CULTIVATING VIRTUOSITY : RESIDENT PIANISTIN NEW YORK CITY
AND THE NINETEENTHCENTURY AMERICAN MUSICAL SCENE

By
© 2016
Spencer AllerHuston
Ph. D., Lawrence, 2016

Submitted to thgraduate degree program in Music (Musicology)
and the Graduate Faculty of the University of Kansas in partial fulfillment of the
requirements for the degree of Doctor of Philosophy.

000000000000
Chair: Paul Laird

0000000000009
Bozenna Pas#buncan

000000000000
Roberta Schwartz

0000000008000
Steven Spooner

0000000800080
Ingrid Stolzel

Date Defendedl5 December 2016



This dissertation committee for Spencer Allen Huston
Certifies that this is the approved version of the followdisgertation:

CULTIVATING VIRTUOSITY : RESIDENT PIANISTIN NEW YORK CITY
AND THE NINETEENTHCENTURY AMERICAN MUSICAL SCENE

0000000000
Chair: Paul Laird

Date Approvedl5 December 2016



ABSTRACT

As performers, teachers, acdmposers, resident pianists were an integral part of the
bustling musical scene in nineteemtntury New YorkCity. The constant presence of such
musicians was <critical to Americabs artistic
a way tharesonates well into the twentietlind twentyfirst centuries. Through performances,
New Yorkds resident pianists introduced audi e
piano repertoire from concertos to chamber music, from sonatas to wararaster 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 ot her stisticappatite ind its eddyimgd s h a
musi cal expectations. Throughout the ninetee
virtuosos toured the United States; however, in many cases, it was resident pianists who gave
primary and continuous exposuretbéir music to American audiences. Through performances
of works by Franz Liszt (1821886), Sigismund Thalberg (181871), and other European
superstars, resident pianists provided audiences with a taste of showmanship, which ultimately

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

Many of New Yorkdos resident pianists were
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 bestteachadsa t r adi ti on of excel |l endentpiasigst abl i shed



Many resident musicians were also composer

exception. Their works stand as material evidence, representing what was popular and appealing
to audiences and consumers in America. Much of theiramsi$orgotten 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 artistgrowth and musical development of nineteecghtury

America, this dissertation focuses primarily oa troadbased careers of thi@dRichard

Hoffman (18311909), Sebastian Bach Mills (183898),and Rafael Joseffy (1859159

while highlighting the actidies of several others including Daniel Schlesinger (17339),

Henry Christian Timm (18%1892), William A. King (18172867), William Scharfenberg
(18191895), and Alfred Humphreys Pease (18882). The pianistic realm of nineteenth

century New YorkCity was vibrant and excitirdg resident pianists not only underscore that

notiond they 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
Phil harmonic Society, the cityods ffourthst profes
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
integr al part of the cit ythesnindieerghtcéntuny gnanyracali c a |
musicians, coupledithn u mer ous cel ebrated international s
constant musical growth, and New York would become a center to rival any European

destination.

New York City had long stood die political, cultural, and economic leaderthe
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 nationalrade 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 corargtsimilar to other ties

such as Boston and Philadel phi a, New Yorkdés m

By the midnineteenth century, New York was the most prosperous city in the country.
Thanks to trade routes available after 1819 through the Erie (&2&)and improved tnas
Atlantic steamship crossingstime 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 througltdhe eastern seaboard. Manhasiieeets were teeming with

fibankers, brokers, importers, exporters, manufacturers, insurance tycoons, blueblood
professionals, real estate moguls, departretare lords, railroad barons, and publishing

magnates’® Prosperity, leisure time, and a desiredocial 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 middigass.

Rivaling cultural centers such as London and Paris, New York Citynieetize artistic
capital of the United State€cach seasgwenues such dee Academy of Music, Astor Place,
the German Opera House, and the Broadway and Metropolitan Theatres pragidigd n
performances, with impresarios such as Bernard Ullfh&h721885) Maurice Strakosch
(18251887) and Max Maretzekl821-1897)competing to stage the best oger&arly in their
inception, he New York Philharmonic Society and Brooklyn Philharnearichestras each gave
four or five performances per seasamumber that would increase throughout the century
Finally, Dodwort hdés Hal |, Ntudedfothgthaaters,l , Ni bl 006
churches, auditoriums, and pleasure gardens werstalges 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 uper clases, and across the United Statest he i nstr ument was CcOl

! Edwin G. Burrows and Mike Wallac&otham: A History of New York to 18@8ew York: Oxford University
Press, 1999), 712.
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essenti al of 1 Bydsee, the Americapabulgtienhdd exceeded 31,000,000

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

1500 resident3. In 1864, the widehtraveled journalistDr. Thomas Low Nichols noted i Mu s i ¢

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

.. .1 am sure there are ten pianofortes in every Americantowo r  vi | | age ‘o one |
Three years later, another writer claimed that by 1867 American piano manufacturers were
producing 25, 000 °iGivisgtsome peespective tathisrtatal thd sgme dvriter

continued:

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

very moderate grade, must have from one to

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

thirty Chickerngs,) and thaalmost every couple that sets up housekeeping on a

respectable scale considers a piano only lesspredsable than a kitchen range, we

are rather inclined to wonder at the smallness than at the largeness of the humber.
Since the pianbeld such a prominent place in American society, leisure time was often spent in
pursuit of musial education and making music at home, whaé&onizing public concerts

became an integral part of developing culture in the United States

Pianists, both @dent and celebrated European virtuasmstributed to this artistic
nucleus, and they appeared by the dozens. Leaving behind musataligted cities in England,
France, and Germany and willing to risk the long and treacherous voyage across tie titant
first group arrived by the 1830s. Pianists such as Daniel Schlesingeri8399Henry

Christian Timm (18141892), William A. King (181721867), William Scharfenberg (1819

2 James M. Volo and Dorothy Denneen Vdlte Antebellum PeriofConnecticut: Greenwood Press, 2004), 260.

3 Arthur Loesser.Men, Women, and Pian@slew York: Simon and Schuster, 1954), 511.

* Thomas Low Nichols, M.DForty Years of American Life 1821861(New York: Stackpole Sons, 1937), 190.

®The Atlantic Monthly20/117 (July, 1867) :883.

®|bid. 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 nammaportantfegdent becam

musicians.

By the 1840s, as tramstlantic travel became quicker, the allure of rumored wealth and
the prospect of success in the Americas induc
This group included Leopold de MeydB3(161883), Henri Herz (1803888), and Sigismund
Thalberg (18121871), who toured for a few seasons, each contributing to and leaving their
undeniable mark on the American musical scene. Byaandury, the Englisivorn pianists
Richard Hoffman (1831.90) and Sebastian Bach Mills (183898) joined the ranks of
resident artists, while Louis Moreau Gottschalk (1:8889), William Mason (1822908), and
Alfred Humphreys Pease (183882), all nativeborn musicians, returned from Europe to active

careers ahome.

The last quarter of the century saw the landmark tours of Anton Rubinsteir{8829
and Hans von Bulow (1830894), and signaled the arrival of numerous other visiting virtuosos.
By the final decades of the century, pianists flocked to AraerMany notable students of Franz
Liszt (18111886) such as Rafael Joseffy (18B215) and Moriz Rosenthal (188346), and
studentof Theodor Leschetizky (1830915), like Ignace Jan Paderewski (1:8&821) to name
a very select few, would dominate tleese 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 forthe 1908 5 season: iThe visifing virtuosos

"MMore Music This Season TNéwaork Tihees80 Otmbekl90E e r Has Had, o
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Methodology andState of Research

Deeper insight into the cultural dmusical life of New Yorkandhow pianists influenced its

artistic development is a major goal for this dissertatidimeteenthcentury New York City was
attractive, alluring musicians the world o an important and prestigious center. A proving
ground for aspiring young pianists, careers were often contingent upon success in the city.
Reviewsfor local performancegublicized throughout the countepuld either catapufiianists

to the heights bstardom or plungéhem to the depths of obscurity. As a reghk, city

developed into a critical center for performance, publication, and pedagbitg/encouraging
national identity in musiand setting anodel for the rest of the country. Investiigg the role

of Ne w Y qianistd facilitate 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 achieveghi confront the multfaceted careersnd
contributions of significant, yet oveoked residenpianists. As performers, these musicians
shaped the musical tastes and consumption of American audiences by introducing music that was
already mainstream iBurope. As teachers, resident pianistsitivateda musically educated
populaceable to appreciate and support the arts. Their involvement with organizations such as
the New York Philharmonic and other societ¢sodid much to encourage public intere3o
suggesthatthe nineteentkcenturyNew York pianoscene revolved around the activity of
visiting superstars and Gottschalk alame very limited perspective, yet this is the prevailing
impression provided by the current state of research. nfluemce ofEuropean virtosos
undeniably enhanced the local scene; however, théoddgy activities of othemusicians were

no less importantThe efforts of residerdrtists constructed a solid musicalifmation, which in
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turn, also benefitted theudng European celebritiedItimately, residentpianists were critical
in developing an enduring musical tradition in America, and investigation of their work is long

overdue.

This studyalso restorgseveral pianiscomposers to the nineteth-century American
narrative. Present historiographgn the subject generalbegins with Alexander Reinagle
(1756:1809) continues wth Gottschalk, and terminates witihe second New England School,
with notable figures likéAmy Marcy CheneyBeach(1867-1944)and Edward MacDowell
(18601908)% Occasionally, sourcemention William Mason and the Americésurs of several
European virtuosos who visited and left, but these are outstanding cAliesugh boundaries
are often necessary when discussimghsbroaebased subjectshé result is a very limited
accounting of the vibrant pianistic world that exisiethe United States, especialgw York
City. To undergand the extensive role pianisto mposer 6 s oc c «weniurg d i n

America, we mat know the rest of the story.

Using a series of case studies that focus directly on the activities and contributions of
resident pianists, | approachthetask i | | ustrating New Yor kos
a pianistic lens Exploring the ceeers of specific pianists, this study encompasses performance
practice strategies toward programming, repertoa@npositionpedagogy, and various

business aspectll of which shaped the tastes and expectations of American audi@ces

8 SeeRichard CrawfordAnint r oduct i on t (NevAYor:M. \W.aNoren akki@s 2001); as well as
Daniel KingmanAmerican MusicA PanoramgNew York: Schirmer Books, 1990); See also J. Peter Burkholder,
Donald J. Grout, Claude V. PaliséaHistoryof Western Musi€ighth Edition (New York: W. W. Norton &
Company, 2010); and see John Gillespigg Centuries of Keyboard Musi& Historical Survey of Music for
Harpsichord and PiangNew York: Dover Publications, Inc., 1972).

° SeeR. Allen Lott, From Paris to PeoriaHow European Piano Virtuosos Brought Classibhlsic to the

American HeartlandNew York: Oxford University Press, 2003).
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focusing spcifically on pianists we can | earn much aboartstict he ¢

consumption as a whole.

This dissertation draws from a variety of primary and secondary sources. Periodicals and
journalsdocumenthe activities of resident pianistspm the repertoire they programmed to
other aspects of their performances. Investigating contemporary crigsissigreat insight o
musical tastes and consumption, aesthetics, and attitudes toward these musicians and their place
in the New York scem Musical scores and copyright information also document the
compositional output of many New Yolased pianists. Often their works appeared in response
to various curret events and happeninggying further insight into the contemporary sacio
musical environment of the city. Exploring this information sheds new ligtttemulti-faceted
professional activities of resident pianists. Other personal documents such as scrapbooks and
papersalsoprovidedeeper understanding concerning the careers of many and the artistic
environment of the timeAlthough studiesn American musigiow occupy a significant place in
academic research and discussions, the piano realm has received far less attbigi@rgely
overshadowed by operatic and symphonic subjdRegardlessspecific sourcebave
contributed to establishing a foundation, while illuminating certain sections of the nineteenth

century American musical landscape.

Several fundamental sa@s give inclusive accounts of concert performances, operatic

1

productions, andther musical events. George Clinton Densn@ree | | 6 s 1931 publ i c

Annals of the New York Stagea multivolume series documenting New York City for the
entire nineteeth century'® Odell exhaustively accounts for most operatic and symphonic

activity, and when pertinent, includes biographical information and critical reviews; however,

° George Clinton Densmore Odefinnals of the New York Stafféew York: Columbia University Press, 1931).
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pianistic events receiMess attentiomnd were decidedly secondary in importancéoauthor

Vera Brodsky L awrGearge Eenpletoa 8tiongidiaridgtroadfm Musice

(1988-1999) is a remarkable source tldacuments New York City, 18368621 The three

volume seincludesSt r o n g 6 s dalyrecellectionseopublic performances. In addition,
Lawrence cites literary criticisms and reviews, and presents biographical sketches on several
musicians. Recognizing the limikas of a single study,awrence calls for a new generation of

schohrs to use her prodigious efforts as a springboard into deeper re€eArather emerging
source is the database currently under develo
Gotham; The New York Scene, 18838 7'8 Ths project picks up wherthe Lawrence

volumes terminateStrong on Musiccoupled with the CUNY databgsepresent a critical step
foonardas both document the activities of New Yor
responsible for bringing their names once more inéodiscussion of American music. One

other sairce belongs in this categoy,r ai nar dé6s Bi ogr aphiediedbyf Amer
E. Douglas Bomberger (1999), is a compilation of previously published articles that originally
appeared iBr ai n ar dldVerld(¥8r31899)* The volume provides biographies and

information regarding numerous nineteendntury musicians active in the United States.

Bomberger frequently fleshes out entries with commentary, corrections, and other pertinent
information; havever, the articles on New Yotkased pianists are far from complete, while

Br a i naigindl®cxcasionally include inaccuracies.

" vera Brodsky Lawrence edStrong on MusicThe New York Music Scene in the Days of George Templeton

Strong 1836:1875(Chicago: The University of Chicago Press, 1-988.

25ee Lawrence, Xi-xii.

13 http://www.musicingotham.orghMusic in Gothanwas designed by the musicologists/Americanists Adrienne

Fried Block and John Graziano. The current staff includes John Graziano, Director; Ruth Henderson, Associate

Director; Danielle Bastone, Editor; Robe@aaziano, Editor; and Jennifer C. H. J. Wilson, Web Manager.

“Douglas E. Bombergere®,r ai nar dés Bi ogr ap h i(Westpoo,fConAetteut: GeenwoodMu s i ci a
Press, 1999).
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Two unique sources focus directly upon raghtury pianistic activity in New York City.
Andrew C. Mi normaspeods gi besi 4d94i@Pi a-h8650Conc er |
is one ofthe most thorough resouscen the subject” This mammoth project is over 500 pages
in length, accounting for hundredso publ i ¢ concerts and events.
effectively demonstrates ttsggnificance of piano performance popular entertainment, it is
mainly a compilation of critical data, providing an excellent platform to launch further research.

In 1984, Jbn and Anna Gléspie published Bibliography of Nineteent@entury 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 librettes and
collections®® A significant source, this book documents the vast world of nineteentiury
American piano literaire and the artists associated with music. The research wever, far
from complete, especially regarding biographies, wodtalogues, and other contributions

pianists made to the New York scéfie.

Despite the burgeoning interest in nineteecghtury American musical life, rent
research concerning pianistmposers active in New York City is limited. One notable
exception R. Al FranmnParis o Paoi@g2003), is a fascinating account of five
European pianists Leopold de Meyer, Henri Herz, Sigismund Thalberg, Anton Rubinstein, and
Hans von Biilow and their tours across thertinental United Statéé Lott acknowledgs a

Acadre of pi aericasdivieginsightimtaisitirg virtuosostbmt little information

“Andrew C. Minor, APiano QA@m&er t( thesis rewmingof Michigan, Ci t y 184 ¢
1947).

16 John and Anna Gillespid, Bibliography of NineteentBentury American Piano Mus{®Vestport, Connecticut:

Greenwood Press, 1984).

" The John and Anna Gillespie Collection preserves the extensive research coimphisatlume and is housed

at the American Music Research Center, located at the University of Colorado, Boulder.

18R. Allen Lott, From Paris to PeoriaHow European Piano Virtuosos Brought Classical Music to the American

Heartland (New York: OxfordUniversity Press, 2003).
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about New Yorkb ased musi ci ans. Richard RBoastbdbh, HDWin
and Pianists of Nineteentbe nt ur y a&ddresses tbsew England scene as documented

by John Sullivan Dwight18131893)*° Hihn does not, however, delve into the activities of

New York City. Anot her dissertation from 196
in American in the 100 YearsfromAlexr d er Rei nagl e to Edward MacD
Allison Horton limits the discussion to thosewho®uwr and composethusiser i ous
several important New Yorkased pianists only appear in an appendix éfart. Earke

Johnsonds articl e, (fO&approachestheSNew YoekrscenelbByce cent r i ¢
examining Sattdemhsonarseanrticle is significant
documenting a locally important pianist; however, this source ngtoraly focusses on the

activity of Satter”

One resident pianist in New York whose life and career has received significant attention
is William Mason. e to his close association with Liszt, his extensive career, andlg fami
name closely linked to nsic, Mason has attracted scholarly interdst1976, Dr. Kenneth G.
Graber published his dissertatidchThe Li fe and Wor ks-1®f0 &yi. o]l i am |
Following a decade of further research, Graber published his crowning achievement on the

subject:William Mason (1829.908) An Annotated Bibliographgnd Catalog of Works® The

YRichard Randal |l Hi hn, ABost etne n tDuwiyg hAtme raincda : P iTahnei sBusr oopf
(DMA diss., University of Colorado, 1984).

®Charles A. Horton, fASerious Art saamdle@mer RenagetoMusi ¢ f or
Edward MacDowell 06 (PhD diss., University of North Car ol

ZH. Earl Johnson, # Gouwnalafthe AnS8dcanMeasicologiEat Soeiditl (Spriag, X963):

61-73.

