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March 7, 2006

Hello, and welcome to the American Piano Festival. 

The Clarice Smith Performing Arts Center is honored to present this extraordinary week of
events celebrating American keyboard music. It has been a great pleasure for us to work with
festival artistic director Joseph Horowitz and guest artists Anthony deMare and Steven Mayer in
putting together this week’s programs. Their commitment to collaboration and engagement with
our campus community has been exemplary, as you can see from the programs they have
developed with our faculty and students. 

I want to extend my personal thanks to Joe, Tony, Steve and all of the week’s participants for
their considerable efforts. We are fortunate to have talented resident faculty and student artists in
our School of Music, many of whom are part of the American Piano lectures, discussions,
demonstrations and performances. 

Our connections to the piano run deep and strong here at the University of Maryland. The
Michelle Smith Performing Arts Library is home to the International Piano Archives at
Maryland, one of the world's most extensive concentrations of piano recordings, books, scores,
programs and related materials, including the archival papers of many great keyboard artists. The
School of Music Piano Division boasts a celebrated faculty who are teaching the next generation
of pianists. And the Clarice Smith Center is the producer and home of the quadrennial William
Kapell International Piano Competition and Festival, which will celebrate its 26th anniversary in
July 2007.

Thank you, too, for joining us for the week’s celebration.

With kind regards,

Susie Farr
Executive Director
Clarice Smith Performing Arts Center
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The Festival Schedule at a Glance

Tuesday, March 7
Take Five on Tuesdays: Steve Kuhn, piano
Joseph and Alma Gildenhorn Recital Hall, 5:30 pm

Wednesday, March 8
Avant Garde Performance Practice with Anthony de Mare
Joseph and Alma Gildenhorn Recital Hall, 3:00 pm

Copland, the Piano and Politics
Joseph and Alma Gildenhorn Recital Hall, 7:30 pm

Thursday, March 9
American Repertoire for Student Learning and Experience 
Robert and Arlene Kogod Theatre, 10:00 am

Stylistic Approaches to American Composers with Steven Mayer
Joseph and Alma Gildenhorn Recital Hall, 2:00 pm

Charles Ives and the American Pianist
Robert and Arlene Kogod Theatre, 7:30 pm

Friday, March 10
American Piano: Graduate Seminar Presentations 
School of Music Band Room (Room 2540), 1:30 pm

Prelude to Black Virtuoso Tradition
Robert and Arlene Kogod Theatre, 7 pm

Black Virtuoso Traditions
Joseph and Alma Gildenhorn Recital Hall, 8:00 pm

Saturday, March 11
Festival Keynote, Joseph Horowitz
Robert and Arlene Kogod Theatre, 2:00 pm

Pioneers, Mavericks and Entertainers
Joseph and Alma Gildenhorn Recital Hall, 3:00-6:30 pm (there will be two intermissions)

Sunday, March 12
A Collaborative Context: The New England Connection
Joseph and Alma Gildenhorn Recital Hall, 3:00 pm
School of Music Scholarship Benefit Series Concert
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The American composer should not allow the name of Beethoven, or Handel or Mozart to
prove an eternal bugbear to him, nor should he pay them reverence; he should only
reverence his Art, and strike out manfully and independently into untrodden realms.

—William Henry Fry (1853)

Very often I get the impression that audiences seem to think that the endless repetition of a
small body of entrenched masterworks is all that is required for a ripe musical culture. . . .
Needless to say, I have no quarrel with masterpieces. I think I revere and enjoy them as
well as the next fellow. But when they are used, unwittingly perhaps, to stifle contemporary
effort in our own country, then I am almost tempted to take the most extreme view and say
that we should be better off without them! 

—Aaron Copland (1941)

THE AMERICAN PIANO
by Joseph Horowitz

Classical music in the United States has focused disproportionately on European masterworks, to
the neglect of native repertoire. And no native repertoire has been more unfairly neglected than
the concert keyboard literature Americans have produced in quantity for a century and a half. 

Whatever one makes of the quest for the Great American Symphony or Great American Opera,
or of the relative paucity of important American chamber music, there exists a Great American
Piano Sonata: the Concord, by Charles Ives. Far afield from Ives, Aaron Copland’s modernist
Piano Variations, with its stark sonic pillars and skittering urban rhythms, is an emblematic
American piano landmark too little heard.

Louis Moreau Gottschalk, the first American pianist to establish an international reputation, was
a cosmopolitan hedonist raised on Caribbean fare in nineteenth-century New Orleans and the first
in a long line of virtuoso composer/pianists inspired by the black vernacular—an amazing list
also including Scott Joplin, George Gershwin and Art Tatum. The “Indianist” movement, little
remembered today, was an alternative search for American roots. Its highest keyboard
achievements, transcending kitsch, include the astringent Navajo War Dance No. 2 by Arthur
Farwell—of the Indianists, the closest by far to an American Bartok.

Henry Cowell was internationally celebrated as a piano renegade, pounding the keys with his
fists. The Banshee, in which keyboard strings scraped and plucked produce echoing cries and
wailings, is a Cowell signature piece. More recently, composers as varied as Morton Feldman
and Fredrick Rzewski have produced important piano compositions only an American could
have written. Cowell’s American pianist uses fists and forearms; Rzewski’s must recite political
slogans. On the margins of American keyboard music are such unforgettable eccentrics as
Anthony Philip Heinrich, the “Beethoven from Kentucky,” whose A Chromatic Ramble of the
Peregrine Harmonist requires the pianist to sing while rambling “among the flats and sharps.”
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*   *   *

All these composers, and twenty others, are celebrated at our week-long “American Piano”
festival at College Park. Our festival pillars are Ives, Copland, and the “Black Virtuoso
Tradition,” each the topic of an evening event. 

“Charles Ives and the American Pianist,” on Thursday night, pays tribute to Ives’ Concord
Sonata and two pivotal Ives proponents—John Kirkpatrick, whose 1939 Town Hall performance
of the Concord put Ives on the map, and William Masselos, who more than any other pianist
validated Ives’ first sonata. (Thanks to the International Piano Archives at Maryland, a rare 1972
live recording of Masselos performing the Concord Sonata will be sampled on this occasion.)
Like Steven Mayer and Anthony de Mare today, Kirkpatrick and Masselos were exceptional
among their American colleagues for paying due attention to the music of their own land.
Whether American pianists have done enough for American piano music is one topic at hand
during this Thursday Ives session, which concludes with a complete Concord performance by
Steven Mayer. As on Mayer’s magnificent Naxos recording, each movement will be preceded by
a pertinent reading—from Emerson, Thoreau, Hawthorne and Ives himself.

Our Copland event, Wednesday night, is “Copland, the Piano and Politics.” This composer’s
major keyboard works—including the Piano Variations (1930), the Piano Sonata (1941), and the
Piano Quartet (1950)—trace a fascinating stylistic trajectory: from modernism, inculcated in
Paris; to populism, embodying the social and political ferment of the thirties; to serialism,
rejecting the mass audience Copland had courted. To what degree did Copland’s swerve towards
a “new audience” espouse the Soviet-American Popular Front? To what degree did he shift
course in recoil from his brush with Senator Joseph McCarthy? We’ll hear readings from
Copland’s testimony before McCarthy’s Senate Permanent Subcommittee on Investigations, and
also from the copious Copland file maintained by the FBI. We’ll perform, sing-along style,
Copland’s workers’ chorus “Into the Streets May First”—which he later disowned as “the silliest
thing I did.” And we’ll hear Copland performances by UMD students and faculty members,
including pianist Bradford Gowen, winner of the 1978 Kennedy Center/Rockefeller Foundation
International Competition for Excellence in the Performance of American Music (later known as
the American Music International Competition at Carnegie Hall).

The “Black Virtuoso Tradition,” on Friday night, taps into another Steven Mayer specialty: the
fiendishly difficult keyboard miniatures of Art Tatum, which Mayer has singularly championed
for two decades. Mayer’s performances ask: Can jazz be canonized as a composed music? In
search of an answer, UMD’s John Ozment improvises on Jelly Roll Morton’s Frances, alongside
Mayer’s performance of the same tune as transcribed from Morton’s 1929 recording. The
evening’s other music ranges from classic Gottschalk, Joplin, and Gershwin to a sampling of
Anthony de Mare’s ambitious repertoire of contemporary American works similarly traceable to
plantation song and its offshoots.

“A Collaborative Context: The New England Connection,” on Sunday afternoon, is a chamber
music recital featuring University of Maryland artists, including pianists Rita Sloan and Larissa
Dedova, in more Ives—the formidable Second Violin Sonata—and two outstanding examples of
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Eurocentric styles cultivated in Boston before World War I: Arthur Foote’s Piano Trio No. 2 and
Amy Beach’s Piano Quintet.

Finally, the festival centerpiece is a four-and-a-half-hour Saturday afternoon marathon:
“Pioneers, Mavericks and Entertainers.” This grand, mainly chronological survey makes our
central case for a vibrant “American Piano” tradition transcending genre and defying
conventional wisdom. It taps into Mayer’s lonely advocacy of Anthony Philip Heinrich, whose
“Adagio and Polacca” confounds every tenet of musical structure, and Anthony de Mare’s close
relationship with Fredrick Rzewski, whose singular De Profundis, incorporating readings from
Oscar Wilde, he commissioned and premiered. Charting an American quest to break the cultural
umbilical cord to European models and teachers, it indulges my own obsession with Dvořák ,
who accurately prophesied that the future music of the United States would be founded upon its
“Negro melodies.” In the racing finale to Dvořák ’s American Suite, an Indian dance becomes a
minstrel song; the coda evokes something like Jerome Kern’s noble vision of the Mississippi
River. The afternoon’s extra-musical pleasures include paintings by Asher Durand and Frederic
Church, a video accompaniment to the wailings of Cowell’s Banshee, and readings from, among
others, the inimitable William Henry Fry. 

From 1852 until his death in 1864, Fry was the first music critic for a major American daily:
Horace Greeley’s New York Tribune. He was also the first native-born American to write for
large orchestra and the first to write a grand opera. “Art cannot be sustained by studying the
works of the dead almost exclusively,” Fry thundered in the Tribune. “The age must be heroic to
itself or it deserves to be covered by ignominy and stricken from human annals”—a merely
typical fulmination, as timely today as when Fry delivered it.

*   *   *

I write in my Classical Music in America: A History of Its Rise and Fall: 

Taken as a whole, American classical music betrays an absence of lineage and continuity
complicated by a late start and a heterogeneous population. But this same fragmentation
may be read as a protean variety: of composers who imitated Europe or rejected it; who
preferred German music or French; who viewed the popular arts as a threat or as a point
of departure.

In fact, by 1950 Americans had produced at least four distinct streams of classical music. There
were the interwar composers, led by Copland and championed by Serge Koussevitzky’s Boston
Symphony, who saw themselves as the “come-of-age” generation. Typically trained in France,
they had no use for earlier generations of Americans—a second stream—whose main point of
European orientation was Germany. Boston’s George Chadwick was an outstanding central
figure in this group; Ives, equally invested in Germanic uplift, was an aberrant marginal member.
A third stream comprised the “ultra-moderns” for whom Copland, Roy Harris, Samuel Barber,
and company seemed tamely submissive to foreign fashion. Cowell was here a catalytic mover,
as was Edgard Varese. Finally, there were the interlopers, chief among them Gershwin, Kurt
Weill, and Marc Blitzstein, who moved in and out of popular culture. Notwithstanding the
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excited claims of their jealous adherents, it would be idle to attempt to rank the four streams.
Rather, they all achieved substantial results—and they all failed to realize fruition.

One reason the piano is such a protean medium for the American experience is that, unlike the
symphony orchestra, the opera house or the string quartet, it is not weighted toward Europe.
Rather, it is a neutral and democratic instrument, as amenable to Joplin as to Beethoven, as
comfortable in the night-club as the concert hall. And so our festival repertoire notably samples
all four American streams. Of the pre-Word War I composers—a variegated bunch—we hear
from the pioneers Gottschalk, Heinrich and Fry, from Boston’s Foote and Beach, from Dvořák
and Farwell, from Ives. We hear Copland, of course, and also Samuel Barber’s big piano sonata.
Of the ultras, we hear Cowell and such progeny and half-progeny as Conlon Nancarrow, John
Cage and Morton Feldman. Of the interlopers, for whom the piano proved such a perfect
instrument, we hear Joplin, Gershwin, Tatum and many, many others. After 1950, American
classical music took a turn toward nontonal styles—as in Copland’s Piano Quartet. Later in the
twentieth century, it turned postmodern—as in (among other festival works) Daniel Bernard
Roumain’s Jam!, with its interpenetration of hip-hop and classical elements. 

More than our mainstream classical music institutions of performance, the piano readily
encompasses the many worlds of American classical music. Few American orchestras even make
the attempt. Would that for every ten performances of Appalachian Spring or the Barber Violin
Conceto there might be a single hearing of Chadwick’s Jubilee, or a few outings of An American
in Paris (on something other than a pops program), or a suitably ceremonious airing of Ives
second symphony or Carl Ruggles’s Sun-Treader. To a surprising degree—surprising because
American institutions of performance have understood so little—American composers have
partaken in the diversity of American music as a whole. It is, in the aggregate, a defining
attribute.

*   *   *

In the largest historical context, “The American Piano” explores the ways in which music has
been used to investigate and inform notions of who we are. We forego the music of Edward
MacDowell, a century ago the most eminent of all American composers. In 1900, a prominent
critic extolled MacDowell’s piano sonatas as “far the best since Beethoven.” If today these same
sonatas gather dust, it is not least because they fail to resonate with any sustained notion of
shared American identity. With the conspicuous exception of the Foote trio and the Beach
quintet, all the music heard this week is to some degree identifiably “American”—especially
when embellished with specimens of American painting and writing, as on our programs of
Wednesday, Thursday and Saturday.

The larger uses of culture were never more explicit than in polyglot New York—then as now, a
city of immigrants—at the turn of the Twentieth Century. Writers, painters, and musicians of the
late Gilded Age fashioned a necessary response to the travails of industrialization and
urbanization. In the face of declining religiosity and other certainties of belief (a decline
memorably chronicled by the cultural historian Jackson Lears in his No Place of Grace),
Americans experienced a blurring of purpose. William Dean Howells, Winslow Homer, Mark
Twain and Henry James all valuably contributed to an anchoring exercise in defining American
8



character and destiny. For American composers, especially, the late Gilded Age was a period of
unprecedented national self-consciousness. They ripened later than did American writers and
painters.

When Jeannette Thurber invited Antonín Dvořák  to head her National Conservatory in
Manhattan, her stated purpose was to enlist his counsel in pursuit of an American musical voice
for the concert hall. For countless American composers, Dvořák  in New York (1892-1895)
became a beacon or goad, a model or irritant. A one-man cultural resonator, he was intoxicated
with Longfellow’s Song of Hiawatha, which inspired the middle movements of his New World
Symphony. He adored Stephen Foster’s “Old Folks at Home,” which he transcribed for soloists,
chorus and orchestra. He inspired his African-American assistant, Harry Burleigh, to turn “Deep
River” and other plantation songs into a species of art song, co-equal with Schubert or Brahms.
In his own American music, he sought to embrace strains and moods American could call their
own.

