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ABSTRACT 

 

 As performers, teachers, and composers, resident pianists were an integral part of the 

bustling musical scene in nineteenth-century New York City.  The constant presence of such 

musicians was critical to Americaôs artistic development, shaping our tastes and consumptions in 

a way that resonates well into the twentieth- and twenty-first centuries.  Through performances, 

New Yorkôs resident pianists introduced audiences in the United States to many standards of the 

piano repertoire from concertos to chamber music, from sonatas to various character pieces.  

Often giving local premieres, they populated concert programs with works by Ludwig van 

Beethoven, Johannes Brahms, Frédéric Chopin, Wolfgang Amadeus Mozart, Franz Schubert, 

Robert Schumann, and others, which helped shape the countryôs artistic appetite and its enduring 

musical expectations.  Throughout the nineteenth century, several of Europeôs most celebrated 

virtuosos toured the United States; however, in many cases, it was resident pianists who gave 

primary and continuous exposure of their music to American audiences.  Through performances 

of works by Franz Liszt (1811-1886), Sigismund Thalberg (1812-1871), and other European 

superstars, resident pianists provided audiences with a taste of showmanship, which ultimately 

contributed to the early American perception of what it meant to be a piano virtuoso.   

 Many of New Yorkôs resident pianists were also teachers.  Their pedagogical influence 

began locally, but soon expanded to include the entire country as their own students established 

themselves throughout the United States.  By the twentieth century, New York and other 

American cities became important destinations for aspiring pianists the world over who sought 

the best teachersða tradition of excellence established by New Yorkôs resident pianists.   
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 Many resident musicians were also composers and New Yorkôs top keyboardists were no 

exception.  Their works stand as material evidence, representing what was popular and appealing 

to audiences and consumers in America.  Much of their music is forgotten today; however, it was 

composed by capable musicians who understood piano logistics and effects, and in many cases 

demonstrates a high level of competency and creativity.  Although many resident pianists 

actively contributed to the artistic growth and musical development of nineteenth-century 

America, this dissertation focuses primarily on the broad-based careers of threeðRichard 

Hoffman (1831-1909), Sebastian Bach Mills (1838-1898), and Rafael Joseffy (1852-1915)ð

while highlighting the activities of several others including Daniel Schlesinger (1799-1839), 

Henry Christian Timm (1811-1892), William A. King (1817?-1867), William Scharfenberg 

(1819-1895), and Alfred Humphreys Pease (1838-1882).  The pianistic realm of nineteenth-

century New York City was vibrant and excitingðresident pianists not only underscore that 

notionðthey have a fascinating and important story tell.         
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INTRODUCTION  

 

Nineteenth-Century New York City: the Musical Epicenter of America 

By 1845, the New York scene was already vibrant.  Foreign opera companies had 

included the city on their performance circuits for years.  Founded in 1842, the New York 

Philharmonic Society, the cityôs first professional orchestra, was about to start their fourth 

season, while several theater and amateur ensembles had been giving public concerts for 

decades.  Singers, instrumentalists, and an impressive group of resident pianists were also an 

integral part of the cityôs bustling musical life.  By the end of the nineteenth century many local 

musicians, coupled with numerous celebrated international stars, had contributed to the cityôs 

constant musical growth, and New York would become a center to rival any European 

destination. 

New York City had long stood as the political, cultural, and economic leader in the 

Northeast.  A point of interest since the early seventeenth century, when European explorers 

sought a northwestern passage to Asia, Manhattan had become by the eighteenth century a major 

hub of national trade and commerce.  Shortly after the Revolutionary War, New York City 

briefly became the capital of the Union and the most populated city in America.  The arts 

flourished in the form of theater productions and subscription concerts and similar to other cities 

such as Boston and Philadelphia, New Yorkôs musical activity was vibrant.  

By the mid-nineteenth century, New York was the most prosperous city in the country.  

Thanks to trade routes available after 1819 through the Erie Canal (1825) and improved trans-

Atlantic steamship crossings in the 1830s, New York capitalized on regional and international 

markets.  Newly constructed railway systems in the 1850s further encouraged the mobilization of 
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goods and people throughout the eastern seaboard.  Manhattan streets were teeming with 

ñbankers, brokers, importers, exporters, manufacturers, insurance tycoons, blueblood 

professionals, real estate moguls, department-store lords, railroad barons, and publishing 

magnates.ò
1
  Prosperity, leisure time, and a desire for social entertainment encouraged New 

Yorkers to embrace the performing arts.  Touring opera companies, newly founded orchestras, 

and a multitude of other musical productions became an almost constant diversion of the wealthy 

and a prosperous middle-class. 

Rivaling cultural centers such as London and Paris, New York City became the artistic 

capital of the United States.  Each season, venues such as the Academy of Music, Astor Place, 

the German Opera House, and the Broadway and Metropolitan Theatres provided nightly 

performances, with impresarios such as Bernard Ullman (1817?-1885), Maurice Strakosch 

(1825-1887), and Max Maretzek (1821-1897) competing to stage the best operas.  Early in their 

inception, the New York Philharmonic Society and Brooklyn Philharmonic orchestras each gave 

four or five performances per season, a number that would increase throughout the century.  

Finally, Dodworthôs Hall, Irving Hall, Nibloôs Saloon, and a multitude of other theaters, 

churches, auditoriums, and pleasure gardens were the stages for singers and instrumentalists of 

all kinds. 

In this context, the piano became central to American musical culture.  As European 

immigrants established homes, the piano remained a traditional status symbol of the prosperous 

middle and upper classes, and across the United States, the instrument was considered, ñan 
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Press, 1999), 712. 
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essential of the cultured parlor.ò
2
  By 1860, the American population had exceeded 31,000,000 

residents with about 21,000 pianos manufactured annually, averaging about one instrument per 

1500 residents.
3
  In 1864, the widely-traveled journalist, Dr. Thomas Low Nichols noted: ñMusic 

is more cultivated in America, up to a certain point than anywhere in the world, except Germany 

. . . I am sure there are ten pianofortes in every American town or village to one in England.ò
4
  

Three years later, another writer claimed that by 1867 American piano manufacturers were 

producing 25,000 instruments annually.ò
5
  Giving some perspective to this total, the same writer 

continued:  

When we consider, that every hotel, steamboat, and public school above a certain 

very moderate grade, must have from one to four pianos, and that young ladiesô 

seminaries jingle with them from basement to garret, (one school in New York has 

thirty Chickerings,) and that almost every couple that sets up housekeeping on a 

respectable scale considers a piano only less indispensable than a kitchen range, we 

are rather inclined to wonder at the smallness than at the largeness of the number.
6
  

  

 

Since the piano held such a prominent place in American society, leisure time was often spent in 

pursuit of musical education and making music at home, while patronizing public concerts 

became an integral part of developing culture in the United States. 

 Pianists, both resident and celebrated European virtuosos contributed to this artistic 

nucleus, and they appeared by the dozens.  Leaving behind musically-saturated cities in England, 

France, and Germany and willing to risk the long and treacherous voyage across the Atlantic, the 

first group arrived by the 1830s.  Pianists such as Daniel Schlesinger (1799-1839), Henry 

Christian Timm (1811-1892), William A. King (1817?-1867), William Scharfenberg (1819-

                                                           
2
 James M. Volo and Dorothy Denneen Volo, The Antebellum Period (Connecticut: Greenwood Press, 2004), 260. 

3
 Arthur Loesser.  Men, Women, and Pianos (New York: Simon and Schuster, 1954), 511. 

4
 Thomas Low Nichols, M.D.  Forty Years of American Life 1821-1861(New York: Stackpole Sons, 1937), 190. 

5 The Atlantic Monthly 20/117 (July, 1867) :82-83. 
6
 Ibid.  The writer further suggests that for every new piano purchased, another ten used instruments are also sold. 
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1895), and C. Kossowski, to name a few, became some of New Yorkôs first important resident 

musicians.   

 By the 1840s, as trans-Atlantic travel became quicker, the allure of rumored wealth and 

the prospect of success in the Americas induced several of Europeôs leading virtuosos to follow.  

This group included Leopold de Meyer (1816-1883), Henri Herz (1803-1888), and Sigismund 

Thalberg (1812-1871), who toured for a few seasons, each contributing to and leaving their 

undeniable mark on the American musical scene.  By mid-century, the English-born pianists 

Richard Hoffman (1831-1909) and Sebastian Bach Mills (1838-1898) joined the ranks of 

resident artists, while Louis Moreau Gottschalk (1829-1869), William Mason (1829-1908), and 

Alfred Humphreys Pease (1838-1882), all native-born musicians, returned from Europe to active 

careers at home.   

 The last quarter of the century saw the landmark tours of Anton Rubinstein (1829-1894) 

and Hans von Bülow (1830-1894), and signaled the arrival of numerous other visiting virtuosos.  

By the final decades of the century, pianists flocked to America.  Many notable students of Franz 

Liszt (1811-1886) such as Rafael Joseffy (1852-1915) and Moriz Rosenthal (1862-1946), and 

students of Theodor Leschetizky (1830-1915), like Ignace Jan Paderewski (1860-1941) to name 

a very select few, would dominate the scene and become the leading virtuosos for decades to 

come.  By the turn of the twentieth century, this constant pianistic activity caused one writer to 

boldly predict for the 1904-05 season: ñThe visiting virtuosos will be legion.ò
7
  

 

 

 

                                                           
7 ñMore Music This Season Than New York Ever Has Had,ò New York Times, 30 October 1904, 4. 
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Methodology and State of Research 

Deeper insight into the cultural and musical life of New York and how pianists influenced its 

artistic development is a major goal for this dissertation.  Nineteenth-century New York City was 

attractive, alluring musicians the world over as an important and prestigious center.  A proving 

ground for aspiring young pianists, careers were often contingent upon success in the city.  

Reviews for local performances publicized throughout the country could either catapult pianists 

to the heights of stardom or plunge them to the depths of obscurity.  As a result, the city 

developed into a critical center for performance, publication, and pedagogy, while encouraging 

national identity in music and setting a model for the rest of the country.  Investigating the role 

of New Yorkôs pianists facilitates a deeper understanding of the American musical landscape as 

a whole.   

Another aim of this dissertation involves deep exploration into the culture of pianism in 

the context of New York City.  To achieve this, I confront the multi-faceted careers and 

contributions of significant, yet overlooked resident pianists.  As performers, these musicians 

shaped the musical tastes and consumption of American audiences by introducing music that was 

already mainstream in Europe.  As teachers, resident pianists cultivated a musically educated 

populace, able to appreciate and support the arts.  Their involvement with organizations such as 

the New York Philharmonic and other societies also did much to encourage public interest.  To 

suggest that the nineteenth-century New York piano scene revolved around the activity of 

visiting superstars and Gottschalk alone is a very limited perspective, yet this is the prevailing 

impression provided by the current state of research.   The influence of European virtuosos 

undeniably enhanced the local scene; however, the day-to-day activities of other musicians were 

no less important.  The efforts of resident artists constructed a solid musical foundation, which in 
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turn, also benefitted the touring European celebrities.  Ultimately, resident pianists were critical 

in developing an enduring musical tradition in America, and investigation of their work is long 

overdue.     

This study also restores several pianist-composers to the nineteenth-century American 

narrative.  Present historiography on the subject generally begins with Alexander Reinagle 

(1756-1809), continues with Gottschalk, and terminates with the second New England School, 

with notable figures like Amy Marcy Cheney Beach (1867-1944) and Edward MacDowell 

(1860-1908).
8
  Occasionally, sources mention William Mason and the American tours of several 

European virtuosos who visited and left, but these are outstanding cases.
9
  Although boundaries 

are often necessary when discussing such broad-based subjects, the result is a very limited 

accounting of the vibrant pianistic world that existed in the United States, especially New York 

City.  To understand the extensive role pianist-composerôs occupied in nineteenth-century 

America, we must know the rest of the story. 

 Using a series of case studies that focus directly on the activities and contributions of 

resident pianists, I approach the task of illustrating New Yorkôs musical life and culture through 

a pianistic lens.  Exploring the careers of specific pianists, this study encompasses performance 

practice, strategies toward programming, repertoire, composition, pedagogy, and various 

business aspects, all of which shaped the tastes and expectations of American audiences.  By 

                                                           
8
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Harpsichord and Piano (New York: Dover Publications, Inc., 1972). 
9
 See R. Allen Lott, From Paris to Peoria: How European Piano Virtuosos Brought Classical Music to the 

American Heartland (New York: Oxford University Press, 2003). 
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focusing specifically on pianists, we can learn much about the cityôs musical culture and artistic 

consumption as a whole. 

This dissertation draws from a variety of primary and secondary sources.  Periodicals and 

journals document the activities of resident pianists, from the repertoire they programmed to 

other aspects of their performances.  Investigating contemporary criticism gives great insight into 

musical tastes and consumption, aesthetics, and attitudes toward these musicians and their place 

in the New York scene.  Musical scores and copyright information also document the 

compositional output of many New York-based pianists.  Often their works appeared in response 

to various current events and happenings, giving further insight into the contemporary socio-

musical environment of the city.  Exploring this information sheds new light on the multi-faceted 

professional activities of resident pianists.  Other personal documents such as scrapbooks and 

papers also provide deeper understanding concerning the careers of many and the artistic 

environment of the time.  Although studies in American music now occupy a significant place in 

academic research and discussions, the piano realm has received far less attention and is largely 

overshadowed by operatic and symphonic subjects.  Regardless, specific sources have 

contributed to establishing a foundation, while illuminating certain sections of the nineteenth-

century American musical landscape.  

 Several fundamental sources give inclusive accounts of concert performances, operatic 

productions, and other musical events.  George Clinton Densmore Odellôs 1931 publication, 

Annals of the New York Stage, is a multi-volume series documenting New York City for the 

entire nineteenth century.
10

  Odell exhaustively accounts for most operatic and symphonic 

activity, and when pertinent, includes biographical information and critical reviews; however, 
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pianistic events receive less attention and were decidedly secondary in importance to the author.  

Vera Brodsky Lawrenceôs edition of the George Templeton Strong diaries, Strong on Music 

(1988-1999), is a remarkable source that documents New York City, 1836-1862.
11

  The three-

volume set includes Strongôs sometimes daily recollections of public performances.  In addition, 

Lawrence cites literary criticisms and reviews, and presents biographical sketches on several 

musicians.  Recognizing the limitations of a single study, Lawrence calls for a new generation of 

scholars to use her prodigious efforts as a springboard into deeper research.
12

  Another emerging 

source is the database currently under development by The Graduate Center at CUNY: ñMusic in 

Gotham; The New York Scene, 1863- 1875.ò
13

  This project picks up where the Lawrence 

volumes terminate.  Strong on Music, coupled with the CUNY database, represent a critical step 

forward, as both document the activities of New Yorkôs resident pianists, and in many ways are 

responsible for bringing their names once more into the discussion of American music.  One 

other source belongs in this category, Brainardôs Biographies of American Musicians, edited by 

E. Douglas Bomberger (1999), is a compilation of previously published articles that originally 

appeared in Brainardôs Musical World (1873-1890).
14

  The volume provides biographies and 

information regarding numerous nineteenth-century musicians active in the United States.  

Bomberger frequently fleshes out entries with commentary, corrections, and other pertinent 

information; however, the articles on New York-based pianists are far from complete, while 

Brainardôs originals occasionally include inaccuracies.  
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12

 See Lawrence, 2: xi-xii.  
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Two unique sources focus directly upon mid-century pianistic activity in New York City.  

Andrew C. Minorôs prodigious 1947 masterôs thesis, ñPiano Concerts in New York 1849-1865,ò 

is one of the most thorough resources on the subject.
15

  This mammoth project is over 500 pages 

in length, accounting for hundreds of public concerts and events.  While Minorôs work 

effectively demonstrates the significance of piano performance as popular entertainment, it is 

mainly a compilation of critical data, providing an excellent platform to launch further research.  

In 1984, John and Anna Gillespie published A Bibliography of Nineteenth-Century American 

Piano Music.  The authors include a wealth of information: biographies of many pianist-

composers, representative works lists for each, and select references such as libraries and other 

collections.
16

  A significant source, this book documents the vast world of nineteenth-century 

American piano literature and the artists associated with the music.  The research is, however, far 

from complete, especially regarding biographies, works catalogues, and other contributions 

pianists made to the New York scene.
17

   

Despite the burgeoning interest in nineteenth-century American musical life, recent 

research concerning pianist-composers active in New York City is limited.  One notable 

exception, R. Allen Lottôs From Paris to Peoria (2003), is a fascinating account of five 

European pianistsðLeopold de Meyer, Henri Herz, Sigismund Thalberg, Anton Rubinstein, and 

Hans von Bülowðand their tours across the continental United States.
18

  Lott acknowledges a 

ñcadre of pianistsò active in America, giving insight into visiting virtuosos but little information 
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about New York-based musicians.  Richard Randall Hihnôs 1984 dissertation, ñBoston, Dwight, 

and Pianists of Nineteenth-Century America,ò addresses the New England scene as documented 

by John Sullivan Dwight (1813-1893).
19

  Hihn does not, however, delve into the activities of 

New York City.  Another dissertation from 1966, ñSerious Art and Concert Music for the Piano 

in American in the 100 Years from Alexander Reinagle to Edward MacDowellò by Charles 

Allison Horton limits the discussion to those who toured and composed ñseriousò music; thus, 

several important New York-based pianists only appear in an appendix chart.
20

  H. Earle 

Johnsonôs article, ñGustave Satter, Eccentricò (1963) approaches the New York scene by 

examining Satterôs career.  Johnsonôs article is significant because it is one of the only studies 

documenting a locally important pianist; however, this source naturally only focusses on the 

activity of Satter.
21

 

 One resident pianist in New York whose life and career has received significant attention 

is William Mason.  Due to his close association with Liszt, his extensive career, and a family 

name closely linked to music, Mason has attracted scholarly interest.  In 1976, Dr. Kenneth G. 

Graber published his dissertation, ñThe Life and Works of William Mason, (1829-1908).ò
22

  

Following a decade of further research, Graber published his crowning achievement on the 

subject: William Mason (1829-1908): An Annotated Bibliography and Catalog of Works.
23

  The 
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combination of these two volumes thoroughly documents Masonôs biography, performances, 

compositions, teaching, and publications, while referencing a multitude of other sources.   

 To date, Louis Moreau Gottschalk is the only pianist from mid-nineteenth century 

America who has received more attention, with a number of sources focused on his high-profile 

career.  A significant addition to the body of research came in 1995, when Oxford University 

Press published S. Frederick Starrôs Bamboula! The Life and Times of Louis Moreau Gottschalk.  

According to the preface, Starrôs mission was to ñrescue him from the clich®d formulas that have 

obscured him from view and distorted our appreciation of his music.ò
24

  Starr gives a vivid 

depiction of the mid-nineteenth-century American musical scene by documenting the pianistôs 

extensive travels, performances, compositions, and Gottschalkôs interactions with the current 

musical establishment.  Two other sourcesðLouis Moreau Gottschalk 1829-1869: A 

Bibliographic Study and Catalog of Works by John G. Doyle (1983) and James E. Peroneôs 

Louis Moreau Gottschalk: A Bio-Bibliography (2002)ðround out the basic knowledge of 

Gottschalk.
25

  An important recent contribution is Laura Moore Pruettôs 2007 dissertation, 

ñLouis Moreau Gottschalk, John Sullivan Dwight, and the Development of Musical Culture in 

the United States, 1853-1865.ò  Pruett delves into the careers of Gottschalk and Dwight, their 

differences and similarities of thought and philosophy.  Pruett also explores aspects of exoticism, 

nationalism, and the cult of virtuosity in Gottschalkôs works, filling a gap on these subjects as 

they pertain to nineteenth-century American piano composition.
26
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Recent research also centers on the American reception of Lisztôs compositions and 

Thalbergôs tours of the United States.  These sources provide insight into performance activity, 

reception, and concert programming; however, they give little information about the resident 

pianists who presented these works.  For example, Rena Charnin Muellerôs 2006 article, ñLiszt 

(and Wagner) in New York, 1840-1890ò showcases Sebastian Bach Mills (1838-1898) as an 

important early proponent of Lisztôs music in America; however, her research focuses on aspects 

of Liszt reception rather than Mills specifically.
27

  Leslie Jane Finerôs 2006 dissertation, ñThe 

Dissemination and Reception of Lisztôs Piano Music in New York, 1835-1875ò accounts for 

Americaôs fascination with the legendary virtuoso.  Although Finer documents several pianists 

who were responsible for early performances of Liszt in the United States, she nonetheless does 

not delve into their careers.
28

  Dissertations by Ian Glenn Hominick (1991) and E. Keith 

Chambers (2004) investigate Thalbergôs American tours, his compositions, and the famous 

three-handed technique.  These are good sources for general information about this virtuoso but 

give little insight into his place on the New York City scene.
29

  One other important source is 

Francisco Javier Alboôs 2012 dissertation, ñImages of Chopin in the New World: Performances 

of Chopinôs Music in New York City, 1839-1876.ò  Beyond documenting the earliest 

performances of Chopinôs music in the United States, Albo references several of New Yorkôs 
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resident pianists; thus, his dissertation is one of the few modern sources to provide some insight 

into their biographies and careers.
30

  

         Many New York City-based pianists were also prolific composers.  Studies dedicated to 

their output are few and represent a large gap in nineteenth-century American musical 

scholarship.  Graberôs research on Mason and the accounts of Gottschalkôs works by Doyle and 

Perone are exceptional cases.  The compositions by other New York-based pianists remain 

uncatalogued, unstudied, and out-of-print.  Much of this music is accessible via the Library of 

Congress and other special collections, but on the whole, has not been available to the general 

public for decades.
31

 

 

Overview of Chapters 

Chapter 1 functions as a prelude, documenting several of New Yorkôs first pianists and how their 

presence contributed to the cityôs musical development years before the arrival of celebrated 

European virtuosos.  Through their professional activities, William A. King, Daniel Schlesinger, 

William Scharfenberg, Henry Christian Timm, and others, demonstrate how various aspects of 

performance practice, such as arranging and playing technically demanding versions of patriotic 

airs, improvisation, and performing piano concertos, coupled with introducing specific repertoire 

by European superstars, set them apart and created the early American perception of a virtuoso 

pianist.  Furthermore, this group gives perspective to the discussion of visiting virtuosos and 
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their landmark tours, while providing a truer landscape in which to place these and the other 

pianists showcased in this dissertation.   

 Chapter 2 documents the English-born resident pianist Richard Hoffman (1831-1909), 

from his prodigy years in Manchester, England to his career in America.  Hoffman occupies a 

special position, as he arrived in New York immediately after Herz and before Gottschalk.  If 

this pianist is remembered today, it is through his association with the famously-successful 

American tours of Jenny Lind (1820-1887) and perhaps, through performances with Gottschalk 

for which he was a supporting artist.  Beyond this landmark series, history has generally 

forgotten Hoffman and his story is long overdue.  His contributions to the New York musical 

scene provide insight into the multi-faceted endeavors of many resident pianists, from 

performing, to teaching, and composition.  Hoffmanôs career offers perspective on several 

aspects of contemporary pianism, such as popular repertoire of the time, performance approach 

and strategies employed in programming, and the pianistôs place in the American concert realm. 