ZKenneth G. Gr aWerksofWilifrhMasdn(1828 9989 6 (PhD diss., Univers
% Kenneth G. GrabeWilliam Mason (1829.908) An Annotated Bibliography and Catalog of Wdkkrren,

Michigan: Harmonie Parks Press, 1989).
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combination of these two volumes thoroughly d

compositions, teaching, and publications, while referencing a multitude of otherssource

To date, Louis Moreau Gottschalk is the only pianist from-nigteenth century
America who has received more attention, with a number of sources focused on-piofiigh
career. A significant addition to the body of research came in 1995, when Qxfioetsity
Press publ i s h e dBaSboulaFThe Lifeeand Tanles oSLibuasriMioréas Gottschalk
According to the preface, Starrés mission was
obscured him from view and distorted our appreaiatioo f  h i**sStam gives acvivid
depiction of the michineteenttc e nt ur y Ameri can musi cal scene b
extensive travels, performances, compositions
musical estblishment. Two o#r sourced Louis Moreau Gottschalk 1828869 A
Bibliographic Study and Catalog of Wolssy John G. Doyl e (1983) and
Louis Moreau GottschaikA Bio-Bibliography(2002¥ round out the basic knowledge of
Gottschall®® An important recent cdributionisL aur a Mo or e difsertatiert, t 6s 2007
ALouis Moreau Gottschalk, John Sullivan Dwigh
the United States, 18588 8 6 Fruaitdelves into the careers of Gottschalk and Dwight, their
differences and miilarities of thought and philosophy. Pruett also explores aspects of exoticism,
nationalism, and the cult of wvirtuosity in Go

they pertain to nineteenttentuy American piano compositiofl

24 3. Frederick StarBamboula! The Ife and Times of Louis Moreau Gottsch@Mew York: Oxford University

Press, 1995), vi.

% John G. Doylel.ouis Moreau Gottschalk, 1828869 a Bibliographic Study and Catalog of Wor@etroit:

College Music Society by Information Coordinators, 1982); amdes E. Paronépuis Moreau Gottschalla Bio-
Bibliography(Westport, Connecticut: Greenwood Press, 2002).

®Laura Moore Pruett, iLouis Moreau Gottschalk, John Sul
in the United States, 18588 6 5 0 digs.PHobda State University, 2007).
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Recentresearchisoc ent er s on t he Ameromgositonsanelc ept i on
T h a | bteursgf thes United StatesThese gurces provide insight infeerformance activity,
reception, and concert programming; however, they give little information #israsident
pianists who presented these works. ,AiLAResrztexam
(and Wagner) in New York, 184189® showcaseSebastian Bach MillEl8381898)as an
important early propeant of Li szt 6s mus iresearchfocdseson aspeats how
of Liszt reception rather than Mills specificafiyL e s |1 i e Jane Finero6s 2006
Disseminationand Receg on of Lisztds Piad@7MwsiaccionnNewf
Amer i ¢ a 0an withdhe legemdary 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 careef8 Dissertations by lan Glenn Hominick (1991) and E. Keith
Chambers (2004) investigate Thalbergbs Americ
threehanded techniqueThese are good sources for general information ab@wittuioso but
give little insight into his placen the New York City scerf@. One other important source is
Francisco) avi er Al bodsfikPmMmagedi eseChapionin the New
of Chopinés Music -1&a7Nedaw YBekorCd tdgoc U@8m®t i ng

performances of Chopinds music i n wh¥orUnds ed

’RenaCharmi Muel | er , i Li BlewtYorK, B84a6d 8 WHEugopeam Musid and Musicians in New

York City, 18401900(New York: University of Rochester, 2006),-30.

BleslieJaneFiner AThe Diase MRe@eéptoinon of Li szt 6sl8P7i5aon o PvuDs.i,c i
diss., University of lowa, 2006).

®l'an Glenn Hominck, @-8871,FagotemRianciMirtadsd ig Caregr dnd Nlugical
Contributi ons . tate DhMArsitg, @ .sSeealsBO.h i KeiSt h Chamber s, ASi gi smun
Threehanded Met hod and Piano Techniques of his Operatic F

XXX



resident pianistghus, his dissgation is one of the few modern sources to provide some insight

into their biographies and careéfs.

Many New York City-based pianists were also prolific composers. Studies dedicated to
their output are few and represent a large gap in ninéteentury American musat
scholarship.Gr a b e r 6hson Mas@eenadr ct he accounts of @Gdttschal
Peroneare exceptional cases. Thanpositions by othelew York-based pianists remain
uncatalogued, unstudied, and aftprint. Much of this music is accessible via the Library of
Congres and other special collections, but on the whole, has not been available to the general

public for decade¥:

Overview of Chapters

Chapter 1 functions as a pr e lfirstpianistsahdlowtment i ng
presence contributed to the cityds musical de
European virtuosos. Through their professional activities, William A. King, Daniel Schlesinger,
William Scharfenberg, Henry Christialimm, and others, demonstrate how various aspects of
performance practicsuch as arranging and playing technically demanding versions of patriotic

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

by European superstaset them apart and created the early American percepteridtioso

pianist. Furthermore, this group gives perspective to the discussion of visiting virtuosos and

®Francisco Javier Albo, fl mages of Ch o psicinNéewYork@itgz; New Wo
183918760 (PhD diss., The City University of New York, 2
31 See John and Anna Gillespi® Bibliography of NineteentBentury American Piano Mus{€onnecticut;

Greenwood Press, 1984). This book gives works I@tsdveral pinisticomposers active in America, however,

none are complete.
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their landmark tours, wha providing a truer landscapewhich to place these and the other

pianists showcased in this dissertation.

Chapter Zocuments the Englishorn resident pianist Richard Hoffman (18B309),
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 iefttschalk If
this pianist is remembered today, it is through his association with the farsoeskyssful
American tours of Jenny Lind (182B87) and perhaps, through performances with Gottschalk
for which he was a supporting artist. Beyond this landmark serssryhhas generally
forgotten Hoffman and his story is long overdue. His contributions to the New York musica
scene provide insight inthe multifaceted endeavors of many resident pianists, from
performing, to teachi ng eeraffarsiperspeative onsséveral o n . Ho
aspects of contemporary pianissuch apopular repertoire of the time, performance approach

and strategies employed in programming, and t

Another pianist whose story neetb be told is Sebastian Bach Mills, the subject of
Chapter 3. Accordngo Lawrence: fAAs a matter of histori
a long and lustrous career was one of the highest ranking, if least remembered, pianists of the
Americanmu s i ¢ a | ni ne* Betmeen h85%aadchttie 1879s, Mills was one of the
most active pianists on the New York scene. From this perspective, his career occupies a similar
pl ace as Hof fhimassodaign with oegeedwtoetire early Americaception of
Franz Lisztds piano music gives Mills a unigqu
Thal bergbds | andmar k tour s a mothBilw, Mitisrberstontoe ar r i

the scene, championing the works of Liszt. AltHobg was not the firstignist in America to

32 awrence Strong on Music3:288.
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program pieces by tfamous Hungarian virtuosills 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 perfornngbut 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 Lisztds musi c.

FollowingJ osef f yé6s New Yor k dieWhidne were Ite igries s
keyboard he dr oppe d*® Chapteed ilsstrdtes thevillustrious cafeerofg e r s . 0
Rafael Joseffy (1852915), another resident pianist, and one of the most important musical
figures in nineteentaentury America. Jeffy also occupies a singular place, being the next
pianistic sensation following the tours of Rubinstein aolBlow, while dominating the local
scene before the arrival the many students of Liszt and Leschetizky later in the century. |
document Joséfy 6 s ext ensive concert activity, from h
appearances at the turn of the twentieth century, discussing his repertoire and approach to
programming. Joseffy played concer teaendingext ens
conductors, especially Theodore Thomas (18385), sheds light on specific approaches to
concert presentation, while illustrating certain aspects of performance practice during the latter
part of the nineteenth century. | conclude withaninvastig on of Joseffyds tea

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 effortsdedf their

pianists crafted music of various kinds, Chapter 5 investigates some of their more elaborate, and

#¥AThe Debut oNew ¥ork.Tribuneld ©dtobey 1899,-8.
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at times, virtuosic arrangements based on popular originals such as patriotic tunesnsbngs,

operatic themesGottschalk is not central to nmgsearh; howeverthis discussion begins with

his everpopularL 6 Uni on, Par a P 48aUsiag tidseiec€ asra pant of

reference, | introduce two other patriotic showpieétsl Columbia! Paraphrase de Concert,

Op. 8 by Mills and The Star Spagled Banneby the Ohieborn pianist Alfred Humphreys Pease
(18381882). Next, | examine three arrangements of popular songs by Mills and Hoffman:

Henry Bishopdéds fAiHome, Sweet Home, 0 Dan Decatu
and StephenColinfost er 6 s A Ol d wb ur dedorceperattd tameasiesp T

Fantaisie Dramatique sur Fausdp. 17 by Mills andFaust Paraphrase de Concday Pease,

both based on Charles Gounodo6és opera, conclud
capabiities of certain resident pianists. This discussion not only speaks to the appetite and
consumption of concertgoers in nineteeogmtury New York, it also alludes to their

expectations and what they wanted to hear from the concert platform. Thig ¢ineqgte some

lesserknown examples back into the discussion of imusnineteentkcentury Ameria.
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Chapter One
PRELUDE: PIANO VIRTUOSOS IN NEW YORK CITY, 1829 -45.

On 15 October 1845 the Imperial and Royal Pianist t&cthperors of Austria and
Russia came to New Yor k. Some called him the
of the Piano,® while others cl ai meldhehe was th
virtuoso was Leopold de Meyer (181883) and hisraival signaled that the parade of
celebrated European superstar pianists to the United States had begun. The famed Austrian
keyboardist may ot have been the first virtuos@liber pianist to appear before New York
audiences, but he was the first to erkhgpon a largescale tour tht stretched from Montrésd
New Orleans, from Charleston to St. Louis and including many larger cities and towns in
bet ween. De Meyer 6s showmanship coupled with

remarkable, and for thérte, unequaled in the United Stafes.

Foll owing cl ose on deboiPagrigan duperstareHerrislerz t he V
(18031 888) gave his American debut a year | ater
1846. Unlike de Meyemwho dominated audiees with bombastic chordal structures, rapid
octave runs, and relentless energy, Herzdos st
brilliance, elegance, polish, and refinement. A review that appearedAfatieema Planter

illustrates theirdifee nces i n succinct fashion: fADe Meyer

! R. Allen Lott, From Paris to PeoriaHow European Piano Virtuosos Brought Classical Music to the American
Heartland(New York: Oxford University Press, 2003), 13.

2 Three years earlier, at least two New Ymdsed pianists, Ludwig (Louis) Rakeman and William Vincent Wallace
toured and founchemselves as far west as St. Louis and south to New Orleans. The two pianists did not achieve
the same acclaim, nor did they cause the sensation of de Meyer.
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break %Armetalrdr. owriter made a more colorful cor
piano with boots and spurs, and digsit] r owel deep i n the pitoor <cre
gently upon the neck and str ok’TheParsiansof t | y i n
pianistodés performance activity and popularity
Meyer 0s. He toured between 1846 s,andudingl 850, gi
several more venues. Wrapping up with an excursion to California, Herz became the first

internationallyacclaimed pianist to perform on the west coast.

The landmark tours of de Meyer and Herz were the earliest examples -qirbfgé
pianidic 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 iic&fikely 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 severateidpianists

had been active for years.

The New York scee was already vibrant. Foreign opera companies had included the
city on their performance circuits for years.
orchestra, the New York Philharmonic Socjetas about to start their fourth season, while
seveal 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

cityds bustling musical | i f enylocal Bwysiciank, eouped d o f

% Alabama Planter15February 1847. See Lofrom Paris to Peoria59.
* The TimesPicayune 24 November 1846, 2.



with numerous celebrated international star s,

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

In his bookFrom Paris to Peoria: How European PiaMirtuosos Brought Classical
Music to the American Heartla@003), R. Allen Lott documents the American tours of five
renowned European virtuosos. His discussion begins in 1845 with de Meyer (toureti’},.845
followed by Herz (18440), Sigismund Thallyg (185658), Anton Rubinstein (18723), and
concludes with Hans vlo8n7 6B¢.l o woost tfgimmacto nvtirsiibtu t(i
breaking. His widganging research illuminates several aspects of concert activity in
nineteentkcentury America, while f f ect i vely documenting the cou
aesthetics. Through a pianistic | ens, Lottds
programming, and performance practice, with each virtuoso illustrating a different facet of the

discussion.

Lottdés invaluable research offers a thorou
steps towards fleshing out the knowledge base of piano performance in ninetzdntly
Ameri ca. As stated in his prefswaemadelthet t | i mi
most dramatic impact on American audiences because of theiestalilished European
reputations and their ext en s’iBy settgthahoentasiest hr o u
of his research primarily on the activities of five renowned visiting virtuosos, Lott brings the
subject of piano performance in nineteea#imtury America directly into focus, while the nature
of his presentation opens the domfurther questions: What happened prior to 1845? Who were

the other pianists on the scene and how did t

5 Lott, From Paris to Peoriax.



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 andon Blilow, Lott makes a bold statement, which demands attention and ultimately

encouraged the research that resulted in thisrthsiem:

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 Bachimill

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 Biilow but almost as much®talent.

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

Lott 6 sntseenmstoeloweplaytteont ri buti ons made by Ameri ca
Since these musicians lacked international reputations, and appérently | ess fAchar i sm
A teato (which is difficult to determinkg Lott makes a questionable distinction. Indeed, the
visiting virtuosos did receive more attention
pianists. They were foreign and likely considered more authentictheitbacking and at times,

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

without substantial marketing campaigns, international reputations, eplofjte tours, yet

their musical activities were similand 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 scemnd the pianis who followed. Nw information found in local

newspapers, periodicalnd other sources, demonstrates s musical endeavors

% Ibid, 165.



established the early American perception of what it meant to be a virtuoso. Although the press
seldom, 1 ever, labeled these musicians as such, they were recognizedratetypanists, and
thereforendicatewhat virtuosity meant to audiences in the United States. As with European

artistic centers like Paris, where performers such as Liszt and Thalizgd the image and
perception of a piano virtuoso, the position

similarly in Amerca

Musical Activities and the Qualities of a Virtuoso Pianist

Since the current state of research centers primarilyeofirgh visiting virtuososand Gottschalk

the piano virtuoso as a musical figure in New York City during the first four antiahe

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

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

now activeinNew Yorkas t he fAnew school, 0 the fimodern sc
and when applicable, called them pAtempptimg,ents o
however, to compar e tedidentppabistsitothosdthair readwnede w Y or k
European counterparts woude a fruitless endeavor. Astists like de Meyer, Herz, Liszt, and

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

current performances (which few Americans had experienced), a direct comparison of relative

"Seefi R e v i TaemMusical Magazine20 July 1839, 232. The article references a previous publicatifimein

London and Westminster Reviépril -July, 1839) that discusses the various schools of piano playing. Thalberg is
called the Afirstodo piamnmiosnanoef cohechwmat vel Seesal so fiApne:
Wi n t Ehe Diaj July 1840, 124. In reviewing the 18309 concert season in Boston, the writer discusses concerts
given by Ludwig Rakeman and C. Kossowski: fAThey have i
and have let us hear some of the wonderful feats of Thalberg, DsitleChopin, Hense] and Listz §ic] . 0 See

al so AiMusic i n Bost d8.4 TheWusitdl Bagazi§ee a2s00 nJ uonfe 118340 , 193: AM
and Mr. Kossowskydic], as exhibiting entirely new features to us. They both introduced the wonderful modern

school of pianoforte playing, wonderful in its power of execution and in its new use of all the resources of the
instrument for effects hitherto not | ooked for in it.o
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abilities was not always appropriate or even possible. The scesnéuirther complicated by the
fact that all of these piarisslived before thera of sound recordingRegardless, it isnperative

that criteria ben place to discusgiano viruosos in America

During the first half of the nineteenth century, the New York press recognized certain
local pianiss who were involved imusical activities longestablished in Europe. Most were
identified by the repertoire they performed, from technically challenging arrangements of
national airs tdour de forceshowpieces composed by celebrated superstars. Serae w
recognized for their ability to improvise, while others gave local premieres of concertos with the
citydéds first orchestras. Resi dent -hpnoradni st s a
European tradition of performing four and eiglaindedoiano versions of symphonic literature.
Although such arrangements seldom embodied virtuosic showmanship, performances were
popul ar with audiences and were often present
participated in all of these activities, waibthers focused on a select few. Ultimately, such
musical displays became defining characterigifdhese artistsand key to establishing the

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

Beyond their specialized abilities, one @weristic was shared by all: each was born and
musically trained in Europe. During the first half of the nineteenth certieny York concert
venues were almost exclusively supplied with European opera troupes, singers, and
instrumentalists; pianists weno exception. Prior to the 1850s, when the New Orlbans
Louis Moreau Gottschalk (18289) and William Mason (1822910) of Boston returned from
studies abroad, the United States had not produced a-batve n v i rt uoso. Thus,
earliest ananost prominent pianists wenmmigrants. This group includéise Engliskborn

William A. King (181721 86 7) and a woman, rbimgby(dat esdufM



Germansgincluding Daniel Schlesinger (179839), Henry Christian Timm (18192), William
Scharfenbergl8191895), the brothers Ludwid 816?) and Frederick Rakemann (182884);

and the Polish pianist, C. Kossow&kSince these pianists did not tour extensively, they lacked
the exotic appeal associated with the visiting virtuosos whowded. In 1842, Ludwig

Rakemann did embark upon a tour, taking the pianist as far west as St. Louis and south to New
Orleans, but thigvas an exceptional case, atid not cause the same sensation as de Meyer

three years later. Beyond occasional penfamces in Boston, Philadelphia, and other regional
locales, these pianists generally remained in the city as contributors to the artisticajrineth

new home.