Ives, too, was engaged in a conscious national enterprise. Unlike his contemporaries, he
disdained sailing to Europe for first-hand instruction. Rather, he regarded his father, a renegade
Yankee bandmaster, as his principal teacher. He remained steeped in the sounds of his
Connecticut boyhood, of chapel hymns and corny theater tunes. He identified with Emerson, who
said: “Our day of dependence, our long apprenticeship to the learned of other lands, draws to a
close. We will walk on our own feet; we will work with our own hands; we will speak our own
minds.”

Such is the fragmentation of American classical music that Copland, again, consciously sought a
new American voice. Unaware of Ives, indifferent to Dvořák  or Chadwick, he found no usable
past after which to model an up-to-date American style. In his music, in his writings, he espoused
a vigorous and unpretentious New World, “plain and bare.” Gershwin, by comparison, wrote of a
“Machine Age America” impacting on notions of “tempo, speed, and sound,” of a range of
American folk music—including southern mountain songs, cowboys songs, spirituals and most
especially jazz—applicable to “the creation of American art music.” The driving syncopated
pulse of his keyboard style—think of the opening of the finale of the Concerto in F—is about
jackhammers and jazz.

The American piano is a marker and a mirror, a vehicle for self-examination and self-disclosure.

* * *

The story of the piano in the pioneer period of American classical music includes the piano-
makers Steinway and Chickering, remarkably prominent even in Europe beginning with their
success at the Paris Universal Exposition of 1867. It includes the piano in the American home—
as in Europe, a domestic fixture. It includes such important American concert artists as Richard
Hoffman and William Mason in New York, Otto Dresel and Ernst Perabo in Boston, and Carl
Wolfsohn in Philadelphia. (At our festival, we hear Mason’s Silent Spring.) Finally, it includes
the colorful saga of visiting virtuosos, for whom an American tour signified a unique earning
opportunity.
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Between 1845 and 1887, five eminent Europeans—Leopold de Myer, Henri Herz, Sigismond
Thalberg, Anton Rubinstein and Hans von Bulow—logged nearly 1,000 American piano
concerts. Their programs tell a story. De Meyer’s repertoire of character pieces, fantasias on
“airs” from well-known operas and renderings of “Hail Columbia” and “Yankee Doodle”—all
self-composed—admitted no firm distinction between popular and art music. Herz ventured into
Beethoven, but only as a chamber musician partnered by violin and cello. Thalberg played
movements from Beethoven concertos. Rubinstein played mainly other people’s music. Bulow
did so exclusively. This progression from entertainer to “interpreter” gauges ripening audience
taste and capacity. It also documents the emergence of a new pianistic species: the performance
specialist. Unlike his predecessors, Bulow did not notably compose. He was, however, a
conductor of consequence. Then the twentieth century witnessed the advent of important pianists
who only played the piano. Before the generation of Horowitz, Michelangeli, Richter and Serkin,
every major concert pianist—after the model of a Mozart, Beethoven, or Liszt—also significantly
composed or conducted, or both. American pianists—Van Cliburn, Leon Fleisher, Gary
Graffman—followed suit.

In our new century, the performance specialist is a waning species. Daniel Barenboim, Christoph
Eschenback, Jeffrey Kahane, Mikhail Pletnyev are among the important pianists who have taken
up the baton. Others—Robert Levin, Uri Kane, Marc Andre Hamelin—notably compose or
improvise. The composers Frederick Rzewski and Fred Hersch—both featured on festival
programs—are notable pianists, specializing in their own music. 

In retrospect, Rachmaninoff—a complete musician who composed, conducted and toured as a
recitalist and concerto soloist—was a twentieth-century throwback to nineteenth-century
practice. Bartok and Prokofiev were remarkable twentieth century composer/pianists. So, in the
United States, were George Gershwin and Lukas Foss. But the more pervasive keepers of the
flame were the creators of what our festival dubs the “Black Virtuoso Tradition”—ragtime and
jazz artists, beginning with Scott Joplin. As role models, pianist/composers such as Art Tatum
link not with twentieth century interpreters but with nineteenth-century entertainers like de Myer,
Herz and Thalberg—and with their magnificent American precursor, Gottschalk.

Our “American Piano” pianists, Steven Mayer and Anthony de Mare, do not compose. But
Mayer specializes in the music of Tatum, Thalberg and other such entertainers—a genre long
disdained by specialist interpreters. And de Mare’s specialties include the piano works of
Rzewski, some of which require him to improvise while playing. Our festival, then, is not only
about discovering American repertoire, old and new. It is about discovering new concert
templates and new pianistic roles in a period of change. 

Claudio Arrau (1903-1991) and Arthur Rubinstein (1887-1982) both sustained 82-year piano
careers as interpreters of canonized classics. Arrau last played in public at the age of 86 and last
recorded at 87. Rubinstein gave his last concert and made his final recordings at the age of 89.
Both tirelessly visited and revisited the musical capitals of the world, performing up to 130 times
a season—a rarified and unprecedented twentieth century calling. It is safe to predict that no
concert pianist will again pursue a comparable vocation.

*   *   *
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Even had Anton Rubinstein not composed a set of “Yankee Doodle” variations for his 215-
concert American tour of 1872-73, such was the magnetism of his artistry that he would still have
passed into American folklore—as the hero of George W. Bagby’s “Jud Brownin Hears Ruby
Play,” a favorite recitation for three decades.

By jinks, it was a mixtery! He fetched up his right wing, he fetched up his left wing, he
fetched up his center, he fetched up his reserves. . . . The house trembled, the lights
danced, the walls shuck, the sky split, the ground rocked – heavens and earth, creation,
sweet potatoes, Moses, ninepences, glory, tenpenny nails, Samson in a ‘simmon tree—
Bang!!! . . . 

With that bang! he lifted himself bodily into the air, and he come down with his knees,
fingers, toes, elbows and his nose, striking every single solitary key on the pianner at the
same time.

. . . I knowed no more that evening.

Thus did appropriative New World energies seize and wrestle to the mat the most elevated Old
World strains. If there is one piece of music on this week’s festival of which the same could be
said, it is surely Art Tatum’s “Humoresque,” in which Dvořák ’s well-loved miniature, with its
sassy cakewalk rhythms and fireside refrain, is winked at, tickled and teased, kicked in the pants,
and finished off with a snatch of Chopin, Tatum’s art, like Bagby’s, rambunctiously appoints the
New World the measure of all things. His innocence is both infectious and shrewd. Having
himself studied classical piano, he well knows how Chopin and Liszt made the piano lather and
soar. He admirers ranged from Duke Ellington and Oscar Peterson to Sergei Rachmaninoff and
Vladimir Horowitz.

Try to imagine Tatum’s “Humoresque” played by an orchestra. It is in fact unimaginable.
Orchestras cannot improvise. Their cushioned sonorities are, in tendency, European: decorous,
refined. The spontaneous ingenuity and daring impulsiveness of Tatum’s art—its very essence—
demand the piano.

Whether or not Tatum’s “Humoresque” consciously pays homage to the American Dvořák ,
champion of “Negro melodies,” the choice is felicitous. Dvořák  saw music as an egalitarian
vehicle for articulating the New World. So, too, is the American Piano.

STEVEN MAYER AND THE AMERICAN PIANO
In conversation with Joseph Horowitz
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Steven Mayer’s American specialties include the finger-busting solos of Art Tatum, which he has performed in
transcription since 1985. Mayer may also be the only present-day pianist to program the music of Anthony Philip
Heinrich, the eccentric “Beethoven from Kentucky” whose garrulous keyboard and orchestral works are among the
most significant (and anomalous) American compositional products of the Mid-Nineteenth Century. He has long
championed the piano sonatas of Charles Ives, the second of which (the “Concord”) he has recorded for Naxos.
Mayer’s teachers included William Masselos (1920-1992), himself a courageous champion of the American
keyboard literature. Masselos was the first to perform and record Ives’ First Piano Sonata. He also made an
incandescent recording of the Piano Sonata (1917) of Charles Tomlinson Griffes—prime American repertoire
which Mayer has performed since 1998.  

How did you come to play so much American music?

It was two things. It was hearing William Masselos playing Ives’ first sonata in Aspen in 1969.
And it was growing up loving Harlem stride piano, from LPs. It made me happy to hear Fats
Waller play “Honeysuckle Rose” and “Ain’t Misbehavin’.” And I had the idea that I could bring
something to this repertoire. 

I will never forget a jacket cover that read, “Art Tatum combines the robustness of the Negro and
the legitimate art of the white concert pianist.” That’s a verbatim quote, from a 1940 Decca
recording. I would of course put it differently. I would say that what I’ve I aspired to do is to
combine the beauty of piano playing from the twenties, thirties and forties, as heard on
recordings, with the best American pieces from Anthony Philip Heinrich to Dick Hyman. By the
beauty of piano playing from those decades, I am referring to people like Ignaz Friedman and
Rachmaninoff, and by extension to Tatum, who for me embodies the greatest possibilities of
performance on the modern piano with a repertoire not associated with performers commanding
those possibilities. 

In your student days, studying the piano, did you listen to a lot of jazz?

I mainly heard people like Oscar Peterson and Errol Garner—virtuosos. Certainly I admired Bill
Evans. I once heard Cecil Taylor. But what interested me was using the piano as the great
pianists of the past had used it. And by that, I don’t just mean their distinctive sound and flawless
technique, but a balance of heart and mind and—for lack of a better work—taste.

How did you come to the piano music of Anthony Philip Heinrich? 

My deep immersion in European music from Mozart to Debussy made it a natural thing to
investigate American music from the nineteenth century. Another thing that’s relevant is that I’ve
always found it helpful to take what I have learned from performing the standard repertoire and
bring that experience to bear on lesser-known pieces that are unfettered by any performance
tradition. Playing music that’s not played and recorded to death gives me a confidence as an
interpreter that I would not otherwise feel.

In the case of Heinrich, I heard that there was this American composer who had a bent toward
virtuosity and general idiosyncrasy, and who was pretty much unexplored and unrecorded. So I
went to the Music Research division at the Lincoln Center performing arts library and copied
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about two hundred pages of music. I sight-read it. It took me a long time to get past its
amateurish qualities—but the same could be said about the music of many significant composers.
I settled on a sonatina called La Buona Mattina, from a composition called The Dawning of
Music in Kentucky. [Mayer performs two movements at our festival on Saturday afternoon.] This
piece took a lot of work, but I eventually discovered that it sounds like Viennese piano music
from the 1780s or 1790s with eccentric tendencies. I’ve played it for half a dozen years, often
substituting it for works of Haydn or Mozart at the beginning of a program.

What about Art Tatum?

My high school soccer coach told me about Art Tatum. I listened to the 1933 recording of his
version of “Tea for Two” and flipped. It sounded like a combination of Vladimir Horowitz and
Fats Waller. I hoped one day I could figure out a way to play this music. I listened to Tatum
assiduously for 15 years. And in 1985, after winning the Carnegie Hall International American
Music Competition, I was told of some transcriptions that had been made of Tatum solos,
including “Tiger Rag” and “St Louis Blues.” A woman named Felicity Howlett showed me
several somewhat primitive transcriptions by J. Lawrence Cook and some more accurate ones she
had made herself.  I tried to further correct these transcriptions. This involved listening to the
recordings many times at slow speeds. I performed Tatum for the first time at Carnegie Recital
Hall in 1986 and I made my first Tatum CD five years later. I made a second Tatum CD for
Naxos in 2003. 

I think that Tatum’s piano solos [four of which Mayer performs on Friday night] rank with the
best piano music of the twentieth century in any genre. I admire their concision, their judicious
use of registration, their understanding of the keyboard after the fashion of the great Romantic
piano composers, and their mastery of extended diatonic harmony.

In assessing Tatum as a composer, does it matter to you that for the most part he uses other
people’s tunes?

I think it would be too much to ask that such a great arranger should also be a great composer.

What about Liszt?

I think he was an even greater arranger than he was a composer, though his best original
compositions rank with the greatest music from the nineteenth century.  As an arranger, no
composer ever surpassed his understanding of the piano, and his ability to convey orchestral and
vocal color. 

How do you rank Louis Moreau Gottschalk, our earliest composer who sounds “American”?

His music has a distinctive charm, including American elements that set it apart from any
European composer I can think of. He also writes for piano with a facility almost comparable to
Liszt’s. In The Dying Poet [which Mayer performs Saturday afternoon], for instance, the organ
grinder effect at the end is unique. Gottschalk creates the sonorities of a high carillon through the
constant repetition of thirds and sixths embellishing the tune. It’s hypnotic. 
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What other American piano composers come to mind as vital parts of your repertoire?

For me, Charles Griffes’ Piano Sonata, a work in which William Masselos excelled, deserves a
place in the international repertoire alongside certain pieces by Prokofiev, Scriabin and
Szymanowski. The only other American piano sonatas of that caliber from the early Twentieth
Century are the two by Charles Ives. I was first drawn to the “jazzful worship”—that’s a quote
from Ives—in the fourth movement of the first sonata. 

Of the major American piano talents of the mid-twentieth century, Masselos—at least to my
knowledge—was the most important, most galvanizing advocate of American music. So many
others barely touched it. I can’t think of another important American pianist of his generation
who played Ives. And yet Ives is arguably our most important concert composer, our most
important piano composer. Byron Janis played Gottschalk’s “The Banjo.” Van Cliburn played
MacDowell’s second piano concerto.

I hate to say it, but I think they played The Banjo [which Mayer performs Friday night] and the
MacDowell Second Concerto partly because these pieces happen to be self-promotional pianistic
vehicles—which the Concord Sonata is not.

I write in my book Classical Music in America: A History of Its Rise and Fall that Masselos
“might have furnished a model for a homebred “American” pianism nourished by, and
nourishing, a living American repertoire,” and that Masselos’s recording of the Griffes Sonata
“should have made it an American staple.” Masselos, in a sense, represents a failed role model.
Why is it, do you think, that he didn’t have a bigger career? Was it because he played too much
new and American music?

Masselos was a huge talent. But he was beset by certain foibles that had something to do with his
lesser standing in the public eye. He was a self-effacing personality, a really outstandingly lovely
person in a field without that many of them. Joseph Bloch, whose famous piano literature classes
at Juilliard brought him into contact with virtually every American pianist of importance from
1950 to 1990, has called him “an angel on earth and a saint.” One thing that was special about
Masselos was that he really seemed to care about other pianists. He didn’t have the sort of ego
problem often associated with people in the arts. He also had a particularly beautiful piano sound
—something you don’t hear that much any more. He was a pianist who could play Brahms with
Dimitri Mitropoulos at Carnegie Hall—and then bring those same talents to bear on the Concord
Sonata. I found that really significant.

Would you say that American pianists have an obligation to play American repertoire?

