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President’s Message

Greetings, Fellow Lisztians!
I trust that your summer provided you with much-needed rest, renewal, and repast with family,
friends, and colleagues at home, on vacation, or at the various festivals and summer music venues
inhabited by so many ALS members. My mind, heart, and soul still resonate with the musical
memories generated by the recent ALS festival at Northwestern University. My heartfelt thanks go
to Dr. James Giles for his great artistic and administrative oversight of the festival. “Liszt and the
Orchestral Imagination” now joins the upper ranks of many of our past festivals. The bar remains
high for the future, and I am confident, as we look towards the festival at Furman University in
October of 2018, that the same artistic spirit that descended upon us at Northwestern and other
past festivals will INHABIT our time together in South Carolina. More details will follow in
subsequent ALS newsletters and on the web.
I want to highlight The American Liszt Society’s commitment to students. Liszt knew all
too well the need to mentor the next generation of musicians, whether performers, composers,
conductors, or teachers. The train of descendants he bequeathed to the next century remains
alive in the many dedicated artist/teachers across the continent and even the globe - a number of
whom are ALS members - who are tireless in their commitment to students. The ALS honors this
teaching commitment through its support of the Los Angeles International Liszt Competition
and the recently completed Franz Liszt Festival & International Piano Competition this fall at The
Ohio State University. Both of these competitions have, over the years, identified budding young
artists who show an affinity for the music of Liszt. The Society has further encouraged these
young musicians in their growth by featuring them at our festivals. Also, local ALS chapter events
often focus upon students through recitals and masterclasses where they gain valuable insight
and experience in their studies. All of these speak well of the Society’s commitment to the next
generation of our artistic descendants. Even so, there is always more that could be done to foster
such positive musical growth in our students.
I would like to invite all ALS members to consider what more the Society might do and be for
the next generation of Lisztians. Are there creative ideas, yet untapped, that the Society could
ponder and act upon to further the growth of young musicians? Are there ways in which the
ALS could encourage further excellence in teaching, scholarship, and mentoring, whether for
students or teachers? What other kinds of support could our local chapters offer students? Can
we use the ALS network to connect our students with their peers and with us? Our members
are our most significant resource for mining and implementing ideas that might emerge from
such consideration. One might paraphrase and re-imagine an old proverb thus: “Those who love
the music and ideals of Liszt spoke often with one another….” Conversation over ideas fosters
further ideas, strengthens the bonds of our common cause, and renews and reinvigorates our
friendships and collegial cooperation. It is also a tried and true way of encouraging and mentoring
our students.
Finally, when thinking about the future, one must honor the past. G.K. Chesterton once
quipped that tradition is the democracy of the dead; giving your ancestors a vote. When I think
about the future of the ALS, I always reflect back upon the legacy, example, and model that
our beloved Lisztians of blessed memory left behind for us to carry forward. Just as Thomas
Mastroianni and Fernando Laires had a lasting impact on all of us over the years, that impact
inspires us to move forward. It is certain that their commitment to students was always above
and beyond the call of duty, and so they challenge us to think about students. Our task is to think
creatively about fresh ways to animate the spirit of their commitment to students in our teaching,
scholarship, and performance, as well as our work as members of The American Liszt Society.
With regard to our responsibility to the next generation, this is one such incarnation of the word,
“Excelsior!”

Jay Hershberger, President
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Liszt Publications of Interest*
Liszt Publications of Interest*

Front cover of a new edition of Liszt’s “Die
Macht der Musik,” for voice with piano
accompaniment. First edition of the second
version published by BKHZ Edition, original
presently in the Franz Liszt Memorial Museum
and Research Center, Budapest. Introduction
in Hungarian, English, and Germany by
Maria Eckhardt. Edited by Maria Eckhardt
and Geza Gemesi.

Front cover of Liszt’s Final Decade, by
Dolores Pesce, winner of this year’s Alan
Walker Book Award. Eastman Studies in
Music, vol. 112, University of Rochester
Press. The book is available from Boydell
and Brewer, amazon.com, et.al. Print ISBN:
9781580464840, 158046484X, eText ISBN:
9781580468800, 1580468802.
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Original printing of Liszt’s “Die Macht der
Musik,” Kistner Verlag, Leipzig, in possession of
the Franz Liszt Memorial Museum and Research
*Letter from the Editor, which usually Center,
runs on this
page, will return in the next issue.
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A Conversation with Ian Hobson,
Pianist/Conductor/Educator
(Editor’s Note: I first met Ian Hobson
backstage of the Great Hall at Krannert
Center on the University of Illinois
campus in the mid-1980s, not too many
years after he won first prize in the
Leeds Piano Competition. He had just
performed one of the several concerts
on a series entitled “The London Piano
School,” in collaboration with his
colleague, the noted English musicologist
Nicholas Temperley, who was a member
of the musicology faculty at Illinois for
nearly three decades. Temperley, the
general editor of the 20-volume series
The London pianoforte school, 1766-1860,
had provided a fascinating mini-lecture
on the repertoire for the day, which
Hobson then performed. To say that
I was impressed with the event – the
presentations by both gentlemen – is
an understatement. Of particular
enjoyment for me as a pianist was the
solidity, musicality, and interpretation
that Hobson brought to the piano
works, much of which I had not heard
performed in concert. When I later
joined the administration at Illinois,
it became clear that Ian Hobson was
someone whose presence, not only on
campus but in the musical world at
large, was indeed impressive and of great
interest to me. Over the years, we have
become good friends as well as remaining
mutually supportive colleagues. We
collaborated in developing the festival
of The American Liszt Society [of which
Hobson is a Life Member] held on the
University of Illinois campus in March of
2004. Ian conducted two concerts with
Sinfonia da Camera as it accompanied
many members of The American Liszt
Society, performing nearly all the works
for piano and orchestra by Franz Liszt.
Among my musical treats have been
concert performances with Ian, including
two-piano and four-hand repertoire by
Rachmaninov, Copland, Schumann, and
Brahms, the last composer’s Hungarian
Dances as part of Hobson’s all-Brahms
series in Urbana and New York City.
I was able to catch up with Hobson,
shortly after he celebrated his 65th
birthday, during one of his frequent stays
in Champaign-Urbana; he is officially
retired from the UI but continues to
teach, perform, and conduct on campus
throughout the year.)
Edward Rath: When I first heard the
name Wolverhampton, England, where
4