 Another pianist whose story needs to be told is Sebastian Bach Mills, the subject of 

Chapter 3.  According to Lawrence: ñAs a matter of historical record, Sebastian Bach Mills, over 

a long and lustrous career was one of the highest ranking, if least remembered, pianists of the 

American musical nineteenth century.ò
32

  Between 1859 and the 1870s, Mills was one of the 

most active pianists on the New York scene.  From this perspective, his career occupies a similar 

place as Hoffmanôs; however, his association with regard to the early American reception of 

Franz Lisztôs piano music gives Mills a unique narrative.  Following immediately on the heels of 

Thalbergôs landmark tours and before the arrival of Rubinstein and von Bülow, Mills burst onto 

the scene, championing the works of Liszt.  Although he was not the first pianist in America to 
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program pieces by the famous Hungarian virtuoso, Mills was the first to play them extensively, 

thereby setting a new virtuosic standard for those who followed.  Like Hoffman, he was active 

not only as a performer, but as a teacher and composer; however, the primary focus of this 

chapter illustrates how Mills skillfully constructed a career, while illuminating the early 

American reception of Lisztôs music. 

 Following Joseffyôs New York debut, one critic exclaimed: ñWhenever he pressed the 

keyboard he dropped jewels from his fingers.ò
33

  Chapter 4 illustrates the illustrious career of 

Rafael Joseffy (1852-1915), another resident pianist, and one of the most important musical 

figures in nineteenth-century America.  Joseffy also occupies a singular place, being the next 

pianistic sensation following the tours of Rubinstein and von Bülow, while dominating the local 

scene before the arrival the many students of Liszt and Leschetizky later in the century.  I 

document Joseffyôs extensive concert activity, from his landmark debut season to his final 

appearances at the turn of the twentieth century, discussing his repertoire and approach to 

programming.  Joseffy played concertos extensively and his partnership with Americaôs leading 

conductors, especially Theodore Thomas (1835-1905), sheds light on specific approaches to 

concert presentation, while illustrating certain aspects of performance practice during the latter 

part of the nineteenth century.  I conclude with an investigation of Joseffyôs teaching and music 

editing and how these final efforts brought his career to a close. 

 During the nineteenth century many performing pianists were, to a greater or lesser 

extent, active composers.  Beyond the works of Gottschalk and Mason, little is known 

concerning the compositional efforts of their contemporaries.  Although New Yorkôs resident 

pianists crafted music of various kinds, Chapter 5 investigates some of their more elaborate, and 
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at times, virtuosic arrangements based on popular originals such as patriotic tunes, songs, and 

operatic themes.  Gottschalk is not central to my research; however, this discussion begins with 

his ever-popular Lô Union, Paraphrase de Concert, Op. 48.  Using this piece as a point of 

reference, I introduce two other patriotic showpieces: Hail Columbia! Paraphrase de Concert, 

Op. 8, by Mills and The Star Spangled Banner by the Ohio-born pianist Alfred Humphreys Pease 

(1838-1882).  Next, I examine three arrangements of popular songs by Mills and Hoffman: 

Henry Bishopôs ñHome, Sweet Home,ò Dan Decatur Emmettôs ñI Wish I Was in Dixieôs Land,ò 

and Stephen Collins Fosterôs ñOld Folks at Home.ò  Two tour de force operatic fantasies, 

Fantaisie Dramatique sur Faust, Op. 17, by Mills and Faust Paraphrase de Concert by Pease, 

both based on Charles Gounodôs opera, conclude this chapter and demonstrate the virtuosic 

capabilities of certain resident pianists.  This discussion not only speaks to the appetite and 

consumption of concertgoers in nineteenth-century New York, it also alludes to their 

expectations and what they wanted to hear from the concert platform.  This chapter brings some 

lesser-known examples back into the discussion of music in nineteenth-century America.



1 
 

Chapter One 

PRELUDE: PIANO VIRTUOSOS IN NEW YORK CITY, 1829 -45. 

 

 On 15 October 1845 the Imperial and Royal Pianist to the Emperors of Austria and 

Russia came to New York.  Some called him the ñLion Pianist,ò some labeled him the ñPaganini 

of the Piano,ò while others claimed he was the ñGreatest Pianist of Modern Times.ò
1
 The 

virtuoso was Leopold de Meyer (1816-1883) and his arrival signaled that the parade of 

celebrated European superstar pianists to the United States had begun.  The famed Austrian 

keyboardist may not have been the first virtuoso-caliber pianist to appear before New York 

audiences, but he was the first to embark upon a large-scale tour that stretched from Montréal to 

New Orleans, from Charleston to St. Louis and including many larger cities and towns in 

between.  De Meyerôs showmanship coupled with the extensive nature of his tours was 

remarkable, and for the time, unequaled in the United States.
2
  

 Following close on de Meyerôs heels, the Viennese-born Parisian superstar Henri Herz 

(1803-1888) gave his American debut a year later at New Yorkôs Tabernacle on 29 October 

1846.  Unlike de Meyer, who dominated audiences with bombastic chordal structures, rapid 

octave runs, and relentless energy, Herzôs style was to woo listeners with his scintillating 

brilliance, elegance, polish, and refinement.  A review that appeared in the Alabama Planter 

illustrates their differences in succinct fashion: ñDe Meyer may break a piano, but Herz can 
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break a heart.ò
3
  Another writer made a more colorful comparison: ñDe Meyer bestrides the 

piano with boots and spurs, and digs it [sic] rowel deep in the poor creatureôs sides, Herz pats it 

gently upon the neck and strokes it softly into the most charming moods.ò
4
  The Parisian 

pianistôs performance activity and popularity with American audiences was similar to de 

Meyerôs.  He toured between 1846 and 1850, giving over twice as many concerts, including 

several more venues.  Wrapping up with an excursion to California, Herz became the first 

internationally-acclaimed pianist to perform on the west coast. 

 The landmark tours of de Meyer and Herz were the earliest examples of high-profile 

pianistic activity in the United States.  For audiences in many smaller towns and even some 

larger cities of the heartland such as Cincinnati, Cleveland, and St. Louis, the perception that 

these virtuosos represented the highest level of piano performance in America likely held true.  

In some instances, it would be years before their activities were duplicated or even fully 

appreciated; however, this was not the case in New York City, where several top-rated pianists 

had been active for years.   

 The New York scene was already vibrant.  Foreign opera companies had included the 

city on their performance circuits for years.  Founded in 1842, the cityôs first professional 

orchestra, the New York Philharmonic Society, was about to start their fourth season, while 

several theater and amateur ensembles had been giving public concerts for decades.  Singers, 

instrumentalists, and an impressive group of resident pianists were also an integral part of the 

cityôs bustling musical life.  By the end of the nineteenth century many local musicians, coupled 
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with numerous celebrated international stars, had contributed to the cityôs constant musical 

growth, and New York would become a center that rivaled any European destination. 

 In his book From Paris to Peoria: How European Piano Virtuosos Brought Classical 

Music to the American Heartland (2003), R. Allen Lott documents the American tours of five 

renowned European virtuosos.  His discussion begins in 1845 with de Meyer (toured 1845-47), 

followed by Herz (1846-50), Sigismund Thalberg (1856-58), Anton Rubinstein (1872-73), and 

concludes with Hans von B¿lowôs first visit (1875-1876).  Lottôs contribution is ground-

breaking.  His wide-ranging research illuminates several aspects of concert activity in 

nineteenth-century America, while effectively documenting the countryôs changing musical 

aesthetics.  Through a pianistic lens, Lottôs research touches on aspects of repertoire, 

programming, and performance practice, with each virtuoso illustrating a different facet of the 

discussion. 

 Lottôs invaluable research offers a thorough and informative study, while taking large 

steps towards fleshing out the knowledge base of piano performance in nineteenth-century 

America.  As stated in his preface, Lott limits his presentation to the ñpianists who made the 

most dramatic impact on American audiences because of their well-established European 

reputations and their extensive travels throughout the United States.ò
5
  By setting the boundaries 

of his research primarily on the activities of five renowned visiting virtuosos, Lott brings the 

subject of piano performance in nineteenth-century America directly into focus, while the nature 

of his presentation opens the door to further questions: What happened prior to 1845?  Who were 

the other pianists on the scene and how did they shape Americaôs initial perception of what a 
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piano virtuoso is?  How did resident pianists contribute and prepare audiences for the arrival of 

the visiting superstars?   

 After introducing de Meyer, Herz, and Thalberg, and before delving into the tours of 

Rubinstein and von Bülow, Lott makes a bold statement, which demands attention and ultimately 

encouraged the research that resulted in this dissertation:  

A cadre of pianists resident in America had also been attempting to introduce a more 

extensive repertoire for years, though they rarely received as much attention as the 

visiting superstar.  Richard Hoffman, William Mason, and Sebastian Bach Mills in 

New York; Otto Dresel and Ernst Perabo in Boston, and Carl Wolfsohn in 

Philadelphia (later in Chicago) were among the pianists who had neither the 

reputation nor the charisma of Rubinstein or Bülow but almost as much talent.
6
 

 

The impact of the celebrated European virtuosi on the musical scene was enormous; however, 

Lottôs statement seems to downplay the contributions made by Americaôs resident pianists.  

Since these musicians lacked international reputations, and apparently had less ñcharismaò and 

ñtalentò (which is difficult to determine), Lott makes a questionable distinction.  Indeed, the 

visiting virtuosos did receive more attention because they were not the ñcadreò of resident 

pianists.  They were foreign and likely considered more authentic, with the backing and at times, 

enormous publicity efforts of influential impresarios.  By contrast, resident pianists operated 

without substantial marketing campaigns, international reputations, or high-profile tours, yet 

their musical activities were similar and their contributions were significant.  

 The purpose of this chapter is to identify some of the most prominent resident pianists in 

New York prior to 1845, document the musical activities that set them apart, and demonstrate 

how they influenced the scene and the pianists who followed.  New information found in local 

newspapers, periodicals, and other sources, demonstrates how their musical endeavors 
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established the early American perception of what it meant to be a virtuoso.  Although the press 

seldom, if ever, labeled these musicians as such, they were recognized as top-rated pianists, and 

therefore indicate what virtuosity meant to audiences in the United States.  As with European 

artistic centers like Paris, where performers such as Liszt and Thalberg shaped the image and 

perception of a piano virtuoso, the position held by New Yorkôs resident pianists functions 

similarly in America.  

 

Musical Activities and the Qualities of a Virtuoso Pianist  

Since the current state of research centers primarily on the first visiting virtuosos and Gottschalk, 

the piano virtuoso as a musical figure in New York City during the first four and one-half 

decades of the nineteenth century requires discussion.  Borrowing terminology from the British 

press, American writers often labeled resident pianists who were born and trained in Europe, but 

now active in New York, as the ñnew school,ò the ñmodern school,ò or the ñmarvelous school,ò 

and when applicable, called them proponents of the ñThalbergò or ñLisztò schools.
7
  Attempting, 

however, to compare the abilities of New Yorkôs resident pianists to those of their renowned 

European counterparts would be a fruitless endeavor.  As artists like de Meyer, Herz, Liszt, and 

Thalberg, were in a sense, still creating the model and definition of virtuosity through their own 

current performances (which few Americans had experienced), a direct comparison of relative 
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abilities was not always appropriate or even possible.  The scenario is further complicated by the 

fact that all of these pianists lived before the era of sound recording.  Regardless, it is imperative 

that criteria be in place to discuss piano virtuosos in America. 

 During the first half of the nineteenth century, the New York press recognized certain 

local pianists who were involved in musical activities long-established in Europe.  Most were 

identified by the repertoire they performed, from technically challenging arrangements of 

national airs to tour de force showpieces composed by celebrated superstars.  Some were 

recognized for their ability to improvise, while others gave local premieres of concertos with the 

cityôs first orchestras.  Resident pianists also appeared frequently together in the time-honored 

European tradition of performing four and eight-handed piano versions of symphonic literature.  

Although such arrangements seldom embodied virtuosic showmanship, performances were 

popular with audiences and were often presented by New Yorkôs top keyboardists.  Some 

participated in all of these activities, while others focused on a select few.  Ultimately, such 

musical displays became defining characteristics of these artists, and key to establishing the 

high-ranking status some pianists held with the American public. 

 Beyond their specialized abilities, one characteristic was shared by all: each was born and 

musically trained in Europe.  During the first half of the nineteenth century, New York concert 

venues were almost exclusively supplied with European opera troupes, singers, and 

instrumentalists; pianists were no exception.  Prior to the 1850s, when the New Orleans-born 

Louis Moreau Gottschalk (1829-69) and William Mason (1829-1910) of Boston returned from 

studies abroad, the United States had not produced a native-born virtuoso.  Thus, Americaôs 

earliest and most prominent pianists were immigrants.  This group includes the English-born 

William A. King (1817?-1867) and a woman, simply called ñMiss Sterlingò (dates unknown); 
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Germans, including Daniel Schlesinger (1799-1839), Henry Christian Timm (1811-92), William 

Scharfenberg (1819-1895), the brothers Ludwig (1816-?) and Frederick Rakemann (1821-1884); 

and the Polish pianist, C. Kossowski.
8
  Since these pianists did not tour extensively, they lacked 

the exotic appeal associated with the visiting virtuosos who followed.  In 1842, Ludwig 

Rakemann did embark upon a tour, taking the pianist as far west as St. Louis and south to New 

Orleans, but this was an exceptional case, and did not cause the same sensation as de Meyer 

three years later.  Beyond occasional performances in Boston, Philadelphia, and other regional 

locales, these pianists generally remained in the city as contributors to the artistic growth of their 

new home. 

 

ñMiss Sterlingò 

One of the first pianists recognized in the New York press as a noted performer was a woman 

simply referred to as Miss Sterling.  The pianist hailed from London where she purportedly 

studied with Friedrich Kalkbrenner (1785-1849) and Ignaz Moscheles (1794-1870), and had 

recently given her debut.
9
  On 28 February 1829, The New-York Mirror excitedly announced her 

arrival and intent to stay in New York.  Referencing a review that originally appeared in the 

London Times, the article discussed Sterlingôs successful debut at the Covent Garden Theatre the 
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previous year: ña brilliancy of execution, and elegance of expression, which had not been 

surpassed by any of the most eminent professors of that instrument.ò
10

   

 The pianistôs New York debut took place on 21 April 1829 at the City Hall for the benefit 

of the Musical Fund Society.   The press does not confirm her choice of repertoire, only stating 

that she played a fantasia by Moscheles; however, she may have played the composerôs 

Fantaisie et variations sur Au clair de la lune, for Piano and Orchestra, Op. 51, which Sterling 

performed for her London debut.  The following week, The Albion dedicated a three-section 

entry to the pianist that included previously published reviews from the British press.  The article 

was very positive with the writer for the Morning Post (London) stating: ñOf this lady it is 

impossible to speak in too high terms of commendation; the taste she displayed throughout, and 

the wonderful rapidity of her execution, we have never heard surpassed.ò
11

  

 Sterling appeared two weeks later at Nibloôs Gardens as part a ñMusical Festival,ò an 

event publicized as ñthe first of the kind ever attempted in this country.ò
12

  For this performance, 

she played Moschelesôs Alexander Variations, Op. 32, for Piano with Orchestral 

Accompaniment, more commonly known at the time as Grand Variations on the Fall of Paris.  

Reviewing the Musical Festival, the Albion proclaimed: ñMiss Sterling very justly brought down 

the rapturous approbation of the audience, by her superior Concerto on the Piano-forte.ò
13

    

 For the next two seasons, Miss Sterling remained active on the local scene.  In 1830, she 

gave two more notable performances.  The first was on 11 May, with the Musical Fund Society 

at the City Hall.  For this concert, Sterling gave the American premiere of Variations Brillantes 
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sur lôair ñMa Fanchette est charmante,ò Op. 10 by Herz.  On 22 June, she performed at the 

Masonic Hall, playing both the ñFall of Parisò variations and the ñMa Fanchette.ò  Following this 

concert, The Euterpiad gave a glowing review: 

 With regard to the talent of execution on the piano forte, displayed by Miss Sterling, 

it is beyond all description; the finish and equality, inconceivable. . . The marvelous 

precision of her execution, and particularly the power of her left hand, caused equal 

pleasure and surprise.  No wonder her performances received, as they certainly 

merited, the most lively transports of applause.
14

 

 

 Throughout the next decade, mention of the pianist appeared occasionally in the local 

press, and she seems to have consistently received positive reviews.  After giving two 

performances in Philadelphia in October 1830 and April 1831, Sterling relocated to that city, 

where she temporarily established herself as a performer and teacher.
15

  By 1833, the pianist 

published announcements in New York periodicals that suggest she had returned and was again 

accepting students locally.  One of the last advertisements for her teaching appeared in The New-

York Mirror on 21 September 1839, and by 1840, Sterling is no longer mentioned in the local 

press.   

 By all accounts, Miss Sterling was an accomplished pianist and sustained a successful 

career.  Although reviews give no indication that she was a composer or arranger of her own 

showpieces, the press spoke very highly of Sterlingôs abilities and considered the pianist a top-

rated performer.  It is noteworthy that the above-mentioned reviews discuss Sterlingôs playing in 

terms of ñelegance of expressionò and ñtaste,ò which suggest she conformed to current 

expectations concerning how a woman should appear and perform, while the Euterpiad (1 July 
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1830) expressed ñpleasure and surpriseò at the ñpower of her left hand,ò a trait generally 

associated with masculinity and male pianists.
16

  Frequent advertisements for musical instruction 

suggest that Sterlingôs main activity was teaching; however, it is also noteworthy, that Sterlingð

a womanðattracted considerable attention in New York at a time when the local press was only 

beginning to recognize virtuosos.  

     

William A. King: Arranger of Patriotic Showpieces 

One skill some immigrant pianists brought to America that set them apart and distinguished them 

as virtuosos was the ability to arrange and perform impressive piano showpieces using themes 

from pre-existing popular sources.  Such demonstrations of technical prowess were already part 

of the pianistôs arsenal in Europe and quickly became so for keyboardists in the United States.  

Throughout the nineteenth century, most pianists relied to a certain extent on such crowd 

pleasers; however, two pianists in particular seem to be among the earliest in America to gain 

recognition performing these works.  

 In 1834, William A. King arrived in New York City.  He quickly became an active 

contributor to the local musical scene and was among the earliest pianists identified by the press 

as possessing superior performance skills.  Recognized for precision and brilliance, one critic 

called King, ñthe first male pianist now living in this country.ò
17

  King initially gained critical 

attention with his variations on ñHail Columbia,ò which the New-York Mirror noticed ñhaving 
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17
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science and difficulties of great abundanceò and was ñcomplicated enough to try the hand of a 

first-rate pianist.ò
18

  King performed Hail Columbia, Brilliant Fantasia regularly throughout the 

1830s, and thus, the arrangement became his signature showpiece. 

 

Figure 1.1: W. A. King, Hail Columbia, Brilliant Fantasia, title page 
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National Fantasy on ñThe Star Spangled Banner,ò with Finale á la Valse.  
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Example 1.1: W. A. King, Hail Columbia, Brilliant Fantasia: final variation and coda, mm. 

218-233 

 

 

Kingôs fantasy was published in 1834 by New Yorkôs Firth & Hall.  According to the 

Americanist Vera Brodsky Lawrence (1909-1996), this ñpre-Lisztianò concert paraphrase is ña 

splashy set of variations compounded of glissandos, cadenzas, and thundering chords and octave 
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passages.ò
19

  The example above demonstrates that although Kingôs harmonic approach remains 

largely diatonic, the filigree cadenzas and broken octaves in chromatics, coupled with thickly-

voiced chords and thirty-second note runs found throughout, must have provided an exciting 

display for American audiences at the time.  Not surprisingly, Kingôs music resembles the post-

classical brilliant style associated with Friedrich Kalkbrenner (1785-1849), Ignaz Moscheles, 

Johann Nepomuk Hummel (1778-1837), and other European pianists of the previous generation.  

Nonetheless, this work stands out as one of the earliest technically-demanding piano showpieces 

written and published in the United States.  

 Another performance of note took place on 15 January 1835, when King introduced his 

next patriotic arrangement.  The keyboardist appeared with the New York Sacred Music Society, 

one of the cityôs earliest amateur ensembles, who was giving their monthly concert.  For this 

event, King played Grand National Fantasie on the ñStar Spangled Bannerò with Finale ña la 

Valse.ò  The American Musical Journal review suggests: ñThe pianoforte concerto was highly 

credible to Mr. Kingôs talents, both as a pianist and musician.ò
20

  On 8 June the Sacred Music 

Society gave another concert.  By default, King performed again; apparently, a different 

scheduled performer was absent.  So, King took the concert platform and immediately performed 

an unspecified concerto, ñwithout any music before him.ò
21

  

                                                           
19

 Lawrence, Strong on Music, 1:71-72. 
20 The American Music Journal, February 1835, 68.  The review states that King performed a ñconcerto.ò  In this 

case, and in other instances, writers tend to use terminology loosely.  The article is, in fact, discussing Kingôs solo 

performance of a fantasy, rather than an actual piano concerto. 
21 ñNew-York Sacred Music Society,ò The American Musical Journal, July 1835, 190.  The piece was not a 

ñconcertoò but was Kingôs fantasia on ñHail Columbia.ò 



14 
 

 

Figure 1.2: W. A. King, Grand National Air, ñThe Star Spangled Bannerò: title page 
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 For thirty years, King actively contributed to the early development of New Yorkôs music 

establishment, making frequent appearances as soloist and collaborative artist for numerous 

singers and other instrumentalists.  He was not only recognized for his ability as a pianist, but he 

was also a virtuoso organist.  King held posts at St. Peterôs Church, 22 Barclay Street; Grace 

Church, 802 Broadway Street; St. Stephenôs; and Calvary Church, where his reputation was just 

as impressive.   