I don’t feel an obligation to play any music that I don’t strongly believe in. That said, I feel an
interest in American music because I’m interested in the history of my country. I feel American. 
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ANTHONY DE MARE AND THE AMERICAN PIANO
In conversation with Joseph Horowitz

Among the American composers whom Anthony de Mare has commissioned are Aaron Jay Kernis, Frederic
Rzewski, Michael Gordon, Fred Hersch, Donald Martino, Meredith Monk and John Zorn. His recordings include
works by John Cage and Meredith Monk; Frederic Rzewski; Henry Cowell, Charles Ives and  Lou Harrison; Aaron
Jay Kernis and David del Tredici (shortlisted for a 2005 Grammy nomination) A pioneering figure in “concert
theater.” He is the creator of “Playing With MySelf,” an autobiographical solo theater piece of which Justin
Davidson has written in “Newsday” that “it  accomplishes the elusive feat of fusing concert music with theater . . .
De Mare comes as close to pulling off this slippery fusion of forms as anyone I’m aware of.”

How did you come to specialize in American music?

One of my earliest musical memories is of recordings of Porgy and Bess and Rhapsody in Blue. I
felt, “This goes to the core of my being.” I was also drawn to the American musical theater—
South Pacific, West Side Story. Guys and Dolls.  As a teenager, I would run out and buy
recordings of the newest Broadway shows, many of which I had never heard of. I was intrigued
nonetheless because they were innovative—Seesaw, 1776, Company, Pacific Overtures. I grew
strongly attracted to the works of Stephen Sondheim.  It’s also relevant that I studied dance for
eight years, from grammar school through high school—ballet, tap, jazz and modern. A lot of
that was American. I found myself choreographing shows like The Music Man and Cabaret in
and out of high school. 

In college, I played Gabey—of the three sailors—in Bernstein’s On the Town. I did summer stock
for a couple of years as well, playing one of the Jets in West Side Story. So I was drawn to the
combination of piano, dance, and singing. By the time I was in my early twenties, I realized I
wanted to make a choice. As a dancer, I felt limited; I was too short—I would have wound up
mostly with character roles, which didn’t interest me. And I became increasingly uncomfortable
with the competitive edge in the musical theater community. Music seemed more encompassing.

After studying piano at the Manhattan School of Music, I had the good fortune to meet my first
contemporary music “specialist”—the late pianist Paul Jacobs. Through him, I was exposed to a
new world of contemporary piano—to marvelous pianists like Charles Rosen, Gilbert Kalish and
Ursula Oppens.  I began to discover composers like Elliott Carter.  Paul engaged me once to turn
pages for him for two very difficult works, by Carter and Hindemith, that he was performing as
resident pianist with the New York Philharmonic, an experience that imprinted in my memory—
my first up-close exposure to the intensity of professional music-making.

However, the major turning point in my development was meeting Yvar Mikhashoff in 1980.  He
was just establishing himself internationally as a major new-music exponent.  He was actually
born Ronald McKay. His father had Americanized the family name because of his involvement
in politics.  Yvar took back his grandfather’s name: Mikhashoff.  Here was a
pianist/composer/educator whose sweeping knowledge of the repertoire, especially American,
was simply exhilarating.  And he had an amazing ability to create concert projects that aroused
attention.   

I studied with Yvar at SUNY-Buffalo, where I earned a Master’s degree in 1983. Buffalo had for
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a long time been a center for contemporary music; Lukas Foss and Michael Tilson Thomas had
been strong presences there. Yvar decided that my degree would be a two-year journey beginning
with the works of late Liszt and moving forward to the present.  There were often guest
composers and performers—John Cage, Lou Harrison, Ursula Oppens, Aki Takahashi, Frederic
Rzewski, George Crumb.  I became very familiar with the music of Morton Feldman, who taught
in Buffalo for many years.  In addition, I did some work with the pianist Leo Smit, who had been
closely linked to Copland, Bernstein and Stravinsky.  

Yvar truly took me under his wing during those years—allowing me to travel with him to
Europe, always meeting important composers and performers along the way. Under his influence,
I found myself creating programs for the university radio station—hosting, commenting and
playing. One was titled “A Tale of Two Cities.” The cities were Paris and New York from 1900
to 1950. The composers included Ives, Debussy, Cowell, Milhaud, Copland, Poulenc, Cage and
Messiaen.

Yvar prepared me for the 1982 International Gaudeamus Interpreters Competition, a
contemporary music competition in Holland. Our goal was to sculpt a winning program. He said
I should capitalize on my personal strengths—that I sang and studied acting should play a role.
My repertoire for that competition included the Carter Piano Sonata and Rzewski’s Piano Piece
No. 4 [which de Mare performs Wednesday night at our festival]. But we also took a chance:
with the composer’s approval, I offered John Cage’s The Wonderful Widow of Eighteen Springs
[which de Mare plays Saturday afternoon]. The piece is scored for singer and percussionist, with
the percussionist tapping and knocking on the outside structure of a closed piano.  I performed
the piece as an intimate solo, singing and drumming. And I won.

After that you were a winner of the Young Concert Artists auditions and toured under their
management.

Young Concert Artists was interested in taking a chance on a pianist who specialized in
contemporary music. My concerts during these years usually included music by Meredith Monk,
whom I had discovered via Mikhashoff. At first, I was unsure how I felt about her music. It was
new territory for me—on the surface, yet complex in its way. I had the good fortune of
performing with her company from 1985 to 1987.  I remember my first meeting with her; she
gave me a copy of her monumental recording Dolmen Music, which included solo vocal works
which she performed. She told me, “If there’s anything you’d like to tackle, let me know.” So I
wound up learning one of her signature pieces, The Tale. I subsequently found myself adapting
and arranging several other of her vocal/ensemble works to perform as solos. 

Frederic Rzewski caught wind of my Cage and Monk performances.  We met several times
during my visits to Europe during the 1980s, especially after my success with his Piano Piece
No. 4 at the Gaudeamus competition.  One text he had always wanted to set was Oscar Wilde’s
final letter from Reading Gaol. He envisioned a large scale work—an “oratorio” for solo
speaking pianist.  That’s how I came to commission and premiere De Profundis [which de Mare
performs Saturday afternoon]. He extracted eight sections from Wilde’s letter, each set very
differently, with eight additional solo interludes. What fascinates me about the piece is the way
the piano and performer become extensions of one another; they become one instrument. This led
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to an entire genre which I have pioneered—speaking and singing at the piano. About a dozen
such pieces have been composed for me. The standouts are De Profundis and Jerome Kitzke’s
Sunflower Sutra, setting poetry by Allen Ginsberg.

Rzewski has often said that he believes every musician, no matter what instrument they play,
should compose and improvise as well as perform.  I don’t have to improvise in any of the
Rzewski pieces I’m playing at the Clarice Smith festival—but I do improvise in Anthony Davis’s
Middle Passage [also to be heard Friday night].  For a long time, I was afraid of improvising
simply because I was not a jazz musician and associated improvisation with jazz. But over the
years I discovered that the more I just sat with the material, the more I relaxed and let my mind
and hands do what they wanted, the easier it got. I gained a lot of insight as well from immersing
myself in Rzewski’s Winnsboro Cotton Mill Blues [also to be heard Friday night]—the closer I
got to the music, the more it felt like an inspired improvisation.

How did you come to create “Playing with MySelf”?

I eventually began to think of myself not only as a solo pianist, but as a multi-media keyboard
performer. The culmination, in 2001, was my one-man show “Playing with MySelf.” It had a
four-night sold-out run at New York’s HERE Arts Center.  It’s also been seen in Cleveland and
in Europe.  My goal was to extend the boundaries of new music concerts, to embrace the music,
theater, dance, and visual arts communities. It seemed the perfect synthesis of my mission over
the past twenty years.  “Playing with MySelf” required lighting, costume, and set design, five
videos, a Yamaha disklavier, and a crew of twelve including a director.  The video I use for
Henry Cowell’s The Banshee [to be seen Saturday afternoon] originates with this production. 

How would you summarize the American piano literature?

For me it’s always been about an inspired breadth and range of styles, akin to the vastness of the
American landscape. I know of no other county that’s been as influential around the world in the
melding of art music, popular music, jazz and theater music. The wealth of repertoire is simply
amazing. 

Take Five

Steve Kuhn, piano
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Tuesday, March 7, 5:30 pm
Joseph & Alma Gildenhorn Recital Hall
Clarice Smith Performing Arts Center

University of Maryland

Unparalleled jazz pianist Steve Kuhn has been performing for over forty years and has
worked with giants John Coltrane, Stan Getz and Kenny Dorham. Mr. Kuhn will present solo
interpretations of American piano music as part of his visit for The American Piano Festival.

For more information about Steve Kuhn, visit www.stevekuhnmusic.com

Program to be announced from stage.

Copland, the Piano and Politics

Anthony de Mare, Bradford Gowen, David Ballena, Shyueh-Chao Cheng, 
Nadia Qing Li, Jessica Stitt, pianists

David Salness, violin
James Stern, viola

Evelyn Elsing, cello
James Gilbert, Distinguished University Professor in History

Jennifer DeLapp Birkett and Joseph Horowitz, hosts

Wednesday, March 8, 7:30 pm
Joseph & Alma Gildenhorn Recital Hall
Clarice Smith Performing Arts Center

University of Maryland

Program

Proclamation (1944-82) Aaron Copland
(1900-1990)

Shyueh-Chao Cheng, piano
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Piano Variations (1930) Aaron Copland
Nadia Qing Li, piano

Danza de Jalisco (1959) Aaron Copland
David Ballena and Jessica Stitt, piano

-intermission-

“Into the Streets May First” Aaron Copland
Sing-along with audience

Readings: the McCarthy Hearings; the FBI file.

Piano Quartet (1950) Aaron Copland
Adagio serio
Allegro giusto
Non troppo lento

David Salness, violin
Evelyn Elsing, cello
James Stern, viola

Bradford Gowen, piano

The People United Will Never Be Defeated (1975; excerpts) 
Piano Piece No. 4 (1977) Frederic Rzewski

(b. 1938)
Anthony de Mare, piano

Members of the audience are invited to participate in an informal discussion to take place after
the performance.

Program Notes
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Aaron Copland, himself a pianist, composed prolifically and significantly for piano. In fact, his
keyboard output felicitously traces his striking stylistic odyssey. Of the works we hear tonight,
the Piano Variations (1930) is a landmark of American musical modernism: a bracing wake-up
call, a new American sound. Its angular rhythms and dissonant tonal shards vibrate with the
intensity and nervous energy of Copland’s New York. It was a kind of music that confounded
audiences—and Copland reacted with concern to their consternation. Of the “job of the forties,”
he wrote: “the radio and phonograph have given us listeners whose sheer numbers in themselves
create a special problem,” one whose solution was “to find a musical style which satisfies both us
and them.” 

The reorientation Copland espoused was pursued with remarkable subtlety and the three-
movement Piano Sonata of 1939-41. The sonata’s Scherzo (which we hear this evening) quite
obviously partakes of minstrel song and jazz piano. Copland’s populist tendency, postdating the
Piano Variations, is equally embedded in such well-known works as El Salon Mexico (1936),
Billy the Kid (1938), Rodeo (1942) and Appalachian Spring (1944). Copland also reached out to
musical laymen with lectures, broadcasts, the books What to Listen for in Music (1939) and Our
New Music (1941). His constant intent was to direct contemporary American listeners to new and
American works, rather than the canonized European masters. His frustration was great. In 1941,
he went so far as to write: “Very often I get the impression that audience seem to think that the
endless repetition of a small body of entrenched masterworks is all that is required for a ripe
musical culture. . . . . Needless to say, I have no quarrel with masterpiece. I think I revere and
enjoy them as well as the next fellow. But when they are used, unwittingly perhaps. To stifle
contemporary effort in our own country, then I am almost tempted to take the most extreme view
and say that we should be better off without them!”

In fact, Copland could not counteract the American “culture of performance,” with its fixation on
the “world’s greatest” conductor (Arturo Toscanini), pianist (Vladimir Horowitz) and violinist
(Jascha Heifetz), all foreign-born. With such non-tonal works as the Piano Quartet (1950) and
Piano Fantasy (1957), he effectively ended his compositional search for an idiom satisfying “both
us and them.”

A different perspective on this interesting tale is offered by UMD musical historian Jennifer
deLapp Birkett, who for eleven years has investigated the impact of the Cold War on Copland’s
abandonment of his populist agenda. Tonight’s concert explores how Copland’s brush with
Senator Joseph McCarthy may have impelled him toward of a more esoteric compositional style.
By way of comparison, we also sample the piano works of a more explicitly, more tenaciously
political composer: Frederic Rzewski.                                               

—Joseph Horowitz
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The Anatomy of a Witch Hunt:  Copland, HUAC and Joseph McCarthy
by Jennifer DeLapp Birkett

In Aaron Copland's 1954 opera, The Tender Land, two itinerant farm workers are falsely accused
of molesting a local girl.  When the real culprits are caught, the heroine’s grandfather, who fears
the larger world that the workers represent, declares, "They're guilty just the same!"  

In the 1950s, many notable left-leaning musicians were unjustly accused of disloyalty to the
United States government.  Hanns Eisler and Paul Robeson were two of the musicians whose
communist connections were publicized most widely during the Cold War. 

Aaron Copland’s most famous brush with anti-Communism came when, in January 1953, his
Lincoln Portrait was pulled from the Eisenhower inaugural concert at the recommendation of
Republican Congressman Fred Busbey.  Copland, he said, had a "long record of questionable
affiliations" that would cause embarrassment to a party dedicated to fighting Communism.   Four
months later, Copland was subpoenaed to appear before the Senate Permanent Subcommittee on
Investigations, headed by Senator Joseph McCarthy.  No prosecution resulted from that hearing,
but as the Copland scholar Vivian Perlis reports, “in private, Copland told friends that it was no
joke, and he would bemoan the amount of time the affair cost him.”  Three questions come to
mind: First, what was Copland’s involvement with American Communism?  Second, how was
the case built against him?  Third, what bearing does any of this have on Copland’s music?

After World War II, the anti-Communist movement steadily intensified as Communists gained
control of one after another European or Asian country. The spreading umbrella of what anti-
Communists defined as “Communist” soon came to include liberal politics in general.  

Copland—as Jew, as intellectual, as homosexual—fit into categories of suspicion that had arisen
by mid-century, relating to prejudices of the day.  Five distinct forces collaborated in the attempt
to politically discredit him.  First was the House Un-American Activities Committee, or HUAC.
Second were private-sector organizations and individuals who collected and organized data on
liberal and/or left-leaning groups.  Third was the press.  Fourth was the Federal Bureau of
Investigation, led by J. Edgar Hoover.  Fifth was Joseph McCarthy, the Senator from Wisconsin
who played the media like a virtuoso. 

In the 1930s and 1940s, Copland’s name appeared incidentally in HUAC’s records.   Copland
nominally supported a few campaigns for the legal defense of left-wing leaders. One of these was
Earl Browder, the American Communist Party’s general secretary, who was imprisoned in 1941
for making false statements on his passport application.  Another was Harry Bridges, the militant,
Australian-born leader of West-coast labor unions.