you were born, I thought of some idyllic
village in the countryside, but a little
research indicates that’s not all there is to
it, right?
Ian Hobson: I was born there, yes, but
I left at about six months of age, so my
recollections of Wolverhampton are not
actually of home. However, the town
is in what is called the “Black Country’’
in the Midlands of England, a term that
relates to the fact that Wolverhampton
and the surrounding area, including
Birmingham, were in previous times
covered with grime from factories and
mines, and that remains. So, when I
moved about in the area as my father’s
job changed, I saw the effects of previous
industry in such cities as Stafford and
Coventry while in my early childhood.
Later, between ages 5 and 14, I was in
Hereford, which is a beautiful town in
the West Country. However, there is
idyllic countryside everywhere in the
area, especially in Warwickshire, where
my parents’ home most recently was and
where I spent my late teens growing up in
Coventry.
ER: So how did everything start for you
about playing the piano.
IH: I started out by playing tunes on the
piano that I had heard on the radio, but
it was a “toy’’ piano because we did not
have a real piano. My parents decided that
“there was something there’’ musically, so
they eventually bought an upright piano.
I played by ear first; when I was five and
went to school, I started piano lessons.
My parents were not professional
musicians. My father worked for British
Gas, and my mother was a comptometer
operator at a car company. My father
did, however, enjoy amateur operatic
societies and performances, so he was
active in musicals predating Rodgers and
Hammerstein. No No Nanette, Rio Rita,
and the like were among his repertoire. I
used to play for some of these rehearsals,
so I got to know many of the great
shows. My paternal grandfather was an
amateur organist and was the assistant
organist at a small parish church before
I was born. So, there was some musical
interest on that side of the family.
Apart from that, I went to regular high
school when I was in Hereford. We had
something called the Eleven Plus Exam,
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which everybody had to take, and it
determined whether you went on to
a “secondary’’ modern school or a
“grammar’’ school. The grammar school
was a much higher quality of education.
I was in the top 10 of test takers that
year, so I received a scholarship to go to
the Cathedral School in Hereford. The
Cathedral School was known in England
as a public school, that is, a boarding
school. But I didn’t want to go because
I felt that the music program was better
at the regular high school. So I turned
down the scholarship.
ER: And when you say “the music
program’’?
IH: The Music Master, or music teacher,
you know. There was a lot of good
“stuff’’ going on at the high school. I
could play the piano, be in choir, and I
learned to play all the string instruments
well enough to be in the school orchestra.
When I left Hereford and went to
Coventry, I was 14. I went to King
Henry VIII School, which was an
excellent institution and an all-boys
school. (All these schools were all-boys
schools in those days.) At this point,
Sidney Harrison, who later became my
teacher, had heard me play in a master
class in Hereford, and then he arranged
with the Headmaster of the school that I
could go down to London every three or
four weeks and have a lesson. Harrison
was quite well known as a teacher,
television personality, and pedagogue,
having written or compiled compositions
in many books, so that got me going in
formal piano studies.
As arranged, I went to London every
three weeks or so while still pursuing
academic work back home, with a
view to going to university. Some of
the repertoire I covered with Harrison
included Beethoven’s Op. 13 and Op.
101, plenty of Bach’s preludes and
fugues, études and the Fourth Scherzo
of Chopin, Liszt’s “La Campanella,’’
Ravel’s “Scarbo,’’ Rachmaninov’s Second
Piano Concerto, and the last movement of
Brahms’s Second Piano Concerto.
At age 16, I received an open
scholarship to go to Cambridge. It would
have been possible for me to take music
as a major, but, unlike most American
universities, Cambridge does not
specialize in practical music. In the
(continued on next page)
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interim year - I couldn’t go to university
until I was 18 - I went to the Royal
Academy of Music in London, where
I studied piano and organ and did the
diploma recitals. I continued to study at
the RAM while I was at Cambridge, so I
traveled to London once a week.
London was a very heady time for
music in those days. So many concerts,
and reasonably priced. But I also was able
to hear great performances in Coventry
Cathedral, works such as Britten’s War
Requiem, Saul by Handel, Bach’s St.
Matthew Passion, with great singers like
Janet Baker, John Shirley Quirk, Heather
Harper, and others
I received another scholarship - it
was called the William Robert Shaw
Exhibition from the Royal College
of Organists - which gave me tuition
at the Royal Academy of Music plus
around 100₤ yearly to cover some of my
miscellaneous expenses. It was rather
bizarre that the organ became a source
of such support when I was primarily a
pianist, but I had studied organ starting
in Coventry and played in church as
a youngster. For example, at age 14
I became organist and choirmaster at
the Parish of St.-Martin’s-in-the-Fields,
Coventry, where my parents were married.
I studied with Arnold Richardson, a very
famous organist. When I arrived at Yale,
I continued to study organ with Charles
Krigbaum, and I had a church job in
Stamford, CT. Thus, my musical dealings
with the organ and church music were
very salient parts of my life for nearly 30
years.
Speaking of additional performance
activities, I studied harpsichord with
Ralph Kirkpatrick at Yale, where I also
started my sojourn as a conductor.
ER: Why the choice of Yale?
IH: By this time I had chosen music
as a profession. I didn’t know which
paths I might take precisely, but it would
be in music performance, principally in
piano. I had accelerated my degree at
Cambridge from three years to two, and
this enabled me to look forward earlier
than it might be otherwise. In those days,
graduates of the Royal Academy would
pursue postgraduate performance work in
Moscow, Paris, or Germany, or go to the
States, which was more unusual. Because
of my strong academic background, both

Yale and Harvard appealed to me. As
Yale had a performance major at the
graduate level, however, the choice was
obvious. I was about to get married to
my first wife, Claude, who was at the
Academy and also thinking about going
to the States for advanced study. I sent a
tape to Yale, and they accepted me.
ER: I remember your having studied at
Yale with Ward Davenny, a fine pianist
and teacher who also taught at Illinois for
a few years. Were there other teachers
who influenced you at Yale or in other
venues?
IH: Gustav Meier was the orchestra
conductor during my first year. While
I did not study with him then, I played
the Rachmaninov Rhapsody on a Theme of
Paganini, which he conducted, and learned
a lot from that experience. Otto Werner
Mueller came to Yale the next year, and
I studied conducting with him. He was
quite a taskmaster. Claude Frank was sort
of “second piano’’ teacher for me at Yale,
both in master classes and private work,
especially in Beethoven, Schubert, etc.
In 1974, I was at Aspen studying
with Dennis Russell Davis in a general
conducting class, and he was an excellent
teacher. In 1977, I went back to Aspen
as a conducting fellow with Daniel Lewis,
an outstanding musician. A few years
later, I went to Tanglewood, where Meier
was running the conducting program,
and I worked with him as well as with
Leonard Bernstein and Seiji Ozawa, all of
whom were tremendously valuable to me.
But it was Bernstein, who worked with
me on the Brahms Fourth Symphony and
Tchaikovsky’s Romeo and Juliet, who had
the longest-lasting impression on me.
Then there was Menachem
Pressler. In 1976 I was at the Ozan
Marsh competition in Tucson, where I
played the Prokofiev Third Concerto and
Rachmaninov Third Concerto with Marsh
conducting. At a post-concert reception,
William Masselos encouraged me to
introduce myself to Pressler, which I
later did backstage at Krannert Center
following a performance by the Beaux
Arts Trio. I worked with Pressler from
1976 - 1980, traveling to Bloomington
for our sessions. What a fabulous teacher
and musician! It was not a matter of
technique, but instead getting a different
profile of my playing, to be sure of my
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“saying’’ what I should be “saying.’’
ER: Let’s go back to 1975 when you
came to Illinois. How did that happen?
IH. I was coming to the end of my
studies at Yale and was planning on going
to Marlboro in the coming summer,
where I played with YoYo Ma and Nick
Rosen. But quite frankly, I was looking
for a job! I contemplated staying at Yale
and doing work in musicology, but in the
event, I applied for what good jobs were
available at that time. I had sent a tape
to Illinois, which is how most of us did
it in those days, and gladly accepted the
interview when they called.
It was quite late in the year, around
mid-May, and the search - which was for a
one- or two-year replacement - had been
going on for some time. I was impressed
with the recently-built Krannert Center,
Soulima Stravinsky and a number of
other fine pianists were here, and my
brother- and sister-in-law were both at
Illinois. So it seemed to be a good fit,
where a lot was happening.
The interview audition consisted of
the “Hammerklavier’’ and Schubert’s
Sonata in A Minor, Op. 143. I also offered
to play any of the Chopin Études. The
committee chose Op. 10, No. 1, and then
another committee member chose the
second étude; after that, they stopped.
Paul Vermel, the orchestra conductor
at Illinois, had recently been hired, and I
had played with him in Portland, ME as
a result of one of the first competitions
I had won in 1973. He was looking for
an assistant conductor, so altogether it
seemed like a great fit. I’ve been here
now for going on 45 years, although the
last few years have been part-time in
retirement from the UI.
ER: Let’s talk about competitions.
You’ve entered many, right?
IH: Yes. Early on I won the Kosciuszko
Competition in New York and then won
second prize in the first American Chopin
Competition in Miami, which sends one
to Warsaw to compete in the Chopin
Competition there. I made it to the
quarterfinals in Warsaw one month after
having arrived in Champaign. In 1977 I
won fifth prize in the Van Cliburn, and
in 1978 fourth prize in Leeds. In 1980
second prize in the Rubinstein
(continued on next page)
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(continued from previous page)