AMIi ss Sterlingbo

One of the first pianists recognized in the New York press @oted perfoner was a woman
simply referred to as Miss Sterling. The pianist hailed from London where she purportedly
studied with Friedrich Kalkbrenner (17-8849) and Ignaz Moscheles (179870), and had
recently given her debdtOn 28 February 182The NewYork Mirror excitedly announced her

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

London Times, he article discussed Sterlingbs succes
! Louis Rakeman occasionally appears in the press, while
ARakemand or ARackemanodo or fARackemann were also used a
called the youokeRabhéemansd WReedeeferring to Ludwigbs I
occasionally spelled ACossowski .o

? SeeThe Evening PogiNew York), 21 April 1829, 2. Announcing her New York debut, the article calls Miss
Sterling fia pupil &fonKkalrkbmodénndér. dMihe Buemibdl Fmnold, b ci et vy,

The periodical states that Sterling was a student of Moscheles.

7



previ ous Yy e arexecufion, ara elegancei oberpecegsiomg Which had not been

surpassed by any of the most®>eminent professo

The pianistodés New York debut took place on
of the Musical Fund Society. Tlpeess does not confirm her choice of repertoire, only stating
t hat she played a fantasia by Moscheles; howe
Fantaisie et variations sur Au clair de la lurfer Piano and Orchest, Op. 51, which Sterling
performedfor her London debut. The following weélhe Albiondedicated a thregection
entry to the pianist that included previously published reviews from the British press. The article
was very positive with the writer for thdorning Post(London)s t a t i thiglady ifii®© f

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

the wonderful rapidity of her Yexecution, we h
Sterling appeared two weeks ladt #esat vidil bloo
event publicized as #fAthe fir st®Fathispgefosnarce, nd ev

she pl aye dAaandecaratiors®p 32, for Piano with Orchestral
Accompaniment, more commonly known at the tim&eand Varations on the Fall of Paris
Reviewing the Musical Festival, ti#dbionpr oc | ai med: A Mi ss Sterling Vv

the rapturous approbation of the audience, by her superior Concerto on thé Riard e . o

For the next two seasons, Miss Steglremained active on the local scene. In 1830, she
gave two more notable performances. The first was on 1] Withythe Musical Fund Society

at the City Hall. For this concert, Sterling gave the American premidraradtions Brillantes

¥The NewYork Mirror, 28 February 1829, The Aldion2Mag#e9, I¥Mi ss Sterling,
" The Albion 2 May 183, 375.

“The Ladi eso6 L27Mayrl@28,492Port f ol i o

*The Albion 23 May 1829, 399.



sur AMBEBanmchette est c¢harnanhlune, she pddprmatthed by Her z
Masonic Hal |, pl aying both the fAFall of Paris

concert,The Euterpiadjave a glowing review:

With regard to the talent of exd@n 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 mder her performances received, as they certainly
merited, the most lively transports of applatise.

Throughout the next decade, mention of the pianist appeared occasionally in the local
press, and she seems to have consistently received positive regigsvggiving two
performances in Philadelphia in October 1830 and April 1831, Sterling relocated to that city,
where she temporarily established herself as a performer and t&aéhet833, the pianist
published announcements in New York periodicads suggest she had returned and was again
accepting students locally. One of the last advertisements for her teaching app&aeNaw
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 s pokndconsiearegthdanigatdpy of St
rated performer. It is noteworthy thattheabave nt i oned r evi ews di scuss
terms of fAelegance of expressiono and Atast e,

expectations concerning how a woman should appear andmevibile theEuterpiad(1 July

“AMi ss St er | The Bubemiadl dulydsso, 43, o
'*SeeChristian Index 1 June 1831, 14. The Philadelpbimsed periodical ran a short advertisenstaing that
Mrs. Sterling (the pianistés mother?) and Miss Sterlin
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1830) expressed fipleasure angdasatgeperalyseo at t h
associated with masculinity and male piant&t§requent advertisements for musical instruction
suggest t hanacti@tyveas ttachmghowevemiais also noteworthy, that Sterfing

awomamd attracted 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 skillsome 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 preexisting popular sources. Such demonstrations of technical prawgesslready part

of the pianistdés arsenal in Europe and qui ckl
Throughout the nineteenth centunyost pianists relied to a certain extent on such crowd

pleasers; however, two pianists in particular seefve 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 identifiedregshe p
as possessing superior performance skills. Recognized for precision and brilliance, one critic
called King, fAthe first m&IKegiptialggrinecritcalow | i v i

attention with his var itieNewYorlsMirmm oft Hacield Gichlawnmmn

®See Alicia Cannon Levin, fASeduci ng8.Péar iBh. Vi rdiuoserst atr
University of North Carolinata Ch ap e | Hill, 2009. In Chapter 6: #fAOne P
Exceptionality, and Strategy in Marie Pleyelds Triumph

Parisian press toward Pleyel and how such perspectives applittetdeonale virtuosos at the time.
A New Miihe Neayodk Mirror, 19July183423 I n t his context the word Afirst
likely stated as such with the notion that Miss Sterling was the other main performer on the scene.
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science and difficulties of great abundanceo

first-r at e p’iKeqperfoitmeddlail Columbia, Brilliant Fantasiaegularly throughout the

1830s, and thus, the arrangambecame his signature showpiece.
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Figure 1.1: W. A. King, Hail Columbia, Brilliant Fantasia, title page

18 |bid. See alsd/era Brodsky LawrenceStrong orMusic The New York Music Scene in the Days of George
Templeton Strong Chi cago: The University of Chicago ®Bramds s,
National Fantason fiThe St ar Sp &inaelaw®&alsB.anner , 0 wi th
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Example 1.1: W. A. King,Hail Columbia, Brilliant Fantasia: final variation and coda, mm.
218233

I+

Kingbs fantasy was pukhdlsi Fhed hi @ Ha34 .by AN
Americanist Vera Brodsky Lawrence (19099 9 6 ) , -Ltihsizst ifigprée concert par

splashy set of variations compounded of glissandos, cadenzas, and thundering chords and octave
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pass dgrhesexample abovedeonstrates that although Kingés
largely diatonic, the filigree cadenzas and broken octaves in chromatics, coupled with thickly

voiced chords and thirtgecond note runs found throughout, must have provided an exciting
displayforAmer i can audi ences at the ti me. Not surp
classical brilliant style associated with Friedrich Kalkbrenner (AI/88), Ignaz Moscheles,

Johann Nepomuk Hummel (172837), and other European pianists of the prevgameration.
Nonetheless, this work stands out as one of the earliest techwleatgnding 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 almangement. The keyboardist appeared with the New York Sacred Music Society,
one of the citydés earliest amateur ensembl es,
event, King playedirand National Fantasie n t he @A St ar Spangdgilaed aBanne
V a | sTee Ainerican Musical Journale vi ew suggest s: AThe pianofo
credible to Mr. Kingos tafP@On8knetheSatréddMasic a pi a
Society gave anothepncert. B default, King performed agaiapparently, a different
scheduled performer was absent. So, King took the concert platform and immediately performed

an unspecified concerto® Awithout any music b

¥ Lawrence Strong on Musicl:71-72.

The American Music Journafebruaryl835 6 8 . The review states that King |
case, and in other instances, writerstendtduser mi nol ogy | ocoosel y. The article i
performance of a fantasy, rather than an actual piano concerto.

2 NeYwr k Sacr ed WheAmedcarSMusicalddumaluy 1835 190. The piece was not a
Afconcertoodo but was Kingds fantasia on fAHail Col umbia. o
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For thirty years, King actively contribute
establishment, making frequent appearances as soloist and collaborative artist for numerous
singers and other itrsimentalists. He wasohonly recognized fonis ability as a pianishuthe
was also a virtuoso organist. King held post
Church, 802 Broadway Street; St. Stephends; a

as impressive.

Asorganistt Khgbés concert arrangements of the ove
Oberonand Dani &Masaieladmeng 6tlers, were his specialties. He was also
regularly called upon by the Manhattaased orgaiuilder Henry Erben (1800884) as
exhibitoronnevl vy bui lt and renovated instruments. T
diarist George Templeton Strong (1828 75) , frequently cites Kingo
memoirs. For example, on 24 April 1840, Strong recalled hearing the organisirapahat

Erbends for an update on the instrument being

King was there, and | 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 mooiulthtat

| should think years of practice could hardly give, and whisking the stops in and out
like lightening. It was the richest voluntary | ever herd.

On 20 June 1840 Strong wrote: AWent with Post
show offtheir organ [an Erben], which he didn amore&?®® On 7 November, Strong documents

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

22| awrence Strong on Musicl:73.
2 bid., 76.
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Overt ur es The BronkewHdrsenOger, Frechiezt ¢. 6 i n what Strong c

Aimagnifi&ent style.?d

As the next generation of piani gdted arri ved
keyboardist seems to have gradually waned. He continued to perform for various benefits and
often appeared with his wife, Henriette, who was alol@psinger and sister of the music critic
Henry C. Watson (1818%875). In the decade preceding his death on 11 May 1867, King is
frequently |listed on concert programs in term

pi affo. o

Daniel Schlesinger:Arranger, Improviser, and Virtuoso

On 6 October 1836 the Hambtiogrn Daniel Schlesinger arrivea New York; he washe next

musician to shape the local perception of a piano virtébsdke King, he was also recognized

for elaborate settings of natial 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

peor med regularly, delighting the comparativel
who were wlling to embracenstrumental performances along with the already popular operas,

pastiches, and other vocal entertagmts. Aselect few also witnessed theung artist give the

*bid., 86-87.

®See fADeat h oNewYork TiDesl® Mayil&61, 8. Accordingtotiémes Ki ng was found @l
deadon the sidewalk, near the corner of Thifigt-street and Fourth Avenue . . . Deceased was 50 years of age,

and is supposed to have died of exhaustion and exposur ¢
% | ogic would suggest that the pianist was in some way related to the Schlesinggiofgmiblishing fame in both

Berlin and Paris; however, documents do not discuss or confirm a connection.
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first American performances of Thalbergds tou

Variations on t hdantedif’'ch from Rossinios

Beyond possessing a technical prowess that allowed him to execute the mosedgfting
compsi tions of the day, Schlesingerds ability t
phenomenal . According to Lawrence, Schlesing
upon themes suggested by members of the audience, leaving them astSnishetther writer
recalled the pianist composing, on the spot,
beat behind the right, so that on whichever side of the piano you stood, the melody was distinctly
a u d i °B The same source mentions Schlesifiger i mpr ov i s a tDbnoGiosannd n Mo z a
with fAtwo and at times three of the airs of t
On another occasion, the pianist cleverly com
which quickly becameme of Schl esinger 8Altomad evind thk Ks m@wsi
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 tlem for virtuosic display.

27 See LawrenceStrong On Musicl:42. Schlesinger debuted on 12 April 1837 at the National Theatre. His
TancrediVariations were heard at this performance. On 24 November 1837 Schlesinger gave the first documented
public performance of Thal lCergide mMasitaiisnmn eAmer Vaa, ap e 0
Mont ecchi ,@p. Da@el Match 8 88 he per f oGramde Fanflisieset aratiogss

6Don Dp & 6,

2 | awrence Strong on Music]:50.

A Da rSicehll es i ngerTheNeviYerk Riiroa 1v/ilis(I September 1837): 82.

%0 Lawrence Strong on Musicl:43. Brodskyawrence 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 alStheNewYork Mirror, 10 August through 7 Septemid337. For these issues, the

periodicalpr i nt ed a posthumous biography: ADaniel Schlesinge
confirms the performance of Hummel 6s concerto on 24 No
pianisb s ot her musical achievements cited in this paragrapg

17



By spring of 1838, Schlesinger enjoyed a solid reputation and was recognized for
encouraging greater local appreciation for instrumental nitidite was also the leader of a new
society called the CthepracticatculavationehGersnan mgsicands we r
the improvement in vocal 3aAfterasharsiliness Soelasingearl mu s
died on 8 June 1839, cutting short a promising career and arguably depriving New York of their

most talented piast.>® |

n his honor, | ocal musi cians organi
where many of the cityds notable singers and
on 25 June 1839 at the Broadway Tabernacle, which was originally constructedeas a fre
Congreg#onal church, but by thistimead become one of the cityos
concert venues. The initial purpose of the S
and two surviving children; however, the gathering of so mars/ lperformers 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 promptiaé New York establishment to once again consider

organizing a professional orchestra for the Hty.

31 TheNewYork Mirror 17/11 (7 September 1837): 82.

%2 Musical Review9 May 1838. See Lawrenc8frong on Music1:15.

% SeeThe Musical Magazines July 1839. The article discusses the forthcoming biography that appedites in

NewYork Mirror. The periodical al so printed a notice penned |
upcoming auction of Sc hplamsandhis enusitc Bbraty.wlhe aBdtion thokalace at the a n d
Apollo Saloon on 10 July 1839.

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

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

(17701827), a higkprofile local musician. The Society was largely a social organization that met regularly and

gave monthly semprivate concerts and an annual public concert and ball. Follagwiegvi t t 6 s r et ur n fr on
tenure in Boston, a second Society was established in 1816. According to Brodsky Lawrence, the second

Phil harmonic fAimade so fleeting an appearance that it w
New York permanently and the local scene went through significant changes. The third Philharmonic Society was
established in 1824 with the muttilented French pianist/ composer/ conductor/ teacher/ French hornist Denis

Germain Etienne (1781859) as conductoT he new Soci ety held weekly rehearsa
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. (Seent@8teong on Musicl xxxliii ).
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With notable improvisational skills, flashy settings of national airs, and by all accounts,
impressive performances, King and Schlesinger gave NaWw dudiences primary exposure to
what may be called virtuoggaying. 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.

Thalbergds Early Supremacy

Beginning in 1837 and throughout the next two decades, mosttieg pianists in New York

relied to a large extent on the pyrotechnical works of Sigismund Thalberg {8312as
vehiclsford e monstrating virtuosic keyboard ability
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. Udikelorful prose
documenting the accolades of Franz Liszt (:88&6) 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 1886piht of the Timesnentioned

the pianistbés London debut, but said nothing
printed another correspondence fromltbadon Time®n 28 October 1837. This article

documents a private performance given bglblarg before the newdgrowned Queen Victoria,

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

brief, giving a better accogvweisnoméntondfe pi ani st

Thal ber g6 = waslfolowad todnis sedt bly 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 fo% the most prof

By 1839 ertain members of the American press began discussing Thalberg in more
informative ter ms. A s hor t The Cdrsaiard givegsome t | e d
indication of the pianistdés performasnce styl e

something to spartheir 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

gi ven. But t he peculdagperforind bissouvndnesamcd | ber g o
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 previou8 pieeyer

deliberate and expressive delivery of his melodiresyhich his performance, though

|l ess dramatic and passionate than Pastaods
features of breadth and dignitythe amazing brilliancy of his execution never broken

by an angular or an incomplete ndthave been too frequéy heard in English ears

to require deli berat e siccahaagteristioslbait i o n . And
remembered, are as yet principally those of an executive artist.

He will be always heard with wonder and delight; there is something, tobd, mos

engaging in his youthful and gracious presénuethe total absence of everything

like stage effect and quackery in his intercourse with the gulnticis 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 exdtdubse, namely, which owe

themselves to the mastenindd than any that have been hitherto awakened even by

his fascinating performancéX.
Theautbr 6 s openi ng r e mtatto this @iatehenEnglish peess haa hot | s h
focused enough on Thalberg. As a result, readers in the United States naturallitleeafdhe
celebrated pianistin fact, mention of Thalberg in the American press is more frequently in

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

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

o AT aTl &pirltcef the Times31 March 1838, 51.
Phe Caysaip22 June 839, 229.

- Q

20



the pianistodos styl e. The article alludes to
imperative 6r Thalberg to accomplish his famous thhemded effects. Comparison with the

singing of Giuditta Pasta (179/8 6 5) i s al so significant with r
touch, which distinguished the pianist from the more orchestral approactzbf Lise 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 informvedle on the othelikely caused less

impact on the imagination of the average American reader.

As pianists in New York actively programme
approach eventually received aheVduosoAgem i n t he
Musi c 0 a pheelabingegwhichndiscussed the different virtuosic approaches of

Thal ber g, Liszt, and Chopin. The writer give

It is common with Thalberg and those of his schoothoose 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 vatesranean grotto, matarched,

all glittering with sparsdic| . I n the variations upon the
Egypto there are passages where two hands
alternately to the suBass, and then back to the middfehe keyboard, to rekindle

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

in fluid auroraborealis streams of light, investing with its flickering gauze of fire the

stable, majestic columns of the central melddy.

The writercite=ant ai si e sur des t hemesOpB&18IHwhi®r a Mo |
by that time, was the most popular, most frequently performed, and most representative Thalberg

composition heard in the United States. The articlebringsant i on t o the virtu

fThe Virtuoso Age in Music. Th &he NabmgeseNovember 1845 Pi ani st
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 ovetadl thid¢ of
three or four hands as theoam the entire keyboard, playing a multitude of notes and creating
waves of sound, while giving the impression of both singer and accompanist simultaneously.