In the 1930s, Copland supported the Communist-connected worker's song movement.  He
favorably reviewed a Workers Song Book in the Communist publication The New Masses in
1934; his entry in a subsequent New Masses-sponsored song contest— “Into the Streets May
First”—was published in the Workers Song Book No. 2.  From about 1944 to about 1950 he
participated in an alleged front organization called the National Council of American-Soviet
Friendship, a group that promoted cultural exchange between the two nations, and which
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Copland understood to be "a continuation on a private level of Department of State sponsored
Committees."  This organization had a music committee that was headed by Boston Symphony
conductor Serge Koussevitzky, an early supporter of Copland who had fled the Russian
Revolution.  Many of these and other causes Copland supported did indeed have some
organizational connection with the Communist Party several steps removed, but it is important to
remember that Communism seemed a viable and respectable influence to many in the United
States during most of the Great Depression and World War II. Each of these so-called
“affiliations” would come back to haunt Copland as HUAC stepped up its anti-Communist
efforts after World War II.

After 1945, HUAC increasingly relied on a growing and extensive private-sector network of anti-
Communist organizations.  The American Legion was one such organization that targeted
Copland with letter-writing campaigns at different times during the 1950s.  In addition, several
individual citizens exercised significant influence with HUAC. One of these was Walter Steele.
Within the 150 pages of transcript that his 1947 testimony consumed, Steele addressed what he
termed “the cultural front.” He discussed the National Council of American-Soviet Friendship,
which was run out of Moscow, and mentioned Copland’s leadership role.  Steele also targeted
People's Songs Inc.  Although in fact this left-wing organization (1946-49) had no formal ties to
the Communist Party, its overtly political purposes gave it a prominent place in Communist
culture.  One of twenty-two prominent members Steele named, Copland also belonged to a
separate board of sponsors recently formed to "give People’s Songs additional momentum in its
all-out drive for expansion.” The committee’s invitation to Steele, and their apparently uncritical
acceptance of his testimony, illustrate the ease with which potentially damaging allegations
entered the government’s information banks. 

Copland's first personal encounter with the third tool, the anti-Communist press, was in 1949.
This was the year of a Peace Conference held at the Waldorf Astoria Hotel in New York.  The
opening lines of Copland’s speech at the conference revealed his awareness of the power, and
biases, of the anti-Communist press.  “Nobody told me what to say, and if anybody had tried to
tell me what to say, I wouldn’t be here,” he said.  Furthermore, he protested that the press and
radio were making what he called a “concerted effort to promote black and white thinking, such
as “communism and the Profit System,” or “the mass-appeal music of a Shostakovich and the
musical radicalism of a Schoenberg.”  

Between mid-February and the end of May more than seventy pertinent articles appeared in the
New York Times alone.  The Christian Science Monitor ran twenty-one.  Much of the public
controversy concerned alleged Communist influence on the conference.  Under the headline
“Red Visitors Cause Rumpus,” the April 4 Life magazine published five pages of photos.
Copland's photo appeared among fifty head shots of American sponsors and attendees below the
heading, “DUPES AND FELLOW TRAVELERS DRESS UP COMMUNIST FRONTS.” These
fellow travelers may not be communists, the caption cautioned, but they were dangerous: the
Communist Party deliberately cultivated them to lend credibility to their ideological infiltration
of American society.  And the label "fellow traveler" was virtually impossible to shake.  Life
declared, “Some of those pictured here publicly and sincerely repudiate Communism but this
does not alter the fact that they are of great use to the Communist cause.”  The Peace Conference
brought Copland's name to the attention of both government and private-sector anticommunist
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groups. 

A fourth anti-Communist tool soon came into play against Copland:  the FBI.  Tightly controlled
by J. Edgar Hoover, the FBI developed contacts with private sector organizations and
Congressional committees.  Some agents broke formal ties with the FBI in order to continue their
work in the private sector, but remained in close contact with Hoover's organization.  In June of
1950, two such former FBI agents listed Copland in an influential private-sector blacklist titled
Red Channels.  Its goal, stated in a lengthy preface, was to prevent "Our so-called ‘intellectual’
classes . . .” from  “indoctrinating the masses of the people with Communist ideology.”
Copland's listing names the Peace Conference as his most prominent offense. The FBI opened its
file on Copland within a month.

McCarthy, a senator, was not a member of HUAC but of a Senate counterpart.  Copland’s
subpoena was part of an investigation of the U.S. Information Agency. McCarthy sought to
discredit the State Department, which he, HUAC, and the FBI had publicly accused of harboring
Communist and homosexual “subversives” in recent years. The hundreds of pages of statements,
drafts, and annotated lists of accusations that appear in Copland’s files testify to the time he spent
meticulously gathering information to answer the charges against him.

During the May 26 hearing, Copland maintained a respectful demeanor, even when McCarthy was
insulting.  For instance, McCarthy questioned Copland’s sophistication.  “I am not criticizing you
for joining these organizations,” he said. “You may have been so naive that you didn’t know they
were Communist controlled or you may have done it purposely. . . I am only interested in
knowing why [the State Department] selected you as a lecturer when we have many other people
available as lecturers.”  Copland responded, “I think I was selected because of the fact that my
employment as a lecturer had nothing to do with anything but music.” 

One of the first items addressed was Copland’s involvement in the Peace Conference.  

McCARTHY:  Were you a sponsor and speaker at the Cultural and Scientific Conference
for World Peace?

COPLAND:  Yes, I was. 
. . .
ROY COHN [Chief Counsel]: Now, Mr. Copland, that conference was widely publicized
in advance as a completely Communist dominated thing, but nevertheless you sponsored
and attended it.  

COPLAND: I sponsored it and attended it because I was very anxious to give the
impression that by sitting down with Russian composers one could encourage the thought
that[,] since cultural relations were possible that perhaps diplomatic relations were
possible.  I did not go there to advance the Communist line or in any way encourage their
operations. I went there in order to take part in a cultural panel, which included ---

McCARTHY: You knew that it had been widely labeled as a completely Communist
movement, didn’t you?
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COPLAND:  No, I didn’t know it was a complete Communist movement at that time.  I
became convinced of it subsequently.  I am very glad I went to that conference because it
gave me first-hand knowledge in what ways the communists were able to use such
movement for their own ends.  After that I refused to sign the sponsorship of any further
Peace Conference.

For the committee members, only politics mattered.   Because the domestic anti-Communist
network was set up to “catch” labor union leaders, Hollywood leftists, and academics, it lacked a
clear position on how music or other “culture” could be judged subversive or patriotic.  The
transcript reveals, sometimes humorously, a lack of familiarity with art or an artist’s system of
values.  Immediately before the following excerpt, the committee had questioned Copland about
his contribution of one dollar toward the campaign of Communist leader Harry Bridge

COPLAND: I would also like to say that my connection [with alleged communist front
organizations], insofar as it would show[,] was the direct outcome of the feelings of a
musician.  I was not moved by the Communist element, whatever it may have been.  I was
moved by specific causes to which I lent my name. Musicians make music out of feelings
aroused out of public events.

SENATOR KARL MUNDT: I can't follow this line of argument.  I don't see how that line
of reasoning makes sense with a hatchet man like Bridges. 

COPLAND: A musician, when he writes his notes, makes his music out of emotions, and
you can't make your music unless you are moved by events.  If I sponsored a Committee in
relation to Bridges, I may have been misled, not through Communist leanings.  If I had
them, there was something about his situation that move[d] me.

MUNDT: That would be true of anybody - any human being, I think, not only musicians.
Emotions are part of everyone's personality.  That certainly stretches a point.  We are all
governed by the same rules of caution.  When you get to Browder and Bridges, I think
musicians have to go by the same code as governs other citizens.

Following the hearing, Copland returned to Shady Lane Farm, where he busied himself
responding to McCarthy, since he had agreed to provide a more complete response to several
points. McCarthy was publicly discredited the following year.  However, for the next decade,
private-sector anti-Communist groups occasionally would protest Copland’s planned
appearances as a visiting lecturer or conductor, reminding him that in the eyes of some, he was
still suspected of disloyalty.

Although the reputation of his populist compositions—El Salon Mexico (1936), Billy the Kid
(1938), Rodeo (1942), Appalachian Spring (1944)—remained strong with the music-loving
public, this episode in Copland’s life significantly harmed both his creative impulse and his
collaborative options.  He repeatedly failed to find a well-known librettist for his opera The
Tender Land. After 1950, he mainly composed arrangements—the Old American Songs I and II
(1950 and 1952; orchestrated 1955 and 1958) and Orchestral Variations (1957), arranged from
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the Piano Variations (1950)—and brief or infrequently-performed works. His major late works
include the Piano Quartet (1950), the Piano Fantasy (1952-57), Connotations (1962), and
Inscape (1967), all of which use the dissonant “twelve-tone” technique promoted by Arnold
Schoenberg. 

It seems likely that an increasingly oppressive political atmosphere and repeated anti-Communist
attacks adversely affected Copland’s morale, and that his compositional life suffered as a result.
At the end of Music and Imagination,  published in 1952, Copland wrote:

I must believe in the ultimate good of the world and of life as I live it in order to create a
work of art.  Negative emotions cannot produce art; positive emotions bespeak an
emotion about something.  I cannot imagine an art work without implied convictions; and
that is true also for music, the most abstract of the arts.

It is this need for a positive philosophy which is a little frightening in the world as we
know it.  You cannot make art out of fear and suspicion; you can make it only out of
affirmative beliefs.  This sense of affirmation can be had only in part from one’s inner
being; for the rest it must be continually reactivated by a creative and yea-saying
atmosphere in the life about one.  The artist should feel himself affirmed and buoyed up
by his community.

Finally, one must note that the very sound of Copland's music changed in response to the
anticommunist movement. Copland's early works had been experimental and often dissonant. 
His turn to the now-famous populist style of Appalachian Spring and Rodeo coincided with the
Soviet Union's 1935 creation of the Popular Front, which promoted what Copland characterized
as "the mass-appeal music of a Shostakovich."  From 1935 into the 1960s, communist doctrine
prohibited dissonant, experimental music: what Copland described as  "the musical radicalism of
a Schoenberg."  At the Peace Conference, Shostakovich himself—a much-publicized guest
speaker—had criticized Schoenberg and other modernist composers.  Later that year, Schoenberg
publicly accused Copland of sympathies with Stalin. In doing so, he placed Copland in
Shostakovich's (Communist) camp, and simultaneously implied that Schoenberg's own approach
to music could flourish only in a "free" (non-Communist) society. 

Before the Peace Conference, Copland had consistently been skeptical of Schoenberg's
technique, writing in 1941 that it had "very little for a naïve but expanding musical culture such
as . . . the United States (or the Soviet Union)."  But after the 1949 Peace Conference and
Schoenberg's accusation, Copland turned perceptibly away from "music for the masses" and
began experimenting with Schoenberg's techniques—as if to demonstrate distance from Soviet
musical policy.  Completed the next year, the Piano Quartet is the first of four such experiments,
none of which have enjoyed the success of his populist works.   

The scene in The Tender Land that featured guilt-by-suspicion voiced Copland's frustration
with the stifling political climate of the 1950s. For those accused of "subversion,"  proving one's
innocence seemed impossible. Even music written for a broad American public could be
portrayed as supporting the Soviet doctrine of accessible art.  Copland knew that HUAC, private-
sector groups like the American Legion, the anti-Communist press, McCarthy, and the FBI were
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casting a broad net in search of Communists, and that his career and his relationships were in
danger.  Copland's measured responses to the McCarthy committee's goading, like his musically
convincing experiment with Schoenberg's ideas in the Piano Quartet, demonstrate the integrity
and ingenuity with which he navigated a difficult decade.

Bradford Gowen on Aaron Copland
[to be boxed:]

Univerisity of Maryland Professor Bradford Gowen, who takes part in the festival’s Tuesday night Copland concert,
performed the Copland Piano Concerto under the composer’s baton with the National Symphony Orchestra. 

I’ll tell you a story. I had been playing the Copland Piano Sonata and I wanted to play it for him;
which I did. There’s a particular place in the last movement with slow chords, with which I had
fiddled and fiddled trying to get those chords to sound right. He just sat down at the piano with
his legs crossed, squinted at the music, and played those chords just like that. It hit me so hard—
that the man was the sound, and that this was the voice of a human being: a unique source. I got
chills thinking, this isn’t just a Copland sound, but without this man beside me, it wouldn’t exist
at all. 

Copland’s own playing was limited in its range, but extremely effective within that range. He
wrote, as pianists do, for his own technique—what felt natural for him. His piano music almost
never has scale passages, for example. But he was always good at leaps and hitting the right note
—and his piano writing has lots of big skips and leaps.

The Copland piano sound—the sound he produced and that I try to capture—is of course not a
Romantic sound, but it’s also different from the percussive twentieth century sound of Bartok or
Prokofiev at the piano. It’s somewhat glassy but it also possesses a deep, rich resonance. It
presents all kinds of coloristic opportunities within a circumscribed palette. It invites a pianist to
look for things. 

He really speaks to a lot of what I feel.

American Repertoire for Student Learning and Experience

Hosted by

Bradford Gowen, pianist

with
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Suzanne Hilton, musicologist
Jarl Hulbert, musicologist

Designed for music educators and piano teachers, this session will introduce and explore selected
beginning and intermediate repertoire by American composers using demonstration,

lecture/presentation and live masterclass sessions.

Two-hour presentation with one fiteen-minute intermission.
Refreshments will be served.

Thursday, March 9, 2006 at 10:00 am
Robert & Arlene Kogod Studio Theatre
Clarice Smith Performing Arts Center

University of Maryland

Charles Ives and the American Pianist

Steven Mayer, piano
Anthony de Mare, reader

With commentary by Donald Manildi and Bradford Gowen
Joseph Horowitz, host

Thursday, March 9, 2006 at 7:30 pm
Robert & Arlene Kogod Studio Theatre

Program

The American pianist and the American piano repertoire— a conversation

Charles Ives: “Emerson,” from the Concord Sonata— an investigation of alternative readings
including recordings by Charles Ives, John Kirkpatrick, and William Masselos (courtesy
of the International Piano Archives at Maryland)

-intermission-
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Piano Sonata No. 2 (“Concord, Mass., 1840-60”) (1911-15) Charles Ives
Emerson (1874-1954)
Hawthorne
The Alcotts
Thoreau

Discussion

Program Notes

The Transcendental Ives
By Joseph Horowitz

Ives drew inspiration from his father’s world: from the Danbury, Connecticut, of his childhood;
from the “common” and “familiar,” from chapel hymns and corny theater tunes. To a degree
uncanny and extreme, the preserved memories of father and childhood anchored his creative
identity—as did his surrogate Transcendentalist fathers Emerson and Thoreau. Of all three of
these fathers, two of whom he never met, Ives poke with reverence and a peculiar familiarity. He
spoke of George Edward Ives as if he were still living. “He lived as though Emerson were
standing beside him,” adds the Ives scholar Vivian Perlis.