Competition and second prize in the
Beethoven Competition in 1981. Later
in 1981, I captured first prize in the
Leeds Competition, which led to a lot
of immediate performances. Among
the more important performances were
playing with Georg Solti and the London
Philharmonic, and with the English
Chamber Orchestra, Sir Alexander
Gibson conducting, on a concert tour
with nine performances in the British
Isles, recitals particularly in London,
etc. I was already doing many recitals in
Holland, Germany, France, and added
New Zealand, Japan, and music society
recitals all over England. Overall, Leeds
was a substantial event, and Illinois
granted me a leave of absence to fulfill all
the performance obligations that had built
up in a rather short amount of time.
Within a few years, however, I realized
that I didn’t want to devote myself to
being a touring virtuoso, and I returned to
teaching and coaching chamber music as
my first responsibilities, and also decided
to pursue my conducting career. It’s been
difficult to get the right balance between
the academic and the performance sides
of my career, but I’ve always thrived on
this type of circle of teaching, playing,
conducting - I find it stimulating.
ER: And in the past few decades, you’ve
returned to many of those competitions and others - in a new role.
IH: Yes, well that began about 20 years
ago when I went back to Fort Worth
to judge the Van Cliburn. There’s
also been the Cleveland Competition,
Leeds, Dublin, and earlier this year the
Rubinstein Competition in Israel.
ER: When you decided to focus more on
conducting, it was a few years later that
you formed Sinfonia da Camera.

students, plus talented players from
Illinois and contiguous states, making
up the complement of the ensemble.
We continued with this “pick up/put
together’’ ensemble playing for selected
doctoral concerto recitals. In those days,
we had the numbers of string students
to make up two symphony orchestras
of nearly equal ability, able to play
difficult works of many composers. We
performed outside of Champaign-Urbana
as well. This arrangement evolved in
1984 into Sinfonia da Camera, again with
most faculty playing as principals.
Then-Dean Jack McKenzie and School
of Music Director Robert Bays saw that
this was in the works, and they put a
Sinfonia concert on the schedule as a gift
to subscribers of the Great Hall Series at
Krannert. The first concert was an allMozart program.
It was great, as we had a built-in
audience of about 1500 people. We
opened with the “Overture’’ to Marriage
of Figaro; the concert aria, “Per questa
bella mano,’’ with William Warfield as
bass and Joseph Tomosaitis on double
bass; I played and conducted the Mozart
Concerto in C Minor, and we ended with the
“Jupiter’’ Symphony. The second concert
they put on the Marquee Series, also at
Krannert, and that was the centenary
of Alban Berg - we programmed the
Kammerkonzert, which was quite bold, but
entirely satisfactory.
Eventually, Sinfonia became a nonprofit organization outside the university,
and about 1990 the University brought
us under its auspices, where we have
remained in a variety of relationships ever
since. The orchestra has performed in
Chicago, New York, London, and China.
We’ve also made many recordings, some
of which have won awards, including a
Grammy nomination.

ER: What led to Sinfonia?

ER: Let’s speak about your recordings
in general. Your more recent activities
include violinist/composer Heinrich
Wilhelm Ernst, among other composers.

IH: Ever since I had arrived at Illinois, I
was working with my faculty colleagues in
chamber music. Someone suggested that
we do a musicians’ fund benefit concert,
and we put together a very respectable
concert with only one rehearsal, using
primarily faculty as first chairs, with
outstanding graduate and undergraduate

IH: Yes, well this is a continuation of
a project started by a former faculty
member, violinist Sherban Lupu, who was
Sinfonia’s concertmaster for many years.
Martin Anderson, who is the founder of
Toccata Classics recordings, was working
with Lupu to produce Ernst’s works for
violin and piano. Sherban, in turn,

IH: Yes, this is our 34th season this year!
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wanted me to be the pianist. It is safe
to say that Ernst was not a pianist; while
the violin parts arguably take Paganini
to a higher level, the piano parts are
challenging, but not virtuoso pieces. But
he also wrote some fascinating solo piano
pieces and works for voice with piano.
In the event, Anderson and I met in
London, and he there proposed that I
conduct Martinů’s symphonic works and
some seldom performed early works. So
I’ve undertaken this with the Sinfonia
Varsovia in Warsaw, with which orchestra
I have conducted and soloed many
times. I’ve also recorded the complete
symphonies of Quincy Porter and later
the complete symphonies of Don Gillis.
Other lesser well-known works were by
American composers Roy Harris, Douglas
Moore, and Morton Gould. These
recording sessions were interspersed with
recordings of the five works for piano
and orchestra by Rachmaninov, where I
conducted and soloed.
I’ve just completed the 14th CD of
Chopin’s complete solo piano music.
Volumes 15 and 16, which will be out
later this year, are the chamber music and
songs, and that will complete that project.
ER: Let’s talk about your travels.
IH: Where do I start? As a concert
pianist and guest conductor on the
professional stage, one always has to
travel quite a bit. That’s where the
opportunities are, and the work is. It’s
not always a pleasant situation; jet lag is
something about which we constantly
think. I tell people that, in what I do, if
I fly halfway around the world, I only
have to be “on’’ for about two hours. It’s
not like a business person who must be
at his or her best for four, eight, perhaps
even more hours! That would be much
more difficult for me. I know some
people who have a sort of regimen where
they change their watch and eat certain
kinds of food at certain times, etc. I don’t
do that.
One interesting story concerns a trip
some years ago to New Zealand.
I arrived there after 32 hours of travel:
London to Oman; Oman to Singapore;
Singapore to Sydney. After a horrendous
time with immigration officers, I flew
on to New Zealand. I had to play
Rachmaninov’s Third Concerto the next day,
and I had recitals scheduled. After all that