 As organist, Kingôs concert arrangements of the overtures to Carl Maria von Weberôs 

Oberon and Daniel Auberôs Masaiello, among others, were his specialties.  He was also 

regularly called upon by the Manhattan-based organ-builder Henry Erben (1800-1884) as 

exhibitor on newly built and renovated instruments.  The musicianôs personal friend, lawyer/ 

diarist George Templeton Strong (1820-1875), frequently cites Kingôs organ performances in his 

memoirs.  For example, on 24 April 1840, Strong recalled hearing the organist upon arrival at 

Erbenôs for an update on the instrument being constructed for Strongôs home: 

 King was there, and I enjoyed a rich treat hearing him try that Utica organ.  He played 

a beautiful voluntary upon it, running from key to key with an ease of modulation that 

I should think years of practice could hardly give, and whisking the stops in and out 

like lightening.  It was the richest voluntary I ever heard.
22

 

 

On 20 June 1840 Strong wrote: ñWent with Post and King to Grace Church to hear the latter 

show off their organ [an Erben], which he did con amore.ò
23

  On 7 November, Strong documents 

another excursion to Grace Church to hear King.  The virtuoso ran through several 

                                                           
22 Lawrence, Strong on Music, 1:73. 
23 Ibid., 76. 
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Overtures including, ñThe Bronze Horse, Der Freischütz, etc.ò in what Strong called, 

ñmagnificent style.ò
24

 

 As the next generation of pianists arrived in New York, Kingôs status as a top-rated 

keyboardist seems to have gradually waned.  He continued to perform for various benefits and 

often appeared with his wife, Henriette, who was a capable singer and sister of the music critic 

Henry C. Watson (1818?-1875).  In the decade preceding his death on 11 May 1867, King is 

frequently listed on concert programs in terms of an accompanist: ñMr. King will preside at the 

piano.ò
25

 

 

Daniel Schlesinger: Arranger, Improviser, and Virtuoso   

On 6 October 1836 the Hamburg-born Daniel Schlesinger arrived in New York; he was the next 

musician to shape the local perception of a piano virtuoso.
26

  Like King, he was also recognized 

for elaborate settings of national airs and perhaps, even more so, for his ability to improvise.  

Schlesinger was a student of Ferdinand Ries (a student of Beethoven) and Moscheles, and had 

already captured the attention of musicians in Europe.  For the next three years Schlesinger 

performed regularly, delighting the comparatively small percentage of New Yorkôs audiences 

who were willing to embrace instrumental performances along with the already popular operas, 

pastiches, and other vocal entertainments.  A select few also witnessed the young artist give the 

                                                           
24

 Ibid., 86-87. 
25

 See ñDeath of an Organist,ò New York Times, 12 May 1867, 8.  According to the Times, King was found ñlying 

dead on the sidewalk, near the corner of Thirty-first-street and Fourth Avenue . . . Deceased was 50 years of age, 

and is supposed to have died of exhaustion and exposure.ò  
26

 Logic would suggest that the pianist was in some way related to the Schlesinger family of publishing fame in both 

Berlin and Paris; however, documents do not discuss or confirm a connection. 
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first American performances of Thalbergôs tour de force fantasies and Schlesingerôs own 

Variations on the March from Rossiniôs Tancredi.
27

   

 Beyond possessing a technical prowess that allowed him to execute the most cutting-edge 

compositions of the day, Schlesingerôs ability to improvise was reportedly nothing short of 

phenomenal.  According to Lawrence, Schlesingerôs performances showcased extemporizations 

upon themes suggested by members of the audience, leaving them astonished.
28

  Another writer 

recalled the pianist composing, on the spot, a waltz, ñin which the left hand played an air one 

beat behind the right, so that on whichever side of the piano you stood, the melody was distinctly 

audible.ò
29

  The same source mentions Schlesingerôs improvisations on Mozartôs Don Giovanni 

with ñtwo and at times three of the airs of that inimitable opera simultaneously wooing the ear.ò  

On another occasion, the pianist cleverly combined ñYankee Doodleò and ñGod Save the King,ò 

which quickly became one of Schlesingerôs trademark showpieces.
30

  Along with Kingôs 

fantasies, this work (apparently unpublished) stands among the earliest documented examples of 

pianists in America carrying on the European tradition of combining popular themes and 

arranging them for virtuosic display.   

                                                           
27

 See Lawrence, Strong On Music, 1:42.  Schlesinger debuted on 12 April 1837 at the National Theatre.  His 

Tancredi Variations were heard at this performance.  On 24 November 1837 Schlesinger gave the first documented 

public performance of Thalbergôs music in America, performing Grande Fantaisie et Variation Brillante sur óI 

Montecchi e Capulettiô, Op. 10.  On 21 March 1838 he performed Thalbergôs Grande Fantaisie et Variations sur 

óDon Juanô, Op. 14.  
28

 Lawrence, Strong on Music, 1:50. 
29

 ñDaniel Schlesinger, The Pianist,ò The New-York Mirror 17/11 (7 September 1837): 82. 
30 Lawrence, Strong on Music, 1:43.  Brodsky Lawrence states that Schlesinger performed a set of Variations on an 

American Air on 6 June 1837.  The performance also included Piano Concerto No. 2 in A Minor, Op. 85 by Johann 

Nepomuk Hummel.  See also The New-York Mirror, 10 August through 7 September 1837.  For these issues, the 

periodical printed a posthumous biography: ñDaniel Schlesinger, The Pianistò in multiple installments.  The series 

confirms the performance of Hummelôs concerto on 24 November 1837, perhaps a repeat performance, and the 

pianistôs other musical achievements cited in this paragraph.  



18 
 

 By spring of 1838, Schlesinger enjoyed a solid reputation and was recognized for 

encouraging greater local appreciation for instrumental music.
31

  He was also the leader of a new 

society called the Concordia, whose goals were, ñthe practical cultivation of German music and 

the improvement in vocal and instrumental music generally.ò
32

  After a short illness, Schlesinger 

died on 8 June 1839, cutting short a promising career and arguably depriving New York of their 

most talented pianist.
33

  In his honor, local musicians organized a ñGrand Musical Solemnity,ò 

where many of the cityôs notable singers and instrumentalists performed.  The event took place 

on 25 June 1839 at the Broadway Tabernacle, which was originally constructed as a free 

Congregational church, but by this time had become one of the cityôs largest and important 

concert venues.  The initial purpose of the Solemnity was to raise support for the pianistôs widow 

and two surviving children; however, the gathering of so many local performers and the success 

of the concert itself was significant.  Although the fourth New York Philharmonic Society was 

established three years later, some recognize the Schlesinger memorial concert as an early event 

that provided impetus and prompted the New York establishment to once again consider 

organizing a professional orchestra for the city.
34

      

                                                           
31

 The New-York Mirror 17/11 (7 September 1837): 82. 
32 Musical Review, 9 May 1838.  See Lawrence, Strong on Music, 1:15. 
33

 See The Musical Magazine, 6 July 1839.  The article discusses the forthcoming biography that appeared in The 

New-York Mirror.  The periodical also printed a notice penned by the pianistôs brother, F. Schlesinger, regarding the 

upcoming auction of Schlesingerôs two Stoddard grand pianos and his music library.  The auction took place at the 

Apollo Saloon on 10 July 1839. 
34

 Lawrence, Strong on Music, 1:14.  The New York Philharmonic Society (founded in 1842) is actually the fourth 

incarnation of so named ensembles in New York.  The first group was organized in 1799 and led by James Hewitt 

(1770-1827), a high-profile local musician.  The Society was largely a social organization that met regularly and 

gave monthly semi-private concerts and an annual public concert and ball.  Following Hewittôs return from a brief 

tenure in Boston, a second Society was established in 1816.  According to Brodsky Lawrence, the second 

Philharmonic ñmade so fleeting an appearance that it was scarcely noticed before it vanished.ò  In 1819, Hewitt left 

New York permanently and the local scene went through significant changes.  The third Philharmonic Society was 

established in 1824 with the multi-talented French pianist/ composer/ conductor/ teacher/ French hornist Denis-

Germain Étienne (1781-1859) as conductor.  The new Society held weekly rehearsals and monthly membersô 

concerts.  On 14 December 1824 the Society gave their first concert at the City Hotel.  By 1827, with a lack of 

support and under financial strain, the third Society ceased to exist. (See: Lawrence, Strong on Music, 1:xxx-liii ).  



19 
 

 With notable improvisational skills, flashy settings of national airs, and by all accounts, 

impressive performances, King and Schlesinger gave New York audiences primary exposure to 

what may be called virtuoso playing.  Beyond their own compositions, however, the choice of 

other repertoire also contributed to the initial impression New Yorkers likely held as emblematic 

of a piano virtuoso.  

   

Thalbergôs Early Supremacy 

Beginning in 1837 and throughout the next two decades, most top-rated pianists in New York 

relied to a large extent on the pyrotechnical works of Sigismund Thalberg (1812-1871) as 

vehicles for demonstrating virtuosic keyboard ability.  Although the famous pianistôs music held 

a place of prominence in American concert halls, his current activity on the European musical 

scene received limited coverage in the United States prior to 1840.  Unlike the colorful prose 

documenting the accolades of Franz Liszt (1811-1886) that began appearing in American 

periodicals by 1839 (described in Chapter 3), earlier references regarding Thalberg are 

comparatively few and far less sensational.  On 18 July 1836, the Spirit of the Times mentioned 

the pianistôs London debut, but said nothing concerning his performance.  The same periodical 

printed another correspondence from the London Times on 28 October 1837.  This article 

documents a private performance given by Thalberg before the newly-crowned Queen Victoria, 

but says little about his playing.  Another early reference concerning a concert in London was 

brief, giving a better account of the pianistôs English reception, yet gives no mention of 

Thalbergôs playing: ñHe was followed to his seat by the straining eyes of his ardent admirers, 

                                                                                                                                                                                           
The Fourth New York Philharmonic Society was founded in April 1842 and remains the oldest symphony orchestra 

in America. 
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whose ears were eager to devour his delicious harmonies; and the first touch of his finger on the 

keys was the magical signal for the most profound silence. God bless us!ò
35

 

 By 1839 certain members of the American press began discussing Thalberg in more 

informative terms.  A short article entitled, ñThalbergò appeared in The Corsair and gives some 

indication of the pianistôs performance style, while providing readers in the United States 

something to spark their curiosity: 

 By this allusion to the newest of the new school of pianists, we have been led away 

from him to whom precedence, according to chronological order, should have been 

given.  But the peculiarities of Thalbergôs manner as a performerðhis soundness and 

richness of touch, whereby, and by a most judicious employment of the pedal, tone is 

diffused of a consistence, and to an extent never attained by any previous playerðthe 

deliberate and expressive delivery of his melodies, in which his performance, though 

less dramatic and passionate than Pastaôs singing, possesses the same incomparable 

features of breadth and dignityðthe amazing brilliancy of his execution never broken 

by an angular or an incomplete noteðhave been too frequently heard in English ears 

to require deliberate recapitulation.  And Thalberghôs [sic] characteristics be it 

remembered, are as yet principally those of an executive artist.  

  

 He will be always heard with wonder and delight; there is something, too, most 

engaging in his youthful and gracious presenceðin the total absence of everything 

like stage effect and quackery in his intercourse with the publicðin his leaving all 

airs and graces to meaner and older men.  But it must be confessed that there exists a 

wonder yet rarer, and a delight yet more exaltedðthose, namely, which owe 

themselves to the master-mindðthan any that have been hitherto awakened even by 

his fascinating performances.
36

 

 

 

The authorôs opening remarks seem to establish that, to this point, the English press had not 

focused enough on Thalberg.  As a result, readers in the United States naturally heard little of the 

celebrated pianist.  In fact, mention of Thalberg in the American press is more frequently in 

conjunction with local performances of his music rather than direct reports of his European 

achievements.  More importantly, however, the writer discusses many attributes associated with 

                                                           
35

 ñLondon Table-Talk,ò Spirit of the Times, 31 March 1838, 51. 
36 ñThalberg,ò The Corsair, 22 June 1839, 229. 
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the pianistôs style.  The article alludes to skillful use of the sustaining pedal, which was 

imperative for Thalberg to accomplish his famous three-handed effects.  Comparison with the 

singing of Giuditta Pasta (1797-1865) is also significant with respect to Thalbergôs vocality of 

touch, which distinguished the pianist from the more orchestral approach of Liszt.  The author 

also suggests a level of musical presentation and an ability to communicate with audiences that 

was above any form of gimmick or trickery.  On the one hand, this imagery of consummate 

artistry may have appealed to the musically informed, while on the other likely caused less 

impact on the imagination of the average American reader.      

 As pianists in New York actively programmed his music, Thalbergôs compositional 

approach eventually received attention in the press.  In 1845 an article, ñThe Virtuoso Age in 

Musicò appeared in The Harbinger, which discussed the different virtuosic approaches of 

Thalberg, Liszt, and Chopin.  The writer gives a poetic explanation of Thalbergôs style: 

 It is common with Thalberg and those of his school, to choose some favorite air for a 

theme, and unfold it into brilliant variations, or build under and around it the most 

massive and gorgeous accompaniments, till the jewel, in the splendor of its setting, 

becomes like a light shining in the depths of a vast subterranean grotto, many-arched, 

all glittering with spars [sic].  In the variations upon the ñprayerò from ñMoses in 

Egyptò there are passages where two hands do the work of three; the left darting 

alternately to the sub-Bass, and then back to the middle of the keyboard, to rekindle 

the Air there and keep it alive, while the right is at the liberty to wander up and down 

in fluid aurora-borealis streams of light, investing with its flickering gauze of fire the 

stable, majestic columns of the central melody.
37

 

 

 

The writer cites Fantaisie sur des themes de lôOp®ra Moµse de G. Rossini, Op. 33 (1839), which 

by that time, was the most popular, most frequently performed, and most representative Thalberg 

composition heard in the United States.  The article brings attention to the virtuosoôs trademark 

                                                           
37 ñThe Virtuoso Age in Music. The New School of Pianists and Violinists,ò The Harbinger, 22 November 1845, 

378. 
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technique of sustaining a melody with the pedal, while both hands surround the theme with 

arpeggios, octaves, filigree passages, and other elaborate figurations.  The overall effect is that of 

three or four hands as they roam the entire keyboard, playing a multitude of notes and creating 

waves of sound, while giving the impression of both singer and accompanist simultaneously.  

The following example demonstrates Thalbergôs famous three-hand compositional technique: 

 

Example 1.2: Thalberg, Fantaisie sur des themes de lôOp®ra Moµse de G. Rossini, Op. 33: 

mm. 260-265
38

 

 

 

                                                           
38

 Sigismund Thalberg, Fantaisie sur des themes de lôOp®ra Moµse de G. Rossini, Op. 33 (Paris: E. Troupenas & 

Co., 1840). 



23 
 

 Beyond colorful accounts in the press, Thalbergôs initial reputation in America relied 

upon performances of his compositions by other pianists.  Since he did not visit the United States 

until 1856, the vocal quality of touch, his grace, elegance, and perfection of finish in detail as 

reported by Mason, Richard Hoffman (1831-1909), and others, were not experienced by most 

Americans, as they had not yet heard him play.
39

  Rather, the numerous pianists who had been 

programming Thalbergôs operatic fantasies since the 1830s played an important role in placing 

his music before American audiences, while associating this repertoire with the local image of a 

piano virtuoso.  Select Performances of Thalbergôs Operatic Fantasies in New York City 

between the years1837-1853 are listed in Appendix One.  

  Beginning in 1837 and culminating with the arrival of the virtuoso himself, almost every 

prominent pianist in New York programmed Thalbergôs operatic fantasies.  The first documented 

performance in America occurred on 24 November 1837 at New Yorkôs City Hotel, when 

Schlesinger performed Grande Fantaisie et Variations sur un Motif de lôOp®ra de V. Bellini I 

Montecchi et Capuleti, Op. 10 (1834).  Four months later, on 21 March 1838, Schlesinger 

included Grande Fantaisie et Variations sur des motifs de lôOp®ra Don Juan de Mozart, Op. 14 

(1835) in a performance at the Stuyvesant Institute.  Reviews of these early performances are 

difficult to locate; however, one discussing Schlesingerôs rendition of the Don Juan fantasy on 21 

March originally appeared in the New-York American on 25 March and was cited in The New-

York Mirror: 

 

 

                                                           
39

 See William Mason, Memories of a Musical Life (New York: The Century Co., 1901), 210; Richard Hoffman, 

Some Musical Recollections of Fifty Years (New York: Charles Scribnerôs Sons, 1910), 128-130. 
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 The Grand Fantasia of Sigismund Thalberg, the Viennese upon motifs from Don 

Giovanni was the wonder and the glory of the evening.  It was executed by Mr. S 

with more than his usual masterly skill, and afforded him a rare opportunity of 

contrasting the force and precision of his touch with the infinite grace and delicacy of 

which it is susceptible.  His performance left you in wonderment, such a complication 

of mingled measures and harmonies!  Such striking ornaments to the original 

themeðthe fingers playing it, La ci darem, in its noble simplicity, on the mild tones 

of the keyboard, while as each note left them, they flew off amidst a thousand 

intricate arpeggios, and returned, or the interval was elapsed to the succeeding oneð

such fugues!  Where each finger seemed independent of its fellows and endowed with 

a will and power of its own, you never heard before.  His success was most brilliant, 

and his performance elicited the rapturous bravo it merited.
40

 

 

 

Through these performances, we know Schlesinger was among the first to present what the press 

referred to as the ñnew schoolò of piano playing to American audiences, and that Thalbergôs 

music was played from concert platforms in the United States almost two years prior to the first 

documented hearings of Lisztôs works.  Lawrence called Schlesinger, ña musician of a caliber 

until then rarely known in America.ò
41

  His performances of this repertoire established a certain 

standard, which continued with the arrival of other pianists. 

 The next pianist to appear on the New York musical scene, actively programming 

Thalberg was the German-born Wilhelm (William) Scharfenberg (1819-1895).  In 1835, the 

American violinist Ureli Corelli Hill (1802-75) became one of the first American musicians to 

travel abroad in search of a master teacher.  Hill spent the next two years studying with the 

renowned violinist and composer Ludwig Spohr (1784-1859).  During his time in Kassel, Hill 

met Scharfenberg, a fellow student of Spohr who had also studied with Hummel.  In 1838, Hill 

returned to New York and persuaded the nineteen-year-old German pianist to follow.  As a 

supporting artist for Hill, Scharfenberg gave his formal debut on 15 November 1838 at the 

Apollo Saloon.  His solo piece for the occasion was Thalbergôs Fantaisie sur des motifs de 

                                                           
40

 The New-York Mirror 17/11 (7 September 1837): 82. 
41

 Lawrence, Strong on Music, 1:14. 
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lôOp®ra Les Huguenots, Op. 20 (1836).  Three weeks later, the pianist gave his own concert on 5 

December.  For this performance, Scharfenberg chose the Grande Fantaisie et Variations sur des 

motifs de lôOp®ra Norma de Bellini, Op. 12 (1834).  The pianist quickly established himself as 

one of the most active and respected musicians in the city, contributing as a soloist, chamber 

pianist, and collaborative artist.
42

  By virtue of his performance repertoire, Scharfenberg also 

supports the early notion that Americaôs top pianists played Thalberg and that this music 

represented piano virtuosity. 

 Several others who contributed to the initial impression of a piano virtuoso in America 

also programmed Thalbergôs music.  Ludwig Rakemann, who was student of Hummel and 

Thalberg, relied heavily on the operatic fantasies of his former teacher.  Rakemann, however, is 

more noted for his debut on 16 October 1839, when he gave the first documented performance of 

Chopinôs music in the United States.
43

  The Polish pianist C. Kossowski, who seems to have 

vanished into obscurity by the 1840s, is often cited for his performance of the Grand Galop 

Chromatique, S. 219 on 4 November 1839, which was likely the first public hearing of Lisztôs 

piano music in America.  While this performance is noteworthy, it has all but overshadowed the 

fact that Kossowski also gave what was likely the American premiere of Thalbergôs Fantaisie 

                                                           
42

 In addition to his abilities as a pianist, Scharfenberg quickly became one of the cityôs most visible and important 

musical figures.  As a founding member of the New York Philharmonic Society (1842), he acted as the 

organizationôs secretary for its third season, became vice-president by the ninth season, and was treasurer from the 

eleventh to the sixteenth seasons, ultimately holding the office of president between 1863 and 1866.  Upon 

retirement, the Society made him an honorary member in 1866.  In 1845, Scharfenberg became a partner in the long-

lived music publishing and retail store Scharfenberg & Luis (361 Broadway), which was the headquarters of the 

New York Philharmonic Society for years.  Scharfenberg & Luis was ultimately purchased by one of its former 

employees, Gustave Schirmer who later became one of Americaôs leading music publishing houses.  Scharfenberg 

was later hired by Schirmer as the primary editor for the once standard Schirmer Library of Classics.  His activity in 

music retail became a practical venue for the publication of numerous piano music editions that were edited, revised, 

and fingered by Scharfenberg.  
43

 See The New-York Mirror, 12 October 1839, 127.  Rakemann was heralded as ña pupil of the great Thalbergò and 

referencing the recent death of Schlesinger, ñto succeed the artist we have just lost.ò Rakemann was, in fact, elected 

to replace Schlesinger as the new director of the Concordia. 
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sur des themes de lôOp®ra Moµse de G. Rossini at his debut at the City Hotel on 28 October 

1839.  

 Reliance upon Thalbergôs operatic fantasies remained fairly consistent throughout the 

first half of the nineteenth century, which effectively culminated in 1856 with the virtuosoôs own 

American tours.  As the midpoint in the century approached, however, the sterling appeal of 

Thalbergôs fantasies began to tarnish, especially with critics.  Following a performance in 1847 

by King, The Anglo-American review declared: ñMr. King played on the pianoforte the 

celebrated Prayer of Moses, of which Thalberg has done so much towards the immortality, and 

which almost all other pianists have ridden to death, till the public are tired of it; we wish he had 

chosen something else.ò
44

  Throughout the 1840s and 50s, Lisztôs compositions would also 

become a popular addition to American concert programs; however, his piano music did not 

occupy a place of great prominence until 1859 with the arrival of Sebastian Bach Mills (1838-

1898) (see Chapter 3).  At that point, the popularity of Thalbergôs operatic fantasies quickly 

diminished as Lisztôs music eventually became more representative repertoire of virtuosos in the 

United States. 

                                                           
44

 ñConcert of Mrs. Ed. Loder and Mr. W. A. King,ò The Anglo American, 27 March 1847, 549. 
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Figure 1.3: Portrait of Sigismund Thalberg (unknown photographer).  Collection of the 

author. 

 

 

Henry Christian Timm and the Piano Concerto  

Appearances with New Yorkôs first orchestras eventually came to represent another facet of a 

performerôs abilities and likely contributed to Americaôs initial conception of a virtuoso pianist.  

Throughout the first three decades of the nineteenth century, piano concertos were not frequently 

programmed but did turn up occasionally.  At the City Hotel on 6 June 1837 under the direction 

of U. C. Hill, Schlesinger performed Hummelôs Concerto in A Minor, Op. 85, while 
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Scharfenberg programmed a concertina Trois Clochettes by Johann Peter Pixis (1788-1874) on 

15 November 1838 for his local debut.  Although amateur ensembles such as the Euterpean 

Society (1799) and previous incarnations of the Philharmonic existed, and pianists such as King, 

Schlesinger, and Scharfenberg were capable of playing them, regular inclusion of piano 

concertos on concert programs did not occur until the organization of a professional resident 

orchestra.    