The unreined individualist in Emerson and Thoreau of course captivated Ives. “Ives aimed at the
same spontaneity, the same freedom,” his disciple John Kirkpatrick recalled. “Emerson was a
Yankee individualist—he didn’t give a damn for the reactions of anybody.” Parallel to his private
career as a composer, Ives undertook a public vocation in life insurance. By middle age, he was
wealthy and successful; and yet he pursued a lifestyle as reclusive—as ostentatiously simple, in
its way—as Thoreau’s.

No less than Emerson or Thoreau, Ives was intensely democratic. He identified with the barber,
the farmer, the country neighbor. He detested rank and caste. He celebrated the common man.
The Transcendentalists, through solitary searchers, aspired to worldly influence through social
experiments like Brook Farm. Ives, by comparison, was too much the loner to seek community.
But he possessed a warm and meddlesome social conscience. Those who knew him testified to
the generosity and kindliness underlying his fiercely laconic demeanor. His proposed Twentieth
Amendment, which he circulated to leading political figures, would have implemented a national
direct democracy.

Like Emerson and Thoreau, Ives was religious by temperament. He felt a kinship with the New
England come-outers, who removed themselves from institutions which violated their
conscience. Thoreau’s abolitionism and civil disobedience are offshoots of this tradition. Ives’s
Christianity was less heretical, but he was far from an orthodox worshipper. “Many of the
sincerest followers Christ,” he once wrote, “never heard of him.” He followed Emerson and
Thoreau in his religious regard for nature, in his conviction that the world is a wholesome place,

28



in his insistence that art, like nature, is moral. Ives aspired to the condition—immortalized by
Thoreau in Walden—where art, religion, philosophy, and daily life become one and the same. 

Ives was an Everyman who cherished the quotidian; a vigorous democrat addicted to ordinary
people and things. He was a philosopher who idealized art and spiritualized everyday experience.
His music is equally prone to plain and extravagant speech. These juxtapositions, if
contradictory, are not singular, but quintessential Emerson, quintessential Thoreau.

*   *   *

Ives characterized the Concord Sonata as “a group of four pieces, called a sonata for want of a
more exact name . . . The whole is an attempt to present [one person’s] impression of the spirit of
transcendentalism that is associated in the minds of many with Concord, Mass., of over a century
ago.” The four pieces are “Emerson,” “Hawthorne,” “The Alcotts,” and “Thoreau.”

Ives wrote voluminously about the underlying subject matter in Essays before a Sonata,
published in 1919. For his nephew, Brewster Ives, he would read passages from the authors in
question in connection with playing excerpts from the sonata—“to convince me,” Brewster
recalled, “that the music was expressing the words.” Taking inspiration from this anecdote, I
culled readings from Emerson (his essay “Circles”), Thoreau (his journal and Walden), and Ives
for performances of “Emerson” and “Thoreau” by Steven Mayer at a Brooklyn Philharmonic Ives
celebration in 1994. Music and words (as spoken by the actor Donald Moffat) became a
satisfying whole. For Mayer’s subsequent Naxos recording, I added excerpts from Ives’ writings
on Hawthorne and the Alcotts. (We hear these readings interpolated this evening.)

In Ives’s essay, Emerson is a “seer,” “invader of the unknown,” “America’s deepest explorer of
the spiritual immensities,” “ a recorder, freely describing the inevitable struggle in the soul’s
uprise—perceiving from this inward source alone that every ‘ultimate fact is only the first of a
new series.’” His strength is his optimism—“a possession which gives the strength of distance to
his eyes, and the strength of muscle to his soul.”

Ives’s essay “Hawthorne” disavows “any comprehensive conception.” Rather Ives isolates
“Hawthorne’s wilder, fantastical adventures into the half-childlike, half-fairylike phantasmal
realms.”  “The Alcotts,” in Ives’s essay, embody a domestic vignette including Scotch songs and
family hymns “sung at the end of the day”—as well as “a strength of hope that never gives way
to despair—a conviction in the power of the common soul.” 

In Ives’s “Thoreau,” the writer sits “rapt in reverie, amidst goldenrod, sandcherry and sumac.”
Here, the essay proposes a program, a trajectory: the restless eagerness of an early morning tramp
gradually slows toward “the tempo of Nature”; a buoyant, too personal introspection gives way to
harmonious solitude. To the player of “Thoreau,” Ives instructs: “Both pedals are used almost
constantly.” The rendering of misted water, cloud and dew, of “drifting meadows of the air” is
both physical and metaphysical. Tolling octaves in the bass evoke “the faint sound of the
Concord bell. . . . At a distance over the woods the sounds acquire a certain vibratory hum as if
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the pine needles in the horizon were the strings of a harp which it swept. . . . A vibration of the
universal lyre.” An innate music merges with nature and with the idea of nature.

The American Piano Landscape:
Its Peaks, Its Valleys, and Its Advocates

By Donald Manildi, Curator, International Piano Archives at Maryland

“The way to write American music is simple. All you have to do is to be an American and then
write any kind of music you wish.” This quote from composer-critic Virgil Thomson appeared
during a time when a major concern of most composers in the United States was a search for a
distinctive identity. A belated feeling of nationalism prevailed, one which strove to break free of
the prevailing European influences; but at the same time there was also the need for each serious
composer to establish his or her personal style and voice. Through a process of assimilation,
amalgamation, and experimentation, the available creative options proved to be many and varied.
Some of those options are vividly represented in the works offered during this American Piano
Festival. 

Any overview of the serious music scene in this country must ultimately reflect a tremendous
diversity, and it is diversity, rather than any single characteristic, that best defines twentieth
century American music. The American piano repertoire reflects this fact as much as do the
American orchestral and vocal literature. (For an excellent chronological survey of the piano
field, see the three-part article by Professor Bradford Gowen of the University of Maryland in
International Piano for January/February, March/April, and May/June 2002.)

For a while there seemed to be an ongoing search for “the Great American Symphony,”
paralleling a similar quest for the Great American Novel. (The three most frequent nominees
were the respective Third Symphonies of Aaron Copland, Roy Harris, and William Schuman.)  If
we accept the piano sonata as a generic equivalent of the symphony—i.e., an attempt at a major
statement (philosophical or otherwise) for concert performance, making large-scale use of the
instrument’s and the performer’s resources—we find a number of works that could conceivably
qualify as the Great American Piano Sonata. For many observers the two big sonatas of Charles
Ives, and especially the second or “Concord” sonata, head the list. [The Concord will be played
by Steven Mayer on Thursday evening, March 9.] Both works were essentially completed by
1915, but were not played in public for many years, as we shall see.       

In the wake of the Ives sonatas came many works that also represent the peaks of the American
landscape. One is the sonata (1917-18) of the short-lived Charles Tomlinson Griffes. In the two
following decades Roy Harris, Aaron Copland (in his pathbreaking Piano Variations) and Roger
Sessions all stepped forth with piano works of imposing dimensions. But it was not until the
1940s and early ‘50s that a veritable flood of American piano sonatas drenched the musical
scene. Some of these inevitably fell by the wayside. But at least five have proven to be true
landmarks: those by Copland (1941), Elliott Carter (1945-46), Sessions (No.2, 1946), Leon
Kirchner (1948), and Samuel Barber (1949).   
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Mountain peaks sometimes overshadow what goes on beneath them. Carrying our analogy a few
steps further, an examination of the American piano repertoire discloses many impressive trees,
shrubs, bushes, saplings, and flowers. In more direct terms this refers to a vast array of pieces in
moderate-to-small dimensions that range all over the stylistic map. Think, for instance, of Scott
Joplin and George Gershwin; of the shorter sketches of Leonard Bernstein, Virgil Thomson, and
Vincent Persichetti; of the radical experiments of Leo Ornstein, Henry Cowell, George Antheil,
and John Cage; of the neo-romanticism of Lowell Liebermann; of the mystical, innovative world
of George Crumb. Once again, it is difficult to find such an overwhelming diversity from
composers of any other nationality.

Still, there is no denying that a large number of worthy American piano works remain unknown
to the general public. In that connection, it should be obvious that no musical work can be either
accepted or rejected by audiences until it is performed—and performed frequently enough to
allow its merits to be assessed. But the road toward any performance of unfamiliar music is a
tortuous one. Potential performers must first know of the music’s existence. With all due respect
for their keyboard proficiency, too often we find pianists lacking a spirit of curiosity and
enterprise. Because of its vastness and immensity, the familiar standard piano literature reveals
an embarrassment of riches that too often militates against deeper exploration. However, once a
capable pianist manages to discover valuable new repertoire, he must then be willing to devote
considerable time and effort to its preparation. This may involve idioms, oddities of notation and
text, and pianistic requirements of a unique nature. Not every pianist is willing or able to accept
such challenges.

As a consequence, our landscape is not populated as fully as we might wish with pianists
fervently devoted to the works of their compatriots. Nonetheless we can, and should,
acknowledge an impressive group of pioneers—as well as present-day advocates—whose efforts
have brought us a substantial portion of the American repertoire. The late William Kapell was
especially devoted to Copland’s Piano Variations and Piano Sonata, presenting them often in
spite of objections from his short-sighted management. Kapell’s untimely death at age 31 halted
his plans to offer many more significant American works to his audiences. In 1939, two years
before Kapell made his debut, John Kirkpatrick gave the world premiere of the Ives Concord
Sonata. At the time Kirkpatrick was the only pianist with both the will and the skill to tackle the
work’s complexities. The sonata had to wait until the early 1960s before other pianists took up its
cause; as of 2006, however, there are at least 30 recordings of the work. Besides music of Ives,
Kirkpatrick’s programs consistently offered a wide variety of compositions by other Americans,
among them Arthur Farwell, Carl Ruggles, Ross Lee Finney, Griffes, Sessions, and Copland.

Another champion of Ives was William Masselos, who premiered that composer’s Sonata No.1
in 1949 and recorded it twice, later adding the Concord to his repertoire. Masselos received his
early training from David Saperton (son-in-law of Leopold Godowsky) and especially from Carl
Friedberg, who in turn had been coached by both Brahms and Clara Schumann. Masselos was
thus fully immersed in the classical and romantic repertoire, which he programmed frequently.
But his musical sympathies were wide-ranging, and he had no hesitation to play and record
works of such diverse figures as Ben Weber, John Cage, Alan Hovhaness and William Mayer. In
addition to the Ives premiere, Masselos also offered Copland’s imposing Piano Fantasy to the
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world in 1957. The Fantasy was a major work Kapell had requested of Copland, but did not live
to see; Copland dedicated it to the pianist’s memory.

One of the staunchest crusaders for contemporary piano music, and for American works
particularly, has been pianist-composer-teacher David Burge. His performances, recordings,
writings and lectures have had a significant impact on our current level of awareness. Often
critical of ingrained educational attitudes that resist or oppose anything new or unfamiliar, Burge
has brought recognition to a large body of significant American fare through his resourceful
playing and enterprising programming.

The late Robert Miller, an attorney by training and profession, similarly deserves
acknowledgment for his affinity for some of the most challenging advanced idioms from
American composers. Another major figure is Peter Serkin, acclaimed not just for his
authoritative handling of standard masterworks but also for commissioning and performing a
whole body of new piano music by numerous composer-colleagues.
In similar fashion, Alan Mandel, Ursula Oppens, Michael Boriskin, Bradford Gowen,
Randall Hodgkinson, and Marc-André Hamelin have all gone far beyond the normal call of
duty to program and record fresh American repertoire.

Certain pianists have established close working relationships with specific contemporary
composers. In the process they have become authoritative interpreters of various smaller
branches of the repertoire. A few examples would include the late John Browning with Samuel
Barber’s piano works; Charles Rosen and the music of Elliott Carter; Robert Taub with the
piano output of Milton Babbitt; Garrick Ohlsson’s performances of Charles Wuorinen; and
Richard Goode’s premieres of several of George Perle’s recent piano compositions. Nor should
we overlook Emanuel Ax, who has commissioned and premiered a number of new American
concertos, including ones by John Adams and Melinda Wagner.  

The list above does not pretend to be complete. What is does provide, however, are some shining
examples of how skill, dedication, and a certain amount of zeal can generate true musical
progress. If more pianists of the current and future generations can obtain inspiration from these
leading advocates, the American piano landscape will not only expand but also become ever
more visible.   
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American Piano: Graduate Seminar Presentations 

Jennifer DeLapp Birkett, moderator
Joseph Horowitz, respondent

Friday March 10, 2006 at 1:30 pm
School of Music Band Room (Room 2540)

Clarice Smith Performing Arts Center
University of Maryland

“The Hermit Songs and Samuel Barber’s American Pianism”
Perry Mears with Meghan McCall, soprano

“Financing the MacDowell Colony: Marian MacDowell's Lecture Recitals”
Elizabeth Yackley with Nadia Qing Li, piano

“Highbrow, Middlebrow, and Piano Advertising in Etude Magazine, 1940-1957”
Paul Michael Covey

Discussion: members of the audience are invited to participate

- intermission -

“From Spiritual to Rondo and Recitative: John Carter's American Voice”
Adam Mahonske with guest soprano Janice Chandler-Eteme

“Gieseking in America: The Postwar Reception of a German Pianist”
Frank Latino

“Dueling Pianists: Cultural Warfare in Cold War Iceland”
Elizabeth C. Titrington

Discussion: members of the audience are invited to participate
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* * * * * * *

Please stop by the Michelle Smith Performing Arts Library for an ongoing exhibition:
Jenny Stapleton with SCPA Curator Bonnie Jo Dopp:

“Steinway & Sons in the Howe Collection of Musical Instrument Literature at Maryland”

Prelude to Black Virtuoso Tradition

Steven Mayer, piano
William Lake, Jr., piano

Jon Ozment, adjunct faculty, jazz piano
Ronald Zeigler, director, Nyumburu Center

Joe Horowitz, host

The music of Jelly Roll Morton is a centerpiece for this pre-concert talk on the nature of jazz.

Friday, March 10, 2006 at 7:00 pm
Robert & Arlene Kogod Studio Theatre
Clarice Smith Performing Arts Center

Univerisity of Maryland
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The Black Virtuoso Tradition

Anthony de Mare, piano
Steven Mayer, piano
John Ozment, piano

Friday, March 10, 2006 at 7:30 pm
Joseph & Alma Gildenhorn Recital Hall
Clarice Smith Performing Arts Center

University of Maryland

The Banjo (1855) Louis Moreau Gottschalk
(1829-1869)

Bachango (1984) Ricardo Lorenz Abreu
(b. 1961)

Maple Leaf Rag (1899) Scott Joplin
(1868-1917)

Frances Jelly Roll Morton
(1885-1941)

Steven Mayer (as transcribed from a 1929) and John Ozment (improvisation)

Melody No. 17 (1925-26; reconstructed by Alicia Zizzo) 
Prelude No. 3 (1926) George Gershwin

(1898-1937)

Winnsboro Cotton Mill Blues (1979) Frederic Rzewski
(b. 1938)

-intermission-
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Taint Nobody's Bizness  Fats Waller
(as transcribed from a ca. 1929 recording) (1904-1943)

Blueberry Rhyme James P. Johnson 
(as transcribed from a ca. 1930 recording) (1894-1955)

Piano solos (to be announced from stage) Art Tatum
(as transcribed from recordings, 1933-49) (1909-1956)

Little Midnight Nocturne (2001) Fred Hersch
(b. 1955)

Middle Passage (1983) Anthony Davis
(b. 1951)

Jam! (1994) Daniel Bernard Roumain
(b. 1972)

Rap III (2000) Dick Hyman
(b. 1927)

Tonk Duke Ellington/Billy Strayhorn 
(as transcribed from a 1945 recording) (1899-1974/1915-1967)

Program Notes

Speaking to a reporter for the New York Herald in May 1893, Antonín Dvořák  said: “I am now
satisfied that the future music of this country must be founded upon what are called the Negro
melodies.”