The foll owing exampl e de m#anddompaditiensl teGhhiqué:ber go s

Example 1.2: Thalberg,Fant ai si e sur des themesOm38: | 60p®r a
mm. 260265

¥ Sigismund Thalberf; ant ai si e sur des t hemesOp.B2(Pdri$ Bfréupenaslopse de
Co., 1840).
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Beyond col orful accounts in the press, Tha
upon performances of his compositions by other pianists. Sindiel het 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 (18B209), and otérs, were not experienced most
Americans as theyhad not yet heardim play® Rather, the numerous pianists who had been
programming Thal bergdés operatic fantasies sin
his music before American audiences, while associating this repertoire with the local image of a
piano vituoso.Sel ect Per f or mances sidsinNéwaYork@ty gbés Oper a

betweerthe year$837%1853are listed in Appendix One

Beginning in 1837 and culminating with the arrival of the virtuoso himself, almost every
prominent pianist in New Yorkrpo gr ammed Thal bergbés operatic f a
performance in America occurred on 24 Novembe
Schlesinger performe@rande Fantaisiee¥ ar i at i ons sur un Moti f de |
Montecchi et CapuletQDp. 10 (1834). Four months later, on 21 March 1838, Schlesinger
includedGr ande Fantaisie et Variations s 0Op.l4des mot
(1835)in a performancat the Stuyvesant Institute. Reviews of these early performances are
di fficult to | ocate; however, one discussing
March originally appeared in tidewYork Americaron 25 March and was cited TheNew-

York Mirror;

39 See William MasoniMemories of a Musical LiféNew York: The Century Co., 1901), 210; Richard Hoffman,
Some Musical Recollections of Fifty Yeardlew Yor k: Charl es St30.i bnerdéds Sons, 1
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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

them@ the fingers playing itl.a 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 one

such fuguesWhere each finger seemed independent of its febhmaendowed 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 mefited.
Through these performances, we knBehlesinger was among the first to present what the press
referred to as tolplayingto Americancahdemceésoandiifdt epli baenr g 6 s
music was played from concert platforms in the United States almost two years prior to the first
documentd hearings of Lisztds wor ks. Lawrence
until then r ar e? Wisgemoonantes ofithis fepeeairé establisbed a certain

standard, which contired with the arrival obther pianists.

The next piaist to appear on the New York musical scene, actively programming
Thalberg was the Germdrorn Wilhelm (William) Scharfenberd8191895) In 1835, the
American violinist Ureli Corelli Hill (180275) became one of the firBmerican musicians to
travelabroad in search of a master teacher. Hill spent the next two years studying with the
renowned violinist and composer Ludwig Spohr (1:18%9). During his time in Kassel, Hill
met Scharfenberg, a fellow student of Spohr who had also studied with Huinm&i38, Hill
returned to New York and persuaded the ninetearold German pianist to follow. As a

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

Apol l o Sal oon. Hi s sol o pRamacsie sufdesrmotifskde o ccas i

“0The NewYork Mirror 17/11 (7 September 1837): 82.
! Lawrence,Strong on Music1:14.
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| 6 O pL@srHaguenotOp. 20(1836). Three weeks later, the pianist gave his own concert on 5
December. For this performance, Scharfenberg choseértrele Fantaisie et Variations sur des

mot i f s dermd dé Bali®®pal2 (1834). The pianist quickly established himself as

one of the most active and respected musicians in the city, contribuarsplasst, chamber

pianist, and collaborative arti&t.By virtue of his performance repertoire, Scharfenberg also

suppors t he early notion that Americad6s top pian

represented piano virtuosity.

Several others who contributed to the initial impression of a piano virtuoso in America
al so programmed Thal ber g @dsvasmstudent af Humméland wi g Rak
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
Chopinds musi c * The Polish piddist C.tkesdowskit vehd seems to have
vanished into obscurity by the 1840s, is often cited for his performance @fahe Galop
ChromatiqueS.21% n 4 November 1839, which was | ikely
piano music in Ameca. While this performance is noteworthy, it has all but overshadowed the

fact that Kossowski alsgave what was likely the American premierd T h aHarttaésie g 6 s

“'n addition to his abilities as a pianist, Scharfenber
musical figures. As a founding member of the New York Philharmonic Society (1842), he acted as the

organi zati ono6s sasanrbecanz viggesident by the ninth sehsorr, ahd vgas 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 18#5fé&hberg 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 oféts form

empl oyees, Gustave Schirmer who | ater became one of Amq
was later hired by Schirmer as the primary editor for the once sta8daitner Library of ClassicsHis activity in

music retail became a mtécal venue for the publication of numerous piano music editions that were edited, revised,
and fingered by Scharfenberg.

“3SeeThe NewYork Mirror, 12 October 1839, 127, Rakemann was her
referencingtherecen deat h of Schl esinger, fito succeed the art.
to replace Schlesinger as the new director of the Concordia.

al
st
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sur des themes de | atGipdebutatthd Citydetelch@8 Gy RO S s i ni

1839.

Reliance upon Thal bergbés operatic fantasie
first half of the nineteenth century, which e
American tours. As the midpoint in the century approached, howeeestating appeal of
Thal bergbés fantasies began to tarnish, especi
by King, The AngleAmericanr evi ew decl ared: @ Mr . King played
celebrated Prayer of Moses, of which Thalberg has domeuch 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 sonméThiogglkebdse.dDhe 1840s and 50s, Lisz:
become a popular addition ganerican concert programs; however, his piano music did not
occupy a place of great prominence until 1859 with the arrival of Sebastian Béc(i18RB8
1898) (se«Chapter 3. At that point, the popularity of T
diminshed as Lisztdéds music eventually became mor

United States.

“AConcert of Mrs. Ed. TheAdgiorAmearica®7Mdrch 184K,.549A. Ki ng, o

26



Figure 1.3: Portrait of Sigismund Thalberg (unknown photographer). Collection of the
author.

Henry Christian Timm and the Piano Concerto

Appearan es wi th New Yorkdés first orchestras even]
performerds abilities and |ikely contributed
Throughout the first three decades of the nineteenth cepiano cacertos 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 Hummel 6s
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Scharfenberg programmed a conceriinais Clochette by Johann Peter Pixis (173874) on

15 November 1838 for hiscal debut. Althouglamateur ensembles sua$ the Euterpean

Society (1799and previous incarnations of the Philharmonic existed, and pianists such as King,
Schlesinger, and Scharfenbergrevcapable of playing themegular 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 ortestra 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 increasehieduled piano concestoFor 184748, a
piano concerto was performed at three of the
hearings of such works became generally stand
annually scheduled work for piano and orchestra was repg&etiisted to the same
keyboardist. Through this regular activity Henry Christian Timm (1B392) 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 stag

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 upamtadigp

unsuccessful concert tour of New Engldhdivhen he returned to New York, Timm took the

“Fori's debut, Timm performed Hummel 6s ARondo Brilliant.
Brilliant in A Major, Op. 56; Rondo Brilliant in B-lat Major, Op. 98; or Rondo Brilliant in B Minor, Op. 109. See

John Tasker Howard@ur American MusicThree Hundred Years of (New York: Thomas Y. Crowell Company,

1930), 161. See also Henry Edward Krehbiéle Fhilharmonic Society of New Yqrk Memorial(New York:

Novello, Ewer&Co ., 1892), 52. Both authors suggest that Ti mm
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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 oticlestral positions. Timm

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

on the bench at the Unitarian Church on Broad
on Fourth Avenue and Ztreet. Ultimately, Timm became one of the foremost collaborative

musicians in New York throughout much of the nineteenth century.

Ti mmdéds record as a concert performer, howe
contributions as a virtuoso, while his plaxga 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 gavets final concert of the season. The annual work for piano and orchestra was
Hummel 6s Gr and FaZauehwma omp .0 Qdér avndGsh Ti mm as

review in theBroadway Journatlaimed this was the worst concert of the season, but graise

Ti mmdés performance, calling it the fAgem of th
Mr. Timmés performance was distinguished b
discriminating taste, delicacy, precision, and exquisite finish. We always feel a pure
andumal| | oyed enjoyment in |istening to this ¢

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 comffoser.
The write alludes to other pianists who may have possessed more virtuosic flair; however, the
writer also suggests that Timmdéds playing demo

both intelligent and welschooled.

“AConcert of the New YBoadvayRduindl26April a845) 268. Soci et y, 0
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On 7 February 1847, Timm gave a conegihe Apollo Rooms that included tw@po
concertos Ludwi g Spohrdés Symphony No. 4 in F Majol
the cavatina, fAll soave elabiebksusghbyMre loteanf r om G
arrangement ef d6doOn®esdchoorthbree voices and i n:
Czerny (17911857); and various other vocal and instrumental selections. The first piano
concerto, by Herz, was immediately recognized as the same work the celebrated pianist
performed forhiA mer i can debut a year earlier. Critic

presentation of the concerto gives insight to

It is not our practice to institute comparisons between two living candidates for public
fame, but we may make thiemark 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 t&'lag.

The critic seems hesitant to make an overt comparison between thetrpiidést and a visiting

virtuoso. The writerbés positive tone, howeve
precision of his playing. The concert conclu
Piano Concerto No. 1 in G Minor, Op.26hi ch became a | ocal favorit

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
hearey 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 tgpositive merit, so long as Mr. Timm is among us; and he very forcibly must

A Mr . Ti mmoEhe AhgloAmericarl3Bebruary 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.

That the critic also feitompelled to include a reference regarding two representative pianists of

the old sbool (Clementi and Humme$uggests a refinement and discipline that was apparently
present in Timmbés performances. The final st
successfully perform the concerto with stylistic traits reminiscent ofidmespic school of

playing with whichMendelssohn himself was assdeth

By 1858 Timm had appeared eleven times with the New York Philharmonic Society.
With regard to frquency 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 not ewoWhlehy and
King, Schlesinger, and Scharfenberg contributed to the concept of a piano virtuoso with their
solo repertoire, Timmdébs early concerto perfor

another genre to the American virtuosic spHére.

8 |bid.

“Timm also served as one of the New York Philharmonic
Hilland DenisGer mai n £ti enne at the Societyds first concert (

activities, Timm was also a foundimgember of the New York Philharmonic Society. Between 1844 and 1846 he

served as assistant director for the Society. Timm becamgvice si dent i n 1846 and by 1848
president, a position he held for fifteen consecutive seasons. Timmdeacamnonorary member of the Society in

1863.
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Tabl e 1.1: Timmés Concerto Appearance¥® with the

Date Composition Composer
18 February 1843 Piano Concerto in Alat, Op. Johann Nepomuk Hummel
113, fRomanzabo
Spagnol i o.
16 March 1844 Piano Concerto in Blinor, Op. Johann Nepomuk Hummel
89 (first movement)
19 April 1845 Grand Fantasia for Piano and ~ Johann Nepomuk Hummel

Orchestra on
Zauberhornp Op. 1

17 January 1846 Piano Concerto in No. 1in G Felix Mendelssohn
Minor, Op.25.
21 Novembed 846 Piano Concerto No. 1 in E mino Frederic Chopin
Op. 11.
15 January 1848 Concerto for Two Piano€)p.63 Jan Ladislav Dussek
(with Scharfenberg)
20 April 1850 Grand Fantasia for Piano and|  Johann Nepomuk tinmel

Orchestra on
Zauberhorny Op. 116.

23 November 1850 Concertino for Two Pianos and Julius Benedict
OrchestraPp. 29(with Jules
Benedict)
17 April 1852 Duo Concertant on the Bohemii Felix Mendelsohn and Ignhaz
Mar ch f r oRrecigéda b Moscheles

Op. 87b for two pianos and
orchestra. (with Scharfenberg

13 November 1852 Piano Concerto in B mino©p. Johann Nepomuck Hummel
89 (first movement)
25 April 1857 Introduction and Allegro Robert Schumann

AppassionataQp. 92.

Beyond Timmés acti vit yenosstrates anahercasgpectod s ol o
virtuosity, he was also noted for the wedlunded nature of his other musical talents. Although
not necessarily associated with the characteristicsofaparforg v i r t usmglso, Ti mmd s
readingability 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

0 See Henry E. KrehbieThe Philharmonic Society of New YofkMemorial(New York: Novello, Ewer & Co.,

1889) . The table is reproduced based on Kamimbi el 6s ac
performances.
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contributed t o Hidnamesswsrup frequendyton mragrams eomtert
advertisements from the period, either credit
wi || preside at the piano. 0 Froel Albiormadegn a per f
informative statement conoerniifMg .t He Ci.a i aIntmd
the piano upon this occasion; we are very glad to see him in the coow®ragain, for there is

no one in New York who can accompany *sAs admir
a supporting artist, Timm mightkie appeared on concert stages more frequently than any other
pianist in New York throughout the nineteenth century. Years latemTawalled his central

r o | leeem td have been for over tweffitye years a kind o$ine qua norat all concerts given

during that time, playing accompaniments to all soloists, both vocal and instrumental. |

modestly may claim that this was my forte rather than anything®lse.

Timm set ahigh benchmark for all resident pianists who followed. Upon the death of
Scharfenbrg in 1895, a personal letter written by Hoffman appeared ifrthenethat further
il lustrates the reputation these two artists
in New York in 1847 Scharfenberg and Timm stood at the head ofpituéession, and their
good work did more to place New York on its solid musical foundation than the efforts of a
dozen ot her mu3¥ Wihithis simplecandmitect staeteHbdffman
acknowledged the contributions both pianists made onthede o p ment of the city
establishment, while demonstrating his own respect for two outstanding members of the local

musical scene.

®Another charming anecdote concer nOQunAgeritan Musi{fNew Yokar s i n .
Thomas Y. Crowell, 1930), 162 One | egend has it that he could play sca
hishandvi t hout spilling a drop. o

“fConcert of Mr . Thehbion2&Odtaberd84g524at i , O

3 Henry Edward KrehbielThe Philharmonic Society of New YofMemorial(New York: Novello, Ewer & Co.,

1892), 52.

**New York Tribung8 September 1895, 22.
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Multiple Pianists Share the Concert Stage

Following a longestablished performance tradition in Europe, programmiagjc for multiple

pianists seems to have entered the Newktoncert realm fairly early Schl esinger ds
the City Hotel on 4 February 1839 is one of the first such events to receive critical attention.
Joined by Scharfenberg, Des@ermain Eenne (17811859), and Charles Thibault (d. c. 1853),

the four pianists presented an eighanded arrangement on two pianos of the overture from

C h e r u Bnaaréordo The same program also included Schlesinger and Scharfenberg in a
transcription of Beetho e nEgmsontOverture, Op. 84. Critics were not always impressed, with
some demanding that overtures onl y*Thesepl ayed
performances allowed concertgoers to hear two or more pianistssigausly, angirovided 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 tofatéorm 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. Transcriptiong\aicrém andEgmontremained popular, while the
overtur e sChava deBrotz®&/e 6 e®béreana n d S pesdmddd reame a few,
also entered the multiplgiano repertoire. On 27 March 184he Anglo Americareviewed a

recent concert given by King. M Timm at a second keyboard, the two pianists performed the

overture tadOberon.Cr i t i c al response was | i kely expected

®6Schl esi ng Muosital Re@eyh6cFebruary 1839, 3756.

34



notion of arranging such music as the overtur
genius and memory of Weber . . . though the playing was excellent as we hardly say more, than,
the pianos were under t h® Ohalun 484Dthie GkandAA. Ki ng
Union Concert opened with Hoffman, Timm, George Loder, and an amaagustpMiss

Coudonper forming an arrangement of Aldssamdroovertur e
Stradella(184344). Critical response was again negative, as the writer félin@n opined the

work was fAvery inef f ec tAithough thesnti® cofpiisticpalettesof r an g e
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 frownad up
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 occasionsefbleagf and
Frederick Rakemann joined forces. When Hoffman arrived, he was frequently included in
ensembles. The arrangements spanned the gamut of possjffiibtiesluets by Bertini, Herz,
and other unspecified composers, to more elaborate settingrairegefor three or four
performers. Occasionally, collaborations drew from perhaps more legitiméteopefully more
acceptable repertoire. For example, on 15 January 1848, Timm and Scharfenberg performed the
Concerto for Two Pianos and Orchestra #klBt Major, Op. 63 by Jan Ladislav Dussek (1760

1812) with the New York Philharmonic Society.

®HConcert of Mrs. Ed. TheAdgiorAmearica®7Mdrch 184K,.549A. Ki ng, o
A Gr andniAon Cohe Alwon 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 redugtiast levels of
virtuosity. Perhaps the most famous exampl e
when Thalberg and Gottschalk shared the stage. The pair had recently joined forces in the
f o r me rp@aso fantasy olNorma,but for this ocasion, an arrangement by the latter of
Ver diTrovatorewas t he highlight of the evening. Ac
the most tremendous furore and excitement. A remarkable shake with Thalberg played in the
middle of the piano, while Got schal k was flying all over the
produced the most prodigious vol @ifeerevitwint one |
theNew York Tmes he f ol | owi ng day procl ai med: A Mr . Go
production. The audience was electrified with it, and notwithstanding its length and difficulty,
demanded aencore 81 n al |l fairness, Gottschalk6s arran
virtuosic fantasy rather than a straight orchestral transcription, andpparently 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 Meyeklerz, and Thalberg was important, thtbgt not arrive ab 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

8 Hoffman, Some Musical Recollectionk30-31.
59 ~

fiGottschal kds NewYoekWine27 D&&ember &858, 4. 0
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hands to the plough, and in Hoffmands words,

found®tion. o

The contributions of New Yorkods resident
publicized tours of the visiting virtuosos. They wereicaitto 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

musi cal endeavor s ssupgerstara NMyey adfted ard play&duourae ferde

P

showpieces, improvised, and performed concert

enough to sustain touring careers is impossible to know. Participating in the musical activities of
a quickly dereloping nineteentitentury 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 giveshiertunderstanding 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 shesllight on the state of musical development already in America before the European

superstars arrived.

Making a case for New Yorkos resident pi

we may contextualize virtuosos like de MeyerrH@nd Thalberg, thus, giving their activities

proper perspective. Finally, the careers of

established a certain prototype and expectation as other artists arrived and further contributed to

% New York Tribune8 September 1895, 22.
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the New York scee. Many resident pianists followed such as Hoffman, Mills, and later, Rafael
Joseffy (18521915) Several can trace the trajectory of their own careers back to the foundation
and tradition established by the artists who preceded them, leaving thaindemable rark on

Americabds musi cal |l egacy.
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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 909) , one of the cityds most accom

patriarchs. TheNew York Timeeeviewflowed with sentiment and praise:

The auditorium was alost 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 thesgrs of his labor had not been idle, but fruitful, not only in

artistic accomplishment, but also in love and even veneration.
The testimonial concert showcased Hoffman in the performance cap#mitrgsich he had won
admirationthroughout his longareer® In addition tobeing a resident pianishe was also a
respected teacher and an active composer. As a prominent member of the New York musical
establi shment, Hof f mapmofessiormltacivities senge asaao effpcéve | i n g .

modelby which several aspects of the New York scene can be studied, while offering further

insight into the nineteentbentury American scene.

