to a halt about this time, the production of rolls, mostly word rolls of the arranged type, has never fully abated; today, it just continues at a much-reduced rate. For example, in the United States, the QRS Music Company of Buffalo, New York, the last American mass producer of rolls, continues to manufacture titles from its catalog, though it has issued few new titles in recent years.

			A nostalgia-driven “player piano revival” from about the mid-1950s to the mid-1980s supported a resumption of player piano manufacturing, and several short-lived roll manufacturers arose in those years in response to the resulting increase in demand. Presently, several “boutique” roll makers exist, catering to a small worldwide community of enthusiasts and collectors. It should be noted, though, that many instruments made during the player piano revival included neither foot pumps nor hand controls—further obscuring the fact that the player piano had begun as an instrument that performed as intended only when it was operated with intelligence, skill, and musicality.

			The Reproducing Piano

			While the reproducing piano can be regarded as a refinement of the player piano, conceptually the instruments were very different. The player piano was initially marketed as a new idea in piano playing, enabling people who were not pianists to express themselves on the piano, and the operator was essential to the music making. This is in stark contrast to the concept of the reproducing piano, which was marketed as an instrument that could reproduce—without intervention or participation—the playing of a human pianist. Here, the idea of the roll as a recording of a performance has its origin.

			The feat of reproducing mechanically the playing of a real pianist requires two basic capabilities:

			
					The capability to strike and release each key on the keyboard with the same force and timing as occurred in the original performance.

					The capability to perform the functions of the three standard piano pedals exactly as employed by the pianist in the original performance. This is especially important with regard to the damper pedal, which raises and lowers the piano’s dampers by degrees, and with considerable subtlety.

			

			While no roll-operated reproducing system had either of these two capabilities without qualification, they were nevertheless earnest and ingenious attempts to come as close to exact reproduction as the technology of the time would allow. Had reproducing pianos not met and even exceeded the expectations of the people who purchased them, they would not have been the successful products they were for nearly four decades. Acknowledging the limitations of reproducing pianos should not be taken to mean that they have no place in the serious study of the pianists and composers who recorded rolls for them. While it cannot be denied that the data on the rolls represents only part of what went on in the original performance, reproducing rolls can provide something of considerable value: vivid, if imperfect, impressions of performances by important artists from a time inadequately documented by phonograph recordings. They can convey many of the original artist’s interpretive choices, even if they do not reproduce every nuance of the original performance. The likelihood that the data on the rolls has been expertly edited to create the best possible approximation of a performance, based on a thorough understanding of the capabilities and limitations of the system reproducing it, should be regarded as an asset rather than a liability. What glory there is in reproducing pianos is due as much to the craft of roll making as it is to the mechanical ingenuity of the systems.

			Three major roll-operated reproducing piano systems were developed and marketed worldwide: the Welte-Mignon, first offered by the firm of M. Welte & Sons of Freiburg, Germany, in 1904; the Duo-Art, introduced by the Aeolian Company of New York in 1913; and the Ampico, a product of the American Piano Company of East Rochester, New York, which debuted in 1914. Each system had its own proprietary format of perforated expression coding on its rolls, and each had its own “expression devices” that were cued by these perforations. Consequently, each system could play only its own brand of reproducing rolls, though some could play standard piano rolls as well. Though space does not permit a full explanation of how each system (and its variants) worked, the fundamental idea was to bring about note strikes of the desired intensity by varying the vacuum supplied to the striking pneumatics. Each system divided the keyboard into bass and treble sections, and each of these two sections was served by an extremely accurate vacuum control device as cued by the expression perforations.

			Common to all three systems was the complicated issue of the damper pedal. The pedal, or rather its linkage, was operated by a dedicated pneumatic that had only two definite positions: on and off. Its operation lacked the speed and subtlety necessary to truly reproduce the most delicate actions of a pianist’s foot, and it was also difficult to account for differences in regulation and damper travel from one piano to another. It fell to the editors to compensate for these shortcomings as best they could.