This must be the real foundation of any serious and original school of composition to be
developed in the United States. . .  In the Negro melodies of America I discover all that is
needed for a great and noble school music. They are pathetic, tender, passionate,
melancholy, solemn, religious, bold, merry, gay or what you will. It is music that suits
itself to any mood or any purpose. There is nothing in the whole rang of composition that
cannot be supplied with themes from this source.
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By “Negro melodies,” Dvořák  mainly meant the songs we today call spirituals. He found them
protean. If the American Piano, too, is a protean instrument of expression, one reason is the
influence of these same Negro melodies. Tonight’s concert explores the impact of African-
American music on a range of American piano composers, old and new, black and white.

Louis Moreau Gottschalk (1829-1869) is by far the most famous and accomplished of all mid-
nineteenth century American concert composers and the most audibly a product of the New
World. Raised on saucy Caribbean musical delicacies, he flouts Europe not primitively and
aggressively, like his contemporaries William Henry Fry and Anthony Philip Heinrich, but with
sublime insouciance and practiced finesse. This is because he was in part a cultivated European.
He was born in New Orleans—a city semi-French, semi-Spanish, semi-American, with a thriving
operatic culture. His father was an English businessman of Jewish extraction, educated in
Germany. His mother was a white Creole of upper-class French descent. From the age of 13 he
studied in Paris, where he became a celebrated pianist;/composer whose admirers included
Berlioz and Hugo. The Banjo, an early work, unforgettably translates the picking and rapid-fire
strumming of a virtuoso folk musician into a virtuoso piano showpiece quoting Stephen Foster’s
“Camptown Races.” (Gottschalk also richly appropriated Latin-American idioms, as in the
Souvenir of Porto Rico we hear Saturday night.)

Ricardo Lorenz, born in 1961 in Venezuela, is a co-founder of the Latin American Music
Center at Indiana Univesity, and has served as composer-in-residence for the Chicago Symphony
(1999-2002). Bachango, he writes, “was conceived as a short Afro-Caribbean statement. Its
name derives literally from three other music-related names of the region: Bata, Charanga, and
Guanguanco. It employs these three Afro-Caribbean elements in a kaleidoscopic fashion,
interweaving the Charanga’s lightness and lyrical character, the rhythmic sophistication of the
Guanguanco, and the Bata mysticism.”.

The Maple Leaf Rag of Scott Joplin (1868-1917) sold half a million copies in ten years. Joplin
also composed an opera, Treemonisha. Jelly Roll Morton (1885-1941), James P. Johnson
(1894-1955), Fats Waller (1904-1943), and Art Tatum (1909-1956) trace a lineage of black
jazz keyboard wizards. Morton, in New Orleans, claimed to have created jazz. Johnson
transformed ragtime into a style infused with improvisation, blues, popular song, and keyboard
virtuosity: “stride piano.” His own legendary virtuosity was partly a product of classical training
and, in later years, close attention to such artists as Sergei Rachmaninoff and Josef Hofmann. By
1917, he was the leading Harlem pianist. Inspired by Treemonisha, he also began branching out
into semi-classical and classical composition.  Waller studied with Johnson; he was, writes the
present-day jazz pianist Marcus Roberts, “the quintessential Harlem stride pianist, combining the
virtuosic performance style of his teacher with the down-home swing of Jelly Roll Morton.”
Tatum, a one-of-a-kind virtuoso, rarely played original tunes.

Only Joplin, of these five pianist/composers, wrote down his piano miniatures. The others
improvised—although different versions of the same Morton, Johnson, or Waller tune might
differ only marginally. Much of this music has since been transcribed from recordings—so that
pianists like Steven Mayer can canonize it as composed American repertoire. And yet certain
jazz artists—Marcus Roberts is one—maintain that improvisation is here a stylistic fundamental
—an essential part of idiomatic performance. At tonight’s concert, we hear Jelly Roll Morton’s
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Frances as performed by Mayer from a transcription of a 1929 recording—and also as an
improvisation by John Ozment of UMD. 

Though it was known in 1925 that George Gershwin (1898-1937) was writing a set of 24 piano
Preludes, only three were published in 1927. From this well-known set, we hear the Third
Prelude, with its Latin lilt. It seems Gershwin composed and also performed at least two
additional Preludes—a Novellete in Fourths and Rubato, later published in a violin-and-piano
arrangement as Short Story; and a Melody No. 17, reworked by Kay Swift as an unpublished
song titled “Sleepless Night.” In 1987, the Gershwin scholar Alicia Zizzo reconstructed Melody
No. 17 from a surviving fragment.

Though Frederic Rzewski, born in Massachusetts in 1938, studied with Walter Piston and
Milton Babbitt at Harvard and Princeton, his music took a direction utterly different from theirs.
In the1960s he moved to Europe, where he was associated with such avant-gardists as Pierre
Boulez and Karlheinz Stockhausen. At the same time, he emerged as a virtuoso composer/pianist
of pronounced political inclinations. He writes of his Winnsboro Cotton Mill Blues:  

This is an industrial blues piece from North Carolina, where still today non-union
workers are making jeans in conditions similar to those described here. The song [quoted
but never sung by the pianist] is of unknown authorship, but dates from some time in the
1930s.

Old man Sargent, sitting at his desk, 
The damned old fool won’t give us a rest,
He’d take the nickels off a dead man’s eyes
To buy Coca-Cola and Eskimo pies.
I got the blues, I got the blues,
I got the Winnsboro cotton mill blues.
Lordy, Lordy, spoolin’s hard;
You know and I know, I don’t have to tell,
You work for Tom Watson, got to work like hell.

When I die, don’t bury me at all,
just hang me up on the spool-room wall;
Place a knotter in my hand,
So I can spool in the Promised Land.
I got the blues, I got the blues,
I got the Winnsboro cotton mill blues.

Fred Hersch (b. 1955), Anthony Davis (b. 1951), DBR [Daniel Bernard Roumain] (b. 1972)
are all prominent composer/performers who straddle classical and non-classical genres. Hersch
and Davis are pianists; Roumain is a violinist. Hersch both composes and “reinvents” the
standard jazz repertoire, both as a solo artist and in a variety of combos.  His Little Midnight
Nocturne is one of a series of solo piano works commissioned by the Italian pianist Emanuele
Arciuli in homage to Thelonious Monk’s jazz classic ‘Round Midnight. 
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Davis has created a substantial body of music for orchestras and opera houses. As a pianist, he
leads the ensemble Episteme, whose performances regularly incorporate improvisation. Middle
Passage; which we hear tonight, includes an extended “high energy” improvisation early on and,
near its close, three long measures of  improvisation bearing such instructions as “improvise
rhythmic clusters in alternating registers.” DBR, of Haitain descent, blends funk, rock, hip-hop,
and classical. Of JAM! He writes: “It’s my take on the hop-hop ensemble, as Scott Joplin took on
the rag band. I’m the record player and the MC and the DJ and the lyricist. I wanted to the piano
to sound like a bass drum, a bass player, the records scratching, and the through-composed
cyclings of a rapper gone mad. More than a piano or percussion piece, JAM! is dance music.”

Dick Hyman (b. 1927) has long pursued an eminent career as a versatile pianist, arranger, and
composes. His many recordings feature piano works by Scott Joplin, Jelly Roll Morton, James P.
Johnson, and Fats Wallter, as well as tunes by Irving Berlin, Cole Porter, and George Gerswhin.
His many concert compositions include a Piano Concerto. Billy Strayhorn (1915-1967) joined
the Ellington band in 1939 as associate arranger and second pianist. He remained with Duke
Ellington (1899-1974) until his death. Tonk, which we hear in trasncription, is a piano duet that
Ellington and Strayhorn twice recorded.

—J.H.

Steven Mayer on Art Tatum
[to be boxed:]

There exist many contemporary accounts of Tatum amazing people like Vladimir Horowitz and
Duke Ellington. It is fortunate that recordings exist to substantiate the various claims made about
him. Of these recordings Oscar Peterson has said, “There is so much in them yet unheard, even
by the trained ear. One feels almost premature in making an assessment. Almost fifty years after
Tatum’s death, his accomplishment is still the subject of enjoyment, conversation, and awe, as
much among classical musicians as jazz artists.

It is worth noting the Tatum studied classical piano with a Toledo musician named Overton
Rainey. The influence of this training, and of lifelong exposure to classical music, are subtly yet
unquestionably felt throughout Tatum’s work. From right-hand passagework sometimes based on
nineteenth-century music to actual transcriptions of classical compositions and quotations from
Ravel to Ethelbert Nevin, Tatum honored the classical tradition in many ways.

As an assimilator of Harlem stride, Tatum almost immediately surpassed his mentors. His left
hand, now “striding,” now “walking” in parallel motion, was flawlessly secure and steady. Where
Fats Waller alternated low notes with mid-register chords. Tatum tried out basses with seamless
tenths, often with notes in between. So–called “substitute” chords, made up of harmonies not
envisaged by the composers of the original tunes, are already much in evidence in early Tatum. 
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Most noticeably, florid and spectacularly rapid passagework set Tatum apart from his jazz
influences. By 1933 he had developed an arsenal of pianistic embellishments which, when
slowed down an analyzed, are clearly derived from the slower paced runs of earlier stride pianists
and related to, though different from, passages found in Chopin, Liszt, and their contemporaries. 

Tatum’s complex art justifies hearing, rehearing, study, and performance.

American Piano Festival Keynote

Joseph Horowitz, artistic director for the festival, is joined by historians and other guests to
illuminate the issues of the American search for cultural identity and the piano’s pivotal role in
that journey.

Saturday, March 11, 2006 at 2:00pm
Robert and Arlene Kogod Studio Theatre

Clarice Smith Performing Arts Center
University of Maryland
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Pioneers, Mavericks and Entertainers

Anthony de Mare, piano and readings
Steven Mayer, piano

Joseph Horowitz, host

Saturday, March 11, 2006 at 3:00 pm
Joseph & Alma Gildenhorn Recital Hall
Clarice Smith Performing Arts Center

University of Maryland

Program

Part I:   Pioneers

Silver Spring  (ca. 1850)  William Mason
(1829-1908)

Reading:  William Henry Fry on the neglect of American composers

Adagio and Polacca (1820) Anthony Philip Heinrich
(1781-1861)

Reading: Antonín Dvořák  on American musical roots

American Suite, movements three and five (1894) Antonín Dvořák
(with a  visual presentation created by Tim Barringer) (1841-1914)

Reading: Arthur Farwell on Native American music

Pawnee Horses (1905) 
Navajo War Dance No. 2 (1905) Arthur Farwell

(1872-1952)

Reading: Nathaniel Hawthorne, “The Celestial Railroad”

The Celestial Railroad (1922-25)  Charles Ives
(1874-1954)
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Reading: Charles Ives on The Alcotts

The Alcotts (1912-14) Charles Ives
(1874-1954)

 -first intermission -

Part Ii:  Mavericks

The Banshee (1925) Henry Cowell
(with a video presentation created by Anthony de Mare) (1897-1965)

Player Piano Study No. 11 (ca. 1950) Conlon Nancarrow
(1912-1997)

Sonatina (ca. 1941) Conlon Nancarrow
Presto (1912-1997)
Moderato
Allegro molto

The Wonderful Widow of Eighteen Springs (1942) 
Nowth Upon Nacht (1984)  John Cage

(1912-1992)

Intermission V (1952) Morton Feldman
(1926-1987)

Caution to the Winds (1987) James Mobberley
(b. 1954)

Fugue (2003) Bruce Stark
(b. 1956)

De Profundis (1992) Frederic Rzewski
(b. 1938)
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 -second intermission -

Part III:  Entertainers

Souvenir of Porto Rico (1857) Louis Moreau Gottschalk
(1829-1869)

The Dying Poet (1865) Louis Moreau Gottschalk
(1829-1869)

Grande Polka de Concert (1867) Homer Bartlett
(1846-1920)

The Stars and Stripes Forever John Philip Sousa/Vladimir Horowitz
(as transcribed from a 1948 recording) (1854-1932/1903-1989)

Kvetching and Boogie (ca. 1983) Paul Schoenfield
(b. 1947)

Program Notes

Silver Spring by Willam Mason (1829-1908) is the work of an important American pianist and
teacher who studied abroad with Liszt. Its indebtedness to Liszt is obvious. As Steven Mayer
points out, this is at the same time not a piece Liszt could have composed—its hymnal innocence
betrays the influence of Boston and of Mason’s father, Lowell Mason, whose Protestant hymnals
long dominated New England church music.

Anthony Philip Heinrich (1781-1861), the “Beethoven from Kentucky,” was born in Bohemia
but settled in Philadelphia and then Pittsburgh (to which city he walked—a distance of 300
miles) before winding up in a Kentucky log cabin. Heinrich’s The Dawning of Music in
Kentucky; or The Pleasures of Harmony in the Solitude of Nature, published in 1820, totals 46
compositions. From its 269 pages we hear an “Andante and Polacca” somewhat in the style of
Haydn. This music does not, like Heinrich’s A Chromatic Ramble of the Peregrine Harmonist,
require the pianist to sing. It is nonetheless highly original for its rambling r sequence of
episodes. Steven Mayer, who has spent company with these pages for fix years, believes they
cohere. Others may disagree. Time has not tamed Father Heinrich.

Antonín Dvořák (1841-1914) composed his American Suite in 1894—which is to say, after he
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had summered in Iowa. Unlike the New World Symphony of 1893, it therefore absorbs
impressions of the Great Plains—including the Kickapoo Medicine Show, which Dvořák had
enthusiastically observed.. Of the two movements we hear, the Allegretto begins with a jaunty
dance—an offshoot of the cakewalk, itself a precursor to ragtime. The second theme might have
been composed by Stephen Foster (whose “Old Folks at Home” Dvořák  transcribed for soloists,
chorus and orchestra). The finale begins as an A minor Indian dance that (upon modulating into
the major) turns into a minstrel song. With the reprise of the minstrel song, the piano imitates a
banjo. Dvořák  confounded Americans by claiming an essential similarity between Native
American and African-American musical idioms. We know, however, that the Kickapoo
entertainers he heard in Iowa included included a couple of black musicians with banjo and
guitar, and that they played and sang in combination with their Native American colleagues. The
suite ends with the spacious music with which it began, evoking broad New World horizons.
This little-known score, reviled by European music historians deaf to its “American” traits (and
hence ignored in America itself), also exists in a version for orchestra. There exists no purer
example of Dvořák ’s “American” style. 