I n this chapter, I investigate Hoffmanés c

nineteentrc e nt ur y N eswibrdrd musicalGsceney By discussion begins with a

'"Fifty Years in Music. Testi moni aNewQakTange® Decemlimer Mr . Ri ¢
1897, 7.

The fAGolden Jubil eed ev e nyearcamenimbawdorlaQite(84/H)oThé manods f i ft
program included: Mozartés Piano Quartet No. 1 in G Mii

BWVY 1061; Chopi 4rlatdajod 0 27uNo.r2@nd Ballad®No. 1 in G Minor, Op. 23; and the
Septet in D Minor, Op. 74 by Johann Nepomuk Humnieb f f ma n 6 Mrs.Chaded B. -aoterganized the
event. Shavas an accomplished amateur pianist and played the second piano pa&acihconcerto. Her

husband, Charles B. Foote was a w@lbwn banker, broker, and member of the New York Stock Exchange.
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detailed account of Hoffman as a prodigy in Manchester, England. | document his early record

of performances, youthful compositions, and other decisive steps he took toward becoming a

pianist. Next,e x ami ne Hof fAmaenrdisc ay.e a r Ish andyperfoamramcest 6 s t ou
coupled with his repertoire and approach to concert programming, offer deepsimgmht

contemporary performance practice, conditions, and expectations in the United States.

Fut her mor e, Hof f mands activities as a concerto
helped shape these facets of the American musical landscape. Xaatsoeseveral of

Ho f f npeced and compile the first comprehensive catalogue ofibishpel works (see

Appendix Twqg . I nvestigating the circumstances tha
compositional efforts providansight into musical tastes of the time. Finally, a brief look into

his activity as a teacher further illustrates the rfalteted 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 pgmkragpopular

repertoire of the time, performance approach and tactics employed in programming, and the

pianistbés place in the American concert realm

The Prodigy Years

Richard Hbffman was born on 24 May 1831, in Manchester, England. His father, Richard
Hoffman-Andrews (1803L891) was an accomplished pianisplic composer, arranger, and

highly regarded teachdrRi char d was one of nine hildren.

% Richard HoffmarAndrews (the elder) was a student of Hummel and Kalkbrenner. He was also an organist and

violinist. See Richard Hoffmar§ome Musical Recollections of Fifty Yeardlew Yor k: Charl es Scrib
1910), 8. According to Richard Hoffmanbés wif e, his gr
with performing classes in society was napgorted 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,ithe ni st 6 s
brother Edwarq1836-?) and sister, Helen, also displayedagitalent The other siblingslid 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*

According to higecollection, Hoffman first appeared before the public at age six.
Although minimal documentation survives concerning his earliest musical activities40837
the Briish press confirmsthisevent News of the prodigyés debut
theManchester CourierHi s f at her advertised the event as
scheduled for 26 May just two days after the
Hof f man, stating that he wouldindiexecThhe cewtes
for his portion of the program wa$e Battle of Praguunknown arrangement) on the piano,
from memory> Hoffman also played a duet by Henri Herz (14@88) with his sister, Helen

(age seven), and a trio for two violins and cello by Arcangelo Corelli €18%3), while

AAndrews. 0 Hoff mands f a-Andrews, while Riehare adsd begah leis youthfullcaeerHo f f ma n
using the same name. After arriving in America, he dropped the hyphenated navesaalled Richard Hoffman.

* See HoffmanSome Musial Recollections of Fifty Years-4. Edward Hoffman (183&) 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 Ameri¢d854)and became a successful pianist and teaddemarried the

America sopran€@harlotte Variar(18251884) The couple toured together, with Edward as her accompairtist.

British press also mentions sevetahcerts, which include performancestiétwo sisters. Miss Elizabeth
Andrews is mentioned by name, whitee othewasonl y cal |l ed Mi ss Andr ews. Accord
sister named Helen Andrews wagramising alto. She appeared with JenimydLbefore her departure for America

and was initially approached by P. T. Barrduism  aa@gaecormpany the Swedish Nightingale in her U.S. tours, but

these plans never materializeltnmediately before Lind left for America, Helen married, thus ending her

performing career.

The work in question may have been the programmatic so
Koc gwar a-17019..In 1176,%h& composer settled in London and spent much of his musical career in the

United Kingdom. Compsed in 1788, thBattle of Praguavas a longtime favorite in England.
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performances by his father and other local musicians fleshed out the pfogigmugh
Hof f mandés | ater reputation would rest on his
thewellr ounded nature of Hoffmands early training

which he was already proficient.

By 1841, news of the prodigydguently appeared in the local press. Hoffman gained
initial attention, howeue not as a pianist, bfior his performances on the unusual accordiios
Wheat stonebés Patented Concertina. From 1841
contributed to bnefit concerts, musical lectures, and other events organized by his father. For
these performances, he almost exclusively played the con¢certma gr eat accl ai m: A
Ri chard Hoff man Andrews accompanied hand si st e
was highly applauded; the tone of this instrument is exceedingly beautiful, and the youth played
with great t a$Hoémaa als freguently pergosmiedfantasies and variations
for concertina on various operatic themes. The instruplepéd a critical role in his early

development as the young musician graciously acknowldolgattluding the concertina imis

New York debut almost a decade ldter.

® Manchester Courierl2May 1837. Mrs. Hoffman also states that Richard played three instruments at the time of
his debut: theviolin, piano, and concertina; however, Beurier doesnot mention the concertina at his debtihe

British press makes no further mention of Hoffman giving subsequent performances on the violin. Furthermore, the
pressonly mentiors the piancagainin reviews from 1843 onwdl.

" ManchesteCourier, 26 Novemberl842. See other revieiom 184144. Regular mentionsf Hof f mano6s
performances on the comtiea survive and attest fuublic appeal of his playing. The guitarist, Giulio Regondi
(18221872) was the most celebrated concertina virtuoso ofithe he was also a close friend of the Hoffman

family and taught young Richard how to play the instrumé&itrithermoreRegondi resided in London and

provided for Hoffman idater years when hésited the British capital.

®0ne of HearfiebtmlishédsompositonswaBhr ee Favorite Airs from W. Vinc
Maritana, Arranged forthe Concertina& Dedicated to Giulio Regondby R. Hoffman Andrews, Junr. (London:
Wheatstone & Co., ca. 1845).
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Al t hough Hof fmanbés concertina playi,ng capt
the Hoffman familyevents oc used on t he pr odiOpy5asnethedi | i ti es
Manchester Couree nnounced a fAMaster Richard Hoff man A
two days later. The whole family performed: two sisters sang, Edwareldolag violin, and all
took partineighth and pi ano arrangements. Ri chardds so
Li s Hexame#on,S.392f ol | owed by a f doséia Bgittdy SiggmundRo s si ni
Thalberg (18121871)* A iConcert o-Fo6tahd PyagGar|l Maria vo
1826) also appeared earlier in the program. It is unclear who perfdarrhedever, it was
likely Hoffman, with his father taking up the orchestral part on a second piano. At this time,

Liszt and Thalberg were stiictively touring their compositions representing the pinnacle of
virtuosity, while the works of Weber held a prominent position in the concerto t&dy.

including this music, Hoffman demonstrated unusual ability and potential, and by virtue of his
reertoire, was associated with what the press

pl ay¥ng. o

° During these early years, Hoffman mastduently performed alongside his father and siblings. Organized by his

father, we might suppose thedeffman family musical eventsere among the most popular entertainments in

Manchester during the first half of the nineteenth cent@y.17 February 1844 thdanchester Courieand the
Manchester Times dverti sed a fAMaster Richard Hoff man Andrews Co
the Athemmu m Concert r ooms. Hof f man perfor medngaGandt asy on
Concert Duet on Herzb6s fAiO dol ce c¢ onc e ndmposedFartasiaforne of |
piano (unknown title), and he also accompanied a Hebr e
Thesongwasaocmp ani ed wi t-actioBedbarpés doubl e

19 Regarding this final work, th€ouriers i mpl y printed the title: APrayer MosR@
undoubtedl Fadthail diee gdsr des t he me sOpd&1839P Bypiue afitsMo us e de
history as the main piece Thally brought to the pianistic dusith Franz Liszt in 1837, the work is commonly

cited as embl ematihanadfedtiOhappirdrmicht d© MHtimameo®e vi rtuosity.
“"The concert o wCorcertstickn & Mipor fovéiare andl Orchestr@p. 79, which Hoffman

performed frequently in later years.

2 The British and American press often referred to pianists such as Sigismund Thalbergy§18)L 2dolf Henselt
(18141889), Franz Liszt (18%1886), and FrédériChopin (1810 8 49) as t he fAnew school
apart these virtuosos from earlier keyboardists such as Friedrich Kalkbrennetl @4%5Johann Nepomuk

Hummel (17781837), and Ignaz Moscheles (179870).

, 0
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Hoffman already demonstrated impressive performance ability; howss=xaral other
factors could have been vitaléstablishing a successful careely Bt hi s poi nt, the
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
coul d al so add idnainceldufing tmafirstthalf ofrthee pineteenth 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 stefstowar
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 imétionally recognized superstar. Initially,
Andrews intended to send his son to Leipzig, where Felix Mendelssohn188@% could put
the final polish on his sonés skills. When t
possibilities closera home. In 1844, the celebrated Austrian pianist, Leopold de Meyer-(1816
1883) briefly ®ttled in London, at which timidoffman took lessons with the esteemed virtuoso.
This period of study, however, was sharhce 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 advertisediths pedi gree upon Hof ffmands arrival

13 See HoffmanSome Musical Recelttions 75. Hoffman took severdessonswith de Meyer, which were far

fromideal:il went to his rooms for instruction, and during t
having his hair cut, or perhaps being measured by his tailorronsdker. | studied only his own compositions

during these precious hours, which | divided with many of the London tradesmen, and | thought nothing of spending
wholedays in the achievemeludr ecfi at Fand Marn alh 6d @lr aleh 606 6tMame cd
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By 1844, advertisements for Andrewsods New
| ocal press, sugge hadentergd thehetail musiobusiné$aAndéess f at her
bought, sold, rentednd repaired pianos, and became a local retailer of sheet music, which
proved convenient for his aspiring son. On 8 Jun€thaier (and on22 June in the
Manchester Timgs announced the pub-Kiogbianraehg8dhaben
by Master Richard Hoffman Andrews. Within two years, titles for a dozen other pieces
appeared in local periodicals and in the frov@tter of various other compositions. Tées
adolescent works are perhaps of liignificant; however, they nonetheless destaate his
early compositional potential, while i mmedi at

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 wegs tp his fourteenth birthday, the
press mentioned Hoffmandés first and apparent |
This must have been his most important performance to date. Announcements in both the
Courier and theTimesfollowed reviews fom previous concert, which took place on 15 May.
TheTimesadvertised this concert would be: W@AHi s | a

his playing in London, at the Con®ért Rooms o

reviewing the 15 Mayancert, theCouriers t at e d: AMaster Richard Hoff
onthegrandpianb or t e wer e admirably given and | oudly
“ Eventually, the business tookonth@ me: A R. Andrewsdé London Piano Forte &
15 Almost fifty years later (1893) Hoffan publisheder Erlkénig Lied von Franz Schube®p. 107. Since the

transcription is a sparse amateur settomg wonders ifthis at er publ i cation and Hof f mané
in the same.

8 Manchester Timed.0May 1845.
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endorsement for the upcoming London conteiince 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 Hoffmands concert,;

the pianist exposure in the capital city.

During the two and onkdf yearsbefore Hoffman traveld to Americathe press
documents minimal activity. Theourier mentions only one concert of note, which took place
on 11 July 1846. Hoffman was heard at the piano and with conceniBdward played
violin, while theirf at her al so performed at the piano. H
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 byede Me
Thalberg, and Liszf 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 practicingearing the repertoire he would

need to make an impact in the United States.

Destination: America

When Hoffman arrived in New York, the impression left by two internatioredbjlaimed

pianists, de Meyer and Henri Herz (180888) was significant and still reverberated throughout

" Manchester Courierl7May 1845. In his memoirs, Hoffman briefly recalls this performance; however, he states

that the performand®ok place at the Erard Rooms.

8 Manchester Courierl1 July1846

“DuringHo f f manoés f i r 184748k kerperformed Avmgimn ® caoncertos: Mendel ssol
Concerto No. 1 in G Mor, Op. 25and theKoncertstiicky Weber. His solorepeitor e i nc |l ud@ahd Thal ber
Caprice sur dmrkSonmamnbulbQp. 46;lesztd Be@imscences de Lucia di Lammermp8r 397

EmileP r u d &rand Fantaisie sur des motifs ddsguenotsie MeyerbeerOp. 18 a caprice on national ajrs

anda f ant asy SamiramRlidyl.sopotdidéMeyer. The Britishrgss makes no mention of Hoffman

performing with an orchestra while significant mention of larger piano repertoire qudaegd by 1844Hoffman

may have spent these last two yga®&45-47) learning much of this repertoire.
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the city. These two keyboard wizards caused a sensation giving Amauidigmces their first

exposure to workgtlass virtuosity, while they established a benchmark by which other pianists,
including Hoffmanwould be measured. De Meyer arrived first, making his debut at the Park

Theatre on 20 October 1845. The pianist imiatety 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 almelusively into the Southern states. Although his
touring activities concluded in April 1847, t
place on 29 May with the Philharmonic Society of Philadelphia, just over six months before

Hof f mant®DedeMeyer 6s success on the American sc
regard to Hoffmandés appearance | ater that yea
English pianist with the Austrian virtuoso by virtue of the few lessons in London, geatin

immediate and impressive publicity. Hoffman also took advantage of his timely arrival by

strategically programming several of de Meyer

A week before de Meyerbés final New York pe
four concerton 29 October 1846. Riding the wave of excitement generated by de Meyer, the
Austrianborn Parisian virtuoso spent the next three andhatfeyears performing up and down
the East Coast, New England, and the South, while making occasional returnsYorkew
stage€* 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 1848hether strategically planned or

% De Meyer did return to the United States in 1867; however, by that time, numerous other virtuosos had come and
gone, while other highanking pianists now resided in New York. This time his impact was lessitraficant.

L 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 | ikely, a simple stroke dimedghow,dhefwor t une,
mo s t celebrated virtuosos ever heard in the ¢c

more and leaving the concerage open to the new English pianist.

In the summer of 1847, Hoffman sailed from LiverpooBtiston on the Cunard
steamshigCambria. Sometime in August, the sixtegearold pianist arrived in New England.
The next day, Hoffman set out for New York, evh he was expected by his uncle, George
Andrews. Shortly thereafter, he made the acquaintance of the younydriskiolinist Joseph
Burke (18171902), whahadrecently conclded a tour with de Meyer aradready established
himself as an importanttaie®® The duo first appeared on 16 Nov
Tabernacle for Burkedés first concert of the s
while the young pupil of de Meyer, in fhis fir

the evening. o

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 performandedétier. He was
enthusiastically received, and is, we doubt not, destined to attain the highest rank in
his professiorf.

Richard Grant White, critic for th€ourier & Enquirerwas al so I mpressed with
ere he was halfway through hisfs t p i e ¢ eSonndmbwdflariaiong],dhe had fully

vindicated his right to appear before any audience in the world as a solo player, and the

%2 geeR. Allen Lott, From Paris toPeoria(New York: Oxford University Press, 2003),-88. Accordingto 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 femiader of his comats in America,

which concluded on 30 April 1847 in Cincinnati.

2 gpirit of the Times20November 1847, 464.

*|bid. See alsdi Mr . Bur k eThe Hatbinger2@Novemberl847,22 fiTo say that he now
De Meyer, vinen physical power is a prequisite to compete with them, were abdisid], 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. o
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astoni shment was transferred ®fConfirmediby s youth t
unanimous critical pras e, Hof f mandés first performance was
Aswel |l ed heado acnodn ciieciotn,so dtehrea bpliea nsiesitf schedul e

nine days later, at which he would be the headline perfofmer.

On Thanksgiving night, 25 Nowgberl 8 4 7 , Hof f mands Gisand Conce
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 ideé#ocation, an ambitious Hoffman returned to the Tabernacle. The venue
could easily accommodate two thousand people, but on that evening only a few hundred
attended” Heagain programmetheSonnambuld ant asy by Thal berg and «
Semiramidebut also include@Grand Fantaisie sur des motifs des Huguenots de Meyel®eer,
18 by Emile Prudent (181¥863) andGrand Fantaisie et Variations sur La Cracovierine
William Vincent Wallace (1812 8 6 5 ) . Hof f man al so introduced
Conce tina to New York audi ences MonmahThigtimé,ant asy
critics were friendly but did not hesitatec i t i ng t he pianistds adol esc
White focused on the weaknes sndthdoverl dnévenagsd s t h

of his techniqué® Furthermore, Whitehowever delicately, could not avoid comparing the

young pianist to de Meyer and Herz, who had recently performed in the city. The critic

% Courier & Enquirer, 20 November 1847, cited lrawrence Strong on Music1:453.

% Hoffman, Some Musical Recollectiorg6.

?"see Ibid, 95, 99. According to the pianisie lack of ticket sales for such a large (and likely more expensive)

venue would hee drained him financially; however, two wealthy patrons, Mr. Ogden Haggerty and Mr. Arthur T.