travel I got through the concerto just
fine, but the next day I was sick as a dog.
There was no way I could play a recital
in the southern part of the islands (I had
performed the concerto in Auckland).
The great thing was their attitude: “Well,
that’s OK, we don’t have that many
recitals in Invercargill, so what day do you
want to play and where?’’
In earlier times, I often would drive
between Champaign and Chicago, or
reverse, because it was a more dependable
way of traveling. I even would drive
to the east coast and have quiet time to
myself during the trip - and it was often
cheaper!!
ER: There was one trip, however, that
stands out in my mind - the one to
Houston in fall 1990.
IH: Certainly it was the most unusual and
most challenging overall. I was in New
York on Tuesday night, having dinner
with my manager and planning to go back
to Champaign. We were talking about
orchestras, and she asked, “Do you play
the Barber Piano Concerto?’’. I answered
her, “No, why do you ask that?’’. “This
week the Houston Symphony is doing
it with Keith Jarrett, and Dennis Russell
Davis is conducting.” (I knew Davis and
had already worked with him.) She said
something to the effect that Jarett was
not feeling well, having some problems
with his back, and he was not sure he
would be able to play. I asked when the
performance was, and she said, Saturday
night - five days hence. To which she
added, “Well, just in case, why don’t you
take a look at the music - just in case!’’. She
also indicated that Keith Jarrett was not
using the music, so I wouldn’t have to
worry about memorization.
So, I went back to Champaign and
got the piano score and full score of the
Barber out of the UI Music Library. I
had heard the concerto, but not played
it. So now, I played it through a couple of
times - very nice work, beautiful second
movement. A day later - Thursday
night - we spoke some more, and she
said she hadn’t heard anything more, so
she thought Jarrett was OK. I went on
with my life, and woke up on Saturday
morning and was in the bathroom with
shaving cream on my face when she
called and said, “Jarrett can’t play. Can
you do it?’’. My first response was, “I

don’t know!’’ “Well, let me work on the
travel arrangements and see if it’s even
possible to get you there.’’ All this was
happening at 10 in the morning!
I toweled off my face and went directly
to the piano and played through the thing,
you know, and then she called back.
“Take TWA to St. Louis at about noon
and then go to Houston International.
You’ll arrive there at 6:50 [p.m.], and the
manager of the orchestra will meet you
there; then you’ll take a helicopter to the
top of the radio station in downtown
Houston . . . and then you’ll walk into
Jones Hall!’’ Of course, there would be
no rehearsal.
I immediately packed my bags,
stopped at Figaro’s [a classical
CD emporium in campustown of
Champaign], and got John Browning’s
classic recording of the Barber with
George Szell and the Cleveland
Orchestra. I had my headphones with
me, got on the airplane, started marking
fingerings in the score, and got to
Houston. Indeed, the helicopter was
waiting for me, the orchestra manager and
I made it to the roof of Jones Hall, and I
walked downstairs.
Now, as luck would have it, it was
Yom Kippur, and so the concert was half
an hour later than usual. Dennis met
me and said, “We’re going to reverse the
order of the program.’’ So he went to the
hall and performed the Berlioz Sinfonie
Fantastique, and I went further downstairs
and got in as much piano practice as
I could. Crazy! Afterward, during
intermission, he came back and then the
two of us went through the Barber and
decided what we were going to do here
and there, and off we went and played it.
It was a big success, and I played one of
the Gershwin song arrangements for an
encore. We did two more performances
in the following few days.
Quite frankly, I was able to fake a bit
of the last movement, which is in 5/8
meter, and the printing in the Schirmer
score of the work was quite beautiful, so
it was very easy to read. I knew exactly
how I wanted the slow movement to go.
ER: Well, let’s jump forward in time
to the immediate past and your musical
involvements in South Korea.
IH: Yes, that was at Seoul National
University, which is reputed to be the
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best university in South Korea. The
students are highly competitive and highly
intelligent, as well as being good pianists.
I taught mostly undergraduates there.
They were unfailingly interesting students,
really hardworking and thoughtful people.
The reason I was asked to do it was that
I had met Hie-Yon Choi, one of the
faculty at the school, when we both were
at a festival in Prague, and an invitation
ensued to present master classes and so
on. When I was there, they asked if I
would consider a limited appointment.
It was complicated because of the time
limitations placed on appointments as
a government employee as well as my
age. They were as flexible as possible,
but it was still complicated. I rented
an apartment, and the people at the
university were quite accommodating.
Some of the students there have come
here to study; I have many former
students in South Korea, so there has
been a lot of networking.
ER: And Florida State?
IH. We made the connection two or
three years ago. It involved my wife,
Laura Greene, and me together. In her
case, they wanted her to be the principal
scientist of the US Magnet Lab, which
has counterparts in Los Alamos, NM, and
Gainesville, FL. In my case, they knew
of my background and hoped to attract
me to the College of Music. After talking
in general terms, we were able to arrive
at an arrangement for an appointment
at a small percentage, and then that was
expanded. Now, having finished with
Korea, my appointment at FSU will
be larger, but not at 100%, due mainly
to my continuing relationship with the
University of Illinois, where I conduct
Sinfonia da Camera and teach a small
number of gifted students.
The connection between FSU, Seoul
National University, and the University of
Illinois is something one can nurture for
the benefit of students. For example, the
past summer’s piano institute at Illinois,
where we had 32 pianists from all three
schools, a professor from Seoul (HyungJoon Chang), Professor Reid Gainsford
from FSU, plus Professors William Heiles
and Timothy Ehlen and me from Illinois.
We featured three teachers plus myself in
soloing with Sinfonia, which I conducted.
The audience came out in great numbers
(continued on page 19)
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Jerome Lowenthal at 85
by Donald Isler