 With the establishment of the New York Philharmonic Society in 1842, works for piano 

and orchestra quickly became a standard feature of each concert season.  For their first five 

seasons, the Society programmed one such work each year.  This changed with the sixth season 

when concertgoers witnessed a sharp increase in scheduled piano concertos.  For 1847-48, a 

piano concerto was performed at three of the Societyôs four concerts, at which time multiple 

hearings of such works became generally standard.  Before 1847, however, the Societyôs 

annually scheduled work for piano and orchestra was repeatedly entrusted to the same 

keyboardist.  Through this regular activity Henry Christian Timm (1811-1892) became one of 

the first pianists in America to distinguish himself in the concerto realm, while giving the genre a 

prominent place on New York concert stages.  

 Timm was born in Hamburg in 1811.  He arrived in New York in 1835 and quickly 

became involved in the numerous professional activities so common to working musicians.  

After a promising formal debut at the Park Theater, the pianist embarked upon a reportedly 

unsuccessful concert tour of New England.
45

  When he returned to New York, Timm took the 

                                                           
45 For his debut, Timm performed Hummelôs ñRondo Brilliant.ò  The press is unclear whether Timm played Rondo 

Brilliant in A Major, Op. 56; Rondo Brilliant in B-Flat Major, Op. 98; or Rondo Brilliant in B Minor, Op. 109.  See 

John Tasker Howard, Our American Music: Three Hundred Years of It (New York: Thomas Y. Crowell Company, 

1930), 161.  See also Henry Edward Krehbiel, The Philharmonic Society of New York; A Memorial (New York: 

Novello, Ewer & Co., 1892), 52.  Both authors suggest that Timmôs tour of New England did not achieve success. 
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position of second horn in the Park Theater orchestra.  The restless young musician soon found 

himself touring with an opera company, and taking various other orchestral positions.  Timm 

then settled into a post as organist at St. Thomas Church, followed by a tenure of eighteen years 

on the bench at the Unitarian Church on Broadway, and finally as organist at All Soulsô Church 

on Fourth Avenue and 20
th
 Street.  Ultimately, Timm became one of the foremost collaborative 

musicians in New York throughout much of the nineteenth century.   

 Timmôs record as a concert performer, however, is more demonstrative of his 

contributions as a virtuoso, while his place as a pianist helps illustrate another aspect of the New 

York musical scene.  Between 1843 and 1848, Timm appeared each consecutive season and until 

1847 was the only piano soloist with the New York Philharmonic Society.  On 19 April 1845 the 

Society gave its final concert of the season.  The annual work for piano and orchestra was 

Hummelôs Grand Fantasia on ñOberonôs Zauberhorn,ò Op. 116 with Timm as the soloist.  A 

review in the Broadway Journal claimed this was the worst concert of the season, but praised 

Timmôs performance, calling it the ñgem of the evening.ò  The critic continued: 

 Mr. Timmôs performance was distinguished by a fine appreciation of his author, 

discriminating taste, delicacy, precision, and exquisite finish.  We always feel a pure 

and unalloyed enjoyment in listening to this gentlemanôs playing; we have certainly 

met many who can do more to astonish us, but Mr. Timm satisfies our judgement, and 

fills our mind with a perfect embodiment of beautiful conceptions of the composer.
46

 

 

 

The writer alludes to other pianists who may have possessed more virtuosic flair; however, the 

writer also suggests that Timmôs playing demonstrated a competency and technique that was 

both intelligent and well-schooled.     

                                                           
46

 ñConcert of the New York Philharmonic Society,ò Broadway Journal, 26 April 1845, 269. 
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 On 7 February 1847, Timm gave a concert at the Apollo Rooms that included two piano 

concertos; Ludwig Spohrôs Symphony No. 4 in F Major, Op. 86, conducted by George Loder; 

the cavatina, ñIl soave e bel contentò from Giovanni Paciniôs La Niobe, sung by Mrs. Loder; an 

arrangement of ñO Pescator del óondeò for three voices and instrumental obbligato by Carl 

Czerny (1791-1857); and various other vocal and instrumental selections.  The first piano 

concerto, by Herz, was immediately recognized as the same work the celebrated pianist 

performed for his American debut a year earlier.  Critical remarks concerning Timmôs 

presentation of the concerto gives insight to the pianistôs abilities:  

 It is not our practice to institute comparisons between two living candidates for public 

fame, but we may make this remark of Timm, that no facility in playing a rapid and 

easy passage can induce him to scramble it and no difficulty in reading or in 

executing a passage ever causes him to lag.
47

   

 

 

The critic seems hesitant to make an overt comparison between the resident pianist and a visiting 

virtuoso.  The writerôs positive tone, however, gives some indication to Timmôs artistry and the 

precision of his playing.  The concert concluded with the last two movements of Mendelssohnôs 

Piano Concerto No. 1 in G Minor, Op. 25, which became a local favorite and was one of Timmôs 

specialties.  Critical response demonstrates the reputation Timm held with the New York musical 

establishment:  

 Mr. Timm is that steady musician that the manner he plays is well understood by the 

hearer, and conveys a pleasant remembrance afterwards; were it not that a De Meyer, 

a Herz, a Wallace; are very good in their way, have different schools of piano, and 

that the public ought to hear different styles, there is no occasion for them, with 

regard to positive merit, so long as Mr. Timm is among us; and he very forcibly must 

                                                           
47 ñMr. Timmôs Concert,ò The Anglo American, 13 February 1847, 405. 
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remind all who have had the advantage of knowing and hearing the styles of Clementi 

and of Hummel of the glorious performances of those celebrated men.
48

 

 

That the critic also felt compelled to include a reference regarding two representative pianists of 

the old school (Clementi and Hummel) suggests a refinement and discipline that was apparently 

present in Timmôs performances.  The final statement may also indicate Timmôs ability to 

successfully perform the concerto with stylistic traits reminiscent of the pianistic school of 

playing with which Mendelssohn himself was associated.       

 By 1858 Timm had appeared eleven times with the New York Philharmonic Society.  

With regard to frequency of performance, only Scharfenberg approaches Timm with six different 

appearances between 1848 and 1852.  This activity is eventually surpassed much later in the 

century, but for the time, was noteworthy and indicative of Timmôs ability and reputation.  While 

King, Schlesinger, and Scharfenberg contributed to the concept of a piano virtuoso with their 

solo repertoire, Timmôs early concerto performances also shaped this notion, while establishing 

another genre to the American virtuosic sphere.
49

 

 

 

  

                                                           
48

 Ibid. 
49 Timm also served as one of the New York Philharmonic Societyôs first conductors, sharing the role with U. C. 
Hill and Denis-Germain £tienne at the Societyôs first concert (7 December 1842).  Beyond his performance 

activities, Timm was also a founding member of the New York Philharmonic Society.  Between 1844 and 1846 he 

served as assistant director for the Society. Timm became vice-president in 1846 and by 1848 was the Societyôs 

president, a position he held for fifteen consecutive seasons. Timm became an honorary member of the Society in 

1863. 

   



32 
 

Table 1.1: Timmôs Concerto Appearances with the New York Philharmonic Society
50

 

Date Composition Composer 

   

18 February 1843 Piano Concerto in A-Flat, Op. 

113, ñRomanzaò and ñRondo all 

Spagnolio.ò  

Johann Nepomuk Hummel 

16 March 1844 Piano Concerto in B Minor, Op. 

89 (first movement) 

Johann Nepomuk Hummel 

19 April 1845 Grand Fantasia for Piano and 

Orchestra on ñOberonôs 

Zauberhorn,ò Op. 116. 

Johann Nepomuk Hummel 

17 January 1846 Piano Concerto in No. 1in G 

Minor, Op. 25. 

Felix Mendelssohn 

21 November 1846 Piano Concerto No. 1 in E minor, 

Op. 11. 

Frederic Chopin 

15 January 1848 Concerto for Two Pianos, Op. 63 

(with Scharfenberg) 

Jan Ladislav Dussek 

20 April 1850 Grand Fantasia for Piano and 

Orchestra on ñOberonôs 

Zauberhorn,ò Op. 116. 

Johann Nepomuk Hummel 

23 November 1850 Concertino for Two Pianos and 

Orchestra, Op. 29 (with Jules 

Benedict) 

Julius Benedict 

17 April 1852 Duo Concertant on the Bohemian 

March from Weberôs Preciosa, 

Op. 87b for two pianos and 

orchestra. (with Scharfenberg) 

Felix Mendelssohn and Ignaz 

Moscheles 

13 November 1852 Piano Concerto in B minor, Op. 

89 (first movement) 

Johann Nepomuck Hummel 

25 April 1857 Introduction and Allegro 

Appassionata, Op. 92. 

Robert Schumann 

 

 Beyond Timmôs activity as a concerto soloist, which demonstrates another aspect of 

virtuosity, he was also noted for the well-rounded nature of his other musical talents.  Although 

not necessarily associated with the characteristics of a performing virtuoso, Timmôs sight-

reading ability was apparently nothing less than phenomenal.  Several sources document the 

pianist as being able to read anything at sight; either piano music or orchestral scores, which also 

                                                           
50

 See Henry E. Krehbiel, The Philharmonic Society of New York: A Memorial (New York: Novello, Ewer & Co., 

1889).  The table is reproduced based on Krehbielôs accounts of the New York Philharmonicôs record of annual 

performances. 



33 
 

contributed to Timmôs reputation.
51

  His name shows up frequently on programs and concert 

advertisements from the period, either credited as the accompanist or simply cited: ñMr. Timm 

will preside at the piano.ò  Following a performance on 24 October 1848 The Albion made an 

informative statement concerning the pianistôs stellar reputation: ñMr. H. C. Timm presided at 

the piano upon this occasion; we are very glad to see him in the concert-room again, for there is 

no one in New York who can accompany so admirably, or can be so entirely relied upon.ò
52

  As 

a supporting artist, Timm might have appeared on concert stages more frequently than any other 

pianist in New York throughout the nineteenth century.  Years later, Timm recalled his central 

role: ñI seem to have been for over twenty-five years a kind of sine qua non at all concerts given 

during that time, playing accompaniments to all soloists, both vocal and instrumental.  I 

modestly may claim that this was my forte rather than anything else.ò
53

 

 Timm set a high benchmark for all resident pianists who followed.  Upon the death of 

Scharfenberg in 1895, a personal letter written by Hoffman appeared in the Tribune that further 

illustrates the reputation these two artists held throughout the century:  ñAt the time of my arrival 

in New York in 1847 Scharfenberg and Timm stood at the head of their profession, and their 

good work did more to place New York on its solid musical foundation than the efforts of a 

dozen other musicians combined.ò
54

  With this simple and direct statement, Hoffman 

acknowledged the contributions both pianists made on the development of the cityôs musical 

establishment, while demonstrating his own respect for two outstanding members of the local 

musical scene. 

                                                           
51

 Another charming anecdote concerning Timm appears in John Tasker Howardôs Our American Music (New York: 

Thomas Y. Crowell, 1930), 162:  ñOne legend has it that he could play scales with a full glass of wine on the back of 

his hand without spilling a drop.ò 
52

 ñConcert of Mr. and Madame Leati,ò The Albion, 28 October 1848, 524. 
53

 Henry Edward Krehbiel, The Philharmonic Society of New York: A Memorial (New York: Novello, Ewer & Co., 

1892), 52. 
54

 New York Tribune, 8 September 1895, 22. 
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Multiple Pianists Share the Concert Stage   

Following a long-established performance tradition in Europe, programming music for multiple 

pianists seems to have entered the New York concert realm fairly early.  Schlesingerôs concert at 

the City Hotel on 4 February 1839 is one of the first such events to receive critical attention.  

Joined by Scharfenberg, Denis-Germain Étienne (1781-1859), and Charles Thibault (d. c. 1853), 

the four pianists presented an eight-handed arrangement on two pianos of the overture from 

Cherubiniôs Anacréon.  The same program also included Schlesinger and Scharfenberg in a 

transcription of Beethovenôs Egmont Overture, Op. 84.  Critics were not always impressed, with 

some demanding that overtures only be played ñas they should be, by an orchestra.ò
55

  These 

performances allowed concertgoers to hear two or more pianists simultaneously, and provided a 

means of presenting popular symphonic works without requiring the task of assembling an 

orchestra.  These performances seldom embodied the heights of virtuosic display; however, the 

spectacle of multiple pianists and at times multiple pianos on one concert platform was 

exceedingly popular with audiences and performances continued long after such orchestras were 

in place. 

 Throughout the 1840s and 1850s, arrangements for multiple pianists continually turned 

up on concert programs.  Transcriptions of Anacréon and Egmont remained popular, while the 

overtures to Auberôs Cheval de Bronze, Weberôs Oberon, and Spohrôs Jesonda to name a few, 

also entered the multiple-piano repertoire.  On 27 March 1847, The Anglo American reviewed a 

recent concert given by King.  With Timm at a second keyboard, the two pianists performed the 

overture to Oberon.  Critical response was likely expected, as the reviewer complained: ñThe 

                                                           
55

 óSchlesingerôs Concert,ò Musical Review, 16 February 1839, 375-76. 
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notion of arranging such music as the overture óOberonô for two pianos is almost an insult to the 

genius and memory of Weber . . . though the playing was excellent as we hardly say more, than, 

the pianos were under the hands of W. A. King and Timm.ò
56

  On 7 June 1849 the Grand Art- 

Union Concert opened with Hoffman, Timm, George Loder, and an amateur pianist, Miss 

Coudon, performing an arrangement of the overture to Friedrich von Flotowôs Alessandro 

Stradella (1843-44).  Critical response was again negative, as the writer for the Albion opined the 

work was ñvery ineffective as a piano arrangement.ò
57

  Although the entire coloristic palette of 

an orchestra may have been more desirable to the critic, the fact remains that transcriptions of 

symphonic music were very popular. 

 Although orchestral favorites arranged for multiple pianos were decidedly frowned upon 

by critics, pianists continued programming them.  The press documents many instances where 

pianists appeared in various combinations.  Sometimes it was King and Timm.  Frequently 

Scharfenberg and Timm shared the platform, while on other occasions Scharfenberg and 

Frederick Rakemann joined forces.  When Hoffman arrived, he was frequently included in 

ensembles. The arrangements spanned the gamut of possibilities, from duets by Bertini, Herz, 

and other unspecified composers, to more elaborate setting of overtures for three or four 

performers.  Occasionally, collaborations drew from perhaps more legitimate and hopefully more 

acceptable repertoire.  For example, on 15 January 1848, Timm and Scharfenberg performed the 

Concerto for Two Pianos and Orchestra in B-Flat Major, Op. 63 by Jan Ladislav Dussek (1760-

1812) with the New York Philharmonic Society.   

                                                           
56

 ñConcert of Mrs. Ed. Loder and Mr. W. A. King,ò The Anglo American, 27 March 1847, 549. 
57

 ñGrand Art-Union Concert,ò The Albion, 9 June 1849, 272. 
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 As the century wore on, orchestral works arranged for multiple pianists became a less 

prominent part of concert programs, but what was presented could reach the highest levels of 

virtuosity.  Perhaps the most famous example occurred on 26 December 1856 at Nibloôs Saloon 

when Thalberg and Gottschalk shared the stage.  The pair had recently joined forces in the 

formerôs two-piano fantasy on Norma, but for this occasion, an arrangement by the latter of 

Verdiôs Il Trovatore was the highlight of the evening.  According to Hoffman, the piece ñcreated 

the most tremendous furore and excitement.  A remarkable shake with Thalberg played in the 

middle of the piano, while Gottschalk was flying all over the keyboard in the óAnvil Chorus,ô 

produced the most prodigious volume of tone I have ever heard from the piano.ò
58

  The review in 

the New York Times the following day proclaimed: ñMr. Gottschalkôs duet is an extraordinary 

production.  The audience was electrified with it, and notwithstanding its length and difficulty, 

demanded an encore.ò
59

  In all fairness, Gottschalkôs arrangement (now lost) was likely a 

virtuosic fantasy rather than a straight orchestral transcription, and was apparently more 

palatable to the critics. 

 

Conclusions 

Pianistic activity in New York throughout the 1830s and 1840s was vibrant and perhaps more 

developed than modern audiences might suspect.  Although the appearance of European 

virtuosos like de Meyer, Herz, and Thalberg was important, they did not arrive at a stagnant 

backwater of musical infancy, at least in New York.  As celebrated virtuosos like Liszt and 

Thalberg went about conquering Europe, resident pianists in New York simultaneously had their 

                                                           
58

 Hoffman, Some Musical Recollections, 130-31. 
59

 ñGottschalkôs Farewell Concert,ò New York Times, 27 December 1856, 4. 
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hands to the plough, and in Hoffmanôs words, they were, ñplacing New York on a solid musical 

foundation.ò
60

   

 The contributions of New Yorkôs resident pianists were no less valuable than the highly 

publicized tours of the visiting virtuosos.  They were critical to the development of the local 

musical scene, while providing the initial impression of the piano virtuoso for American 

concertgoers.  King, Schlesinger, Scharfenberg, and Timm were active in the same sorts of 

musical endeavors as many of the Europeôs superstars.  They crafted and played tour de force 

showpieces, improvised, and performed concertos.  Whether they had ñcharismaò or ñtalentò 

enough to sustain touring careers is impossible to know.  Participating in the musical activities of 

a quickly developing nineteenth-century New York City was enough, and an endeavor that 

seemed to fulfill their professional aspirations. 

 Investigating pianists like King, Schlesinger, Scharfenberg, and Timm has multiple 

benefits.  Documenting their careers gives further understanding and appreciation for the musical 

environment of New York City throughout the first half of the 1800s, while their work provides 

perspective for the remainder of the century.  That pianists presented virtuosic music on a regular 

basis sheds light on the state of musical development already in America before the European 

superstars arrived.  

 Making a case for New Yorkôs resident pianists also creates a truer landscape by which 

we may contextualize virtuosos like de Meyer, Herz, and Thalberg, thus, giving their activities 

proper perspective.  Finally, the careers of New Yorkôs pianists during the 1830s and 1840s 

established a certain prototype and expectation as other artists arrived and further contributed to 

                                                           
60 New York Tribune, 8 September 1895, 22. 
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the New York scene.  Many resident pianists followed such as Hoffman, Mills, and later, Rafael 

Joseffy (1852-1915).  Several can trace the trajectory of their own careers back to the foundation 

and tradition established by the artists who preceded them, leaving their own undeniable mark on 

Americaôs musical legacy.
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Chapter Two 

FROM MANCHESTER TO NEW YORK CITY: THE CASE OF RICHARD HOFFMAN  

 

On 1 December 1897, New Yorkers gathered at Chickering Hall to commemorate 

Richard Hoffman (1831-1909), one of the cityôs most accomplished and beloved musical 

patriarchs.  The New York Times review flowed with sentiment and praise:  

The auditorium was almost filled, and there were very few in the assembly who had 

not at some time profited by the instruction of Mr. Hoffman.  It was his big musical 

family that the pianist faced, and as he looked out over his artistic progeny, he must 

have realized that the years of his labor had not been idle, but fruitful, not only in 

artistic accomplishment, but also in love and even veneration.
1
 

   

 

The testimonial concert showcased Hoffman in the performance capacities for which he had won 

admiration throughout his long career.
2
  In addition to being a resident pianist, he was also a 

respected teacher and an active composer.  As a prominent member of the New York musical 

establishment, Hoffmanôs story is compelling.  His professional activities serve as an effective 

model by which several aspects of the New York scene can be studied, while offering further 

insight into the nineteenth-century American scene.     

In this chapter, I investigate Hoffmanôs career and explore his contributions to 

nineteenth-century New York Cityôs vibrant musical scene.  My discussion begins with a 

                                                           
1
 ñFifty Years in Music.  Testimonial Concert to Mr. Richard Hoffman, the Pianists,ò New York Times, 2 December 

1897, 7. 
2
 The ñGolden Jubileeò event commemorated Hoffmanôs fifty-year career in New York City (1847-97).  The 

program included: Mozartôs Piano Quartet No. 1 in G Minor, K. 478; Bachôs Concerto for Two Pianos in C Major, 

BWV 1061; Chopinôs Nocturne in D-Flat Major, Op. 27, No. 2 and Ballade No. 1 in G Minor, Op. 23; and the 

Septet in D Minor, Op. 74 by Johann Nepomuk Hummel.  Hoffmanôs student, Mrs. Charles B. Foote organized the 

event.  She was an accomplished amateur pianist and played the second piano part for the Bach concerto.  Her 

husband, Charles B. Foote was a well-known banker, broker, and member of the New York Stock Exchange.  
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detailed account of Hoffman as a prodigy in Manchester, England.  I document his early record 

of performances, youthful compositions, and other decisive steps he took toward becoming a 

pianist.  Next, I examine Hoffmanôs years in America.  The pianistôs tours and performances, 

coupled with his repertoire and approach to concert programming, offer deep insights into 

contemporary performance practice, conditions, and expectations in the United States.  

Furthermore, Hoffmanôs activities as a concerto soloist and his involvement in chamber music 

helped shape these facets of the American musical landscape.  I also examine several of 

Hoffmanôs pieces and compile the first comprehensive catalogue of his published works (see 

Appendix Two).  Investigating the circumstances that may have influenced Hoffmanôs 

compositional efforts provides insight into musical tastes of the time.  Finally, a brief look into 

his activity as a teacher further illustrates the multi-faceted careers of many contemporary 

pianists.  While Hoffman might be considered typical in some ways and unusual in others, he 

nonetheless offers perspective on several aspects of contemporary pianism, such as popular 

repertoire of the time, performance approach and tactics employed in programming, and the 

pianistôs place in the American concert realm.  

 

The Prodigy Years 

Richard Hoffman was born on 24 May 1831, in Manchester, England.  His father, Richard 

Hoffman-Andrews (1803-1891) was an accomplished pianist, prolific composer, arranger, and  

highly regarded teacher.
3
  Richard was one of nine children.  By virtue of their fatherôs 

                                                           
3
 Richard Hoffman-Andrews (the elder) was a student of Hummel and Kalkbrenner.  He was also an organist and 

violinist.  See Richard Hoffman, Some Musical Recollections of Fifty Years (New York: Charles Scribnerôs Sons, 

1910), 8.  According to Richard Hoffmanôs wife, his grandfather became a popular actor in London.  Association 

with performing classes in society was not supported by the family.  Thus, the actor assumed the last name 
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occupation and the conviction that his children should all be musically trained, Hoffman and his 

siblings received thorough instruction from an early age.  According to his wife, the pianistôs 

brother Edward (1836-?) and sister, Helen, also displayed great talent.  The other siblings did not 

embrace their training on the same level.  Nonetheless, the musical activities of the Hoffman 

home seem to have presented a healthy environment for the young musician to develop his 

natural gifts.
4
 

According to his recollection, Hoffman first appeared before the public at age six.  