The Indianist movement included the writers James Fenimore Cooper and Henry Wadsworth
Longfellow, the painters George Catlin and Frederick Remington—and such composers as
Dvořák , whose New World Symphony is partly inspired by Longfellow’s The Song of Hiawatha.
Arthur Farwell (1872-1952), among the most fascinating figures in American classical music,
called himself the “first composer to rake tup Dvořák ’s challenge”; drawing inspiration from
Native American music and ore, he sought an American style based on indigenous sources.
Though the musical Indianists are today vaguely recalled (if at all) as naive and cultural
exploitative, Farwell was no naif. He viewed Native American chant as one part of a varied
tapestry of Americana. His lifelong reverence for the Native American—which began in
childhood, when he lived for a time in a Native American village on Lake Superior, hunted with
Native American guides, and “heard the impressive speeches of the old priests”—was an
honorable, if romanticized, product of his time. As a pioneering publisher of American
composers, he abs abhorred sentimentality “like poison” and if it cannot be said that all his own
music transcends kitsch, his best works deserve to be perpetuated as superior early efforts to
create a singular American concert idiom. Of the two brief Farwell piano pieces we hear, Pawnee
Horses, barely a minute long, is based on an Omaha song Farwell considered so complex in its
rhythms that it could not be performed by “any known singer except an Indian.” (An expanded
version of this piece, for eight-part a cappella chorus, is an American choral masterpiece.) With
its dissonance and rhythmic bite (remarkably progressive for 1904), the Navajo War Dance No. 2
suggests something like a New World Bartok. 
I have elsewhere (page x) written of Charles Ives (1874-1954) and his Concord Sonata
– a work as fathomless and inspirational today as 19xx, when Ives stopped adding finishing
touches to music he regarded as unfinishable. Of its four movements, we hear “Alcotts”— the
sonata’s shortest and simplest movement, eloquently evoked in the composer’s Essays before a
Sonata.

Concord village reminds one of that common virtue lying at the height and root of all the
Concord divinities. As one walks down the broad-arched street, passing the white house
of Emerson, he comes presently beneath the old elms overspreading the Alcott house. It
seems to stand as a kind of homely but beautiful witness of Concord’s common virtue—it
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seems to bear a consciousness that its past is living, that the hickories of Walden are not
far away.

Ives’s The Celestial Railroad is a version of the second movement of the Concord:
“Hawthorne.” The compositional process included cutting out fragments from “Hawthorne” and
reassembling them amid revisions and interpolations. In Hawthorne’s story, “The Celestial
Railroad,” the narrator? dreams of a fantastic train to the Celestial City. The journey is horrific.
Finally the train reaches the banks of the river Jordan, where passengers are ferried to the
Celestial City. Too late, he realizes the Celestial City is the devil’s domain. He leaps into the
water—and awakens from his nightmare. In Ives’s version, a July 4 celebration is what he next
hears.

Exploring San Francisco’s ethnic neighborhoods, Henry Cowell (1897-1965) heard more
Chinese, Japanese, and Indian than Western classical music. On midwestern farms he absorbed
Irish songs and dances from relative. He never acquired complete familiarity with the Western
classical canon. A year at New York’s Institute of Musical Art (later the Juilliard School) was all
he could stand; he returned to California. He first made his name as an experimental pianist,
pummeling with fists or forearms, leaning over the soundboard to stroke the strings with open
hand. Among his best-known keyboard miniatures of the twenties, ingeniously exploring new
sonorous possibilities, was The Banshee, in which strings scraped and plucked produce echoing
cries and wailings. The novelty of Cowell’s New York debut recital, at Carnegie Hall in 1924,
and of a Town Hall recital thirteen days later, made him a national celebrity.

Cowell was a central figure in the interwar “ultra-modern” movement also including Carl
Ruggles and Edgard Varese. Among the important American iconoclasts coming in their wake,
and likewise rejecting European templates, were, Conlon Nancarrow, John Cage, and Morton
Feldman. Nancarrow (1912-1997) dabbled in jazz and classical trumpet, and had lessons with
Roger Sessions and Walter Piston, before joining the Abraham Lincoln Brigade and fighting in
Spain. He eventually settled in Mexico and isolated himself from compositional influences. In
Cowell’s New Musical Resources he read about complex rhythms only a mechanical piano could
reproduce. He bought such a piano and the machinery to make music for it. His influential
Player Piano Studies are the invention of a precisionist driven to devise rhythms of maximum
complexity. Nancarrow also produced a small body of work for human performers, including the
present Sonatina—one of ten surviving Nancarrow compositions predating his purchase of a
player piano in 1947. According to the music historian Kyle Gann, the Sonatina might be
regarded as Nancarrow’s “first mature composition.” Gann also writes:

The work is a catalogue-in-miniature of the rhythmic concerns that will become more
prominent in the 50-plus Studies for player piano. In the first movement, points of
canonic imitation are frequent . . . The exquisitely crafted second movement is one of the
blues forms so common in Nancarrow’s early music. Its crashing 5-against-2 rhythms are
followed by a theme in 6/8 meter, marked by the most luscious jazz chords of his entire
output. The theme’s second half inverts its first half, and an “ff” interlude features some
fist clusters (whose use Nancarrow would have recently read about in Cowell’s New
Music Resources). Nancarrow wrings unexpected sonorities by superimposing the theme
over its inversion, in his own idiosyncratic fusion of Bartokian contrapuntal techniques
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and jazz harmony. The third movement opens with a perpetual-motion canon reminiscent
of Roy Harris, and the following alternations between 8th-note and dotted-8th note beats
hint again at the tempo clashes of the Player Piano Studies. The theme’s primary motive,
C-A-G and its retrograde, saturate the movement to the point that one begins to hear
canon everywhere. 

John Cage (1912-1992) studied at UCLA with Arnold Schoenberg and there learned what sort
of composer he did not wish to become. Schoenberg’s twelve-tone system had spawned
(however accidentally) music controlled in every parameter by an ordered series of events.
Cage’s antidote was to “compose” a kind of music that happened by itself. As with other West
Coast composers—Cowell, Lou Harrison, Harry Partch all come to mind—his Pacific Rim
affinity for Eastern thought predisposed him to suppress the ego as a catalyst to creativity or
enlightenment. He reasoned that any sound, in and of itself, constituted “music.” Cage’s  The
Wonderful World of Eighteen Springs calls for a singer and a pianist. The words are adapted
from James Joyce’s Finnegans Wake. The singer is instructed to “sing without vibrato, as in folk-
singing.” The pianist is instructed to close the piano completely. Letters and notes indicate what
outer parts of the instruments are to be played “with fingers” or “with knuckles of closed hand.”
With the composer’s approval, Anthony de Mare performs The Wonderful World of Eighteen
Springs as a solo piece, and with the piano lid open. Nowth Upon Nacht is a sequel, to be sung at
the same tempo.

Morton Feldman (1926-1987), a composer closely associated with Cage, was greatly influenced
by the abstract expressionists in art. Subdued dynamics and pointilistic textures are signatures of
his Feldman style. Intermission 5, a typically sparse Feldman score, is marked: “Slow. Hold
sustaining and una corda pedals throughout.”

Caution to the Winds, by James Mobberley (b. 1954), is the fifth in a series of works
combining a solo instrument with an electronic tape accompaniment comprising sounds derived
from the same instrument. The composer writes: “The title makes reference to the raw energy
that is a major part of the musical arsenal to be found both in piano music and in electronic
music, and reflects the basic free quasi-rhapsodic nature of the work.” The Fugue by Bruce
Stark (b. 1956) derives from a Suite for piano. The composer observes that “the B-A-C-H
signature motif (B-flat, A, C, B-natural) appears along the way,” in “salute to the master.” (In
German usage, the letter B denotes B-flat; H denotes B-natural; the B-A-C-H theme was used by
Bach himself.)

Frederic Rzewski (b. 1938—see pp. x and x) writes of De Profundis: 

De Profundis is a 30-minute composition for piano solo, in which the pianist recites a text
consisting of selected passages adapted from Oscar Wilde’s letter to Lord Alfred
Douglas, written during the author’s imprisonment for “gross indecency” in Reading
Gaol. The piece could be described as a melodramatic oratorio, in which eight sections
with text are preceded by eight instrumental preludes.

My composition was inspired by Luke Theodore, an old friend from the Living Theatre to
whom the piece is also dedicated. Luke went out to San Diego in the early ‘80s to start his
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own theatre. When I visited him in 1984 he was performing a play he and his group had
put together on the subject of prisons. It included same material from the Living Theatre’s
Frankenstein and a very lyrical and moving reading of episodes from Oscar Wilde. I had
read the play’s book, but in Luke’s performance I was struck by the power of the writing.

In 1989 the filmmaker Larry Brose asked me to write a piece for the pianist Anthony de
Mare that could serve as the basis for a film. I knew Tony’s abilities both as pianist and
actor. Remembering Luke’s performance of the Wilde texts, I suggested these as a
possible source. All of use as well shared an interest in the politics of sexuality, and this
aspect of Wilde’s story seemed as lively now as it was a hundred years ago. The project
took some time to get under way, but the piece was finally written in the summer of 1992.
Since then it has been performed by a number of pianists, gay, straight, male and female.
All of the different interpretations it has received so far have been original, interesting,
and different from each other. The music demands a combination of virtuoso technique
and a total lack of inhibition on stage, thus virtually guaranteeing that no mediocre or
conventional performer will dare to go near it.

Homer Bartlett (1846-1920)—a forgotten name—was the organist of New York City’s Madison
Avenue Baptist Church for 35 years. His polished Grande Polka de Concert was published when
Bartlett was only 21. He also composed virtuoso organ works, a symphonic poem, and a three-act
opera.

I have earlier written (p. x) of Louis Moreau Gottschalk (page x). The Dying Poet, subtitled
“Meditation,” was a favorite in its time, both as a Gottschalk recital staple and as a salon
diversion. It later enhanced sentiment in many a silent movie. Gottschalk’s Souvenir de Porto
Rico, also on tonight’s program, is subtitled “Marche des Gibaros”—gibaros being Puerto Rican
peasants. The melody is said to resemble a Puerto Rican carol, “Si me dan pastels denmelos
calientes.” Of his five years in the Antilles, Gottschalk wrote in his delectable memoirs:

Perched upon the edge of the crater, on the very top of the mountain, my cabin
overlooked the whole country. The rock on which it was built hung over a precipice
whose depths were concealed by cacti, convolvuluses and bamboos. . . . . Every evening I
moved my piano out upon the terrace, and there, in view of the most beautiful scenery in
the world, which was bathed by the serene and limpid atmosphere of the tropics, I played,
for myself alone, everything that the scene opened up before me inspired . . . it was there
that I composed “La Marche des Giboros.”

 

Vladimir Horowitz (1903-1989) transcribed The Stars and Stripes Forever by John Philip
Sousa (1854-1932), to celebrate the end of World War II; it became one of his famous encores.

Prominent among the idioms flavoring the style of Paul Schoenfeld (b. 1947) is “klezmer,”
incorporating Hasidic songs and dances of Eastern Europe and Jewish folk songs. Kvetching and
Boogie amalgamates Harlem stride, boogie-woogie, Beethoven’s Appassionata Sonata, and
William Bolcom’s Grey Ghost rag.

—Joseph Horowitz
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Clarice Smith Performing Arts Center & University of Maryland School of Music

Present

Scholarship Benefit Series
Suzanne Beicken, producer

A Collaborative Context: The New England Connection

Larissa Dedova, piano
Evelyn Elsing, cello

Bradford Gowen, piano
Sally McLain, violin

Katherine Murdock, viola
David Salness, violin

Rita Sloan, piano

Sunday, March 12, 2006 at 3 pm
Joseph & Alma Gildenhorn Recital Hall
Clarice Smith Performing Arts Center

University of Maryland

Program

Trio No. 2 in B-flat Major, Op. 65 (1907-8)    Arthur Foote 
 (1853 – 1937)

Allegro giocoso
Tranquillo
Allegro molto

David Salness, violin
Evelyn Elsing, cello

Bradford Gowen, piano

Violin Sonata No. 2 (1907-10)     Charles Ives
 (1874 – 1954)

Autumn
In the Barn
The Revival

David Salness, violin
Rita Sloan, piano
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Intermission

Piano Quintet in F# minor, Op. 67 (1908)      Amy Beach
 (1867 – 1944)

Adagio - Allegro moderato
Adagio expressivo
Allegro agitato 

David Salness, violin
Sally McLain, violin

Katherine Murdock, viola
Evelyn Elsing, cello

Program Notes

The first notable generation of American composers was the “Second New England School.”
(The “First New England School” comprises the late eighteenth century psalm- and hymn-tune
composers of whom William Billings is best-known). Their father figure was John Knowles
Paine (1839-1906), who studied in Berlin, settled in Boston, and at Harvard held the first chair of
music at any American university, beginning in 1875. 

Post-Paine, George Whitefield Chadwick was the leader among equals of the Second New
England School. More than any such composers’ aggregation before or since, it was a genuine
American school of shared interests, enthusiasms, and accomplishments. Chadwick studied in
Leipzig and Munich. Arthur Foote (1853-1937) studied at Harvard with Paine. Horatio Parker
studied with Chadwick in Boston, then with Joseph Rheinberger in Munich. Amy Beach (1867-
1944) was the youngest of the “Boston boys” in whose company she was explicitly accepted by
Chadwick even though her gender prevented her from attending the boys’ frequent gathering at
the St. Botolph Club and Tavern Club. In congenial alignment with Boston performers, scribes,
and scholars, this quartet of Boston composers applauded one another with civility and warmth.
They also critiqued one another. “The talk was honest and frank to a degree,” Foote later
recalled. “I learned a lot from it.”

Of the four composers, Foote favored smaller forms and produced no symphonies or operas. His
success was such that his major orchestral works were regularly introduced by the Boston
Symphony and his major chamber works by the Kneisel Quartet, often with the composer as
pianist. The music itself, much of which remains durable, is in equal parts skilled, amiable, and
mild. It easily assimilates a range of German and French voices. Though he lived to 1937, Foote
absorbed no twentieth-century styles. As he himself wrote, “My influence from the beginning, as
well as my predilection, were ultra-conservative.” The B-flat Piano Trio we hear this afternoon
dates from 1907-1908. In the first of its three movements, the second subject, introduced in
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octaves in the piano, is umistakably “Indianist.” That is, it partakes in a quasi-Native American
idiom more commonly associated with Dvořák  (its prime progenitor in such works as the New
World Symphony, American Suite, and Violin Sonatina), Edward MacDowell, and Arthur
Farwell. Far more characteristic of Foote is the Gallic scent of the Trio’s elegantly poised slow
movement. The finale returns, at its close, to the tune with which the work began.

If Foote was the mildest member of the Second New England School, Amy Beach was the
stormiest: a composer of Lisztian libidinal energies belying a sheltered domestic regime. She was
also a virtuoso pianist whose biggest keyboard statements are a four-movement Piano Concerto
and the present three-movement F-sharp minor Piano Quintet of 1908. The quintet received
more than 40 performances in her lifetime, many with Beach as pianist. The recent revival of
interest in Beach’s music has notably revived interest in the quintet, both in concert and on
recordings.