			Less of an issue was the timing of note strikes. Though note placement could be graphically recorded with reasonable accuracy in real time on a moving sheet of piano-roll paper, time eventually had to be divided into discrete “steps,” because commercial roll perforators work in a punch-advance, punch-advance fashion. The smaller the advancing steps, the greater the resolution, but here limitations of roll length and paper speed come into play. While it may have been impossible for some note perforations to be placed exactly where those notes had been played in real time, the resolution was generally fine enough to provide the illusion of smoothness.

			The Welte-Mignon

			M. Welte & Sons named their reproducing piano the Welte-Mignon (“little” Welte) to differentiate it from their flagship products. Welte organs and “orchestrions” were huge mechanical instruments that were made for use in public gathering places and in the great houses of the very wealthy.4 The Welte-Mignon was a smaller product for a wider market.

			The Welte system was developed by Karl Bockisch and Hugo Popper, in association with Bockisch’s father-in-law, Edwin Welte, the grandson of the firm’s founder. Like the early standard piano players, the Welte system was offered as a “push-up” device known in German as a “Vorsetzer,” indicating that it “sat before” the piano it was to play rather than inside it. Like the majority of reproducing systems, these were electrically driven devices, so there was no necessity for foot pumps. Welte systems were also built into several fine brands of European grand and upright pianos, as well as Welte’s own pianos. There were also some vertical models without keyboards, known as “cabinet players.” Welte-Mignon instruments were soon made available in America too, and eventually a redesigned system was manufactured in the United States under license from the Freiburg firm. Known as the “Welte-Mignon (Licensee),” these units became the “OEM” reproducing system of choice in over one hundred brands of American pianos.
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					A reproduction of a Welte-Mignon “cabinet” model, taken from an advertisement that appeared around 1905.

				

			

			Welte’s European clients were a wealthy and discriminating group to whom recordings of concert music played by great pianists could be promoted and sold. With their excellent reputation as instrument builders to the elite, and with ample funds for recording fees, Welte was able to secure recordings by many great pianists and by composers playing their own works. Their catalog, which continued to grow throughout the 1920s, contains an impressive and tantalizing array of classical and even avant garde recordings, including works specially commissioned for the Welte-Mignon. Among the dozens of concert artists on the Welte roster were Ferruccio Busoni, Teresa Carreño, Eugen d’Albert, Josef Hofmann, Ignace Paderewski, Josef Lhévinne, and Anna Yesipova. Composers who recorded for the Welte-Mignon include Claude Debussy, Gustav Mahler, Edward Grieg, Camille Saint-Saëns, Richard Strauss, Maurice Ravel, and Darius Milhaud. Many rolls of lighter music were issued, too. In the United States, rolls for the Welte-Mignon (Licensee) were issued on the “DeLuxe Reproducing” player roll label, including word rolls of current American pop hits desired by American Welte-Mignon (Licensee) owners.

			Whether or not the secretive Welte recording system—said to employ a trough of mercury to gauge dynamics—actually captured expression data for every note played on their recording pianos remains a matter of some debate, but it is clear that the resulting finished rolls contain only such expression data as the expression devices in the Welte system were designed to respond to. Translating the raw expression data into the proper perforations was apparently not an entirely automatic process; at any rate, it was subject to refinement by editing. The Welte expression system could be called “analog” rather than “digital,” in that the vacuum levels delivered to the two keyboard sections, and ultimately to the striking pneumatics, were not divided into discrete steps. Instead, the vacuum levels were in a constant state of flux: they were essentially “floating crescendos” controlled very quickly and accurately. The una corda and damper pedals were also operated. This system’s subtleties, like those of reproducing systems in general, came to be better understood and manipulated over time by the craftsmen charged with preparing rolls for production.