Although we used to think of 85 as
elderly, one certainly can’t think that way
regarding the ever youthful and energetic
Jerome Lowenthal, who arrived at
that age February 11, 2017. How was
he celebrating the occasion? Well, one
of the days preceding the day itself his
students at Juilliard threw a party for
him. Another evening during the same
week he gave a recital at the Yamaha New
York showroom, which also included
the premiere of a just recorded new CD.
On the actual birthday, he was planning
to do some teaching, then enjoy a family
celebration, and depart, in the evening,
for his first Taiwan tour.
The day before his birthday he
generously gave me well over an hour of
his time for an interview, in which he told
me much about his life and times and
thoughts.
EARLY LIFE AND TEACHERS
When asked about his teachers, Jerome
Lowenthal said that he had many teachers,
and indeed, that is true.
His first teacher, when he was five
years old, in 1937, was a Mrs. Sharp at the
Ornstein School of Music in Philadelphia.
And when he was still just five he was
so obviously talented and advanced that
he was taken to play for David Saperton,
then head of the piano department at the
Curtis Institute. Saperton said he was
too young for Curtis but wanted him to
have private tutors, instead of going to
school, and wanted him to study with
Saperton’s assistant, a Miss Blum, who
is now, in fact, Eleanor Sokoloff, still a
prominent teacher at Curtis at the age
of 102. But Lowenthal never met her.
This plan required money, something
the Lowenthals had little of. Saperton
told the Lowenthals that if money
was a problem, he could recommend
another school which would provide
a good education, and not cost much.
This was the Settlement Music School
in Philadelphia. And that is where
Lowenthal went to study, as it happened,
with a whole list of teachers, because the
director of the school was a difficult man
who regularly hired and fired teachers.
Many of them were recent refugees from
Europe who were looking for work.
(Among those who taught there were
pianist Isabella Vengerova and violinist
Ivan Galamian. Eduard Steuermann, later
a very important teacher at Juilliard, was
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turned down for a job there.)
Lowenthal studied for a while with
M. Leah Kirshner, and then with Joseph
Schwarz, a friend of Albert Einstein.
Lowenthal remembers performing the C
Major Sonata of Haydn for Einstein at a
concert when he was seven.
After Mr. Schwarz was fired from
the school (which happened to many
a teacher there after a year or so),
Lowenthal studied with a French
pianist named Emile Baume, whom he
remembers as having taught him to count
to six in French. After Baume was, in
turn, fired, Lowenthal worked briefly
with another teacher, and then with Irma
Wolpe, the wife of composer Stefan
Wolpe, who at that time taught theory at
the school. He remembers learning useful
things from Ms. Wolpe, but that she had
another student who was her favorite.
By this time, Lowenthal’s mother (his
father had died when he was ten) wanted
him to get into Curtis. They met Shirley
Gabis, who later became the wife of
composer George Perle. They thought
she might be helpful in this regard.
Though it didn’t turn out that way, she
became a long time friend, and still is.
Then he met the great patron of the
arts, Fredric Mann, whom he describes
as “the most important person in my
life” and like a second father. Mann took
Lowenthal to Isabella Vengerova, who
had him study with her assistant, Harriet
Serr, whom he remembers as a wonderful
pianist.
Sometime later Mann wanted
Lowenthal to study at Curtis, but
Vengerova wanted him to wait another
year. This displeased Mann. So Mann
invited Olga Samaroff to dinner but didn’t
tell her she was going to hear Lowenthal.
Samaroff was William Kapell’s teacher,
while Mann was his patron. (Lowenthal
describes them as Kapell’s “rival parents”
who didn’t always see eye to eye.) “While
I sat in the library reading a biography of
Andrew Jackson, Mann told Samaroff he
would like her to hear me play.” After he
played, Samaroff immediately accepted
him to study with her on a full scholarship
at the Philadelphia Conservatory.
Lowenthal, then 15, spent a very happy
six months studying with Samaroff (from
whom he says he learned the concept of
being an artist). Then she died. Although
Eduard Steuermann replaced Samaroff

at the Conservatory, Samaroff ’s assistant,
Allison Drake, who ran the school,
kept him as his own student, with a full
scholarship.
A few years later Lowenthal was
vacationing with the Mann family at their
home in the Adirondacks when Kapell
and his wife were also there. Mann
asked Kapell to teach Lowenthal, and
Lowenthal became his first student, and
worked with him till the tragic airplane
accident three years later which took
Kapell’s life at age 31.
WILLIAM KAPELL
As Lowenthal told me, “From Kapell I
learned how arduous and serious it was
to be an artist. One learns from a teacher
who the teacher is through musical and
pianistic details. Kapell played for me for
hours, especially Chopin mazurkas, and
Schubert dances.
“He loved to play, but he could
be scary. If he was unhappy with my
playing, he would say ‘Well, that wasn’t
very good at all!’ and I would just shrivel.
I was frightened of him, though he could
also be very nice.”
After Kapell died, Lowenthal wasn’t
sure what to do next. José Iturbi
suggested he not work with a teacher
anymore. Lowenthal had meanwhile
graduated from the University of
Pennsylvania as a French major, and
considered the possibility of getting a
Ph.D. in Romance languages. But he
couldn’t consider life other than as a
pianist.
It so happened that Kapell was
supposed to have begun teaching at
Juilliard, and he had mentioned his
student, Jerome Lowenthal, to the dean
of the school. It seemed to Lowenthal
that Juilliard was where he should go
next, but how would he pay the $700
per year tuition (which is now about
$40,000)? Then he thought to ask Mr.
Mann, who had been so helpful before.
As it so happened, he got an almost full
scholarship, so he moved to International
House, opposite the Juilliard School,
and began his studies with Eduard
Steuermann.
EDUARD STEUERMANN
Lowenthal remembers Steuermann as a
great musician. “He could be difficult,
but not with me. I believe he liked me.
I was the kind of student teachers like.

(continued on next page)
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I always did what teachers suggested. I
was quick in adapting. It didn’t occur
to me to argue. A student should be
able to express himself if he disagrees,
but it’s a waste of time. I now tend, if
I feel resistance from a student, to back
off. But most students are not like that.”
Steuermann, who had recorded the
complete piano works of Schoenberg and
the Elegies of Busoni, was “the greatest
influence on me. His playing in the
studio was matchless, but there was, in
his playing in concert, the feeling of the
teacher showing how to do ‘Just zis and
just zat.’
“He had a concept of performing that
is not mine. He did not believe in playing
for an audience, not even an imaginary
audience. One played for oneself. One
found oneself in the playing. One found
‘just zis and just zat’ that represented
one’s psychic fingerprint. It’s a very
beautiful concept. However, it’s not the
same as thinking of communication.
“The whole question of performance
is to find a way of projecting your inner
sense of the music; to tell the story of the
music. Let’s say there are three ways of
playing:
“One, is to ‘do something’ and try
to impress an audience. ‘Look what
he’s doing!’ they’ll say. That doesn’t
interest me very much, though it can be
marvelous.
“The second way, which does interest
me, is to tell the story of the music to the
listener.
“And the third way is, literally, to play
just for oneself, which, essentially, was
Steuermann’s approach, though I’m
putting it to an extreme.”
Lowenthal says Steuermann was
careful about pedaling when teaching,
but tended to overpedal in concert. “He
was not a great concert performer, but
a great pianist in a different way, and
a magnificent teacher.” Other details
Lowenthal told me were that Steuermann
was admired by Ravel, and that he
suffered greatly from the Nazi sympathies
of his friend, Anton Webern, who had
dedicated his Piano Variations to him.
Nonetheless, Steuermann played them in
Darmstadt, and very differently from the
“Darmstadt people; he made music out
of them!”
Lowenthal got his master’s degree at
Juilliard, stayed for an extra year, and at
age 26, got a Fulbright which sent him to
Paris.