Jones covered all his expenses. Accordingtos me moi r s, Hof fman referred to thi
enterprise. o

B The critic was likelyreferig t o t he undevel oped outer part of Hoff man
ability to make melodic figurations in the treble stand out against thicker sonorities underneath.
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concluded on a posi t i atienthatgdhelevill befamdngthecbabhot ever y

thebesof all | i®%ing pianists.o

Hof f mands eventful first weeks before Amer
performance only two days later. On 27 November 1847, the New York Philharmonic Society
invited the pianist to play Mendelmtefishdés Pi a
concert of theirigth season. Critics all seetm agree upon the brilliance of this performance,
while the pianist decl ar etk iwth emas fsgrodalt ienn cnoe
Henry Cood Watson, writer for thdbion (11December 1847pr ai sed t he pi ani st ¢
power in the fast sections but was particularly impressed with his display of delicacy, refinement,
and passion in the second reavent. An observer for tidew York Expressarmly concluded
his review with: fAWe were glad to see himthe
of stamping on the minds of some of our most discriminating judges an idea of his genius and

talert 3 Eritical 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, @nxd asdr west as Chicago, stopping in numerous

# Lawrence Strong on Musicl:453. See alsdhe review by Charles A. Dana, music critic for Mew York

Tribune(26 Novembed847),recounted by Hoffmar§7-99. Again, the review igery gracious, yet concludes:

flAmerica is good for the accomplished master, who seeks a substantial harvesedolythiears 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. o

%9 Hoffman, Some Musical Recollectior@9.

%wa t s cevigvappess in LawrenceStrong orMusic, 1:453. See also Hoffman, 9®0for the complete

review from theNew York Express
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smaller towns in betweefi. The tour was not managed by a highwered and influential

impresario like Bernard Ullman (1841885) or Max Maretzek (1821897), who brought

international superstars such as de MeyerzHand Thalberg to America. Rather, the young

musicians arranged and splomoted their own concerts. Sometimes they would write in

advance to friendsvho then placed advertisements in the local newspapers. Often the duo

arrived a day or two early to stup public attention. Touring was rigorous and profits were

slim, especially in the smaller | ocales where

pioneer® of art.o

Upon returning to New Yorkan opportunity presented itself, which according to
Hof f man, fAgave his career a s iplayingcouldmbéverc h many
have 3 ByFebruary 1850, the American showman and businas Phineas Taylor
Barnum (18161891) had begun assembling and promoting the American concert tour of Jenny
Lind (18201887), which became one of the most celebrated musical events of the century. For
almost seven months the Barnamachine successfullyanr k et ed Li ndés vocal v
generosity, grace, and elegance in hopes of appealing to every segment of the American
popul ace. Thr ough Baw York @ity was charged With anticjpatibnl i ci t y
for the singer. In preparation fon axtensive tour, Burke was contracted as concertmaster,

whil e the i mpresar i edownHem led toHofman eingshegeclasr e t h e

#|t is said that Hoffman was tHigst pianist of note hearith Chicagowhen he and Burke performed at the

courthouse during their 1848 tour. See Josiah Seymour C@in@gago: Its History and Its Builders, a Century of

Marvelous Growth(Chicago: S. J. Clarke, 1912), 3:246; and John Tasker Ho@ardAmerican Music(New

York: Thomas Y. Crowell Company, 1930), 282.

#Hoffman, Some Musical Recollectiorts02-04. Hoffman recalled a performance in Newburyport, Massachusetts,

where after expenses, his share of the profits was less than a dollar. The pianist also discui&sitdveould

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 borrowedgguasen d back t o i ts own
immediatey following the concert.

*Ibid., 11011.

51



second member of a supporting keyboard Budoining the German pianist, Julius Benedict
(18041885) who would also serve as music director and conductor for the tour, Hoffman
appeared frequently. Hi s performances with t

September 1850) and concluded almost a year later on 4 Jun& 1851.

Although Hoffman was aatracted 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 materi#ed, Barnum made alasti nut e deci si on, cancelling
engagementSar oni 6 s Muraughtthre kituafian lmefose the fictwith an article,
ATrouble in the Barnum Camp. 0 With |litigatio
of Hoffman as an attempt to cut cost in the most unprofessional'wHye heated situation was
ultimately diffused when the pianist published a card if\tee York Heralabn 7 December,
stating that Barnum had agreed to comply with the original terms of hisact Apparently,

the impresario also made clear to Hoffman that his services would likely be needed again in

% Englishconnectionsikely contributed to maikg this arrangement possibléccording to Hoffman, his father

was instrumental in convincing Sir George Smart (a vocal teacher in Londonwhbtau Ho f f maadabone si st e

pontgave Lind some |l essons) to write a |letter of introdu
according to Hoffman, was sufficient in persuading Lind into negotiatiSns.or t | y bef ore Lindbds de
America, shesangindnchester alongside Hoffmanés sister, Hel en A

with Barnum, it was assumed that Helen waalkbsing with Lind throughout the American toufhis plan was
cancelled.Burke, unlike Hoffmanremained with the Lindroupe, performing at every concert.

* |t is likely that Hoffman was only a regular performer with the Lind troupe during its initiakeast

performances and when they returned to New York in 1851. The pianist appeared with Lind in New York, Boston,
and likely in all other eastoast 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 Yogka 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.

Saroni 6 s MBGNowmbel830i9%e s
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Februaryas the troupe made its way to New Orleans; however, the citation makes no mention of

the pianistoés invol thetme’ht t hroughout the rest

For almost a year, Hoffman was associated with the famously popular and successful
Lind concertsbut this engagement was about to end. On 2 June 1851, two days before
Hof f mands final appearance, t h®ttoGoldsghmidt br ough
(18291907). The new keyboardist was purportedly hired to replace Benedict, who soon
departed for Englan®l. Ultimately, Goldschmidperformed again on 6 June and henceforth was
the only pianist for the remainder of the Swedish Nightingad s A mer i*tleisn concer t ¢
unclear why Hoffman initially left the Lind troupe. He may have only been contracted for the
first year of ‘touring. Li kely, Hof f mands dep
of the original performance agraent between Lind and Barnum, which the latter made know in

the press on 3 June 1851.

Regardless of the circumstances, Hoff manods

1851 and he quickly took other opportunities in New York City. Following aesstal debut

¥ See LawrenceStrong on Music2:12930; New York Herald7 December 1850; and W. Porter Ware and

Thaddeus C. Lockhard JB, T. Barnum Presents Jenny Li(Baton Rouge: Louisiana State University Press,

1980). The authors reproduce severalgppgr ams from t he first |l eg of Lindés t
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.

®Ultimately,Benedi ct accepted a position as conductor at Her
as orchestral director for the remainder of Lindds toul
“00n5 Februaryl852 Jenny Lind and Otto Goldschmidt were neatri Much speculation surrounksrchoice to

include tre new German pianistawrence suggesthe likelihood of longstanding romantic feelings between the

two and the possibility that Lind was simply waiting for the right momefsoonmo® t he pi ani st from (
(Lawrence Strong on Misic 2:154). Nonetheless, the presence of Goldschmidt marginalized the necessity of

keeping Hoffman on board. Goldschmidt wasaatlebratedirtuoso; however, he was capable of covering all
pianistic tasks the t ounestrutteredacmadcendmodate brie pimngtead aftwo,c er t s  we |
which alsocarried the financial benefit of employing one less musician.

*! The terms of theriginal agreement between Lind and Barreatiedfor 150 concerts. The contraaiso

included certain catitions thatallowed for early termination at sixty or one hundred concerts. They agreed upon

the | atter, with the final New York concert given on 6
that the terms of his employment coincideithvthe original agreemeiaind final arrangementsetween 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 fahe contributions he coullring to other concert programs.

: Tl)c*’ ; -I.?S' 'LJ

PBOG!AM’:HE

Al Femy Lud's Coneert,
AT TRILED BALL.

Figure 2.1: Jenny Lind Concert Program Tripler Hall, 1850
(Courtesy Newberry Library, Chicago. Call # MMS Thomag
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Resident Pianist in New York City

When Hoffman permanently settled into the New York scene, theprmsinent pianists in the

city were Henry Christian Timm (18111892), William A. King (181721867), William

Scharfenberg (18195), Ludwig Rakemann (1818), and Frederick Rakemann (182384)%

This early wave of t al e nimpression of what aypiansstshopléd d A me
be; they also established a model tHatfman 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 fat half of the nineteenth century, concerts in America resembled
thelongest abl i shed fimi scell aneouso approach to pr
to more specialized performances in Eurbbélmost without exception, as an attempt to

appeal to ¥ast 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 veryr@oplla

frequently performed. Thus, having two or more pianists involved within a single performance

was not uncommoff

“Louis Rakeman occasionally appears in the press; altert
AfRakemand or ARackemano or A Rac k ecamaisiently cakell theyounger t he s am
pianist AFrederick Rakemannodo when referring to Ludwigd:
The French pianist, DeniSermain Etienne (1781859) was one of the earliest established pianists in New.Yor

By the time Hoffman arrivedstienne was occasionally still active as a collaborative artist but was entering the final

stages of his careeDaniel Schlesinger (1799839) was perhaps the first pianist to demonstrate serious virtuosity;

however, eayl death in 1839 diminished his impact. Talish pianist Kosswski was also important as the first
documented performer of Lisztdéds music in America (1839
3 See William WeberThe Great Transformatioof Musical Tast¢New York: Cambridge University Press, 2008).

“4 One performance of note that illustrates the popularity of works for multiple pianists and underscores the
necessity of employing multiple keyboardists occurred
AAmeri can Mammot h. 0 twa$ddouble grand piand constructed with oppasing keyboards,

which facilitated duo performance. Hoffman, Scharfenberg, Timm, and William King performe¢haight
arrangement sessondadn bSpedhevadde bronze,n d B e e Pronteth@sand Bgmont

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 otsiagers 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 soldesgions normally fleshed out programs.

Knowing that Hoffman functioned within this varietpncert dynamic sheds light on his
own performance strategy. During his most active years, the pianist normally filled the position
of featured artist on concgstograms. Although Hoffman did present a Grand Concert for his
debut season and-t®adlined 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 congeshce in each half of therogram in support of the

headliner.

Hof f mands most active years were between 1
featured appearances with numerous headliners, including violinists, Eduard Reményi (1830
1898), Henry Appy (1828903), andPaul Jullie (1841607?);vocalists included Emma G.
Bostwick (18131894) and Mme. Biscaccianti (1834), among others. Often these musicians
were making debuts or return performances and, likely, desired the assistance of a reputable

pianist to attract audienceschoommand positive reviews inthe préfL he pi ani st 6s t c

* 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 playe8dh@ambuldantasia by ThalbergSar oni 6 s Musi c al
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 mosptogle

concerts the city had ever experienced, allowed the pianist a certain cachet that few locals in his
position could boast. Frequent performances with numerngsrsiand 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 nedtimes, 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 theashdwpianist. Appy seems to have also
toured with Jenny Lind. Paul Jullien, the French violin prodigyve 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 1%/ioglBisginal
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. Thbdsoston
soprano Else Bisxcianti, 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 puimegickomna

Hoffman was apparently the pianist for her two parfances in New York. Shortly thereafttfre singer left to
seekfortune 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 Bostwa&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 anl 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 #itmethe music director at the Church of
the Ascension, at Fifth Avenue and TeBtineet. She made her return to the concert stage on 20 January 1851.
After this very successful performance, Bostwick was encouraged to establish a sssigsesfmusicalesMany

of New Yorkoés best musicians were brought in to flesh
the events, including the premiere performance. Throughout the next few years, Bostwick continued her regular
soirées making use of varias other pianists. Hoffman does not seem to have performed with the singer during
these later efforts; however, duringAugustOctober 1852, Hoffman seems to have toured with Bostwick.
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Association with celebrated artists like Louis Moreau Gottéc{is3291869) had a
positive influence on Hoffmandés reputation an
New York. On 10 January 1853, the New Orlebam pianist returned, fresh from studies and
very successful European tours. Gottschalkldyiarranged 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 8828 the tenor John
Frazer, and the American flutidohn A. Kyle (ca. 181:0870), who was accompanied by George
Frederick Bristow (1828.898) at the piano. Along with solo selections, Gottschalk programmed
two works that required the assistance of another keyboardist. Hoffman joined forces in the
perfforman c e of G3rand Fardalsia Trikndphale n  V eJérdsaldmPp. 84 and a
AWal tz di Bravuraodo (now | ost). These perform

and collaborative relationship, which helped keep Hoffman in the spotlight.

Almost a decade lateafterreturning 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. 37f or f our h an d®verdurede Gaibatim TelcGramdek 6 s
Morceau de Conceft or t wo pi anos. I t | sbiltiesthaga |l v a t est a
Gottschalk immediately secured the pianist for his homecoming concerts, furthermore calling
Hof fman, fAone of the r ar elwhysgverhneprbobsofdjood f t he

f el | oW THeiwp pianists shared the stage at least thirteen times between 1853 and 1862.

“® Louis Moreau Gottschal®jotes of &Pianist, ed. Jeanne BehdgNew York: Alfred A. Knopf, 1964), 44The
remainder of Godn skdfafl hdrs iquonatewonrt hy: AOf all the pi
States, there is not one whose talent merits more esteem than that of Richard Hoffman. A icussaiést, 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
chiefnor 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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Anot her example demonstrates Hoff manbs abi
pianists. In 1865, the English virtuoso Jamed/X&hli (18311887) arrived in America. His
local concerts provided Hoffman another higiofile opportunity as a featured perfornér.
Largely unknown to American audiences, Wehli was a-timg established performer in
Europe. Critics immediately hdded the virtuoso as the greatest technitienUnited States
had ever seen. Reviews after his New York de
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 experiencedgomeeff s . ©
Critics suggested Wehli s temmedgaeewpsdsebbed
pianist wit h* Favayear, ithg Virtuosd causetl 8 sedsation in America until
1866, when he returnedto Englafidi n January, Wehli announced a
concerts for which, he called upon Hoffman tastssThe two pianists performed together three

times, commanding very impressive reviews:

Schumann he is compelled to bebethat Rossini is a fool. He comprehends Bach but does not shrug his shoulders

on hearing the name Bellini. In conclusion, he is an artist ayghtleman @ottschalkalso demonstrated his

appreciation of Hoffman in the dedicationasfe of his most gaular piecesl.e Banjo, Grotesque Fantaisie,
EsquisseAméricaine Op. 15. Also of interestHoffman was a palbearerat Gottsh al k6 s f uner al on 3 C
187Q

“"1n 1875, Hoffman did appear again with another visiting pianist of note. On 27 Decgnithe repetition on 30

December), he joined Hans von Bulow for the performance of concertos for two, three, and four keyboards by J. S.

Bach. The concertos for three and four performers al st
oneof B¢l owds former America student s, Mi ss Marion Br own
“*New York Timesl4February 1865T he criti coé6s use of the phrase Awrist
Wehl i 6s abil i t-nepedted notes ie vanotseombiaagonsd | vy

9 SeeNewYork Daily Tribune 14 February 18651 We speak of him now as an execut a
beautiful and perfeahechaniqueas one whose fingers have been educated so faithfully and so admirably that he i

said to have two right handisalthoughin 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. o

*%Wehli made two more American toursi870 and in 1872.
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T h al bNommgduet for two pianos, by Richard Hoffman and Wehli, was as
perfect an example of piafforte 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 imagied.

This review demorigates the typical praise showered upon Wehli but also gives insight into

Hof f mands abilities. Hof f man i s not menti one

tone of the article suggests an artist on par with the one of the greatest teslofithentime.

Hof f mands 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. Fromhisdeoubncert in 1847 wuntil 1863, Hof
repertoire included rodmy thirteen operatic fantasies arangements by composers such as

Auguste Bertini (178@.856), Liszt, Prudent, Alfred Jaéll (183882), and himself, with works

by Thalberg and dsleyer representing a majority. He also programmed a similar number of

character pieces by Chopin, Gottschalk, Stephen Heller {1888), Henry Litolff (18181891),

and Wallace, while occasionally performing his own compositions. This list does nmtancl

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 qtthextsn later decades would be

"AWehli 6s Mati nee THibune/@@Aplil 486&40 s Theater , o
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considered canonjgvere seldom hed from American concert stageslo pieces by these

composes are compl et el y earlycoecertprogram.m Hof f mands

In total, Hoffman seems to have performed approximately thirtgreifit solo works in
public over a fifteeryear period. A small handful, mainly the operatic fantasies, seemed to be
the core of his repertoir&. The frequency with which Hoffmarepea¢dselect pieces sheds
light on current performance practice and titates 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 th time, including Hoffman, seemed to lirthe music they performed in public to
the pieces they knesuccessfly demonstrate showmanship, while adgapealing to popular
musi cal tastes. For example, between 1847 an
T h a |l bGrandgd&aprice sur des motifs de La SonnamiDfa 46 He programmed the work
each successive yeasually giving several performances throughout the season. The same is
true ofL i s Ré@maniscences daicia di Lammermogr S. 397 an dFartbsiddnman o6 s
National Airs which he also programmed regularly between 1848 and.’'8B¢ contrast, he
performed a limited number of character pgeaeldom repeating thensince Hoffman only
appeared once or twice on most pengs, he only required a few works for any given

performance, and for that matter, an entire season. In this sense, his repertoire was functional.

*2Toward the end of the century and much later in his career, Hoffman made infrequent appearances that included

pieces by Bach, Schumann, and others.

>3 The popularity othe operatic fantasy in New York cannot be overstaféttoughout 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.

*The New York press cites Hoffmamef or mi ng t wo works titled AFantasia on
Meyer and the other composed by himself. The work by ¢
AfYankee Dood]l Airs Natignauk Anéricaingamiile thespiece by Hoffman is call&hriations on

fiHail Columbia andfiGod Save the Que@nThis work remainsinpublished and survives as a signed holograph at

the New York Public Library (OCLC 78646634).
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Performance practices established later in the nineteenth century would suggest the quantity of
Ho f f meperidise was limited; however, considering the circumstances, this approach makes
sense. Further more, although the repetitive

today, it was typical of the tinT.