Although minimal documentation survives concerning his earliest musical activities (1837-40), 

the British press confirms this event.  News of the prodigyôs debut appeared on 12 May 1837 in 

the Manchester Courier.  His father advertised the event as a ñJuvenile Birthday Concertò 

scheduled for 26 May just two days after the pianistôs sixth birthday.  The article showcased 

Hoffman, stating that he would, ñexecute several Airs on the violin and sing.ò  The centerpiece 

for his portion of the program was The Battle of Prague (unknown arrangement) on the piano, 

from memory.
5
  Hoffman also played a duet by Henri Herz (1803-1888) with his sister, Helen 

(age seven), and a trio for two violins and cello by Arcangelo Corelli (1653-1713), while 

                                                                                                                                                                                           
ñAndrews.ò Hoffmanôs father retained the title Hoffman-Andrews, while Richard also began his youthful career 

using the same name.  After arriving in America, he dropped the hyphenated name and was called Richard Hoffman.  
4
 See Hoffman, Some Musical Recollections of Fifty Years, 3-4.  Edward Hoffman (1836-?) was eight years old 

when he joined Richard, two sisters, and his father in public performances.  Edward was initially a violinist; 

however, he later followed Richard to America (1854) and became a successful pianist and teacher.  He married the 

America soprano Charlotte Varian (1825-1884).  The couple toured together, with Edward as her accompanist.  The 

British press also mentions several concerts, which include performances of the two sisters.  Miss Elizabeth 

Andrews is mentioned by name, while the other was only called Miss Andrews.  According to Hoffmanôs wife, the 

sister named Helen Andrews was a promising alto.  She appeared with Jenny Lind before her departure for America 

and was initially approached by P. T. Barnumôs agent to accompany the Swedish Nightingale in her U.S. tours, but 

these plans never materialized.  Immediately before Lind left for America, Helen married, thus ending her 

performing career. 
5 The work in question may have been the programmatic sonata written by the Bohemian composer, Frantiġek 
Kocģwara (c. 1750-1791).  In 1775, the composer settled in London and spent much of his musical career in the 

United Kingdom.  Composed in 1788, the Battle of Prague was a longtime favorite in England. 
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performances by his father and other local musicians fleshed out the program.
6
  Although 

Hoffmanôs later reputation would rest on his skills as a pianist, this debut concert demonstrates 

the well-rounded nature of Hoffmanôs early training and the multiple musical disciplines in 

which he was already proficient.   

By 1841, news of the prodigy frequently appeared in the local press.  Hoffman gained 

initial attention, however, not as a pianist, but for his performances on the unusual accordion-like 

Wheatstoneôs Patented Concertina.  From 1841 to 1843, the young musician frequently 

contributed to benefit concerts, musical lectures, and other events organized by his father.  For 

these performances, he almost exclusively played the concertina, to great acclaim: ñMaster 

Richard Hoffman Andrews accompanied his sistersô songs upon Wheatstoneôs Concertina, and 

was highly applauded; the tone of this instrument is exceedingly beautiful, and the youth played 

with great taste and expression.ò
7
  Hoffman also frequently performed fantasies and variations 

for concertina on various operatic themes.  The instrument played a critical role in his early 

development as the young musician graciously acknowledged by including the concertina in his 

New York debut almost a decade later.
8
  

                                                           
6
 Manchester Courier, 12 May 1837.  Mrs. Hoffman also states that Richard played three instruments at the time of 

his debut: the violin, piano, and concertina; however, the Courier does not mention the concertina at his debut.  The 

British press makes no further mention of Hoffman giving subsequent performances on the violin. Furthermore, the 

press only mentions the piano again in reviews from 1843 onward. 
7
 Manchester Courier, 26 November 1842.  See other reviews from 1841-44.  Regular mentions of Hoffmanôs 

performances on the concertina survive and attest to public appeal of his playing.  The guitarist, Giulio Regondi 

(1822-1872), was the most celebrated concertina virtuoso of the day; he was also a close friend of the Hoffman 

family and taught young Richard how to play the instrument.  Furthermore, Regondi resided in London and 

provided for Hoffman in later years when he visited the British capital.  
8 One of Hoffmanôs earliest published compositions was Three Favorite Airs from W. Vincent Wallaceôs Opera 

Maritana, Arranged for the Concertina & Dedicated to Giulio Regondi, by R. Hoffman Andrews, Junr. (London: 

Wheatstone & Co., ca. 1845).  
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Although Hoffmanôs concertina playing captured initial attention of the press, by 1844, 

the Hoffman family events focused on the prodigyôs abilities at the piano.
9
  On 15 June the 

Manchester Courier announced a ñMaster Richard Hoffman Andrews Concertò that took place 

two days later.  The whole family performed: two sisters sang, Edward played the violin, and all 

took part in eight-hand piano arrangements.  Richardôs solo selections for the evening were 

Lisztôs Hexaméron, S. 392, followed by a fantasy from Rossiniôs Mosè in Egitto by Sigismund 

Thalberg (1812-1871).
10

  A ñConcerto (Grand Piano-Forte)ò by Carl Maria von Weber (1786-

1826) also appeared earlier in the program.  It is unclear who performed it; however, it was 

likely Hoffman, with his father taking up the orchestral part on a second piano.  At this time, 

Liszt and Thalberg were still actively touring, their compositions representing the pinnacle of 

virtuosity, while the works of Weber held a prominent position in the concerto realm.
11

  By 

including this music, Hoffman demonstrated unusual ability and potential, and by virtue of his 

repertoire, was associated with what the press frequently called the ñnew school of pianoforte 

playing.ò
12

 

                                                           
9 During these early years, Hoffman most frequently performed alongside his father and siblings.  Organized by his 

father, we might suppose these Hoffman family musical events were among the most popular entertainments in 

Manchester during the first half of the nineteenth century.  On 17 February 1844 the Manchester Courier and the 

Manchester Times advertised a ñMaster Richard Hoffman Andrews Concert,ò which took place three days later at 

the Athenæum Concert rooms.  Hoffman performed a fantasy on Beethovenôs ñSerenadeò on concertina, a Grand 

Concert Duet on Herzôs ñO dolce concentoò with one of his sisters at the second piano, a self-composed Fantasia for 

piano (unknown title), and he also accompanied a Hebrew Song, ñJephthaôs Daughter,ò sung by one of his sisters. 

The song was accompanied with Eratôs double-actioned harp. 
10

 Regarding this final work, the Courier simply printed the title: ñPrayer Mos® in Egitto.ò  The composition was 

undoubtedly Thalbergôs Fantaisie sur des themes de lôOp®ra Moµse de G. Rossini, Op. 33 (1839).  By virtue of its 

history as the main piece Thalberg brought to the pianistic duel with Franz Liszt in 1837, the work is commonly 

cited as emblematic of the pianistôs ñthree-handedò approach to piano virtuosity. 
11

 The concerto was likely Weberôs Concertstück in F Minor for Piano and Orchestra, Op. 79, which Hoffman 

performed frequently in later years. 
12

 The British and American press often referred to pianists such as Sigismund Thalberg (1812-1871), Adolf Henselt 

(1814-1889), Franz Liszt (1811-1886), and Frédéric Chopin (1810-1849) as the ñnew school,ò in an effort to set 

apart these virtuosos from earlier keyboardists such as Friedrich Kalkbrenner (1785-1849), Johann Nepomuk 

Hummel (1778-1837), and Ignaz Moscheles (1794-1870).  
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Hoffman already demonstrated impressive performance ability; however, several other 

factors could have been vital to establishing a successful career.  By this point, the pianistôs 

credentials did not include an association or the direct endorsement of a celebrated teacher or 

virtuoso, which if procured, would provide valuable publicity.  Evidence of compositional talent 

could also add to Hoffmanôs reputation, since during the first half of the nineteenth century, most 

top-rated pianists such as Liszt, Thalberg, Herz, and others, were also composers.  Beyond local 

recognition in Manchester, performing on a national level would also seem a logical step towards 

expanding public knowledge of the pianist.  For the next three years, Hoffman worked diligently 

in these areas.    

Beyond the instruction of his father, the young pianist lacked the finishing touches of a 

world-class teacher or association with an internationally recognized superstar.  Initially, 

Andrews intended to send his son to Leipzig, where Felix Mendelssohn (1809-1847) could put 

the final polish on his sonôs skills.  When these plans did not materialize, Hoffman investigated 

possibilities closer to home.  In 1844, the celebrated Austrian pianist, Leopold de Meyer (1816-

1883) briefly settled in London, at which time Hoffman took lessons with the esteemed virtuoso.  

This period of study, however, was short, since de Meyer sailed for America on 27 September 

1845.  Regardless of the brevity of instruction and the impact these lessons actually had, 

association with the famed pianist provided invaluable publicity when the New York press 

extensively advertised this pedigree upon Hoffmanôs arrival two years later.
13

  

                                                           
13

 See Hoffman, Some Musical Recollections, 75.  Hoffman took several lessons with de Meyer, which were far 

from ideal: ñI went to his rooms for instruction, and during the lessons he was generally occupied in being shaved, 

having his hair cut, or perhaps being measured by his tailor or shirt maker.  I studied only his own compositions 

during these precious hours, which I divided with many of the London tradesmen, and I thought nothing of spending 

whole days in the achievement of the óMarch dôIsly,ô the óLucrezia Fantasia,ô or the óMarche Marocaine.ôò 
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By 1844, advertisements for Andrewsôs New Musical Circulating Library appeared in the 

local press, suggesting that Hoffmanôs father had entered the retail music business.
14

  Andrews 

bought, sold, rented and repaired pianos, and became a local retailer of sheet music, which 

proved convenient for his aspiring son.  On 8 June the Courier (and on 22 June in the 

Manchester Times) announced the publication of Schubertôs ñErl-Kingò arranged as a piano solo 

by Master Richard Hoffman Andrews.
15

  Within two years, titles for a dozen other pieces 

appeared in local periodicals and in the front-matter of various other compositions.  These 

adolescent works are perhaps of little significant; however, they nonetheless demonstrate his 

early compositional potential, while immediately contributing to Hoffmanôs prodigious 

reputation. 

By age thirteen, Hoffman was an acclaimed local talent, but his abilities had yet to be 

recognized beyond Manchester.  In May of 1845, two weeks prior to his fourteenth birthday, the 

press mentioned Hoffmanôs first and apparently only appearance before a London audience.  

This must have been his most important performance to date.  Announcements in both the 

Courier and the Times followed reviews for a previous concert, which took place on 15 May.  

The Times advertised this concert would be: ñHis last public performance in Manchester, prior to 

his playing in London, at the Concert Rooms of the Society of British Musicians.ò
16

  In 

reviewing the 15 May concert, the Courier stated: ñMaster Richard Hoffman Andrewsô fantasies 

on the grand piano-forte were admirably given and loudly applauded,ò followed by a similar 

                                                           
14

 Eventually, the business took on the name: ñR. Andrewsô London Piano Forte & Harp Bazaar.ò 
15

 Almost fifty years later (1893) Hoffman published Der Erlkönig Lied von Franz Schubert, Op. 107.  Since the 

transcription is a sparse amateur setting, one wonders if this later publication and Hoffmanôs youthful work are one 

in the same.  
16

 Manchester Times, 10 May 1845. 
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endorsement for the upcoming London concert.
17

  Since this performance was for the Society of 

British Musicians, it may have been a private event and thus, not reviewed.  The London press 

apparently did not mention Hoffmanôs concert; however, the performance did take place, giving 

the pianist exposure in the capital city.   

During the two and one-half years before Hoffman traveled to America, the press 

documents minimal activity.  The Courier mentions only one concert of note, which took place 

on 11 July 1846.  Hoffman was heard at the piano and with concertina, and Edward played 

violin, while their father also performed at the piano.  Hoffmanôs selections for this event are 

significant, as they show a shift in emphasis, placing further attention on his abilities at the 

keyboard.  The advertisement states the pianist was now programming works by de Meyer, 

Thalberg, and Liszt.
18

  This suggests that his skills were developing to a level consistent with 

performance standards of the time, while an absence of other concert appearances also suggests 

that Hoffman may have spent these final years practicing and acquiring the repertoire he would 

need to make an impact in the United States.
19

 

 

Destination: America 

When Hoffman arrived in New York, the impression left by two internationally-acclaimed 

pianists, de Meyer and Henri Herz (1803-1888) was significant and still reverberated throughout 

                                                           
17

 Manchester Courier, 17 May 1845.  In his memoirs, Hoffman briefly recalls this performance; however, he states 

that the performance took place at the Erard Rooms.  
18 Manchester Courier, 11 July 1846. 
19

 During Hoffmanôs first year in America (1847-48), he performed two piano concertos: Mendelssohnôs Piano 

Concerto No. 1 in G Minor, Op. 25 and the Koncertstück by Weber.  His solo repertoire included Thalbergôs Grand 

Caprice sur des motifs de lôOpéra la Sonnambula, Op. 46; Lisztôs Réminiscences de Lucia di Lammermoor, S. 397; 

Émile Prudentôs Grand Fantaisie sur des motifs des Huguenots de Meyerbeer, Op. 18; a caprice on national airs; 

and a fantasy on Rossiniôs Semiramide by Leopold de Meyer.  The British press makes no mention of Hoffman 

performing with an orchestra while significant mention of larger piano repertoire only appeared by 1844.  Hoffman 

may have spent these last two years (1845-47) learning much of this repertoire.  
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the city.  These two keyboard wizards caused a sensation giving American audiences their first 

exposure to world-class virtuosity, while they established a benchmark by which other pianists, 

including Hoffman, would be measured.  De Meyer arrived first, making his debut at the Park 

Theatre on 20 October 1845.  The pianist immediately performed eight more times before 

expanding his tour to include multiple cities in New England and the South.  De Meyer returned 

to New York the following season, giving a final concert on 3 November 1846 before 

engagements once again took him almost exclusively into the Southern states.  Although his 

touring activities concluded in April 1847, the famous Austrian virtuosoôs farewell concert took 

place on 29 May with the Philharmonic Society of Philadelphia, just over six months before 

Hoffmanôs debut.
20

  De Meyerôs success on the American scene also had significance with 

regard to Hoffmanôs appearance later that year.  The press would quickly associate the young 

English pianist with the Austrian virtuoso by virtue of the few lessons in London, creating 

immediate and impressive publicity.  Hoffman also took advantage of his timely arrival by 

strategically programming several of de Meyerôs compositions.  

A week before de Meyerôs final New York performance, Herz arrived, giving the first of 

four concerts on 29 October 1846.  Riding the wave of excitement generated by de Meyer, the 

Austrian-born Parisian virtuoso spent the next three and one-half years performing up and down 

the East Coast, New England, and the South, while making occasional returns to New York 

stages.
21

  His final local concert during the 1847 season took place on 4 November, twelve days 

before Hoffman began his first series of performances.  Herz resumed touring and was absent for 

over a year, only returning to New York briefly in late 1848.  Whether strategically planned or, 
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 De Meyer did return to the United States in 1867; however, by that time, numerous other virtuosos had come and 

gone, while other high-ranking pianists now resided in New York.  This time his impact was less than significant. 
21

 Herz ultimately made his way to California, becoming the first virtuoso pianist to perform in the west.  His final 

concert in America took place in San Francisco on 20 April 1850. 
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more likely, a simple stroke of good fortune, Hoffmanôs arrival was well-timed.  Now, the two 

most celebrated virtuosos ever heard in the city were gone, whetting audienceôs appetites for 

more and leaving the concert stage open to the new English pianist.   

In the summer of 1847, Hoffman sailed from Liverpool to Boston on the Cunard 

steamship Cambria.  Sometime in August, the sixteen-year-old pianist arrived in New England.  

The next day, Hoffman set out for New York, where he was expected by his uncle, George 

Andrews.  Shortly thereafter, he made the acquaintance of the young Irish-born violinist Joseph 

Burke (1817-1902), who had recently concluded a tour with de Meyer and already established 

himself as an important talent.
22

  The duo first appeared on 16 November 1847, at New Yorkôs 

Tabernacle for Burkeôs first concert of the season.  The esteemed violinist drew public attention, 

while the young pupil of de Meyer, in his first American performance was the ñgreat feature of 

the evening.ò
23

 

To our mind he combines, to a great extent, in his playing, the delicate and beautiful 

fingering of Herz, with the energy and skill of his preceptor [de Meyer], while he is 

free from the gymnastic display which attends the performance of the latter.  He was 

enthusiastically received, and is, we doubt not, destined to attain the highest rank in 

his profession.
24

 

 

 

Richard Grant White, critic for the Courier & Enquirer was also impressed with the pianist: ñbut 

ere he was halfway through his first piece, Thalbergôs Sonnambula [Variations], he had fully 

vindicated his right to appear before any audience in the world as a solo player, and the 
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 See R. Allen Lott, From Paris to Peoria (New York: Oxford University Press, 2003), 48-51.  According to Lott, 

the young violinist and de Meyer appeared together in New York (1845) and in Philadelphia during the spring of 

1846.  The duo was a success and Burke joined the virtuoso pianist for the remainder of his concerts in America, 

which concluded on 30 April 1847 in Cincinnati. 
23

 Spirit of the Times, 20 November 1847, 464. 
24

 Ibid. See also ñMr. Burkeôs Concert,ò The Harbinger, 20 November 1847, 22: ñTo say that he now equals Herz or 

De Meyer, when physical power is a pre-requisite to compete with them, were absurd [sic], with his slight and 

apparently fragile person.  But he already plays with astonishing execution, and, for one of his years, with an 

admirable conception of his subject.ò 
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astonishment was transferred from his youth to his accomplishments.ò
25

  Confirmed by 

unanimous critical praise, Hoffmanôs first performance was a success.  With admittance to a 

ñswelled headò and ñconsiderable self-conceit,ò the pianist scheduled his own Grand Concert 

nine days later, at which he would be the headline performer.
26

 

 On Thanksgiving night, 25 November 1847, Hoffmanôs Grand Concert marked his 

official New York debut.  According to the pianist, an error in judgment regarding his choice of 

venue, led to only a mild success.  Rather than performing at the Apollo Rooms, which was a 

smaller yet more ideal location, an ambitious Hoffman returned to the Tabernacle.  The venue 

could easily accommodate two thousand people, but on that evening only a few hundred 

attended.
27

  He again programmed the Sonnambula fantasy by Thalberg and de Meyerôs 

Semiramide, but also included Grand Fantaisie sur des motifs des Huguenots de Meyerbeer, Op. 

18 by Émile Prudent (1817-1863) and Grand Fantaisie et Variations sur La Cracovienne by 

William Vincent Wallace (1812-1865).  Hoffman also introduced Wheatstoneôs Patent 

Concertina to New York audiences with a fantasy on themes from Belliniôs Norma.  This time, 

critics were friendly but did not hesitate in citing the pianistôs adolescent flaws.  Richard Grant 

White focused on the weakness of Hoffmanôs third and fourth fingers and the overall unevenness 

of his technique.
28

  Furthermore, White, however delicately, could not avoid comparing the 

young pianist to de Meyer and Herz, who had recently performed in the city.  The critic 
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 Courier & Enquirer, 20 November 1847, cited in Lawrence, Strong on Music, 1:453.  
26

 Hoffman, Some Musical Recollections, 96. 
27

 See Ibid, 95, 99.  According to the pianist, the lack of ticket sales for such a large (and likely more expensive) 

venue would have drained him financially; however, two wealthy patrons, Mr. Ogden Haggerty and Mr. Arthur T. 

Jones covered all his expenses.  According to his memoirs, Hoffman referred to this concert as a ñrather disastrous 

enterprise.ò 
28

 The critic was likely referring to the undeveloped outer part of Hoffmanôs hands, which would have affected his 

ability to make melodic figurations in the treble stand out against thicker sonorities underneath. 
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concluded on a positive note: ñThere is every expectation that [he] will be among the best-if not 

the best-of all living pianists.ò
29

 

 Hoffmanôs eventful first weeks before American audiences culminated with a concerto 

performance only two days later.  On 27 November 1847, the New York Philharmonic Society 

invited the pianist to play Mendelssohnôs Piano Concerto No. 1 in G Minor, Op. 25 on the first 

concert of their sixth season.  Critics all seem to agree upon the brilliance of this performance, 

while the pianist declared it was ñgreat encouragement at a time when I stood in need of it.ò
30

  

Henry Cood Watson, writer for the Albion (11December 1847), praised the pianistôs spirit and 

power in the fast sections but was particularly impressed with his display of delicacy, refinement, 

and passion in the second movement.  An observer for the New York Express warmly concluded 

his review with: ñWe were glad to see him there on this occasion, as it gave him an opportunity 

of stamping on the minds of some of our most discriminating judges an idea of his genius and 

talent.ò
31

  Critical remarks signaled initial success, which opened the door to an active career. 

 

Pianist on the Road 

Hoffman spent the next two years touring with Burke.  The duo performed throughout the East, 

up into Canada, down to Washington D. C., and as far west as Chicago, stopping in numerous 

                                                           
29 Lawrence, Strong on Music, 1:453.  See also the review by Charles A. Dana, music critic for the New York 

Tribune (26 November 1847), recounted by Hoffman, 97-99.  Again, the review is very gracious, yet concludes: 

ñAmerica is good for the accomplished master, who seeks a substantial harvest for the early years of labor and 

preparation; but it is not so good for the forming student who needs the severe influence of great models, and a truly 

cultivated public.ò 
30

 Hoffman, Some Musical Recollections, 99. 
31

 Watsonôs review appears in Lawrence, Strong on Music, 1:453.  See also Hoffman, 99-100 for the complete 

review from the New York Express. 
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smaller towns in between.
32

  The tour was not managed by a high-powered and influential 

impresario like Bernard Ullman (1817-1885) or Max Maretzek (1821-1897), who brought 

international superstars such as de Meyer, Herz, and Thalberg to America.  Rather, the young 

musicians arranged and self-promoted their own concerts.  Sometimes they would write in 

advance to friends, who then placed advertisements in the local newspapers.  Often the duo 

arrived a day or two early to stir-up public attention.  Touring was rigorous and profits were 

slim, especially in the smaller locales where they were, in Hoffmanôs words, ñamong the 

pioneers of art.ò
33

   

Upon returning to New York, an opportunity presented itself, which according to 

Hoffman, ñgave his career a start, which many years of ordinary concert-playing could never 

have done.ò
34

  By February 1850, the American showman and businessman Phineas Taylor 

Barnum (1810-1891) had begun assembling and promoting the American concert tour of Jenny 

Lind (1820-1887), which became one of the most celebrated musical events of the century.  For 

almost seven months the Barnum machine successfully marketed Lindôs vocal virtuosity, saintly 

generosity, grace, and elegance in hopes of appealing to every segment of the American 

populace.  Through Barnumôs careful publicity, New York City was charged with anticipation 

for the singer.  In preparation for an extensive tour, Burke was contracted as concertmaster, 

while the impresarioôs failure to secure the well-known Herz led to Hoffman being hired as 
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 It is said that Hoffman was the first pianist of note heard in Chicago when he and Burke performed at the 

courthouse during their 1848 tour.  See Josiah Seymour Currey, Chicago: Its History and Its Builders, a Century of 

Marvelous Growth, (Chicago: S. J. Clarke, 1912), 3:246; and John Tasker Howard, Our American Music, (New 

York: Thomas Y. Crowell Company, 1930), 282. 
33

Hoffman, Some Musical Recollections, 102-04.  Hoffman recalled a performance in Newburyport, Massachusetts, 

where after expenses, his share of the profits was less than a dollar.  The pianist also discusses how difficult it could 

be to locate an instrument for performances in smaller towns.  An account of their performance in Hamilton, Canada 

is charming as Hoffman explains how he and Burke had to roll a borrowed square-grand back to its ownerôs house 

immediately following the concert.  
34

 Ibid., 110-11. 