ALFRED CORTOT
Originally he was going to study in
France with Marguerite Long. But
Nikita Magaloff, who heard him play
at the Busoni Competition, where he
won Second Prize (Martha Argerich
won First Prize), told him if he came
to Geneva with him he could play for
Cortot. But he would have to play
Beethoven’s “Hammerklavier” Sonata for
Cortot. And, indeed, he did play for
him the “Hammerklavier” after which
“He paid me a small compliment, then
said he had some different ideas about
it.” After which Cortot played the entire
“Hammerklavier” for Lowenthal!
“Really?” I exclaimed. “He was over 80
then!”
“I’ll remind you that I’ll be 85
tomorrow,” said Mr. Lowenthal, with a
grin, adding “And I still play it!”
Then there was discussion between
Cortot and Magaloff about metronome
markings for the “Hammerklavier.” “It’s
not Beethoven who wrote those markings,
but Schnabel!” said Cortot.
Lowenthal says “Today I wouldn’t do
Cortot’s metronome markings, but I think
Beethoven’s are a mistake, and one should
not pay attention to them except as they
indicate a certain type of mood.”
Other comments about Cortot from
the interview:
“I find his Beethoven quite as
interesting as his Chopin. It’s not
Schnabel’s, and it wasn’t intended to be.
It’s Cortot’s, and he knew Beethoven as
well as anybody.
“I never dreamed at the time that 50
years later everybody would want to talk
to me about Cortot. He was not so much
admired in the US at the time. Everything
was RUBINSTEIN then (who was also
very nice to me, and heard me), and
Cortot had not helped himself with his
collaborationist activities during the war.
“Rubinstein and Cortot represent two
extremely different approaches to Chopin.
Rubinstein represented the virilization of
Chopin; Cortot represented delicacy and
fantasy.
“Cortot particularly influenced me
regarding the Chopin Second Sonata. Once,
he played the theme of the last movement
of the F Minor Concerto for me, and it
was like heaven! I asked myself ‘What
is he doing?!’ Well, of course, it was a
combination of rhythm, and phrasing and
voicing. Actually, it is a
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a combination of those things but how
he DID it, how it DANCED! It was
ineffable.”
RACHMANINOFF, AND
CHANGING TASTES
“Why did everyone hate Rachmaninoff
when I was young?” asked Mr.
Lowenthal. This shocked me a bit. I
remembered an article by Abram Chasins
from many years ago chastising those
who put Rachmaninoff down, but I
didn’t know such feelings could be so
vehement.
Said Mr. Lowenthal “Arrau said to me
‘Even good pianists play this music!’”
Steuermann said of Rachmaninoff
“The poor fellow! He could not even
modulate!” On hearing that an article
had described the 18th Variation of
Rachmaninoff ’s Variations on a Theme by
Paganini as the most beautiful melody
of the 20th century, Steuermann was
outraged. “That silly sentimental tune!”
he exclaimed. “When one thinks of all
the beautiful melodies in Schoenberg’s
music!”
Lowenthal believes people at that
time were upset by Rachmaninoff ’s
commercial success, and also said “Our
values have changed. The heroic was
then admired. Today we don’t look for
that. Rachmaninoff ’s emotional message
is self-involved and defeatist. His quasi
morbidity is now quite accepted, as it was
not when I was young.”
AN IRRITATION
When asked about Raymond Lewenthal,
and the “amusing” fact that their last
names were so similar, the response was:
“The coincidence of our names may
be amusing to you, but not to either of
us. It was a tremendous nuisance. Even
recently someone mentioned ‘my’ Alkan
recordings. And an eminent critic mixed
us up. And yet once in awhile something
interesting happened as a result of the
confusion.
“In 1964 I was in Beirut, and a
professor from Columbia University who
was there said he admired ‘my’ Alkan
playing. I explained he had the wrong
person. He apologized, but said he would
like to meet me in any case. This was
the Palestinian Professor Edward Said.
There were some complications with our
friendship as, you know, my late wife was
Israeli, but we became good friends.
(continued on next page 10)
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Jerome Lowenthal at 85
(continued from previous page)

“And, yes, I knew Raymond. We met
often at parties.”
REPERTOIRE, THE “GOLDEN
AGE” OF PIANISTS, TEACHING
When asked if he’s still learning new
repertoire Jerome Lowenthal said “Yes!
The Cortot arrangements of both
Franck’s Violin Sonata and Faure’s Dolly
Suite for solo piano, on the new CD, are
new to me. As is the Schubert ‘Reliquie’
Sonata.” I was most interested to hear
his thoughts about the Schubert, a sonata
which I am also studying, which has two
movements Schubert completed, and two
movements which he started, but never
finished. I was pleased that he agreed that
the material in the incomplete movements
was not on the level of that in the first
two, which is great Schubert, and that he
thought a theory I offered as to why it
was never completed, may well be correct.
But most interesting is that he will not
conclude his performance at the end of
the second movement, an emotionally
unsatisfying place to stop. Rather he
will then play the last movement of the
Schubert Sonata in B-Flat Major, D. 960!
When I asked if he was really going to
do this in April, he said, “You see, Don,
when you’re my age, you will find that you
can allow yourself to do anything!
“I belong to the ‘Golden Age’ of
pianists, which I happen to believe is
now.” When asked by a student if he
didn’t think the real “Golden Age” was
when he was young he said, “No, we
thought it was the previous generation.
That’s the ‘Golden Age’ psychology.”
Among his recent repertoire is the
Malédiction of Liszt, arranged for string
sextet (which he performed at The
American Liszt Society Festival in April).
Currently, he works with 15 to 18
students at Juilliard, where he has taught
for 26 years. He also shares some
students there with another teacher, a
rather new concept. This coming summer
will be his 47th summer teaching at the
Music Academy of the West in Santa
Barbara, CA. (Years ago he also taught at
the Jerusalem Academy, during the three
years he lived in Israel.)
PERFORMING
When I mentioned that performing
appears to be easy for him, he said “Easy
is not the word, but I love to perform.
And what I love is being inside the music,
as you are when you perform it. Now,
I get something of that feeling when I
teach. I don’t often get that feeling at
concerts, though once in awhile I do.
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“It’s not the same as when I play
myself because then I feel I’m living the
music. And that’s what I want to feel.
“When I was much younger I
sometimes played on auto pilot. I never
do that now because I want to enjoy
myself.”
After demonstrating how he
modulates between the first two Schubert
Impromptus of Op. 90, he said that when
he did that at a concert about ten years
ago someone in the audience called out
“That’s not Schubert!”
Said Mr. Lowenthal about that
experience, “Far from being upset,
I was happy. I WANT the audience
to know I’m on the stage. Yes, I’m
presenting Schubert’s music, but it is I,
Scheherazade, who is telling the story.
You’re not supposed to feel like you’re
listening to a record. And that’s what a
performer can do. That’s what I want to
do!”