Hoffman and the Concerto

From his first yars in America, concerto engagements occupied a prominent position in

Hof f mandés performance activity, and remained
York Philharmonic Society was founded. Hoffman first played with the Society on 27

Novemer 1847, when they programmed Mendel ssohno
25. With this performance, Hoffman became the second pianist in the history of the Society to
appear as soloist. The success of this initial engagement led to a fliveyyear relationship

with the Society and nineteen other scheduled appeargh@&soughout his career, Hoffman

was showcased in concertos by Beethoven, Chopin, Hummel, Mendelssohn, Mozart, and Weber,
as well as contemporary works by the English composdiawiilSterndale Bennett (181B75)

and the Moraviatborn Ignaz Brill (1844.907). His playing generally received positive

remarks in the press; however, one performance during thes#8&ason proved critical to

Hof f mands reputation.

%5 Understanding this dynamic further underssdtee huge significance of Anton Rubinstein, who arrived in

America in 1872. The Russian pianist came equipped with a massive repertoire, which included maayonice

works than operatic fantasies. R @ byicongastemadedey limiedh c er t s |
use of supporting artists.

%% At the time,Henry Christian Timn{1811-1892) washe only other pianist to appeaith the orchestra. He

performed works for piano an dsesonx(dee @pter Gne)dloterastimgly, t he Soc i
Timm playedthe same Mendelssohn concerto twice during tegipus season

*"Including public rehearsal$ioffman appeared with the Societyer thirty times.Only one other pianist duj

the nineteenth century played as frequently with the Socitpastian Bach Mills also gave twenty scheduled

performances with the orchestreot including public rehearsals
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On 4 March 1854, Htman appeared with the New York Philharmonic Society on the
third concert of their twelfth season, playin
Concerto No. 1 in E Minor, Op. 11 to rave reviela\ith this performance, critics were
unanimougf convinced of the pianistoés artistic mer
previous programs. Henry C. Watson, now writinglfoe s | i eds | I |l ustrated Ne
recognized a new | evel of ar tubatowasmerfeetxgreat,e ssi on
and idiomatic U fThe@iie foritheAbonap Iseoy irnegnar ked: f Mr
truly astonished us by the progress he has made since we last heard him. Always a fine and
brilliant, but an impetuous, dashing, not ceareful panist, he seems to have suddenly
corrected all the faults which he?%® ghetribuoer e mi g
declared that Hof f maf Hi$tiumphant petfornthocerand artiste h o u s e
progress likely were contributindactors to the pianist receividgnorary membership to the

New York Philharmonic Society later that year.

Al t hough the Chopin concerto proved a brea
soloist rested largely on his performance of work#leypdelssohn and Moza#t. On 14

February 1885, Hoffman gave his final concerto appearance with the New York Philharmonic

%8 This performance was announced as the New York premiere of this comeaveyer, the pianist Henry
Christian Timm gave the saoncerto almost a decade earier21 November 1846.
%9 Brodsky LawrenceStrong on Music2:491

® TheAlbion, 11March1 8 5 4 . Bur khardt concludes his rewejiwhich with a
was apparently a piece by Gottschal k gdalingteedwprk@nof Al nt r o «
place. For an encore, the critic expected a repeat of the pi¢cethea s i d e ma n d esthedlightonthé s i nci

practice ofgiving encores during the nineteenth century. If the audience recalled an artist, it was common practice
for the performer to repeat that piece. Today, of coarse: Jater in the centurye expect the performer to offer an
additional work.

““AConcferthe Phil hadnbomg iNMacch185@6.i et y, 0

20f Hof f mands tpexfermances vatictheeNdvuYork Bhilharmonic Society, eleven were in works by
Mozart or Mendelssohn.
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Society®® By this point in the century, another generation of pianists had come. Although the
younger virtuosos boasted bigger wobksLiszt, Brahms, Rubinstein, and Tchaikovsky, the
Society still saw merit in calling upon Hoffm
K. 466: AThe gentl|l eman has for years enjoyed
the city, one oftie 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 digni t ¥ Thetwster foMhelributksahd the anarits @f Mozart,
contrasingthewok wi t h t he A s koncenos & taddyp fsirtherroorepdectaring

the necessity for Athe most brilliant mechani
the spirit of Mozartds age. 0 alThef rHkofiferwacsan c

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 tth@dy 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 perfguti@tion of

all the elements of good pianoforte playing. Theyplg called out most hearty and
deserved enthusiasim.

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

Yorkdés mhlse cs emtsi. ment al tone of the introduct ¢

popularity and brings attention to the reputation Hoffman secured through a lifetime of work.

3 0n 21 April 1892, Hoffman maddshlast appearance with the N&erk Philharmonic SocietyFor this
occasion, he playetthe piangpar t i n Hummel & s ind,iOp. 74 OmQUNovembert189i7 Hoffdan M

performed his wahorseMe ndel ssohnés Piano Concerto in G minor unde
event mar ks the final concerto performance of Hoffmanoés
“ANewor k Phi | har Wmibung IS Febroaryisest7y , o

65 [pa:

Ibid.
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The Collaborative Pianist

Throughout his career, chamber music also held a sigmitica p| ace i n Hof f manés
activities. The periods betwed 852 to 1858 anii882 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,asmaft t he fAmi scell aneouso concert
throughout the much of the nineteenth century. At this time, events dedicated entirely to

chamber genres were not comn?8rBy the 1840s several attempts to organize chamber music

series became importamdeavors. In 1843, the violinist Ureli Corelli Hill (18a875), 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

shortlived, but paved the way to more significant developments.

In 1850, the German musician/journalist Hermann S. Saroni {18Q@) spearheaded
the most significant effort to daterhich ultimately becamene of the most successful and leng
running chamber msic series in New York during nineteerntury. Saroni had recently
purchased’he American Musical Timé&om fellow literary figure, Henry C. Watson. After
renaming the weekly periodicdar oni 6s Mbei sabnTemeabli shed th
soi r®esod as a promotional vehicle for his jou
his customers the option to buy tickets to the highly publicized events, whileb@alrly

subscribers receidefree admittanceThe series ran foralmostacda d e, wi t h many of

®By181617 the first concerts showcasing chamber nmusic aprp
1839, he pianist simply known as Etienne seems to have been one of the earliest pioneers in ti@ngednday

1841,Louis Rakemann appeared in concert with the German violinist, Leopold Herwig {1845® The two

artists performed Beethovenanata for ¥lin and piano.This was likely the first timsuch a work was presented

in New York At the same concert, all four movements ef8t h o v e n 6 s-FlaQMajom @pelb (1796) weke

also performedAgain, on 6 December 18/Rakemann included a Beetren trio in his final appearance with

assisting artists, John Nagel (violin) ageorge Knoocello). Scenarios like this became common, with artists
progranming a chamber work or two thatmp | oyed t he supporting members of th
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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 Stwoyearspassedieorei r ®e s ,
Ho f f maemérgence as a chamber player on a formal féviel.1878, directed by the
Germanborn violinist, Richard Arnold (184%918) and assisted by fellow New York
Philharmonic Society members, the New York Philharmonic @himounced their
establishment® The Club organized its first concert series in 1880 and became one of the most
significant local chamber ensembles since the Mason/Berg(feaan Mason/Thomas) group
thatfirst performed some twentjve years priof® The writer for theNewYork Timescalled the
Club, fAwithout a doubt, one of t h®Dubingthe t hat
1880 season, Hoffman performed with the ensemble at its second concert and continued making
frequent appearancestiii889. Through his relationship with the Philharmonic Club, the press
affirmed Hoffmanés abilities as an i mportant
t hat he stands easily at the head odualWhoekw Yor k

is always finished, and his conception of the duties of one wioperates with others in the

%7 See HoffmanSome Musical Recollectior® 3 . According to the pianistébés wife
Ami scell aneouso6 approach to concert giving was falling
much more appreciated. She documdémas Hoffman orgaized a subscription series thrah 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. Theecsmeere small and social eventsp

Ai nfor maHhe tloi £tnd eaf tpubl i c criti ci s asolbecam®eypctiverwithn g i n tF
the organization of Trio clubs, which met in private houses.

% Richard Arnold serve as concertmast of the New York Philharmonic Socidipm 18851909. He was a

director of the Society from 187%6 and vicepresident from 1894.918. Following studies with Ferdinand David

in Leipzig, Arnold came to the United States and took the position of fottigt in the Theodore Thomas

Orchestra.

% 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 foundé¢atén1879 by members of the New York Philharmoracigty

and seems to have continued performinghwarious changes in personoetil the final years of the nineteenth

century (18977?).

“AThe Phi |l haTimes¥0NavemBdrlasg 5. o
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production of a wd'rPkeviouslyrothér pianists suchlad Timmr ai se. o
Scharfenberg, and later, William Mason (18288) may have helmore 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 adjusteuidiessional

activities, to placenore emphasis upon teaching; however, the shift seeehresse occurred late

in the 1860s. By 1870, a noticeable decline
with his marriage to Fidelia Marshall Lamson (184#1) of Ipswich, MassachuseffsAt this

ti me, Hoff mands c onlteerpianisantaking fewetr and fewernpuabtcl e d, wi
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 benefihcerts 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 compdsing.

A Musi cal Trilime 11 March 1885, 4.

2 The coupleveremarried on 29 March 1869. Hoffman was thisgven, while Fidelia was twenbne years old.

3 According to Mrs. Hoffman, this shift began much earlier at the termination of the Lind concerts in 1851;
however, Hof f mands p e r roton thed hre ceenained nooce radive shioygyipoat the E3606. h e

Mrs. Hoffman also suggests that Richard did embrace married life and afterwards, seldengag#ments that

might take the pianistom the tranquil family life he enjoyed. In total, the Hofflmé& s had si x chi |l dr en;
youngest daughter was the sculptress, Malvina Hoffman ¢1986). With the responsibility of a fairly large

family, it is likely that Hoffman chose the more practical aspects of teachingpamgbsing, allowing fomoretime

athome
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By all accounts, Hoffman seemstave been a highlsegarded piano teacher. Some
sources suggest that only Mason and Sebastian Bach Mills-{B283, two other leading
pedagogues in New York at the time, shared his elite Statinshis memoirs, Hoffman makes
minimal reference to hiswn pedagogical activitieS. The pianist does, however, recall meeting
and befriending the pianist, Ernest Lubeck (:8836). While visiting London, Hoffman heard
the pianist perform and | ater travelsdt to Lub
some students who desired studies abroad to LuBetkese 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.oAgh Hoffman apparently sent pupils
abroad, it seems none went on to establish important careers. Throughout the last quarter of
nineteenth century, many of Americads most pr
Bartlett (18451920), Julie RivéKing (18541937), and William H. Sherwood (188411), to
name a few, sought instruction from teachers like Mills and Mason, who were associated with
Liszt. Ultimately, as with many pedagogues,

dilettantesfromt he f ami |l i es of MNew Yorkos social elite

" See E. Douglas Bomberger, eé8.r ai nar dés Bi ogr aph i(Westpod,fConAeuiEut:i c an Musi c|
Greenwood Press, 1999), 1479 . The biography of ARichard Hoffmanodo or
January 1880.

" Hoffman did, however, cot r i but e an informative article on pedagogy

|l magi nati on i n a Pheplusitafthe Modernierkdg-anny Morcisaand Amtan Seidl (New

York: D. Appleton and Co., 1895). The article was republishedinHoffndb s aut obi ography.

® Hoffman, Some Musical Recollectionk37-38.

" As mentioned above, Mrs. Charles B. Foote was an amateur pianist and a student of Hoffman whose name is
remembered because of her invol vementGowidtoH itelhred st eSsothnigmaS
Barcarolle, Op. 104is dedicated to Mr<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 andsée have never been publishadAmerica.

Hof f mands output i s mainly c¢haorsolopiano,api eces,

handful of songs, and religious service md8ic.

I n terms of keyboar dreflectsthe irflience of de Mdyarf f man 6 s
Thalberg, and Chopin, while his harmonic language generally remairia thi¢hstyle of
composersfrom he first half of the nineteenth centur
preference for clear textures coupled with fluent and elegant technique as opposed to bravura
display. Frequently, lyrical melodies are surrounded with delicate fiigoek, recaling the
compositional approach of Thalberg. His writing demonstrates a noted understanding of the
keyboard idiom with a focus decidedly toward
accessible to the amateur pianist, while possessing enoafity,gcharm, and techri¢ demand

to be successful ahe concert stage. When placed beside similar works by contemporaries such

A compl et e cat apuldishedsorks doestHaidst Bemknéatser printed witBeyondReverie

Op. 86,published by Wm. A. Pond of New Yoskpplies a partial catalogue that includgs Othrough Op. 81,

while similar titlepagesetc. from works published by Bl. Schroeder of New York gives titles ranging from Op. 59

through . 130. Publications by Ditson, Schirmer, and others account for various pieces as well. Occasionally,
discrepancies exist between publishers, @ésge¢ | y wi t h t he chomepamgleba Naisle Reveerieer wor k
waspublished bySchmidt(1893), while the sondiCrossing the Barwas alsgublished by Ditson (1893both as

Op. 112. A similar scenario occurs withf> 106 and Op. 130There arealso several works thdb not include

opus numberésee Appendix Twp From the nine published examples of service migd)eumOp. 62 was

Afcomposed for the choir of St. Thomas Church, 6. while t|
69 indicates: AComposed f orortkhe CHhrdier odfheTr isreirtvy c@h umrucsl
written for these same churcheéBoward the ed of the nineteenth century works &yGerman composer of the

same name alsoappear Thi s O Hou sfintca nwbass publ i shed in Ger many with
suggesting a different composédfurthermore, anothé&ermancomposerwhs e name i s spell ed ARiI
Hof ma r{184%#1918) wasalso published in the latter part of the nineteenth cenflingse are not to be confused

with Richard Hoffman (1831.909).
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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 expl ain wedeiyed Hof f mano
regular concert performancasd why they are not included in the volumes of canonic piano
literaturetoday’ Duri ng their time, however, Hoffmanods

likely where thecomposer intended for them to be performed.

By age thirteen, Hoffmandés compositions we
adolescent works are typical of the time: variations and fantasies on popular tunes and operatic
sources, polkas, quadrillead other dance forms. Characteristic traits among these early pieces
are florid scalgpassages, extended octave sections, and cadenzas written over a simple chordal
framework in the left hand. Frequently, the young composer incorporates dithibdisand
interlocking octaves and chords, as welbhagriety of thredhanded texires Some of
Hof fmands early music, especially the variat:i
concert pieces designed t o Amosggheseywotwdrks pi ani s
stand out as most notable: the Grand FantasMasitana by William Vincent Wallace and the

Andante and Twelve Variations on nACarnival de

On 15 March 1845, thielanchester Courieranadve t i s e men t for Hof f man

de Venice, 0 which the pianist began wusing in
was described as a collection of wvated ati ons i
“Although Hoffmanés early reputation in America rested

and de Meyer, the pianist occasionally performed his awmpositions to crital acclaim. Following a concert on
11 February 1858 theribunegave a generous review of Hoffmanés perfor

AHIi s two pieces; one O6Reverie, 6 Twilight vemwmduceheauti f ul
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 Hoff madfdribgsneel egant

13 February 1858)SeealsoE. Douglas BombergeA Tidal Wave of EncouragememimericanCo mpos er s 6
Concerts in the Gilded Ag&Vestport, Connecticut: Praeger, 2002), 5. The Russian pfamigtte Essipoff (1851
1914), a student of Leschetizky (she later neartier teauer), made heAmerican tour in 18747. Toward the end

of the tour she presented two-Alinerican recitals in New Yorks(May) and in Boston¥2 May). Her programs
included works by HoffmanMills, Mason, and Gottschalk.

70



virtuosi of the day, angurchase bthe sheet music also came complete with a lithographic

likeness of the composét.

Figure 2.2: Lithograph portrait of Hof'f man fr

8 Manchester Courierl5March1845.
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The work begins with a 3teasure 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 downwaep oieterlocking
octaves, which sets upeintroduction 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.

Withthef i r st wvariation, AA | a Paganini, o Hof fr
famous violinist with a righthand figuration that expands outwards with descending leaps while

retaini gy iamppdrisoed ¢ The ef f ect LaCampanellawhicar t o Li

al so mimics the Alittle bell o from Paganini 6s
Example 2.1: Richard Hoffman,Carnival de Venice A A | a Pag&®ini, 06 mm. !
(A la. Paganini.)
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8 Ri chard Hoffman, Andante and Variations (Burlesque) Uj

R. Andrews Piano Forte & Harp Bazaar, 184bitle page and all musical examples reproduced with permission
from The British Library Board (Shelfmark: Music Collections h. 722.11. (14.)
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After variations recalling Theodor Dohler (181856), Heinrich Wilhelm Enst (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

compos

er 6s

pr ef edhandtechniqbies. rin tHssethavpriatiorg the theigpenis

stated in octaves accompanied by sixyrth note turn figurations. Ascending octaves lead to

descending thirds and sixths, concluding with a scintillating descending scale andactavee

leap in the right hand:

Example 2.2: Richard Hoffman, Carnival de Venice A A | a He®07%Z, 0 mm
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constructed of large chords and leaps in both hands that recall the final vaA#egro(decis®

f r om Mharseendéntl Etude No. 4 in D MindMazeppa Hoffman concludes with a coda

of interlocking octave®0 phayedheinPiestti €enidmo w

Example 2.3: Richard Hoffman,Carnivalde Venice A A | a Li szt o0o-8and coda.
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Andante and Twel ve Vari at i on sbecaunse ifidéraonstrates a | de
the fourteeny ear ol d Hof f mands abiakoagaicemposgaodt onl y as

suggests a desire to be associated with the highest levels of virfiosity.