According to Beach’s biographer, Adrienne Fried Block, the F-sharp minor Piano Quintet is an
homage to Brahms. Block traces a sighing chromatic figure in the introductory Adagio to a
Brahms Piano Quintet (a work Beach performed). This lamentoso motif generates other themes,
including the main subject of the first movement. The second movement is a consoling interlude.
The otherwise brisk finale incorporates a lengthy cyclic return to the Adagio introduction.

Of the Second New England School composers, only Chadwick regularly sounds “American” to
our ears today. Concomitantly, he is the Second New England School composer with the most
individual, most recognizable voice. But the most individual, most recognizable American
composer of the generation in question is of course Charles Ives (1874-1954). Amazingly, the
formidable, and formidably progressive, Ives violin sonata we hear today was composed
concurrently with the Foote trio and the Beach quintet: the first two movements (“Autumn” and
“In the Barn”) date from 1907; the finale (“The Revival”) from 1909-10. According to the Ives
scholar Wiley Hitchcock, “Autumn” refers “perhaps not to the season but to the borrowed hymn-
tune “Autumn,” usually sung to the text beginning “Mighty God! While angels bless Thee” (but
Ives preferred the second stanza, beginning “for the grandeur of Thy nature”)—or perhaps to
both.” The sonata’s second movement is full of old fiddle tunes, of which “Turkey in the Straw”
is today best-known. The third movement, based on the American hymn-tune “Nettleton,”
evokes a camp meeting of mounting fervor.

—Joseph Horowitz

Upcoming Scholarship Benefit Series Events

Friday, April 28, 2006 8:00 PM
Guarneri String Quartet in Concert
Elise & Marvin Dekelboum Concert Hall
$30 / $24 Subscription / $7 Student
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About the Artists

“The American Piano” is a flexible collaborative residency comprising the pianists Anthony de
Mare, Steve Mayer and Artistic Director Joseph Horowitz.

 

Anthony de Mare is widely recognized as a dedicated champion of the music of our time. 
Hailed by the New York Times for his “muscularly virtuosic” and “eloquently warm” style, he has
pioneered in “concert theater,” integrating the spoken word with music. He was awarded First
Prize and Audience Prize at the International Gaudeamus Interpreters Competition (The
Netherlands) and the International Competition of Contemporary Piano Music (France). Of his
two most recent CDs—“Out of My Hands: Piano Works of David del Tredici and Aaron Jay
Kernis” (Koch), was short-listed for a 2006 Grammy nomination; and Wizards and Wildmen:
Piano Music of Charles Ives, Henry Cowell and Lou Harrison” (CRI /New World) was named
one of 2000’s ten best releases by American Record Guide. 

Steven Mayer, credited by the New York Times with “piano playing at its most awesome,” has
recreated the Harlem Stride solos of Art Tatum, Jelly Roll Morton, and Fats Waller. He has also
revived the music of Anthony Philip Heinrich, Ethelbert Nevin, and William Mason, and makes
a specialty of Vladimir Horowitz’s transcription of The Stars and Stripes Forever. His most
recent recordings, on Naxos, feature Ives’ Concord Sonata (with readings) and the solos of Art
Tatum. He won the Grand Prix du Disque Liszt for his recordings of the Liszt concertos with the
London Symphony Orchestra.

Joseph Horowitz, who conceived “The American Piano” and serves as Artistic Director, is most
recently the author of Classical Music in the United States: A History of its Rise and Fall (named
one of the best books of 2005 by The Economist). His six other books include the award-winning
Conversations with Arrau and The Ivory Trade: Piano Competitions and the Business of Music.
He pioneered in creating new concert formats as an orchestral administrator (of the Brooklyn
Philharmonic at BAM) and artistic advisor. He currently serves as an artistic advisor to half a
dozen American orchestras, and serves as Artistic Director of Post-Classical Ensemble of
Washington, D.C., which presents two weekend programs at the Clarice Smith Center next
season.

Larissa Dedova, piano, has performed as a soloist and in duo with husband Mikhail Volchok in
concert halls throughout the world. She has earned important honors and awards from both the
Moscow State Conservatory Beethoven Concerto Competition and the Bach International
Competition of Leipzig.  As an associate professor of music at the University of Maryland and
Moscow Conservatory, she has prepared more than fifteen international competition winners—
most notably Ivo Pogorelich, Robert Henry and Valentina Igoshina.  Her recording credits
include a half dozen releases for the Russian label, Melodiya.
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Jennifer DeLapp, musicology, Assistant Professor of Music at the University of Maryland,
College Park, received her PhD from the University of Michigan. Her dissertation, "Copland in
the Fifties: Music and Ideology in the McCarthy Era," received the Dissertation Prize from the
Society for American Music in 1998. She has presented papers at numerous conferences,
including the International Musicological Society, American Musicological Society and the
Society for American Music. She is currently completing a book on Copland and McCarthyism
with support from the University of Maryland and the National Endowment for the Humanities.

Evelyn Elsing, cello, has won prizes in the Munich International Cello Competition and the
Washington International String Competition, and she has been a finalist in the Tchaikovsky
Competition.  She has concertized across the United States, Europe, the former Soviet Union and
Japan. A chamber music enthusiast, Miss Elsing is a regular performer with the Theater Chamber
Players of Washington, DC, a founding member of the critically-acclaimed Ecco Trio and cellist
of the Left Bank Quartet. She has taught on the summer faculties of the Interlochen Center for
the Arts and International Workshops, and has participated in the Aspen, Ravinia and Spoleto
Festivals.  She is Professor of Cello at the University of Maryland School of Music, College
Park.

James Gilbert is Distinguished University Professor at the University of Maryland in the History
Department. He specializes in twentieth century American cultural history and has written on a
variety of topics including radical intellectuals of the 1930s, world’s fairs, juvenile delinquency,
and American Utopianism. His most recent publication is Men in the Middle: Searching for
Masculinity in the 1950s (2005).

Bradford Gowen, piano, winner of the first international piano competition devoted to
American music, was called “a master of musical modernity” by Musical America. He has been
hailed also by the New York Times and other major publications for his performances of
Classical and Romantic works, and was invited to play Bach during the Tureck Bach Institute in
New York. Acclaimed in concertos and chamber music, he performs frequently with his pianist
wife, Maribeth. He wrote for many years for The Piano Quarterly and Piano & Keyboard, and in
2002 he produced a series of articles on American music for the British journal International
Piano. He has taught at the University of Maryland since 1981.

Steve Kuhn, piano, a former student of Margaret Chaloff, performed in Boston jazz clubs from
his teenage years. After graduation from Harvard College, Kuhn attended the Lenox School of
Music. He has performed with John Coltrane's quartet, Stan Getz's band and his own Steve Kuhn
Trio. His albums include Trance; Ecstasy; Non-Fiction; Playground and Last Year's Waltz (in
collaboration with Sheila Jordan); and Remembering Tomorrow. In 2004, Kuhn recorded
Promises Kept which includes a string orchestra for ECM Records. He is most proud of this
recording. Kuhn continues to tour widely throughout the world, with a strong following in
Europe and especially Japan where his CDs frequently appear on the jazz charts.
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Donald Manildi, curator of the International Piano Archives at the University of Maryland,
College Park, holds degrees in piano performance from the University of Washington (Seattle)
and the Cleveland Institute of Music. As a pianist, he has made many appearances in a broad
repertoire of over two hundred works. He is also a former host for Minnesota Public Radio’s The
Romantic Piano. Mr. Manilde’s publications include numerous articles in international journals
and a discography of Arthur Rubinstein in Harvey Sachs’s Rubinstein: A Life.  He has produced
over twenty CD reissues of historic piano recordings. His CD, Pianists As Composers, was
released on the Elan label.

Sally McLain, violin, was raised in Washington, DC and is a graduate of the DC Youth
Orchestra Program. She received her Bachelor and Master of Music degrees with high distinction
from Indiana University. She has participated in the Tanglewood Music Center, Bach Aria
Festival and Institute and the New York String Orchestra. Ms. McLain performs throughout the
Washington, DC area as a soloist, chamber musician, and orchestral musician. She frequently
performs with the National Symphony Orchestra and the Eclipse Chamber Orchestra and served
as concertmaster for the Washington Chamber Symphony for ten seasons. Ms. McLain is a
member of the Left Bank Quartet and the Potomac String Quartet.

Katherine Murdock, viola, has performed throughout the world with such groups as Music
from Marlboro, the Boston Chamber Music Society, the Orpheus Chamber Orchestra, the
Brandenburg Ensemble and the New York Philomusica.  Her performances have been broadcast
by the Great Performers at Lincoln Center series and NPR’s Performance Today, among others.
She has served on the faculties of the Boston Conservatory, the Longy School and the Hartt
School of Music. In addition to the University of Maryland, she is currently on the faculty of
SUNY Stony Brook. She is a member of the Left Bank Quartet.

Jon Ozment has worked in the DC area for 25 five years as a performer, producer, composer,
and arranger. He has taken part in many recordings, and his compositions have been frequently
recorded. His first original CD, "O3", featured compositions for jazz trio. A second jazz CD,
"Angles", includes compositions for trio, quartet and quintet. He serves on the adjunct faculty in
jazz piano at the University of Maryland.

David Salness, violin, has toured internationally for over twenty years appearing in such
renowned venues as Carnegie and Wigmore Halls.  His performances are broadcast by NPR and
the BBC, among others.  Mr. Salness’s recordings are found on the RCA, Telarc and Centaur
labels.  An alumnus of the Interlochen Arts Academy and the Cleveland and Curtis Institutes, Mr.
Salness is currently a member of the Left Bank Quartet and the Theater Chamber Players of
Washington, DC. He is Head of Chamber Music Studies and Associate Professor of Violin at the
University of Maryland and a faculty member at the Meadowmount School in New York.
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Rita Sloan, piano, performs internationally with many of today’s outstanding instrumentalists.
Appearances performing chamber music include the Seattle Chamber Music Festival, the
Chicago Symphony Orchestra Chamber Music Series and the Aspen Music Festival, where she is
the founder and coordinator of the Collaborative Artist and Piano Chamber Music Programs and
a founding member of the Aspen Ensemble. Ms. Sloan has been a frequent visitor to Japan where
she has performed and given master classes throughout the country.  A member of the piano
faculty of the University of Maryland, Rita Sloan also directs the Collaborative Artist Program.

James Stern, violin, is Associate Professor of violin and chamber music at the University of
Maryland School of Music. He is also a member of the Stern/Andrist Duo with his wife,
Canadian pianist Audrey Andrist, and Strata, a trio in which they are joined by clarinetist Nathan
Williams. The trio is featured in a CD of new and standard repertoire on Arizona University
Recordings. Stern is a former faculty member at the Cleveland Institute of Music and a
contributor to American String Teacher and American Suzuki Journal. He has taught
masterclasses throughout North America as well as in China and Norway. He received his Doctor
of Musical Arts degree from the Juilliard School. 

Ronald Zeigler is Director of the Nyumburu (nim-boo-roo) Cultural Center at the University of
Maryland.  He has a masters degree in history and a bachelors degree in political science. His
research interests involve historical, social, political and cultural topics related to equality, wealth
reform and educational access. He teaches a course “Jazz as a Cultural Art Form,” which
includes within its syllabus a focus on some of the early piano virtuosos, including James P.
Johnson, Jelly Roll Morton and Art Tatum. As a musician, he has performed on saxophone in the
University of Maryland Lab Band and other venues in the local Maryland and Washington
region.

David Ballena, piano, received his early training at the Conservatorio Nacional de Música in
Lima, Peru. While studying in Peru, he won several competitions and was invited to play as a
soloist with the Orquesta Sinfónica Nacional. In 1997, he came to the USA to study with Lee
Luvisi at the University of Louisville and currently studies with Rita Sloan at the University of
Maryland. He has been a participant in several music festivals in South America, Israel and the
US and has been the recipient of numerous scholarships and awards.

Shyueh-Chao Cheng, piano, received his early musical training in Taiwan, with subsequent
training in Cologne, Germany. He has given recitals at the Levine School of Music in
Washington, DC, and is slated to present his senior recital in December, 2006. Shyueh-Chao is
currently pursuing a Bachelor of Music degree in Piano Performance at the University of
Maryland at College Park, where he studies piano with Professor Bradford Gowen and chamber
music with Professor Rita Sloan. He has had additional studies with Professor Mikhail Volchok
Over the last several years, Shyueh-Chao has been an enthusiastic teacher to more than thirty
piano students. 
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Suzanne Hilton, musicology, has worked as a piano instructor and performer, choral director,
professional accompanist and university faculty. Piano being her primary instrument, she
maintains a private practice in Arnold, MD, as a teacher of piano, theory and composition. She
holds a Bachelor of Arts degree in Music from the State University of New York at Oswego and
a Master of Arts degree in Music from the University of Maryland at College Park. Currently a
PhD candidate in Musicology at College Park and a student in the Theology and Religious
Studies department at The Catholic University of America, she also teaches piano and theory at
Montgomery College in Rockville, MD. 

Jarl Hulbert, musicology, son of the late pianist and composer Thomas Hulbert, received
degrees in piano performance from the University of Redlands and University of Arizona. A
Rotary Scholar to Vienna in 1996, Jarl has since taught music history at St. Mary’s College of
Maryland, piano at the Community College of Baltimore County, Essex, and currently teaches
music history at the University of Maryland, College Park, where he is also a PhD candidate in
musicology. In addition, Jarl is the Kapell Competition’s assistant coordinator and a Clarice
Smith Performing Arts Center programming assistant. A Nationally Certified Teacher of Music
(NCTM), Jarl and his wife Irene run the Artist Music Education Center in Perry Hall, MD.

Nadia Qing Li, piano, is a native of Tianjin, China, which is where she received her earliest
musical training. After graduating from the Tianjin Conservatory in 2000, she attended
Washburn University where she studied with Dr. Xiao-Li Ding and Mr. James Rivers. At
Washburn, she won the concerto competition and had her orchestral debut with the WU orchestra
in 2002. She attended the Aspen Music Festival in the summer of 2004 where she studied with
Mr. Herbert Stessin. She graduated from Washburn University with a Bachelor’s Degree in Piano
Performance and is currently attending the University of Maryland pursuing her Master’s degree
in Piano Performance as a student of Mr. Bradford Gowen.

Jessica Stitt, piano, received her Bachelor of Music in Piano Performance from the University
of Michigan. She is currently working on her Master of Music in Collaborative piano at the
University of Maryland as a student of Rita Sloan.  She has been heavily involved with the
Maryland Opera Studio—performances include Rossini’s The Barber of Seville and Kirke
Mechem’s The Newport Rivals.  Jessica spent last summer at the Aspen Music Festival in
Colorado, where she participated in several of the Festival’s orchestral ensembles and played for
various instrumental and voice studios.  She is planning to pursue her DMA in Collaborative
Piano beginning in the fall.
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