Donald Isler
©Donald Isler, 2017. This interview
was originally published on Mr. Isler's
Facebook page, “Isler's Insights” (https://
www.facebook.com/islersinsights) on February
12, 2017.
Donald Isler is a pianist, teacher, and
writer who lives in Westchester County,
New York, just north of New York City.
He is the founder of KASP Records
(www.kasprecords.com), which has produced
CDs of his performances of little- known
piano works of Schnabel and Spohr, as
well as music by Beethoven, Brahms,
Schubert, and Schumann, four CDs of
the music of American composer, Louis
Pelosi, plus five CDs of the playing of
three great pianists of the recent past,
Constance Keene, Bruce Hungerford, and
Adrian Aeschbacher.
For years, Isler has written concert
reviews for the Classical Music Guide (www.
classicalmusicguide.com), and he now has a
Facebook page entitled “Isler’s Insights,”
which features his articles on music,
teaching, reviews, and interviews.
The American Liszt Society - www.americanlisztsociety.net

In addition to two child prodigies, the
interviews, thus far, have been with
Jerome Lowenthal, David Dubal, Robert
Sherman, Jerome Rose, Efrem Briskin,
and . . .Dr. Ruth Westheimer.
Isler is a graduate of the High School
of Music and Art in New York City,
and of the Manhattan School of Music,
where he received his bachelor’s and
master’s degrees. His teachers included
Sina Berlinski, Bruce Hungerford, Robert
Goldsand, Constance Keene, Lilian Kallir,
Zenon Fishbein, and Eleanor Hancock.
He currently teaches privately, and at
the Hackley School Music Institute in
Tarrytown, NY.

Justin Goes to
Camp
by Justin Kolb

I’ve served as a guest faculty member
at only a few summer camps other than
“Working with Masters,” a summer
experience that connected with a local
festival that my wife Barbara and I cofounded. Please note that I first became
a camper at Camp Frank S. Betz in
Berrien Springs, Michigan. My dad was
an alumnus of Betz, so my parents sprung
for the fee allowing me to attend. They
did so only after I agreed to participate
in Frances Clark’s weeklong workshop,
located in Kalamazoo MI in the 1950s. I
was not happy with this part of the deal,
as scout camp was known to be “keen”
and “nifty,” more so than music camps.
You see, coming from my neighborhood
(with its sons of steelworkers), attending
a music camp was for “sissies,” not to
mention the fact that Frances’ students
were mostly girls!
Following my performance at the
recent ALS festival hosted by James
Giles at Northwestern University, pianist
Ádám György invited me to serve as a
guest lecturer in Pomáz, located in the
Pilis Mountains, a short train ride from
Budapest. Pomáz is the home of the
Ádám György Castle Academy, housed
in the 18th-century, Baroque-style TelekiWattay castle.
The faculty was collegial, all students
seemed virtuosic with ease, and everyone
treated one another as family. We all lived
in the castle and experienced its beautiful
amenities. We practiced and taught in the
castle’s music conservatory, and lectured
and performed in the recital hall, also
(continued on next page)
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located inside the walls of the castle.
Meals were served family style with
occasional dinners out at sponsoring
eateries. Some restaurants were fancy, and
some were just plain fun with “Gypsy”
ensembles.
Master classes were both intense and
effective, and on-the-spot musical change
was evident. Professor Orsolya Szabó’s
marvelously dynamic teaching was, in
a word, masterful. She and I had not
corresponded since judging the most
recent Los Angeles International Liszt
Competition this past November, so we
were able to catch up on professional
matters during a short visit.
Virtuosity abounded on the part of
faculty and students, and its passionate
display was nearly matched during our
ping pong games! I learned about soccer
as well, where the young ladies were as
evil eyed as the young men. Teams were a
mix of faculty and students.
The orchestra, conducted by Gábor
Hollerung, provided a unique experience
for pianists and faculty alike. Graduate
and undergraduate pianists had the
opportunity to play a “run-through” of
a movement from traditional concerto
repertoire, and then receive positive
criticism from the conductor. All of us
were able to peer over the shoulders of
performers, players, and the conductor, an
intimate and enriching arrangement that is
seldom available to most of us. In some
cases, we heard cadenzas that had been
composed by some soloists. Wow!
A special treat was the midnight jazz
sessions that took place once the students
had departed for their late-evening billiard
games and table ice hockey.
A highlight of the 10 days was a “steep
grade” eight-kilometer (about five miles)
hike to what Hungarian legend considers
the “Heart of the Earth.” Thankfully,
two parents served as my personal
“sherpas” navigating the crevasses.
For my contribution, I lectured on
Liszt as a 19th-century entrepreneur
who understood the critical nature of
community engagement and the necessity
of tasteful self-promotion. Some of
the emerging artists and I had late-night
discussions concerning the business
aspects and probabilities of success
regarding performing and teaching
careers. Strategic web-siting and blogging
were popular hot buttons, and I suggested
a review of several sites including my new
justinkolb.com.

Ádám’s hospitality was engaging and
gracious. He treated all students and
faculty members as special. So, my first
trip to the beautiful Pilis Mountains was
fulfilling and exciting. I learned a lot and I had a blast!
As a perfect conclusion to my musical
odyssey, I had the opportunity to make
my third pilgrimage to the Liszt Memorial
Museum in Budapest. It’s always both
fun and inspiring to be surrounded by
artifacts and materials related to our
namesake, Franz Liszt!

“Thank You” from
James Giles
The 2017 American Liszt Society Festival
at Northwestern University’s Bienen
School of Music was a resounding
success. The performances and lectures
were uniformly excellent, and I have
received very positive reviews from many
of the 125 registrants. I am most grateful
to the performers and scholars who
agreed to come and share their artistry
with us. There were too many highlights
to mention, but it was a weekend that we
will not soon forget.
Following a transcendent opening
recital by pianist Sergei Babayan,
we enjoyed not only the wonderful
daytime presentations, but two evening
performances by the Chicago Symphony
and the Northwestern University
Symphony Orchestra. Our theme of
“Liszt and the Orchestral Imagination”
was particularly well-represented by a
revelatory performance by the CSO and
Ricardo Muti of Liszt’s “Dante” Symphony.
The NUSO performance included not
only the two piano concertos of Liszt,
but his Legend of St. Cecilia for mezzosoprano, chorus, and orchestra, as well as
Bartók’s Concerto for Orchestra, played with
astounding virtuosity and color under
Maestro Victor Yampolsky.
As Artistic Director of the 2017
Festival, my heartfelt thanks goes to all
the colleagues in the ALS who provided
wise advice during the planning stages and
to the graduate students at Northwestern
who helped the festival run so smoothly.
The weekend turned out to be unremittingly stormy and blustery outside, but
inside we were warmed and inspired by
great collegiality and wonderful music.
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DONATIONS ABOVE AND
BEYOND NORMAL DUES
Carl DiDonato
Georgia Mangos
Louise Mangos
Éva Polgár
Edward and Lois Rath
Jeffrey Swann
Robert L. Vogt
NEW MEMBERS
Laurel DiSera
Diego Suarez
Michael Vitalino
Mei Li
Mark De Zwann
Craig Heimbichner
Dr. Katherine Hickey
Jeffrey Swann
Jeremy Duck
Donald Isler
Shan Jing
Stephanie Yu
Ellen Price Elder
Moriah Hellstrom
Ty Stephany
Ben Franco
Alex Wright
Allison Ediger
Christian Johnson
Elizabeth Grimpo
Johnathan Vusich
Benjamin Harding
Ivana Grubelic Malo
Marc Soong
Liping Xia
EXISTING MEMBERS TO LIFE
MEMBERS
Daniel Paul Horn
José Raúl López and Laura Wilcox
Em. Prof. Nicholas Zumbro
Eric Ruple
For the time being, the Newsletter will
publish only the names of members,
pending a review of issues pertaining to
members’ privacy.