52 
 

second member of a supporting keyboard duo.
35

  Joining the German pianist, Julius Benedict 

(1804-1885), who would also serve as music director and conductor for the tour, Hoffman 

appeared frequently.  His performances with the Lind troupe began with the singerôs debut (11 

September 1850) and concluded almost a year later on 4 June 1851.
36

   

Although Hoffman was contracted for the upcoming tour, the extent of his actual 

involvement is unclear.  Following September performances in New York, Boston and 

Philadelphia, the Lind troupe regrouped in late October.  As preparations for the southern phase 

of the tour materialized, Barnum made a last-minute decision, cancelling Hoffmanôs 

engagement.  Saroniôs Musical Times brought the situation before the public with an article, 

ñTrouble in the Barnum Camp.ò  With litigation pending, the periodical cited Barnumôs release 

of Hoffman as an attempt to cut cost in the most unprofessional way.
37

  The heated situation was 

ultimately diffused when the pianist published a card in the New York Herald on 7 December, 

stating that Barnum had agreed to comply with the original terms of his contract.  Apparently, 

the impresario also made clear to Hoffman that his services would likely be needed again in 

                                                           
35

 English connections likely contributed to making this arrangement possible.  According to Hoffman, his father 

was instrumental in convincing Sir George Smart (a vocal teacher in London who taught Hoffmanôs sister and at one 

point, gave Lind some lessons) to write a letter of introduction to Barnumôs agent in London.  This gesture, 

according to Hoffman, was sufficient in persuading Lind into negotiations.  Shortly before Lindôs departure for 

America, she sang in Manchester alongside Hoffmanôs sister, Helen Andrews.  At the time of Hoffmanôs contract 

with Barnum, it was assumed that Helen would also sing with Lind throughout the American tour.  This plan was 

cancelled.  Burke, unlike Hoffman, remained with the Lind troupe, performing at every concert. 
36

 It is likely that Hoffman was only a regular performer with the Lind troupe during its initial east-coast 

performances and when they returned to New York in 1851.  The pianist appeared with Lind in New York, Boston, 

and likely in all other east-coast engagements until the group embarked upon the southern leg of their tour.  The 

Lind troupe traveled throughout the South, down to Havana, up to New Orleans, and west to St. Louis.  From 

Missouri, they returned to New York via Kentucky, Ohio, and Pennsylvania.  For these engagements a group of ten 

orchestral regulars was hired with all other instrumental needs filled by local musicians from the cities in which 

concerts were scheduled. 
37 Saroniôs Musical Times, 30 November 1850, 99. 
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February, as the troupe made its way to New Orleans; however, the citation makes no mention of 

the pianistôs involvement throughout the rest of the tour.
38

   

For almost a year, Hoffman was associated with the famously popular and successful 

Lind concerts, but this engagement was about to end.  On 2 June 1851, two days before 

Hoffmanôs final appearance, the singer brought in another German pianist, Otto Goldschmidt 

(1829-1907).  The new keyboardist was purportedly hired to replace Benedict, who soon 

departed for England.
39

  Ultimately, Goldschmidt performed again on 6 June and henceforth was 

the only pianist for the remainder of the Swedish Nightingaleôs American concerts.
40

  It is 

unclear why Hoffman initially left the Lind troupe.  He may have only been contracted for the 

first year of touring.  Likely, Hoffmanôs departure was in some way connected to the termination 

of the original performance agreement between Lind and Barnum, which the latter made know in 

the press on 3 June 1851.
41

   

Regardless of the circumstances, Hoffmanôs touring activity with Lind ceased on 4 June 

1851 and he quickly took other opportunities in New York City.  Following a successful debut 

                                                           
38 See Lawrence, Strong on Music, 2:129-30; New York Herald, 7 December 1850; and W. Porter Ware and 

Thaddeus C. Lockhard Jr., P. T. Barnum Presents Jenny Lind (Baton Rouge: Louisiana State University Press, 

1980).  The authors reproduce several programs from the first leg of Lindôs tour; Hoffmanôs name is not included.  It 

is difficult to ascertain whether the pianist even joined the tour again before they returned to New York, where 

Hoffman did perform with Lind several more times. 
39 Ultimately, Benedict accepted a position as conductor at Her Majestyôs Theater in London.  Burke then took over 

as orchestral director for the remainder of Lindôs tour. 
40

 On 5 February 1852 Jenny Lind and Otto Goldschmidt were married.  Much speculation surrounds her choice to 

include the new German pianist.  Lawrence suggests the likelihood of long-standing romantic feelings between the 

two and the possibility that Lind was simply waiting for the right moment to ñsummonò the pianist from Germany 

(Lawrence, Strong on Music, 2:154).  Nonetheless, the presence of Goldschmidt marginalized the necessity of 

keeping Hoffman on board.  Goldschmidt was not a celebrated virtuoso; however, he was capable of covering all 

pianistic tasks the tour demanded.  Lindôs concerts were restructured to accommodate one pianist instead of two, 

which also carried the financial benefit of employing one less musician.  
41

 The terms of the original agreement between Lind and Barnum called for 150 concerts.  The contract also 

included certain conditions that allowed for early termination at sixty or one hundred concerts.  They agreed upon 

the latter, with the final New York concert given on 6 June 1851.  Hoffmanôs last concert, two days earlier suggests 

that the terms of his employment coincided with the original agreement and final arrangements between Lind and 

Barnum. 
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season in 1847, his active schedule with Burke, and having occupied a high profile position with 

Lind, the pianist established a solid reputation.  Recognized as an artist of merit, Hoffman was 

now in high demand for the contributions he could bring to other concert programs. 

 

Figure 2.1: Jenny Lind Concert Program Tripler Hall, 1850 

(Courtesy Newberry Library, Chicago.  Call # MMS Thomas) 
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Resident Pianist in New York City 

When Hoffman permanently settled into the New York scene, the most prominent pianists in the 

city were Henry Christian Timm (1811-1892), William A. King (1817?-1867), William 

Scharfenberg (1819-95), Ludwig Rakemann (1816-?), and Frederick Rakemann (1821-1884).
42

  

This early wave of talent not only shaped Americaôs initial impression of what a pianist should 

be; they also established a model that Hoffman followed.  Since the notion of a solo recital was 

not yet part of the American musical landscape, most of the above pianists took on a more 

utilitarian role.  During the first half of the nineteenth century, concerts in America resembled 

the long-established ñmiscellaneousò approach to programming, which was already giving way 

to more specialized performances in Europe.
43

  Almost without exception, as an attempt to 

appeal to a vast audience, concerts in New York normally included pianists, singers, other 

instrumentalists, and often various chamber or ensemble scenarios for each event.  Orchestral 

overtures and other works arranged for multiple keyboardists were also very popular and 

frequently performed.  Thus, having two or more pianists involved within a single performance 

was not uncommon.
44
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 Louis Rakeman occasionally appears in the press; alternate spellings of the pianistôs last name, such as 

ñRakemanò or ñRackemanò or ñRackemann refer to the same person.  The press consistently called the younger 

pianist ñFrederick Rakemannò when referring to Ludwigôs brother.  Three other keyboardists should be mentioned.  

The French pianist, Denis-Germain Étienne (1781-1859), was one of the earliest established pianists in New York.  

By the time Hoffman arrived, Étienne was occasionally still active as a collaborative artist but was entering the final 

stages of his career.  Daniel Schlesinger (1799-1839) was perhaps the first pianist to demonstrate serious virtuosity; 

however, early death in 1839 diminished his impact.  The Polish pianist Kossowski was also important as the first 

documented performer of Lisztôs music in America (1839), but seems to have left the city by the early 1840s.  
43 See William Weber, The Great Transformation of Musical Taste (New York: Cambridge University Press, 2008). 
44

 One performance of note that illustrates the popularity of works for multiple pianists and underscores the 

necessity of employing multiple keyboardists occurred on 22 May 1850.  The event showcased James Pirssonôs 

ñAmerican Mammoth.ò  The unusual instrument was a double grand piano constructed with opposing keyboards, 

which facilitated duo performance.  Hoffman, Scharfenberg, Timm, and William King performed eight-hand 

arrangements from Spohrôs Jessonda, Auberôs Le Cheval de bronze, and Beethovenôs Prometheus and Egmont 

Overtures. 
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A typical concert generally included a pianist who performed a solo work or two, and 

then the keyboardist might collaborate with other singers or instrumentalists on the same 

program.  Often, one pianist appeared as a featured artist, playing only solo repertoire, while 

another keyboardist was on hand for other performance duties.  When a pianist was the 

headliner, more places for solo selections normally fleshed out programs.   

Knowing that Hoffman functioned within this variety-concert dynamic sheds light on his 

own performance strategy.  During his most active years, the pianist normally filled the position 

of featured artist on concert programs.  Although Hoffman did present a Grand Concert for his 

debut season and co-headlined during the tours with Burke, he never established himself as the 

main attraction, in the way Gottschalk would and the Rakemann brothers briefly did before him.  

Hoffman also did not take on the regular role of supporting pianist or collaborative artist like 

Timm and Scharfenberg.  Rather, his position as featured soloist meant he typically appeared 

once or was heard twice during a concertðonce in each half of the program in support of the 

headliner. 

Hoffmanôs most active years were between 1850 and 1866.  His performances included 

featured appearances with numerous headliners, including violinists, Eduard Reményi (1830-

1898), Henry Appy (1826-1903), and Paul Jullien (1841-60?); vocalists included Emma G. 

Bostwick (1813-1894) and Mme. Biscaccianti (1824-96), among others.  Often these musicians 

were making debuts or return performances and, likely, desired the assistance of a reputable 

pianist to attract audiences and command positive reviews in the press.
45

  The pianistôs tours with 

                                                           
45

 Eduard Reményi arrived in New York in 1850, a political exile from Hungary.  His first New York performance 

was on 9 January 1850.  For this event, Hoffman played the Sonnambula fantasia by Thalberg.  Saroniôs Musical 

Times (12 January 1850, 181) suggests that Hoffman played the Thalberg better than ever before.  Eduard Reményi 

quickly received critical attention as a violinist of rare ability.  The violinist made a small tour of the east coast and 
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Burke may have appealed to instrumentalists, while his association with Lind likely enticed 

singers.  He also played the big repertoire of de Meyer and Thalberg, which could easily raise 

levels of excitement with any audience.  Finally, appearing with Lind in the most high-profile 

concerts the city had ever experienced, allowed the pianist a certain cachet that few locals in his 

position could boast.  Frequent performances with numerous singers and other soloists probably 

contributed favorably to his reputation and sustained Hoffman financially; however, forthcoming 

engagements with fellow pianists were more impressive affairs. 

                                                                                                                                                                                           
appeared in New York several more times, choosing other pianists for the rest of these performances (Timm and 

Scharfenberg).  The Dutch violinist, Henry Appy gave his official New York debut on 23 October 1851 (the 

program was apparently repeated six days later) and Hoffman was the showcased pianist.  Appy seems to have also 

toured with Jenny Lind.  Paul Jullien, the French violin prodigy, gave his debut in New York on 2 July 1852 with 

Hoffman engaged as an assisting artist.  Jullien stayed in America for six years, from age 12 to 18, giving his final 

farewell concert in March 1858.  Hoffman appeared at least four times with the violinist, but did not tour with the 

prodigy.  Jullien performed the east coast circuit and also toured Cuba and South America.  The Boston-born 

soprano Else Biscaccianti, started a career early and was last heard in New York in 1849 before going to England 

where she reportedly enjoyed great success.  She returned to New York, heralded as an American prima donna.  

Hoffman was apparently the pianist for her two performances in New York.  Shortly thereafter, the singer left to 

seek fortune in the West (San Francisco).  She was the first great musical star to visit San Francisco (1852) and 

never returned to New York.  The American singer, Mrs. Emma Bostwick, was born in Philadelphia and began her 

professional career at the Handel and Haydn Society of Boston in 1828.  She performed regularly in New York City 

until 1857 when she moved to Chicago where she became active in church music.  She returned to New York in 

1866 and stayed until 1870, when she moved to Morristown, New Jersey, where she died on 31 December 1894.  

The most visible American musician to appear in 1851, Bostwick was at the time the music director at the Church of 

the Ascension, at Fifth Avenue and Tenth Street.  She made her return to the concert stage on 20 January 1851.  

After this very successful performance, Bostwick was encouraged to establish a series of soirées musicales.  Many 

of New Yorkôs best musicians were brought in to flesh out her programs.  Hoffman performed on at least three of 

the events, including the premiere performance.  Throughout the next few years, Bostwick continued her regular 

soirées, making use of various other pianists.  Hoffman does not seem to have performed with the singer during 

these later efforts; however, during c. August-October 1852, Hoffman seems to have toured with Bostwick. 
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Association with celebrated artists like Louis Moreau Gottschalk (1829-1869) had a 

positive influence on Hoffmanôs reputation and further underscored his significant position in 

New York.  On 10 January 1853, the New Orleans-born pianist returned, fresh from studies and 

very successful European tours.  Gottschalk quickly arranged his debut, which took place on 11 

February followed by a second performance eight days later.  His supporting cast included 

several other performers: the soprano Madame Rosa de Vries (1828-1889), the tenor John 

Frazer, and the American flutist John A. Kyle (ca. 1810-1870), who was accompanied by George 

Frederick Bristow (1825-1898) at the piano.  Along with solo selections, Gottschalk programmed 

two works that required the assistance of another keyboardist.  Hoffman joined forces in the 

performance of Gottschalkôs Grand Fantaisie Triomphale on Verdiôs Jérusalem, Op. 84 and a 

ñWaltz di Bravuraò (now lost).  These performances signaled the start of an enduring friendship 

and collaborative relationship, which helped keep Hoffman in the spotlight.   

Almost a decade later, after returning from Cuba, Gottschalk again called upon Hoffman 

and the two gave five more performances in February 1862.  For these concerts, they performed 

Ojos Criollos, Op. 37 for four hands and Gottschalkôs Overture de Guillaume Tell Grande 

Morceau de Concert for two pianos.  It is likely a testament to Hoffmanôs abilities that 

Gottschalk immediately secured the pianist for his homecoming concerts, furthermore calling 

Hoffman, ñone of the rare brotherhood of the piano, who has always given me proofs of good 

fellowship.ò
46

  The two pianists shared the stage at least thirteen times between 1853 and 1862. 
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 Louis Moreau Gottschalk, Notes of a Pianist, ed. Jeanne Behred (New York: Alfred A. Knopf, 1964), 44.  The 

remainder of Gottschalkôs quotation on Hoffman is noteworthy: ñOf all the pianists who have visited the United 

States, there is not one whose talent merits more esteem than that of Richard Hoffman.  A conscientious artist, a 

perfect musician, a distinguished and modest man, he has arrived legitimately and without effort at the high position 

that he occupies.  His taste and the moderation of his judgment have preserved him from coteries.  He is neither the 

chief nor the instrument of any clique.  He admires and understands the great dead (I mean the classics), but he does 

not conclude from this that he must kill the living who possess talent.  He does not believe that in admiring 
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Another example demonstrates Hoffmanôs abilities and his relationship with fellow 

pianists.  In 1865, the English virtuoso James M. Wehli (1831-1887) arrived in America.  His 

local concerts provided Hoffman another high-profile opportunity as a featured performer.
47

  

Largely unknown to American audiences, Wehli was a long-time established performer in 

Europe.  Critics immediately heralded the virtuoso as the greatest technician the United States 

had ever seen.  Reviews after his New York debut describe Wehliôs unusual abilities: ñHe is a 

master of the instrument . . . His wrist passages are tremendous.  He plays octaves, sixths and 

thirds with a facility which has never been known here.  His left hand (and he played two pieces 

for the left hand alone) is something that must astonish the most experienced concert-goers.ò
48

  

Critics suggested Wehliôs technique was so impressive that he was immediately dubbed, ñthe 

pianist with two right hands.ò
49

  For a year, the virtuoso caused a sensation in America until 

1866, when he returned to England.
50

  In January, Wehli announced a series of ñfarewellò 

concerts for which, he called upon Hoffman to assist.  The two pianists performed together three 

times, commanding very impressive reviews: 

  

                                                                                                                                                                                           
Schumann he is compelled to believe that Rossini is a fool.  He comprehends Bach but does not shrug his shoulders 

on hearing the name Bellini.  In conclusion, he is an artist and a gentleman.ò  Gottschalk also demonstrated his 

appreciation of Hoffman in the dedication of one of his most popular pieces, Le Banjo, Grotesque Fantaisie, 

Esquisse Américaine, Op. 15.  Also of interest, Hoffman was a pall-bearer at Gottschalkôs funeral on 3 October 

1870. 
47 In 1875, Hoffman did appear again with another visiting pianist of note.  On 27 December (with a repetition on 30 

December), he joined Hans von Bülow for the performance of concertos for two, three, and four keyboards by J. S. 

Bach.  The concertos for three and four performers also included one of Hoffmanôs students, Mrs. C. B. Foote, and 

one of B¿lowôs former America students, Miss Marion Brown. 
48 New York Times, 14 February 1865.  The criticôs use of the phrase ñwrist passages are tremendousò likely refers to 

Wehliôs ability to execute rapidly-repeated notes in various combinations. 
49

 See New-York Daily Tribune, 14 February 1865: ñWe speak of him now as an executant, as one who has a very 

beautiful and perfect mechanique, as one whose fingers have been educated so faithfully and so admirably that he is 

said to have two right hands ï although in his case, if we wish to compliment him, we should say he has two left 

hands, so perfect is his left hand mechanism.  His style is essentially that of the Thalberg School, not only his 

playing but his composition.ò 
50

 Wehli made two more American tours in 1870 and in 1872. 
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Thalbergôs Norma duet for two pianos, by Richard Hoffman and Wehli, was as 

perfect an example of piano-forte playing as the world can offer at this day.  Their 

fingers seemed guided by one mind; in tone and expression, in delicacy, accuracy and 

brilliancy, and in all the fine artistic shadings which give the crowning finish to a 

performance, they left no perfection to be desired or imagined.
51

 

 

 

This review demonstrates the typical praise showered upon Wehli but also gives insight into 

Hoffmanôs abilities.  Hoffman is not mentioned as a subordinate or supporting player, rather the 

tone of the article suggests an artist on par with the one of the greatest technicians of the time. 

 

Hoffmanôs Repertoire 

The solo piano works Hoffman chose to perform are typical of the period and effectively 

demonstrate the kind of music that was popular in America during the central decades of the 

nineteenth century.  From his debut concert in 1847 until 1863, Hoffmanôs performance 

repertoire included roughly thirteen operatic fantasies or arrangements by composers such as 

Auguste Bertini (1780-1856), Liszt, Prudent, Alfred Jaëll (1832-1882), and himself, with works 

by Thalberg and de Meyer representing a majority.  He also programmed a similar number of 

character pieces by Chopin, Gottschalk, Stephen Heller (1813-1888), Henry Litolff (1818-1891), 

and Wallace, while occasionally performing his own compositions.  This list does not include, 

however, the fantasies arranged for two pianos performed with Benedict during the Lind tours 

and pieces programmed by Gottschalk and Wehli (compositions by Gottschalk and Thalberg).  

At the time, piano music by Bach, Beethoven, Mozart and others, that in later decades would be 

                                                           
51

 ñWehliôs Matinee at Wallackôs Theater,ò Tribune, 27 April 1866, 4. 
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considered canonic, were seldom heard from American concert stages; solo pieces by these 

composers are completely absent from Hoffmanôs early concert programs.
52

  

In total, Hoffman seems to have performed approximately thirty different solo works in 

public over a fifteen-year period.  A small handful, mainly the operatic fantasies, seemed to be 

the core of his repertoire.
53

  The frequency with which Hoffman repeated select pieces sheds 

light on current performance practice and illustrates a common strategy toward concertizing in 

general.  Not only did pianists repeat the same compositions in various performances throughout 

an entire season, they often presented the same pieces over and over for successive years.  Thus, 

pianists at the time, including Hoffman, seemed to limit the music they performed in public to 

the pieces they knew successfully demonstrate showmanship, while also appealing to popular 

musical tastes.  For example, between 1847 and 1851 Hoffmanôs performances featured 

Thalbergôs Grande Caprice sur des motifs de La Sonnambula, Op. 46.  He programmed the work 

each successive year, usually giving several performances throughout the season.  The same is 

true of Lisztôs Réminiscences de Lucia di Lammermoor, S. 397 and Hoffmanôs own Fantasia on 

National Airs, which he also programmed regularly between 1848 and 1854.
54

  By contrast, he 

performed a limited number of character pieces, seldom repeating them.  Since Hoffman only 

appeared once or twice on most programs, he only required a few works for any given 

performance, and for that matter, an entire season.  In this sense, his repertoire was functional.  

                                                           
52

 Toward the end of the century and much later in his career, Hoffman made infrequent appearances that included 

pieces by Bach, Schumann, and others. 
53 The popularity of the operatic fantasy in New York cannot be overstated.  Throughout most of the nineteenth 

century, pieces in this category remained the foundation of most programs by virtuosos who visited and/or stayed in 

New York.  
54

 The New York press cites Hoffman performing two works titled ñFantasia on National Airs,ò one attributed to de 

Meyer and the other composed by himself.  The work by de Meyer is a set of variations on ñHail Columbiaò and 

ñYankee Doodle,ò published as Airs Nationaux Américains, while the piece by Hoffman is called Variations on 

ñHail Columbiaò and ñGod Save the Queen.ò  This work remains unpublished and survives as a signed holograph at 

the New York Public Library (OCLC 78646634). 



62 
 

Performance practices established later in the nineteenth century would suggest the quantity of 

Hoffmanôs repertoire was limited; however, considering the circumstances, this approach makes 

sense.  Furthermore, although the repetitive nature of Hoffmanôs programs might seem extreme 

today, it was typical of the time.
55

  

 

Hoffman and the Concerto 

From his first years in America, concerto engagements occupied a prominent position in 

Hoffmanôs performance activity, and remained so throughout his entire career.  In 1842, the New 

York Philharmonic Society was founded.  Hoffman first played with the Society on 27 

November 1847, when they programmed Mendelssohnôs Piano Concerto No. 1 in G Minor, Op. 