			The Duo-Art

			The Duo-Art system was available in grand and upright makes controlled by the Aeolian Company, which included Weber, Aeolian, Steck, Stroud, and Wheelock. In addition, by special contract, the Duo-Art was available in Steinway pianos. An outgrowth of the Aeolian Company’s Themodist technology incorporated in their Pianolas, the Duo-Art retained the Themodist’s accenting capabilities and added a series of sixteen discrete dynamic levels (termed “intensities”) for theme and accompaniment. Thus, its reproduction could be thought of as “digital” rather than “analog.” Recordings for the Duo-Art were made with the assistance of a musician/technician who operated a special console that annotated the roll as it was recorded in real time, indicating dynamic contours and accents to be encoded in the editing process. Soft pedal and damper pedal were also reproduced. The artists who recorded Duo-Art rolls were nearly as prestigious a group as the Welte-Mignon artists, and there was considerable overlap. Duo-Art rolls include George Gershwin playing his Rhapsody in Blue—probably the world’s best-known reproducing roll recording. New rolls of popular hits were issued monthly.

			Aeolian also mounted a serious effort to promote the use of the Duo-Art in music education. In the 1920s they developed a series of classical “Audiographic” rolls, which displayed historical information and musical analysis by noted experts as the rolls played.5
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					Percy Grainger (standing) working on one of his rolls with Duo-Art editor William Creary Woods around 1920. Grainger recorded a number of his own folk-song arrangements for Duo-Art, including “Irish Tune from County Derry” (better known as “Danny Boy”) and virtuosic works such as the Debussy Toccata, the Grieg Concerto, and the Liszt Twelfth Rhapsody.

				

			

			The Ampico

			The Ampico “A,” a reproducing system initially developed by Charles Fuller Stoddard, was available in grand and upright makes controlled by the American Piano Company. The brands included Mason & Hamlin, Knabe, Chickering, Marshall & Wendell, Haines Bros., Franklin, and Fischer. Its operation combined “analog” and “digital” expression ideas, using both discrete intensities and crescendo/decrescendo capabilities. The soft pedal and sustaining pedal were also utilized. Initially, it appears that dynamics were not recorded, but rather edited in after the fact, guided by musical scores annotated by the editor as the artist played. By 1929, a redesigned system had been introduced. Developed primarily by Dr. Clarence N. Hickman and now known as the Ampico “B,” it included some expression refinements and had the capability of playing very large, long-playing rolls. Most importantly, a recording system was developed which incorporated spark-chronograph technology to measure and record hammer velocities—not of every key on the keyboard, but rather in groups of three adjacent keys, a compromise made for the sake of practicality. The hammer velocity information could then be translated—manually—into the appropriate expression perforations.

			The Ampico roster of pianists, headlined by Sergei Rachmaninoff, rivaled both Welte-Mignon and Duo-Art and included both classical and popular artists.

			The worldwide economic depression and the rise of radio broadcasting and improved phonographs took their toll on the reproducing piano business, as they had on the player piano business. M. Welte & Sons in Freiburg was the first to go, ceasing operation in the early 1930s, while their American licensee lasted a bit longer. The Aeolian Company, makers of the Duo-Art, and the American Piano Company, makers of the Ampico, merged in 1932 to become the Aeolian-American Corporation. Relatively few reproducing pianos were made after that point, but new rolls on both labels continued to be issued until 1941. Many of these late issues were arranged rolls, with renditions and expression coding devised by Frank Milne, a longtime Aeolian arranger and editor. Aeolian-American lived on in altered form, participating in the player piano revival that began in the 1950s, until finally going out of business in 1985. Original Ampico master rolls and perforators survive and are presently in use by the Keystone Music Company of Bethlehem, Pennsylvania. And several “boutique” operations offer recut reproducing rolls of excellent quality.