Throughout the 1850s and 1860s, while Hoff
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 Batikét 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
publ i shers. F o Three Stdiaslixdlydirst apgpendd fonilze BiGtish market

during the 1850s. The set includes: ahd3. Al mpe

1]

Et ude (ol Theflast pieca 13 dearly ascribed to Edward Hoffman; the first piece is by

ARI charnmanHof whil empbeed ey nilRi sHefof man. 0 Thi
aboutwho actually composed the firsttwopieces nce t he composer 6s fath
under the same namas$, O0es pe o invaticHojfma@d s Rrd ao f f m
American publications, howevdarrh e answer becomes c¢ | é&saimply Al mpe
the introduction, the A section, andda from a larger work entitldchprompty Op. 6 (pub.

1867) . i S WSreré de entro@uztom only from a muchter work:Tarantellg Op.

The cover pages of these early scores LomlonPianoFdege i nscr i
& Har p Bazaar Many also MduwldhéirsigniaefrLondon distributoGramer, Beale & Chappell

(among others)Whether the Manchester firm or the London music supplier actually publishetliie is unclear

Di scer ni ng Hioconposiiandfom @eaas rittendy his father alrobe a tricky matter.

Hof f mandéds father was extremely prolifiingjnthevtiundredspi ano pi
Studying advertisements in the British press suggests that Hoffolaished several pieces by the age of fifteen.
Generally, Hoffmands compositions were Amarmleevtsed oun diRr. |
Hof f man Ansdormeevisi,nbes attachi ng A whileworksby lusrfathBrfaigehesaly t o t h e
labeled as composed ByR. Andr ews o6 or ARichard Hoffman Andrews (the
consistent, especially in modern catalogues and datab@sesasionallycompilers are not aware dfio things: frst,

these are two difrent composersesc ond, and more commonly, some of Hof f ma

erroneously catalogued as works by father. Since he usedthena@inBi c har d Hofivingneno after ar
America and publishednder the same name further confusesisbug especially with the earlier works

76



35 (pub. 18727?). These two works are earlier fragments that the composer later fleshed out

before presentinthemto American publishing houses.

Several other early pieces were published in variant forms and under severahtliff
titles. For exampld,e Soir Reveri@appeared in England as an abridged versiddydhe Sad
Sea Wavep. 9 (pub. 1864). This shortened edition was also available Rritrsth market
under the titleTwilight Second ReveriéAgain, it seems Hoffman initially published the work in
London, later expanding the piece for the American mafRegmier Polka de Salowas
published without opus number by Wm. Vanderbe
publications in Americahhowever, the piece also aggred in London under the titlaigénie
Polka Elegant de Salo®p. 20, with a completely different introduction and cBti@wilight
Reverig(No. 1) later appeared in the United State$wiight, Le CrépusculeOp. 3. A handul
of works werepublished in England, without opus numbers or dates, and seem to have never
made it to press in Americdncluded in this category atees AdieuwSchottische Elegantees
Soirées Dansante$he Bell Polka BrillanteThe Sea Nympl$ceneDu Ballet andDanse Des
Negres BagatelkBurlesque® Although these works are early efforts, they demonstrate a style
more consistent with Hoffmandés | ater American

during his prodigy years (18446), which were also not published in the United States.

8 The inclusion of thippus number s pr obl emat i c. Prior to his American
compositions include this sort of cataloguing information. The first example published with an opus number is
Andante and Twel ve Var i §845)pwhish vasassign€daOp.iBinwanke addeeisements.i ¢ e 0
Catalogue numbers do not appear regularly on Hoff manos
U.S. marketLa Gazelle, Andante Elégantee pr esent s Ho f-$8®.alncitlentally, his vérglsd 8 5 7

appeared in England in 1854, without the idtrction and coda includen subsequent American editions and

without an opus number.

%Several of these compositions appear in collections pl
Room Allu m. 0 | ncl uded Dixiana GapricdhGps28(1861), @ woek almastscertainly 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 Hoffmaas 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 fil |l oeuvrpaccountingfernt pl ace i n
approximately onehird of his published output. The popularity of the piano as the centerpiece
of the cultured American parlor atite everincreasing number of citizens with a modicum of
musi@l education led to a healthy demand for piano music. On the wholenldoff 6 s wor k s
servevery efficiently. They are seldom overly taxing on the pianist and demonstrateaergpp
desire to poduce numberthat would appeal to the appetite and ability of the amateur consumer
base. Not surprisingly, the character pieces afteamble smaller works hyell-known
composers such as Chopin, Mendelssohn, or Schubert. He also tends to faiarélfoiins
such as ternary or rondo, and with only one exception, Hoffman never took on the developmental

approach of sonatallegro form®

In the tradition of many nineteenthe nt ury composers, Hoffmanés
frequently incorporate curregtpopular dance forms. Examples include several polkas,
marches, waltzes, a tarantella, and a gavotte. An intriguing example Iss e ,Dp. A i e u
which illustrates Hofhan 6 s st y | e thaidfluedce of &Cmopirt im samilae \8orks.
Val sedeud® Adof f manés first published waltz, whi
A Mi ss L% Thewaliz.bégins with an eighteear introduction in Gharp minor, setting

a very solemn mood:

% Sonate BouffeOp.33( 1869) accounts for Hof f man é-alegmfoimyTheub !l i shed
composer curiously draws upon AThe Lancers, 06 AThree BI
material. One wonders whether this satirical work was ammeteenth century jalt the Classical establishment

of the past.SeeNew York Herald 27 September 1869, 2: Ailt can only be
purpose in which any intelligent musician would take any interest . . . Mr. Hoffman might be better employed than
attending to such things. o

BeMi s's L a msloRidélia Masshall Lainson, whom Hoffman married three years later.

78



Example 2.4: Hoffman,Va |l s e dop.A2 inteoduction,mm. 1-18*"

Allegro espressivo.
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As was common with waltzes and other dance fokmes,| s e theh Aetomesusectional,
introducing a new melody every sixteen measures for a total of eight themes. Alternating
between elegant and playful tunes iffl& major and Glat maja, 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 keyflait D
major. The simple and lyrical qualities of the music are g¥fe@nd reminiscent of similar
wor ks such as Ghloapti nMas) owa, |l tCQp .i n6 9A NoValsel, whi c

de | 6tadi euo

8 Richard HoffmanV a | s e ,dDp.AX(NesviYork: Beer & Schirmer, 1866).
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Example 2.5: Hoffman,Va |l s e ,dOp.A2 theme one, mm. 184

Tempo di Yalse.
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At m. 51, Hoffman introduces the first themneG-flat major. The section is clever in its
rhythmic devices. Here, the composer presents a melody compridesicehding threeote
fragmentsgeightheighth-quarter, which effectively shift the rhythmic stress from beat one to the
second and thirddats accordingly. The result is a hemiola effect as the melody now takes on

the feel of duple meter:

Example 2.6: Hoffman,Val s e ,dOp.A2 theme two, mm. 556
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With theme three, Hoffman returns teflat major and introduces a new melodihis
time, the waltz is again lilting and graceful, yet by tying the delti@finote across the bar line,

Hoffman retains some of the cradg/thmic effect presented in theme two:
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Example 2.7: Hoffman,Val s e

AOp. A2 thame three, mm. 634
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The second theme in-flat major enters at m. 83. Here, Hoffman introduces a motive
comprised of running eighthotes that appears first in the accompaniment, but is quickly taken

up as an integral part of the righénd melody. As the eighth notes aassed between the

hands every two measures, the suggestion of a duet becomes clear:

Example 2.8: Hoffman,Va |l s e

AOp. A2 theme four, mm. 803

With the next section, Hoffman introduces the first theme in B major. The duet

suggested in the preus section is now unified as the melody is doubled in consecutive thirds

and sixths:
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Example 2.9: Hoffman,Va |l s e ,dOp.A2 theme five, mm. 12832
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Following another theme in B major and a new one major, the work comes to a
climax with the ninth section. Now, Hoffman introduces a new waltz#&h&p minor, creating
a painfully stark contrast with the previously stated material in major keys. This simple and cold

theme seems to suggest the actoament offarewell:

Example 2.10: Hoffman,Va |l s e ,dOp.A2 theame eight, mm. 16982
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The waltz concludes with a reprisal of the two previously statfidtbhemes and ends
with the original introductory material in-€harp minor, suggesting aue to the initial
mel ancholy state of mind. This pensive or

piecesas the composer often suggests with the titles themselves.
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Sever al of Hof f ma nbé sategotizadrasa lgricabd carpydeseripteres  ma y
titles designed to stimulate the imadinas of performer and listenalike. Subjects such as
twilight, midnight, and moonlight frequently adorn his title pages, whiletsi@ls include key
words that allude to some sort of reminiscenaggesting a pensive or thoughtfaindset.
Thus, a title such abwilight Le CrépesculéRéverig, Op. 3is typical of Hoffman and the
nineteentc ent ury romantic preference in gener al
character pieces generally focus more on the imagery suggested by the title as opposed to any

sort of virtuosic display.

Betwea 1874 and 1899, Hoffman composed five character pieces evoking the musical
styles of the West Indies. Each one is appro
Dance. o T h i <Lasgarilla Gyban DanceDpu 48;Et8-ci Pipi Nini CubanDance
Op. 51;Chiquita Third Cuban Dan¢ep. 53;Maricita Cuban DanceOp. 85; and.a Manita
Cuban Dance No.,30p. 130.With these pieces, Hoffman employs rondo form, calling for three
distinct themes, introduction, and coda. Not surprisingly, eack iwatylized, incorporating
Latin-sounding melodies, peppered with syncopations, and habanera rhythms inliaadeft
accompaniments. The following excerpts frém-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. 321%®

Elegante.
4 il e (R O, - £
e = 18 %
o) g . | — ]
»
LA e A o= A= T2 Gel- T 2=
5 Z - = gf—l——-——'—lll—‘gzzlt i
3 2
ppEEre e o e THPY S
=== —e—p SEES =SS ==EEESSEEa
o) ] Y T — h
, el X | Ger = Tt sree *
s - s

Another example fronChi-Ci PipiNinid e monstrates Hoffmands ten
excitement and infuse more technically demanding material in the C section of his Cuban

dances. Here, the composer introduceseoutive 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. 8595
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# Richard HoffmanChi-Ci-Pipi-Nini Cuban DanceOp. 51 (Boston: Oliver Ditson & Co., 1872).
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The beginning reasures of the coda arother instance where Hoffman incorporates a

standard dupleneterhabanera rhythm in the accompaniment: dettegthm (or the equivalent)

on beat one followed by straight eightbtes on beat two:

Example 2.13: Hoffman,Chi-Ci Pipi Nini, Op. 51, coda, mm. 14150
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It is difficult to determine what extrmusical influeces such as cultural trends, fashions,

or sociepolitical 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 prosttinspiration. By the 1870s, growing political unrest forced

many Cubans to leave their homelawith large numbers relocating to ManhatfarPerhaps

Hoffman observed the musical styles of the West Indies as immigrants naturally would have

brought thes

success in this arena with works suctsas Moi! CapriceOp. 45;Souvenir de Porto Ric®p.

traditi

ons to

New Yor k.

Undoubt edl

89 SeeEdwin G. Burows and Mike WallaceGotham A History of New York City to 1898lew York: Oxford

Uni versity

Press,

1999) .

Chapter

immigration of Cubans and Puerto Ricans to New York betw8&0 and 1898.
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31; Ojos Criollos Op. 37; andel CocoyéGrand Caprice CubainOp. 80 to name a&¥v, and
Hof f man may have been inspired ICybarhDacescol | eag
demonstrate further interest by another composer in America dabbling withAbagincan

styles before the end of the nineteenth century.

Occasionally, Hoffma presents the ewgopular 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-exisacal imagery alone. Several
works fit into this category, specificallyzes Clochettes Impromptu Brillant®p. 50(1866);
Impromptu in C MinoyOp. 6 (1867); an8pinning SongOp. 100 (1889). These three pieces
immediately recall similar works by other nineteenémtury composersuch as Mendelssohn,

Chopin, and Schubert, while demonstrada%ing Hof

ImpromptuinCMinoi s among Hoffmandés most successfu
The piece begins with si xt esdwhicheatablishtbteshomear k e d
key and provide a dramatic introduction. Quick cadenzas on the medi#att(fs. 7) and on
the dominant, G (m. 9) establish tonal ambiguity, while the descending harmonic minor scale
coupled with delayed resolution ofthent r oduct i ondés fi nal cadence ¢
moment before | aunching into this perpetual m
incorporates rondo form and relies on agility and fleet fingers to navigate constant sirtgenth
figurations. The overall effect is reminiscent of pieces by Chopin, such as the Prelutlatin B

Minor, Op. 28 No. 16 or thEantaisielmprompty Op. 66.

“Ho f f mmmsdigtiontVioto Perpetudy Paganinj Op. 102is 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. 134"

I MPROMPTU.

Oomposco ay

RICHARD NOFFMAN,

Allrgro impetuoso.
A A

o~ A

A A A % .

I Richard Hoffman)mprompty 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 g
AmericaHer e6s To Y:&randelBantaisja noteveoghy exampl& The work
demonstrates one of Ho fnfposiions)is a dimndavveiothe r t | y vi r
adol escent Andante and Twelve Variations on i
The showpi ece i s fiadl efarts lzefore cudailind ohfs Som af writisg.

Perhaps more significant, the piece is one of only two instances where the composer touches on

political or patriotic subject

By the 18406s clubs and associetandegasy whose
of Henry Clay (17771852) and his ilistrious political career were being establisimeew
York City. Beginning in April of 1846, the Clay Festival Association organized annual tributes
to the birth of t he 0chtationsaaunabynncluéd atalgebaniies t . o
followed by numerous toasts and speeches, sonnets, odes, and songs honoring the famous
Kentucky politician and thrice presidential candid4t®©ccasionally, the Association engaged

prominent New York musiciarss special guest contributors.

On 12 April 1850c o mme mo r at i n g-th@lyeay Bofmas was @vitad yo

performfor the Associatiort® Composed expressly for this event, the pianist played his

“Thiswok seems to be Hoffmanés first actual American publ
number).

% The other piece that falls into this categiyheV ar i at i ons o dandif@aliSdve tiedQuedrmb i a
(unpublished).A signed holograph in inkesides in the New York Public LibraryGDC 78646634.Hoffman

programmed this work frequentiigroughout the 1850s

“Typically,t he $lengdB t o Yodollowed the firsytoaStCearyt ai n patri ot ikee songs i
Doodiidaiol C ahdiHaibto tlae,Cbiefd Other favorite and appropriate songs such &40 me Swe et
Homel,Adul d Lai@gh&yHKenoduc kandiGfeimthelS&lyNightyware also interjected between

speeches and toasts. Oftalnet the Toast be Dear Womanlosed the evening. Toasts to the memory of George
Washington, John C. Calhoun, and Daniel Webster were also integral moments of the ceremony.

% |t is difficult to determine why the Association chose #wdn for this eventAlthough Hoffman was among the

most celebratedirtuosos in New Yorkhewa s not an American citizen. Al so, t
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virtuosicHer e 6 s To Y:&Gandelantaisyy, ®lasyed on two appropri
to You Harry Clayo and AViva Le Clay. o Not u
work exhibits some of the composero6s most amb
attention of his illustriouaudience, Hoffman begins with an elaboratex@asure introduction,
incorporating a variety of virtuosic techniques such as trills, repeated notes, filigree passage

work, large leaps, octaves, and thicklyiced chords often spanning a tenth. Concludneg t
pianistic fireworks with a short cadenza, Hof

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 signifisahe event
placed the pianist directly befoseme oNew Yor kés most power f ul in influenti e
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Example 2.15: HoffmanHer ed6s To You HarryinBéngdb&r @aad¥obkar

Harry Cl ays8® mm. 50
HERES TO YOU HARRY CLAY!
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Hoffman follows with avariation. An interesting moment occurs with the second half of

the tune, where Hoffman adorns the original with a variety of chromatic scales:

% Richard HoffmanHe r e 6s t o YG@randeHrantaisigNevCYork:yFirth, Pond & Co., 1850).
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Example 2.16: HoffmanHer e6s t o You Har r yi HCd raggyd sGrTaon d¥eo U aH
Clay, 0 vammab84on one,
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Foll owing an extended octave section, Hof f

tune Iis only stated once before another wvaria
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notes enters. Beyond the quick quintuplets in the right handjitledy-spaced left hand figures

pose a particular challenge for the performer:

Example 2.17: HoffmanHer eds t o You Har r yi \Cilvagy LGx aQldey o aa
AHereds to You Harry Cl-BBy, 0 variation two, mm
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For the finale, Hof f man begins with anothe
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, whigdtthend presents
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chords that interlock rhythmically with rests or gaps in the theme, creating a perpetual motion

effect:

Example 2.18: HoffmanHer eds t o You Har r yf iClalye Gaxmd dieH erae
You Harry Clay, 0 va36i ation three, mm. 131
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Before wrapping up, Hoffman wanders through various chromatic harnmartiesver
actually establishes new key. Using the same compositional technique as above, the composer
suddenly adds another patrioticodéeoduath my Tthey

beginning withfico on beat one:
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Example 2.19: Hoffman,He r s to You Harr yf iClalye Gxmd dieY arak

e o
Doodl e, 0-54mm. 149

Concluding with a bangpfinale Her e 6s To You Har r ywas@heay Gr a
of Hoffmands early Amer i c-eitedand widepspaeed ehords, Hi s
coupled with extensive octave sections and driving faweggests the influence of his former
teacher. The work could easily have been written by deeiay it bears many trademarks of

the virtuosods styl e.

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 sarces?’ Following the tradition sety 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 pianistbés own perfoyrothmnce rep

" Between 184 (when Op.1 appeared in London) and 1874 (wiph4) overha f of Hof f mané6és compo
wereoperatic fantasies or transcriptions of other works such as oratdif@se is a noticeabthange, however,
with Op. 4181, with themajority being character pieces, sorgsd service music.
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