25.  With this performance, Hoffman became the second pianist in the history of the Society to 

appear as soloist.
56

  The success of this initial engagement led to a forty-five year relationship 

with the Society and nineteen other scheduled appearances.
57

  Throughout his career, Hoffman 

was showcased in concertos by Beethoven, Chopin, Hummel, Mendelssohn, Mozart, and Weber, 

as well as contemporary works by the English composer William Sterndale Bennett (1816-1875) 

and the Moravian-born Ignaz Brüll (1846-1907).  His playing generally received positive 

remarks in the press; however, one performance during the 1853-54 season proved critical to 

Hoffmanôs reputation. 
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 Understanding this dynamic further underscores the huge significance of Anton Rubinstein, who arrived in 

America in 1872.  The Russian pianist came equipped with a massive repertoire, which included many more canonic 

works than operatic fantasies.  Rubinsteinôs concerts frequently lasted for hours and by contrast, made very limited 

use of supporting artists. 
56 At the time, Henry Christian Timm (1811-1892) was the only other pianist to appear with the orchestra.  He 

performed works for piano and orchestra during the Societyôs first five seasons (see Chapter One).  Interestingly, 

Timm played the same Mendelssohn concerto twice during the previous season. 
57

 Including public rehearsals, Hoffman appeared with the Society over thirty times.  Only one other pianist during 

the nineteenth century played as frequently with the Society.  Sebastian Bach Mills also gave twenty scheduled 

performances with the orchestra, not including public rehearsals. 
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On 4 March 1854, Hoffman appeared with the New York Philharmonic Society on the 

third concert of their twelfth season, playing the second and third movements of Chopinôs Piano 

Concerto No. 1 in E Minor, Op. 11 to rave reviews.
58

  With this performance, critics were 

unanimously convinced of the pianistôs artistic merits, beyond the superficial virtuosity of his 

previous programs.  Henry C. Watson, now writing for Leslieôs Illustrated Newspaper, 

recognized a new level of artistic expression, stating that the pianistôs rubato was perfect, great, 

and idiomatic of Chopinôs playing.
59

  The writer for the Albion also remarked: ñMr. Hoffman 

truly astonished us by the progress he has made since we last heard him.  Always a fine and 

brilliant, but an impetuous, dashing, not over-careful pianist, he seems to have suddenly 

corrected all the faults which heretofore might critically have been found in him.ò
60

  The Tribune 

declared that Hoffman ñbrought down the house.ò
61

  His triumphant performance and artistic 

progress likely were contributing factors to the pianist receiving honorary membership to the 

New York Philharmonic Society later that year.   

Although the Chopin concerto proved a breakthrough event, Hoffmanôs reputation as a 

soloist rested largely on his performance of works by Mendelssohn and Mozart.
62

  On 14 

February 1885, Hoffman gave his final concerto appearance with the New York Philharmonic 
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 This performance was announced as the New York premiere of this concerto; however, the pianist Henry 

Christian Timm gave the same concerto almost a decade earlier on 21 November 1846. 
59

 Brodsky Lawrence, Strong on Music, 2:491. 
60

 The Albion, 11 March 1854.  Burkhardt concludes his review with a sharp reprimand of Hoffmanôs encore, which 

was apparently a piece by Gottschalk (likely an ñIntroduction and Grand Waltz di Bravuraò), calling the work out of 

place.  For an encore, the critic expected a repeat of the piece that was ñdemanded.ò  This incident sheds light on the 

practice of giving encores during the nineteenth century.  If the audience recalled an artist, it was common practice 

for the performer to repeat that piece.  Today, of course, and later in the century, we expect the performer to offer an 

additional work. 
61

 ñConcert of the Philharmonic Society,ò Tribune, 7 March 1854, 6. 
62

 Of Hoffmanôs twenty scheduled performances with the New York Philharmonic Society, eleven were in works by 

Mozart or Mendelssohn. 
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Society.
63

  By this point in the century, another generation of pianists had come.  Although the 

younger virtuosos boasted bigger works by Liszt, Brahms, Rubinstein, and Tchaikovsky, the 

Society still saw merit in calling upon Hoffman to perform Mozartôs Piano Concerto in D Minor, 

K. 466:  ñThe gentleman has for years enjoyed a most enviable reputation among musicians of 

the city, one of the testimonials of which is the honorary membership he holds in the 

Philharmonic Society.  This membership is our musical peerage and nobody upholds it with 

greater dignity than Mr. Hoffman.ò
64

  The writer for the Tribune sang the merits of Mozart, 

contrasting the work with the ñshowy and sonorous concertos of to-day;ò furthermore, declaring 

the necessity for ñthe most brilliant mechanical skill imaginableò and ña delicate appreciation of 

the spirit of Mozartôs age.ò  The review concludes with glowing approval of Hoffmanôs 

performance: 

  Mr. Hoffman in a marked degree possesses all these requirements.  He reproduced the 

body of the concerto with the greatest fidelity to all its beauties and filled it with the 

delightful spirituality which Mozart intended the body to carry.  The technical 

exposition was finished and clear; the poetical sentiment had lovely health and over 

all the interpretation rested the ease and grace which told of a perfect co-operation of 

all the elements of good pianoforte playing.  The playing called out most hearty and 

deserved enthusiasm.
65

 

 

 

This review not only demonstrates the high level of ability Hoffman displayed in concerto 

performance, it also gives some indication to the position he achieved in the ranks of New 

Yorkôs musicians.  The sentimental tone of the introductory remarks underscores the virtuosoôs 

popularity and brings attention to the reputation Hoffman secured through a lifetime of work.  
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 On 21 April 1892, Hoffman made his last appearance with the New York Philharmonic Society.  For this 

occasion, he played the piano part in Hummelôs Piano Quintet in D Minor, Op. 74.  On 9 November 1897 Hoffman 

performed his war-horse: Mendelssohnôs Piano Concerto in G minor under Anton Seidl at Chickering Hall.  This 

event marks the final concerto performance of Hoffmanôs career. 
64

 ñNew-York Philharmonic Society,ò Tribune, 15 February 1885, 7. 
65

 Ibid. 
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The Collaborative Pianist 

Throughout his career, chamber music also held a significant place in Hoffmanôs professional 

activities.  The periods between 1852 to 1858 and 1882 to 1889 demonstrate his most active 

periods in this arena.  Although not new to New York audiences, chamber music was normally 

only included, to some degree, as part of the ñmiscellaneousò concerts that were typical 

throughout the much of the nineteenth century.  At this time, events dedicated entirely to 

chamber genres were not common.
66

  By the 1840s several attempts to organize chamber music 

series became important endeavors.  In 1843, the violinist Ureli Corelli Hill (1802-1875), one of 

the founding members of the New York Philharmonic Society, their first president and 

conductor, established the earliest chamber music series in New York City.  The effort was 

short-lived, but paved the way to more significant developments.  

 In 1850, the German musician/journalist Hermann S. Saroni (1824-1900) spearheaded 

the most significant effort to date, which ultimately became one of the most successful and long-

running chamber music series in New York during nineteenth-century.  Saroni had recently 

purchased The American Musical Times from fellow literary figure, Henry C. Watson.  After 

renaming the weekly periodical Saroniôs Musical Times, he soon established the ñchamber music 

soir®esò as a promotional vehicle for his journal.  With purchase of a subscription, Saroni gave 

his customers the option to buy tickets to the highly publicized events, while early-bird 

subscribers received free admittance.  The series ran for almost a decade, with many of the cityôs 

                                                           
66

 By 1816-17 the first concerts showcasing chamber music appeared in the ñAcademic and Didacticalò concerts.  In 

1839, the pianist simply known as Étienne seems to have been one of the earliest pioneers in the genre.  On 19 May 

1841, Louis Rakemann appeared in concert with the German violinist, Leopold Herwig (1815?-1845).  The two 

artists performed a Beethoven sonata for violin and piano.  This was likely the first time such a work was presented 

in New York.  At the same concert, all four movements of Beethovenôs Quintet in E-Flat Major, Op. 16 (1796) were 

also performed.  Again, on 6 December 1841 Rakemann included a Beethoven trio in his final appearance with 

assisting artists, John Nagel (violin) and George Knoop (cello).  Scenarios like this became common, with artists 

programming a chamber work or two that employed the supporting members of the eveningôs concert.   



66 
 

best and most prominent artists engaged.  Beginning in 1852, Hoffman made regular 

appearances as soloist and collaborator until the soirées final season in 1858.   

With the dissolution of Saroniôs ñsoir®es,ò a period of twenty-two years passed before 

Hoffmanôs re-emergence as a chamber player on a formal level.
67

  In 1878, directed by the 

German-born violinist, Richard Arnold (1845-1918) and assisted by fellow New York 

Philharmonic Society members, the New York Philharmonic Club announced their 

establishment.
68

  The Club organized its first concert series in 1880 and became one of the most 

significant local chamber ensembles since the Mason/Bergmann (later, Mason/Thomas) group 

that first performed some twenty-five years prior.
69

  The writer for the New York Times called the 

Club, ñwithout a doubt, one of the best that has ever been organized in this City.ò
70

  During the 

1880 season, Hoffman performed with the ensemble at its second concert and continued making 

frequent appearances until 1889.  Through his relationship with the Philharmonic Club, the press 

affirmed Hoffmanôs abilities as an important chamber player:  ñThe temptation is strong to say 

that he stands easily at the head of New Yorkôs pianists in ensemble playing; his individual work 

is always finished, and his conception of the duties of one who co-operates with others in the 
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 See Hoffman, Some Musical Recollections, 23.  According to the pianistôs wife, by the early 1870ôs, the 

ñmiscellaneousò approach to concert giving was falling out of fashion.  Recitals and chamber music were becoming 

much more appreciated.  She documents that Hoffman organized a subscription series that ran for three seasons at 

the Chickering piano establishment, which predated Chickering Hall.  The venue included a small concert hall, 

which according to Mrs. Hoffman, was ideal for chamber music.  The concerts were small and social events, too 

ñinformal to enter the lists of public criticism.ò  Beginning in the late 1860s, Hoffman also became very active with 

the organization of Trio clubs, which met in private houses. 
68

 Richard Arnold served as concertmaster of the New York Philharmonic Society from 1885-1909.  He was a 

director of the Society from 1879-95 and vice-president from 1895-1918.  Following studies with Ferdinand David 

in Leipzig, Arnold came to the United States and took the position of first violinist in the Theodore Thomas 

Orchestra.  
69

 Little has been written about the New York Philharmonic Club.  What can be learned comes from the New York 

periodicals of the day.  The ensemble was founded in late 1879 by members of the New York Philharmonic Society 

and seems to have continued performing, with various changes in personnel until the final years of the nineteenth 

century (1897?). 
70

 ñThe Philharmonic Club,ò Times, 10 November 1880, 5. 
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production of a work worthy of all praise.ò
71

  Previously, other pianists such as Timm, 

Scharfenberg, and later, William Mason (1829-1908) may have held more visible positions, but 

Hoffman was also a highly respected collaborative artist and among the first keyboardists in New 

York who regularly performed chamber music. 

 

Teaching in New York 

Throughout most of his life, Hoffman dedicated a large portion of his musical energy to 

pedagogy.  It is difficult to determine precisely when the pianist adjusted his professional 

activities, to place more emphasis upon teaching; however, the shift seems to have occurred late 

in the 1860s.  By 1870, a noticeable decline in Hoffmanôs public performance record coincides 

with his marriage to Fidelia Marshall Lamson (1848-1921) of Ipswich, Massachusetts.
72

  At this 

time, Hoffmanôs concert activity dwindled, with the pianist making fewer and fewer public 

appearances.  Throughout the 1870s and 1880s annual performances with the New York 

Philharmonic Society, the Brooklyn Philharmonic, the Mendelssohn Glee Club, various chamber 

music events, and occasional benefit concerts would bring the pianist out of seclusion only two 

or three times each season.  Thus, for the next thirty years, efforts previously poured into 

performance were now concentrated mainly on teaching and composing.
73

  

                                                           
71 ñMusical Matters,ò Tribune, 11 March 1885, 4. 
72

 The couple were married on 29 March 1869.  Hoffman was thirty-seven, while Fidelia was twenty-one years old. 
73

 According to Mrs. Hoffman, this shift began much earlier at the termination of the Lind concerts in 1851; 

however, Hoffmanôs performance record supports the notion that he remained more active throughout the 1860s.  

Mrs. Hoffman also suggests that Richard did embrace married life and afterwards, seldom took engagements that 

might take the pianist from the tranquil family life he enjoyed.  In total, the Hoffmanôs had six children; the 

youngest daughter was the sculptress, Malvina Hoffman (1885-1966).  With the responsibility of a fairly large 

family, it is likely that Hoffman chose the more practical aspects of teaching and composing, allowing for more time 

at home. 
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By all accounts, Hoffman seems to have been a highly-regarded piano teacher.  Some 

sources suggest that only Mason and Sebastian Bach Mills (1838-1898), two other leading 

pedagogues in New York at the time, shared his elite status.
74

  In his memoirs, Hoffman makes 

minimal reference to his own pedagogical activities.
75

  The pianist does, however, recall meeting 

and befriending the pianist, Ernest Lubeck (1829-1876).  While visiting London, Hoffman heard 

the pianist perform and later traveled to Lubeckôs home, in Paris.  Hoffman states that he sent 

some students who desired studies abroad to Lubeck.
76

  These must have been among his earliest 

pupils, since Lubeck died in 1876.  Beyond this, the pianist remains silent, making no mention of 

specific students or further pedagogical connections.  Although Hoffman apparently sent pupils 

abroad, it seems none went on to establish important careers.  Throughout the last quarter of 

nineteenth century, many of Americaôs most promising young pianists such as Homer Newton 

Bartlett (1845-1920), Julie Rivé- King (1854-1937), and William H. Sherwood (1854-1911), to 

name a few, sought instruction from teachers like Mills and Mason, who were associated with 

Liszt.  Ultimately, as with many pedagogues, the majority of Hoffmanôs clients were probably 

dilettantes from the families of New Yorkôs social elite.
77

 

 

 

 

                                                           
74 See E. Douglas Bomberger, ed., Brainardôs Biographies of American Musicians (Westport, Connecticut: 

Greenwood Press, 1999), 147-49.  The biography of ñRichard Hoffmanò originally appeared as entry No. 27 in 

January 1880.  
75

 Hoffman did, however, contribute an informative article on pedagogy: ñHow to Stimulate Through and 

Imagination in a Pupilò to the publication The Music of the Modern World by Fanny Morris and Anton Seidl (New 

York: D. Appleton and Co., 1895).  The article was republished in Hoffmanôs autobiography. 
76

 Hoffman, Some Musical Recollections, 137-38. 
77

 As mentioned above, Mrs. Charles B. Foote was an amateur pianist and a student of Hoffman whose name is 

remembered because of her involvement with the testimonial concert in 1897.  Hoffmanôs Gondolierôs Song Second 

Barcarolle, Op. 104 is dedicated to Mrs. C. B. Foote. 
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Hoffman the Composer 

Throughout most of his professional career, Hoffman was an active composer.  Works published 

in the United States include 130 opus numbers, while several appeared without cataloguing 

references.  Adolescent works survive, along with a few earlier compositions that were 

apparently available to the British market and seem to have never been published in America.  

Hoffmanôs output is mainly character pieces, transcriptions and fantasies for solo piano, a 

handful of songs, and religious service music.
78

   

In terms of keyboard logistics, Hoffmanôs music reflects the influence of de Meyer, 

Thalberg, and Chopin, while his harmonic language generally remains within the style of 

composers from the first half of the nineteenth century.  Hoffmanôs works demonstrate a 

preference for clear textures coupled with fluent and elegant technique as opposed to bravura 

display.  Frequently, lyrical melodies are surrounded with delicate filigree-work, recalling the 

compositional approach of Thalberg.  His writing demonstrates a noted understanding of the 

keyboard idiom with a focus decidedly toward ease of execution.  In general, Hoffmanôs music is 

accessible to the amateur pianist, while possessing enough quality, charm, and technical demand 

to be successful on the concert stage.  When placed beside similar works by contemporaries such 

                                                           
78 A complete catalogue of Hoffmanôs published works does not exist.  Back matter printed with Beyond Reverie, 

Op. 86, published by Wm. A. Pond of New York supplies a partial catalogue that includes Op. 1 through Op. 81, 

while similar title pages, etc. from works published by J. H. Schroeder of New York gives titles ranging from Op. 59 

through Op. 130.  Publications by Ditson, Schirmer, and others account for various pieces as well.  Occasionally, 

discrepancies exist between publishers, especially with the composerôs later works.  For example, La Naide, Reverie 

was published by Schmidt (1893), while the song, ñCrossing the Barò was also published by Ditson (1893), both as 

Op. 112.  A similar scenario occurs with Op. 106 and Op. 130.  There are also several works that do not include 

opus numbers (see Appendix Two).  From the nine published examples of service music, Te Deum, Op. 62 was 

ñcomposed for the choir of St. Thomas Church,ò while the title page for ñChrist Our Passoverò Easter Anthem, Op. 

69 indicates: ñComposed for the Choir of Trinity Church New-York.ò  The other service music may have been 

written for these same churches.  Toward the end of the nineteenth century works by a German composer of the 

same name also appear.  This ñHoffmanôsò music was published in Germany with contradictory opus numbers, 

suggesting a different composer.  Furthermore, another German composer whose name is spelled ñRichard 

Hofmannò (1844-1918) was also published in the latter part of the nineteenth century.  These are not to be confused 

with Richard Hoffman (1831-1909).   
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as Chopin, Schumann, Liszt, and even Gottschalk, this music, however, is limited in terms of 

technical or harmonic innovation.  This may explain why Hoffmanôs pieces never received 

regular concert performances and why they are not included in the volumes of canonic piano 

literature today.
79

  During their time, however, Hoffmanôs pieces were popular in the parlor, 

likely where the composer intended for them to be performed.  

 By age thirteen, Hoffmanôs compositions were available to the British market.  His 

adolescent works are typical of the time: variations and fantasies on popular tunes and operatic 

sources, polkas, quadrilles, and other dance forms.  Characteristic traits among these early pieces 

are florid scale-passages, extended octave sections, and cadenzas written over a simple chordal 

framework in the left hand.  Frequently, the young composer incorporates doubled thirds and 

interlocking octaves and chords, as well as a variety of three-handed textures.  Some of 

Hoffmanôs early music, especially the variation sets and operatic arrangements, are ambitious 

concert pieces designed to display the pianistôs technical abilities.  Among these, two works 

stand out as most notable: the Grand Fantasia on Maritana by William Vincent Wallace and the 

Andante and Twelve Variations on ñCarnival de Venice,ò which presents an intriguing case. 

On 15 March 1845, the Manchester Courier ran advertisement for Hoffmanôs ñCarnival 

de Venice,ò which the pianist began using in concert two months earlier.  The ambitious work 

was described as a collection of variations imitating the ñpeculiar stylesò of the celebrated 

                                                           
79

 Although Hoffmanôs early reputation in America rested largely on his playing of operatic fantasies by Thalberg 

and de Meyer, the pianist occasionally performed his own compositions to critical acclaim.  Following a concert on 

11 February 1858 the Tribune gave a generous review of Hoffmanôs performance of two of his own compositions: 

ñHis two pieces; one óReverie,ô Twilight very beautiful, and another, óMarche Funebreô . . . so good, that produced 

in Europe before writers for the piano have increased as at present, would have established the reputation of the 

composer . . . As it came from young Hoffmanôs elegant fingers, it is worthy of any composer in Europe.ò (Tribune, 

13 February 1858).  See also E. Douglas Bomberger, A Tidal Wave of Encouragement:  American Composersô 

Concerts in the Gilded Age (Westport, Connecticut: Praeger, 2002), 5.  The Russian pianist Annette Essipoff (1851-

1914), a student of Leschetizky (she later married her teacher), made her American tour in 1876-77.  Toward the end 

of the tour she presented two all-American recitals in New York (5 May) and in Boston (12 May).  Her programs 

included works by Hoffman, Mills, Mason, and Gottschalk. 
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virtuosi of the day, and purchase of the sheet music also came complete with a lithographic 

likeness of the composer.
80

   

 

Figure 2.2: Lithograph portrait of Hoffman from the title page of ñCarnival of Veniceò
81
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 Manchester Courier, 15 March 1845.  
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 The work begins with a 35-measure introduction that incorporates an elaborate display of 

octaves, filigree passages, a chromatic scale in contrary motion spanning the entire keyboard, 

and moments of consecutive double thirds, concluding with a downward sweep of interlocking 

octaves, which sets up the introduction of the popular folk tune.  With each following statement, 

Hoffman embellishes the original with technical figurations designed to emulate the 

showmanship of currently popular performers. 

 With the first variation, ñA la Paganini,ò Hoffman recalls the acrobatic virtuosity of the 

famous violinist with a right-hand figuration that expands outwards with descending leaps while 

retaining a static ñgò in the upper voice.  The effect is similar to Lisztôs La Campanella, which 

also mimics the ñlittle bellò from Paganiniôs Violin Concerto No. 2 in B Minor. 

Example 2.1: Richard Hoffman, Carnival de Venice, ñA la Paganini,ò mm. 51-58    

 

                                                                                                                                                                                           
81

 Richard Hoffman, Andante and Variations (Burlesque) Upon the Popular Air ñCarnival of Veniceò (Manchester: 

R. Andrews Piano Forte & Harp Bazaar, 1845).  Title page and all musical examples reproduced with permission 

from The British Library Board (Shelfmark: Music Collections h. 722.II. (14.) 
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 After variations recalling Theodor Döhler (1814-1856), Heinrich Wilhelm Ernst (1812-

1865), Thalberg, and the pianist Eduard Buddeus, Hoffman imitates the delicate virtuosity of 

Herz, which frequently showcases melodies embellished by filigree figurations and the 

composerôs preference for leaping right-hand techniques.  In this sixth variation, the theme is 

stated in octaves accompanied by sixty-fourth note turn figurations.  Ascending octaves lead to 

descending thirds and sixths, concluding with a scintillating descending scale and a three-octave 

leap in the right hand: 

Example 2.2: Richard Hoffman, Carnival de Venice, ñA la Herz,ò mm. 100-07 

 

Hoffman then presents ñCarnivalò in the guise of Camillo Sivori (1815-1894), Ignaz 

Moscheles (1794-1870, Friedrich Kalkbrenner (1785-1849), Carl Czerny (1791-1857), and de 

Meyer, concluding with a final variation and coda: ñA la Liszt.ò  The bravura variation is 
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constructed of large chords and leaps in both hands that recall the final variation (Allegro deciso) 

from Lisztôs Transcendental Étude No. 4 in D Minor, Mazeppa.  Hoffman concludes with a coda 

of interlocking octaves, played ñPrestissimo e fortissimoò and the piece ends with a bang: 

Example 2.3: Richard Hoffman, Carnival de Venice, ñA la Lisztò and coda, mm. 167-81 
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Andante and Twelve Variations on ñCarnival de Veniceò is significant, because it demonstrates 

the fourteen-year old Hoffmanôs abilities not only as a pianist but also as a composer, and 

suggests a desire to be associated with the highest levels of virtuosity.
82

 

Throughout the 1850s and 1860s, while Hoffmanôs reputation as a pianist was established 

in America, he also became locally recognized as a composer for the instrument as well.  His 

earliest pieces from this period seem to have been published in the British market first, then 

within a few years, appearing in the United States.  In several cases, works appeared in slightly 

different arrangements and under different titles when they were finally offered to American 

publishers.  For example, Hoffmanôs Three Studies likely first appeared on the British market 

during the 1850s.  The set includes: 1. ñImpetuoso Impromptu;ò 2. ñSunrise Oôer the Sea;ò and 3. 