			It is unfortunate that the reputation of reproducing piano rolls has been damaged by numerous inadequate offerings on LP records and compact discs and that hearing these rolls today under optimum conditions can be difficult. Most often, these instruments and rolls are in the hands of enthusiasts and collectors who must be credited with preserving much of this material, though their passion sometimes exceeds their expertise. Ideally, the piano must be a good-sounding instrument in excellent condition, the reproducing system must be fully restored by a qualified expert, and the rolls must either be originals in good condition or top-quality replicas from an unimpeachable source. There are other variables, too. Some roll recordings were better than others. Some editors were better than others too, and being human, no doubt the quality of their work was not always consistent. And then there is the question as to whether the data captured from a performance on one piano can reliably reproduce that performance on a different piano. But though many of the old advertising claims are surely exaggerations, and “every nuance of the artist’s original performance” has not been preserved, there remains much of interest to be gleaned from the study of reproducing pianos and rolls—and much to listen to with pleasure.

			Robert J. Berkman is a native of Cleveland and earned his bachelor of arts degree in theater at Case Western Reserve University, where he also studied piano with Jeanette Cherubini and composition with Bernard Frum. He recently retired as host of a daily classical music program on WNED, the NPR station that serves Buffalo and Toronto, and his website is www.pianolaenterprises.com.

			The author wishes to acknowledge the assistance of Jon Perry, Francis Bowdery, and Gregor Benko in the preparation of this essay.

			Notes

			1. The author provides a highly instructive demonstration of the Pianola in a video called “Pianola 101 with Bob Berkman,” which is accessible at http://tinyurl.com/hjhd6d8.

			2. One of the most well-known “serious” Pianola compositions is Stravinsky’s Étude pour pianola (1917), which was commissioned by Aeolian to show off the device’s most expressive features. First published in 1921, it was “premiered” that year in London’s Aeolian Hall by the company’s chief pianolist, Reginald Reynolds.

			3. The brilliant African-American arranger J. Lawrence Cook is acknowledged as the most prolific piano-roll artist in history, with well over ten thousand rolls to his credit during his fifty-year career. Some sources place the number as high as twenty thousand.

			4. The orchestrion, a term that dated back to the early nineteenth century, was a mechanical instrument designed to replicate the sounds of an orchestra by means of mechanical bellows that forced air through pipes. The first Welte design appeared in 1857, and some of their later models stood as high as twelve feet, operating with as many as 160 pipes. Before World War I, the affluent of England and America proved to be some of Welte’s best customers, though coin-operated versions were also purchased by restaurants and hotels.

			5. In the early 1920s, John McEwen, then principal of London’s Royal Academy of Music, led a group of English educators virtually obsessed with the idea that Duo-Art rolls were to revolutionize music education in Britain and throughout the world. For a fuller discussion, see Stephen Siek, England’s Piano Sage: The Life and Teachings of Tobias Matthay (Lanham, MD: Scarecrow Press, 2012), 257–69.
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Variables Controlling Piano Tone

Soundboard

Type of wood
Direction of wood grain
Thickness
Uniform throughout
Tapered at edges

Soundboard Ribs
Number of ribs
Distance between ribs
Placement
Thickness
U- or V- in cross-section

Soundboard Bridge
Distance from side
Thickness
Shape
Single or divided

Strings
Material
Brass

Steel

Tensile strength
Diamecter per pitch
Number per pitch
Length per pitch
Tension per pitch
Layout

Parallel

Overstrung

Bass wound strings?
Material of windings
iron
copper
Weight of windings
Density of windings

Hammers

Size per pitch
Weight
Consistency
Surface material
Felt
Soft leather
Striking point on string
Nearer to nut
Farther from nut

Distance from string

Framing

Wood

Metal
Braces
Composite frame
Cast, one-piece plate
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This appreciation from Grieg:—

““I have heard the Metrostyle Pianola and consider it most ad-
mirable and interesting. Before hearing the Pianola I had thought
that all such instruments were only machines, but it isindeed sur-
prising what can be done with the Metrostyle in reproducing musical
works in the way of giving the inlentions of the composer”—

and Grieg was the master among
| modern composers who ranks with
the pianoforte masters of the past.

Wesuggest that you read **The Pianolist,”” by Gustaye Kobbé—on sale at all book stores—
or it you will write us we will send it with our compliments. Address Department**Z**

7: THE AEOLIAN COMPANY Adeolian Hall New York
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