ñEtude (left hand).ò  The last piece is clearly ascribed to Edward Hoffman; the first piece is by 

ñRichard Hoffman,ò while the second is composed by ñR. Hoffman.ò  This may raise questions 

about who actually composed the first two pieces, since the composerôs father often published 

under the same names, especially, ñR. Hoffman.ò  Upon comparison with Hoffmanôs later 

American publications, however, the answer becomes clear.  ñImpetuoso Impromptuò is simply 

the introduction, the A section, and coda from a larger work entitled Impromptu, Op. 6 (pub. 

1867).  ñSunrise Oôer the Seaò is the introduction only from a much later work: Tarantella, Op. 

                                                           
82

 The cover pages of these early scores carry the inscription: ñPrinted and Sold at R. Andrewsô London Piano Forte 

& Harp Bazaarò in Manchester.  Many also include the insignia of London distributor, Cramer, Beale & Chappell 

(among others).  Whether the Manchester firm or the London music supplier actually published the music is unclear.  

Discerning Hoffmanôs earliest compositions from pieces written by his father can also be a tricky matter.  

Hoffmanôs father was extremely prolific, with piano pieces, songs, and arrangements numbering in the hundreds.  

Studying advertisements in the British press suggests that Hoffman published several pieces by the age of fifteen.  

Generally, Hoffmanôs compositions were marketed under the name, ñMaster Richard Hoffman Andrewsò or ñR. 
Hoffman Andrews,ò (sometimes attaching ñjunr.ò or ñfilsò to the moniker), while works by his father are generally 

labeled as composed by ñR. Andrewsò or ñRichard Hoffman Andrews (the elder).ò A distinction is not always 

consistent, especially in modern catalogues and databases.  Occasionally compilers are not aware of two things: first, 

these are two different composers; second, and more commonly, some of Hoffmanôs earliest compositions are 

erroneously catalogued as works by his father.  Since he used the name ñRichard Hoffmanò after arriving in 

America and published under the same name further confuses the issue, especially with the earlier works.  
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35 (pub. 1872?).  These two works are earlier fragments that the composer later fleshed out 

before presenting them to American publishing houses.   

Several other early pieces were published in variant forms and under several different 

titles.  For example, Le Soir Reverie appeared in England as an abridged version of By the Sad 

Sea Waves, Op. 9 (pub. 1864).  This shortened edition was also available to the British market 

under the title Twilight Second Reverie.  Again, it seems Hoffman initially published the work in 

London, later expanding the piece for the American market.  Premier Polka de Salon was 

published without opus number by Wm. Vanderbeek in 1853, and is among Hoffmanôs earliest 

publications in America; however, the piece also appeared in London under the title Eugénie 

Polka Elegant de Salon, Op. 20, with a completely different introduction and coda.
83

  Twilight 

Reverie (No. 1) later appeared in the United States as Twilight, Le Crépuscule, Op. 3.  A handful 

of works were published in England, without opus numbers or dates, and seem to have never 

made it to press in America.  Included in this category are Les Adieux Schottische Elegante, Les 

Soirées Dansantes, The Bell Polka Brillante, The Sea Nymph, Scene Du Ballet, and Danse Des 

Negres Bagatelle-Burlesque.
84

  Although these works are early efforts, they demonstrate a style 

more consistent with Hoffmanôs later American publications rather than with pieces composed 

during his prodigy years (1844-46), which were also not published in the United States.   

                                                           
83 The inclusion of this opus number is problematic.  Prior to his American publications, only two of Hoffmanôs 

compositions include this sort of cataloguing information.  The first example published with an opus number is 

Andante and Twelve Variations on ñCarnival de Veniceò (1845), which was assigned Op. 3 in some advertisements.  

Catalogue numbers do not appear regularly on Hoffmanôs compositions until his American publications.  For the 

U.S. market, La Gazelle, Andante Élégante represents Hoffmanôs Op.1 (1857-58?).  Incidentally, this work also 

appeared in England in 1854, without the introduction and coda included in subsequent American editions and 

without an opus number. 
84 Several of these compositions appear in collections published in London such as ñRichard Hoffmanôs Drawing 
Room Album.ò  Included with these pieces is Dixiana Caprice, Op. 23 (1861), a work almost certainly conceived of 

after his arrival in America.  That this piece is found in the company of several other compositions not published in 

the United States suggests Hoffman was publishing works simultaneously in London and America.  This 

complicates efforts toward confirming exact dates of the composition for certain works.    
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Character pieces fill a prominent place in Hoffmanôs oeuvre, accounting for 

approximately one-third of his published output.  The popularity of the piano as the centerpiece 

of the cultured American parlor and the ever-increasing number of citizens with a modicum of 

musical education led to a healthy demand for piano music.  On the whole, Hoffmanôs works 

serve very efficiently.  They are seldom overly taxing on the pianist and demonstrate an apparent 

desire to produce numbers that would appeal to the appetite and ability of the amateur consumer 

base.  Not surprisingly, the character pieces often resemble smaller works by well-known 

composers such as Chopin, Mendelssohn, or Schubert.  He also tends to favor traditional forms 

such as ternary or rondo, and with only one exception, Hoffman never took on the developmental 

approach of sonata-allegro form.
85

   

In the tradition of many nineteenth-century composers, Hoffmanôs character pieces 

frequently incorporate currently popular dance forms.  Examples include several polkas, 

marches, waltzes, a tarantella, and a gavotte.  An intriguing example is Valse dôAdieu, Op. 12, 

which illustrates Hoffmanôs style and demonstrates the influence of Chopin in similar works. 

Valse dôAdieu is Hoffmanôs first published waltz, which appeared in 1866 and is dedicated to 

ñMiss Lamson.ò
86

  The waltz begins with an eighteen-bar introduction in C-sharp minor, setting 

a very solemn mood: 

 

                                                           
85

 Sonate Bouffe, Op. 33 (1869) accounts for Hoffmanôs only published example using sonata-allegro form.  The 

composer curiously draws upon ñThe Lancers,ò ñThree Blind Mice,ò and ñPop Goes the Weaselò as his thematic 

material.  One wonders whether this satirical work was a mid-nineteenth century jab at the Classical establishment 

of the past.  See New York Herald, 27 September 1869, 2:  ñIt can only be considered as a curiosity, and serves no 

purpose in which any intelligent musician would take any interest . . . Mr. Hoffman might be better employed than 

attending to such things.ò 
86

 άMiss Lamsonò is likely Fidelia Marshall Lamson, whom Hoffman married three years later. 
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Example 2.4: Hoffman, Valse dôAdieu, Op. 12, introduction, mm. 1-18
87

 

 

As was common with waltzes and other dance forms, Valse dôAdieu then becomes sectional, 

introducing a new melody every sixteen measures for a total of eight themes.  Alternating 

between elegant and playful tunes in D-flat major and G-flat major, and then B major and A 

major, the composer gives the impression of remembering joyful times together.   

 With theme one, Hoffman introduces a graceful and lilting waltz in the key of D-flat 

major.  The simple and lyrical qualities of the music are effective and reminiscent of similar 

works such as Chopinôs Waltz in A-Flat Major, Op. 69, No. 1, which also bears the title: ñValse 

de lôadieuò: 
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 Richard Hoffman, Valse dôAdieu, Op. 12 (New York: Beer & Schirmer, 1866). 
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Example 2.5: Hoffman, Valse dôAdieu, Op. 12, theme one, mm. 19-34 

 

 At m. 51, Hoffman introduces the first theme in G-flat major.  The section is clever in its 

rhythmic devices.  Here, the composer presents a melody comprised of descending three-note 

fragments, eighth-eighth-quarter, which effectively shift the rhythmic stress from beat one to the 

second and third beats accordingly.  The result is a hemiola effect as the melody now takes on 

the feel of duple meter:     

Example 2.6: Hoffman, Valse dôAdieu, Op. 12, theme two, mm.  51-56 

 

 With theme three, Hoffman returns to D-flat major and introduces a new melody.  This 

time, the waltz is again lilting and graceful, yet by tying the dotted-half note across the bar line, 

Hoffman retains some of the cross-rhythmic effect presented in theme two: 
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Example 2.7: Hoffman, Valse dôAdieu, Op. 12, theme three, mm.  68-74 

 

 The second theme in G-flat major enters at m. 83.  Here, Hoffman introduces a motive 

comprised of running eighth-notes that appears first in the accompaniment, but is quickly taken 

up as an integral part of the right-hand melody.  As the eighth notes are passed between the 

hands every two measures, the suggestion of a duet becomes clear:  

Example 2.8: Hoffman, Valse dôAdieu, Op. 12, theme four, mm. 82-93 

 

 With the next section, Hoffman introduces the first theme in B major.  The duet 

suggested in the previous section is now unified as the melody is doubled in consecutive thirds 

and sixths: 
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Example 2.9: Hoffman, Valse dôAdieu, Op. 12, theme five, mm. 125-132 

 

Following another theme in B major and a new one in A major, the work comes to a 

climax with the ninth section.  Now, Hoffman introduces a new waltz in C-sharp minor, creating 

a painfully stark contrast with the previously stated material in major keys.  This simple and cold 

theme seems to suggest the actual moment of farewell: 

Example 2.10: Hoffman, Valse dôAdieu, Op. 12, theme eight, mm. 169-182 

 

The waltz concludes with a reprisal of the two previously stated D-flat themes and ends 

with the original introductory material in C-sharp minor, suggesting a return to the initial 

melancholy state of mind.  This pensive or reminiscent quality pervades Hoffmanôs character 

pieces, as the composer often suggests with the titles themselves. 
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Several of Hoffmanôs character pieces may be categorized as lyrical and carry descriptive 

titles designed to stimulate the imaginations of performer and listener alike.   Subjects such as 

twilight, midnight, and moonlight frequently adorn his title pages, while sub-titles include key 

words that allude to some sort of reminiscence, suggesting a pensive or thoughtful mindset.  

Thus, a title such as Twilight Le Crépescule (Rêverie), Op. 3 is typical of Hoffman and the 

nineteenth-century romantic preference in general.  Seldom technically challenging, Hoffmanôs 

character pieces generally focus more on the imagery suggested by the title as opposed to any 

sort of virtuosic display.      

Between 1874 and 1899, Hoffman composed five character pieces evoking the musical 

styles of the West Indies.  Each one is appropriately given a Spanish title and labeled ñCuban 

Dance.ò  This group includes: Cascarilla Cuban Dance, Op. 43; Chi-ci Pipi Nini Cuban Dance, 

Op. 51; Chiquita Third Cuban Dance, Op. 53; Maricita Cuban Dance, Op. 85; and La Manita 

Cuban Dance No. 5, Op. 130.  With these pieces, Hoffman employs rondo form, calling for three 

distinct themes, introduction, and coda.  Not surprisingly, each work is stylized, incorporating 

Latin-sounding melodies, peppered with syncopations, and habanera rhythms in the left-hand 

accompaniments.  The following excerpts from Chi-Ci Pipi Nini, Op. 51 demonstrate these 

characteristics: 
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Example 2.11: Hoffman, Chi-Ci Pipi Nini, Op. 51, A section, mm. 32-41
88

 

 

 Another example from Chi-Ci Pipi Nini demonstrates Hoffmanôs tendency to build 

excitement and infuse more technically demanding material in the C section of his Cuban 

dances.  Here, the composer introduces consecutive double sixths and thirds, which lead to the 

climax of the piece: 

Example 2.12: Hoffman, Chi-Ci Pipi Nini, Op. 51, C section, mm. 85-95 
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 Richard Hoffman, Chi-Ci-Pipi-Nini Cuban Dance, Op. 51 (Boston: Oliver Ditson & Co., 1872).  
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 The beginning measures of the coda are another instance where Hoffman incorporates a 

standard duple-meter habanera rhythm in the accompaniment: dotted- rhythm (or the equivalent) 

on beat one followed by straight eighth-notes on beat two: 

Example 2.13: Hoffman, Chi-Ci Pipi Nini, Op. 51, coda, mm. 141-150 

 

 It is difficult to determine what extra-musical influences such as cultural trends, fashions, 

or socio-political conditions may have encouraged Hoffman to experiment with Latin style; 

however, the growing number of Cuban inhabitants in New York during the last quarter of the 

nineteenth century may have provided inspiration.  By the 1870s, growing political unrest forced 

many Cubans to leave their homeland, with large numbers relocating to Manhattan.
89

  Perhaps 

Hoffman observed the musical styles of the West Indies as immigrants naturally would have 

brought these traditions to New York.  Undoubtedly, he was also familiar with Gottschalkôs 

success in this arena with works such as Suis Moi! Caprice, Op. 45; Souvenir de Porto Rico, Op. 

                                                           
89 See Edwin G. Burrows and Mike Wallace, Gotham: A History of New York City to 1898 (New York: Oxford 

University Press, 1999).  Chapter 28: ñSplendid Little Warò discusses the political climate that encouraged the 

immigration of Cubans and Puerto Ricans to New York between 1870 and 1898. 
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31; Ojos Criollos, Op. 37; and El Cocoyé Grand Caprice Cubain, Op. 80 to name a few, and 

Hoffman may have been inspired by his colleagueôs efforts.  Nonetheless, his Cuban Dances 

demonstrate further interest by another composer in America dabbling with Latin American 

styles before the end of the nineteenth century. 

Occasionally, Hoffman presents the ever-popular character piece that can only be 

described as a perpetual motion study.  These examples are not etudes, but definitely focus on 

finger dexterity and technique rather than the evocation of extra-musical imagery alone.  Several 

works fit into this category, specifically: Les Clochettes Impromptu Brillante, Op. 50 (1866); 

Impromptu in C Minor, Op. 6 (1867); and Spinning Song, Op. 100 (1889).  These three pieces 

immediately recall similar works by other nineteenth-century composers such as Mendelssohn, 

Chopin, and Schubert, while demonstrating Hoffmanôs dashing and dramatic writing style.
90

   

Impromptu in C Minor is among Hoffmanôs most successful perpetual motion pieces.  

The piece begins with sixteen measures marked ñAllegro impestuoso,ò which establish the home 

key and provide a dramatic introduction.  Quick cadenzas on the mediant, E-flat (m. 7) and on 

the dominant, G (m. 9) establish tonal ambiguity, while the descending harmonic minor scale 

coupled with delayed resolution of the introductionôs final cadence create an effective dramatic 

moment before launching into this perpetual motion extravaganza.  The following ñPrestoò 

incorporates rondo form and relies on agility and fleet fingers to navigate constant sixteenth-note 

figurations.  The overall effect is reminiscent of pieces by Chopin, such as the Prelude in B-flat 

Minor, Op. 28 No. 16 or the Fantaisie-Impromptu, Op. 66. 

                                                           
90

 Hoffmanôs transcription, Moto Perpetuo by Paganini, Op. 102 is a formidable challenge and perhaps the most 

demanding perpetual motion piece in his catalog.   
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Example 2.14: Hoffman, Impromptu Op. 6, introduction and A section, mm. 1-34
91

 

 

                                                           
91 Richard Hoffman, Impromptu, Op. 6 (New York: Wm. Hall & Son, 1867).  
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Throughout the 1850s and 60s, the popularity of opera fantasies and similar arrangements 

demanded that composers be prolific in this genre.  One of Hoffmanôs earliest publications in 

America, Hereôs To You Harry Clay: Grande Fantaisie, a noteworthy example.
92

  The work 

demonstrates one of Hoffmanôs few overtly virtuosic compositions, in a similar vein to the 

adolescent Andante and Twelve Variations on ñCarnival de Veniceò from half a decade earlier.  

The showpiece is also among Hoffmanôs final efforts before curtailing this sort of writing.  

Perhaps more significant, the piece is one of only two instances where the composer touches on 

political or patriotic subjects.
93

 

By the 1840ôs clubs and associations whose members supported the policies and legacy 

of Henry Clay (1777-1852) and his illustrious political career were being established in New 

York City.  Beginning in April of 1846, the Clay Festival Association organized annual tributes 

to the birth of the ñStatesman of the West.ò  The celebrations naturally included a large banquet, 

followed by numerous toasts and speeches, sonnets, odes, and songs honoring the famous 

Kentucky politician and thrice presidential candidate.
94

  Occasionally, the Association engaged 

prominent New York musicians as special guest contributors.   

On 12 April 1850, commemorating Clayôs seventy-third year, Hoffman was invited to 

perform for the Association.
95

  Composed expressly for this event, the pianist played his 

                                                           
92 This work seems to be Hoffmanôs first actual American publication, by Firth, Pond & Co., 1850 (without opus 

number). 
93 The other piece that falls into this category is the Variations on ñHail Columbiaò and ñGod Save the Queenò 

(unpublished).  A signed holograph in ink resides in the New York Public Library, OCLC 78646634.  Hoffman 

programmed this work frequently throughout the 1850s. 
94

 Typically, the song ñHereôs to You Harry Clayò followed the first toast.  Certain patriotic songs included ñYankee 

Doodle,ò ñHail Columbia,ò and ñHail to the Chief.ò  Other favorite and appropriate songs such as ñHome Sweet 

Home,ò ñAuld Lang Syne,ò ñThe Kentucky Gentleman,ò and ñOft in the Stilly Nightò were also interjected between 

speeches and toasts.  Often, ñLet the Toast be Dear Womanò closed the evening.  Toasts to the memory of George 

Washington, John C. Calhoun, and Daniel Webster were also integral moments of the ceremony.  
95

 It is difficult to determine why the Association chose Hoffman for this event.  Although Hoffman was among the 

most celebrated virtuosos in New York, he was not an American citizen.  Also, the pianistôs political views are 
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virtuosic Hereôs To You Harry Clay: Grande Fantaisie, based on two appropriate tunes: ñHereôs 

to You Harry Clayò and ñViva Le Clay.ò  Not unlike contemporaneous operatic fantasies, the 

work exhibits some of the composerôs most ambitious technical writing.  Designed to grab the 

attention of his illustrious audience, Hoffman begins with an elaborate 50-measure introduction, 

incorporating a variety of virtuosic techniques such as trills, repeated notes, filigree passage-

work, large leaps, octaves, and thickly-voiced chords often spanning a tenth.  Concluding the 

pianistic fireworks with a short cadenza, Hoffman introduces ñHereôs to You Harry Clayò in 

grand style: 

 

 

 

 

 

 

 

 

 

                                                                                                                                                                                           
unknown.  Regardless of the circumstances, this seems to be the only instance when the Association showcased a 

pianist for the festival.  The publicity Hoffman gained through this event was perhaps rather significant, as the event 

placed the pianist directly before some of New Yorkôs most powerful in influential citizens. 
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Example 2.15: Hoffman, Hereôs To You Harry Clay Grande Fantaisie, ñHereôs To You 

Harry Clay,ò mm. 50-68
96

 

 

 Hoffman follows with a variation.  An interesting moment occurs with the second half of 

the tune, where Hoffman adorns the original with a variety of chromatic scales: 

 

 

                                                           
96

 Richard Hoffman, Hereôs to You Harry Clay Grande Fantaisie (New York: Firth, Pond & Co., 1850). 
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Example 2.16: Hoffman, Hereôs to You Harry Clay Grande Fantaisie, ñHereôs To You Harry 

Clay,ò variation one, mm. 75-84: 

 
 

 

 Following an extended octave section, Hoffman introduces ñVive Le Clay.ò  The new 

tune is only stated once before another variation on ñHereôs to You Harry Clayò in repeated 
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notes enters.  Beyond the quick quintuplets in the right hand, the widely-spaced left hand figures 

pose a particular challenge for the performer: 

Example 2.17: Hoffman, Hereôs to You Harry Clay Grande Fantaisie, ñVive Le Clayò and 

ñHereôs to You Harry Clay,ò variation two, mm. 102-18: 

 

 For the finale, Hoffman begins with another variation on ñHereôs to You Harry Clay.ò  In 

this case, the composer uses one of his standard techniques: voicing the theme in octaves and 

fleshing out the harmonies with chordal notes in the same hand, while the left hand presents 



94 
 

chords that interlock rhythmically with rests or gaps in the theme, creating a perpetual motion 

effect: 

Example 2.18: Hoffman, Hereôs to You Harry Clay Grande Fantaisie, finale and ñHereôs To 

You Harry Clay,ò variation three, mm. 131-36: 

 

 Before wrapping up, Hoffman wanders through various chromatic harmonies but never 

actually establishes a new key.  Using the same compositional technique as above, the composer 

suddenly adds another patriotic touch by cleverly incorporating ñYankee Doodleò at m. 151, 

beginning with ñcò on beat one: 
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Example 2.19: Hoffman, Hereôs to You Harry Clay Grande Fantaisie, finale and ñYankee 

Doodle,ò mm. 149-54: 

 

 

Concluding with a bang-up finale, Hereôs To You Harry Clay Grande Fantaisie was one 

of Hoffmanôs early American showpieces.  His use of thickly-voiced and widely-spaced chords, 

coupled with extensive octave sections and driving force, suggests the influence of his former 

teacher.  The work could easily have been written by de Meyer, as it bears many trademarks of 

the virtuosoôs style. 

During his virtuoso years, Hoffman remained a prolific arranger, crafting solo piano 

renditions of songs, oratorios, and orchestral works, while most of these efforts focused primarily 

on operatic sources.
97

  Following the tradition set by other pianists such as Herz, de Meyer, 

Thalberg, and Liszt, the composer published several works based on the popular operas of the 

day.  Since the pianistôs own performance repertoire centered mainly on showpieces by other 
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 Between 1854 (when Op.1 appeared in London) and 1874 (with Op. 40) over half of Hoffmanôs compositions 

were operatic fantasies or transcriptions of other works such as oratorios.  There is a noticeable change, however, 

with Op. 41-81, with the majority being character pieces, songs, and service music. 