Is Your Address
Up to Date???

Please be sure to keep your address and
other contact information up to date
with the ALS office!! Send an email
to Alexander Djordjevic, Membership
Secretary, at lisztchicago@gmail.com if you
need to provide current information.
Thanks!!
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Member News
Sophia Agranovich has had a busy
year of performances. Since the last
issue of the Newsletter, Sophia played a
recital in Westfield, NJ in February. She
was featured in an interview and four
reviews of her CD Schumann: Carnaval
and Fantasie in Fanfare. In May she played
recitals in New Jersey at Basking Ridge;
for the Passaic County Historical Society
on the Lambert Castle Concert Series;
Westfield; Madison; and Watchung,
and also a program for “Bargemusic”
in Brooklyn, NY. In July, she played a
recital in Maplewood, NJ and Pannautier,
France, and a few weeks later another
recital in Juan les Pins in France. She
returned for a second program as part of
the “Bargemusic” series in September.
In October, she is scheduled to perform
at the Steinway Gallery in Paramus, NJ
for the Music Educators Association of
New Jersey’s 90th Anniversary Ensemble
Concert, and in November a scholarship
benefit concert in Westfield. Sophia
received the Albert Nelson Marquis
Lifetime Achievement Award on June 2.
Eugene Alcalay performed at the ALS
Festival in April 2017, where he played a
sample from a program entitled, “Travel
Character Pieces from Four Eras.” He
took this program “on the road” to
Miami earlier in April, to New Zealand
in May (a few concerts including one at
Victoria University’s Wellington School
of Music), and to Kunming, China in
June. The program includes Handel’s
Suite No. 2 in G minor; Beethoven’s Sonata
in E-Flat Major, Op 81a (“Les Adieux”);
Tchaikovsky’s Dumka (“Russian Village
Scene”); Bartok’s Romanian Folk Dances;
Liszt’s “Chapelle de Guillaume Tell,” “Les
Cloches de Genève,” and “Orage”; and
Mussorgsky’s Pictures at an Exhibition. In
July, Eugene returned to the Crescendo
Summer Institute, where he has served
on the piano faculty for the past two
summers, held in the charming village
of Tokaj, Hungary. Eugene is preparing
Beethoven’s “Hammerklavier” Sonata,
which he will be programming for the
2018 season with concerts in France;
Basel, Switzerland; Iasi, Romania; Poland;
and for the Beethoven Piano Society of
Europe in London.
Paul Barnes, national Chair of Chapters
of The American Liszt Society, has
performed several Philip Glass
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Retrospective Recitals during 2017,
the 80th birthday year of the famed
composer. These included an “Etude”
lecture at the MTNA National
Convention in Baltimore in March,
where Paul performed and discussed the
new etudes of Glass, focusing on their
compositional connection to Beethoven,
Debussy, and Mozart, as well as
pedagogical applications to students of all
ages. He also presented this topic at the
Great Plains Regional CMS Conference
in Lincoln, NE. Barnes performed his
New Generations CD Release Recital at
The University of Iowa’s Center for New
Music and at Interlochen. Upcoming
performances include a Lisztomania
Birthday Event on Oct 22, 2017, featuring
several ALS members including Richard
Fountain and Elizabeth Grimpo.
Barnes also developed a lecture recital,
“Love, Death, and Resurrection in the
Musical Vision of Philip Glass, Franz
Liszt, and Ancient Chant,” which he will
perform at California State University
at Northridge and Cairn University in
Langhorne, PA. Barnes will give the
world premiere of Philip Glass’s Piano
Quintet No. 1 (“Annunciation”) with the
Chiara Quartet on April 17, 2018, at
the Lied Center for Performing Arts in
Lincoln, Nebraska.
Sara Davis Buechner reports that her
all-Japanese recital at New York City’s
Weill Hall, honoring 30 years professional
association with Yamaha Pianos, earned
two rave notices in the weekend edition
of The New York Times and several similar
glowing online reviews. The program
included Kouji Taku’s Variations on a
Theme of Poulenc (1957) and Yoshinao
Nakada’s Sonata for Piano (1949). You can
watch Sara’s performance of the Taku
work on YouTube at https://www.youtube.
com/watch?v=_mo7gtcF-KI , and you may
access the NYT review by Googling
newyorktimesbuechnerjapan.
Madeleine Forte’s book, Simply Madeleine,
has been translated into German as
Einfach Madeleine and into Italian as
Simplicemente Madeleine, both of which are
available through amazon.com. A number
of her solo recordings are available on
YouTube at https://www.youtube.com/
channel/UCwRzKPDoLFo9vbhT93nxXNw.
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Gila Goldstein performed a recital
at NYU’s Loewe Theatre on May 7,
2017. The program included works
by Eastern European composers from
the early 20th century (Janáček, Bartók,
Medtner, and Prokofiev) as well as world
premieres by Yoav Gal, Tamar Muskal,
and Ronn Yedidia. This program was
followed by a two-piano recital with
pianist/composer/arranged Tal Zilber in
Boston, New York, and Jerusalem (a live
broadcast on the Israeli classical music
station). In July 2017, Gila performed
the Paul Ben-Haim Piano Concerto with the
Berliner Symphoniker at the “New Life”
festival. Two reviews noted the following:
“highly energized and passionate playing”
(Junge Welt) and “Gila Goldstein was
the standout performer of the evening,
provided a much-needed injection and
energy and giving a good case for an
eccentric piece with a rather ‘pick and
mix’ attitude to modernism” (Bachtrack).
Following her Berlin performance, Gila
taught and performed at the Colburn
Summer Piano Festival in Los Angeles,
the NYU summer program “Piano
Intensive,” and at the Boston University
Tanglewood Institute. In early September,
Gila visited Israel and happened to be
there during the Jerusalem Chamber
Music Festival directed by pianist
Elena Bashkirova, the wife of Daniel
Barenboim. Gila writes, “The highlight
of the festival was the appearance of
legendary pianist Martha Argerich,
who has not performed in Israel for 19
years. She participated in three different
concerts, and I attended one of them
on September 4. She played gloriously
several Schumann chamber works in that
concert, but the most special performance
was the rarely performed Liszt
melodrama, “Lenore,” for piano solo and
a narrator. Her daughter, Annie Dutoit,
was the narrator. Argerich’s playing was
ravishing and colorful. It was a revelation
to all of us in the audience to listen to
this wonderful piece for the first time
and under such superb interpretation and
pianism. The three Petrarch sonnets in
their vocal version for baritone and piano
were performed in the same evening by
Elena Bashkirova and Dietrich Henschel.”
John Hord received a Steinway and Sons
Top Teacher Award. The Valley Music
Center in Fresno, CA nominated John for
the honor. In March, John presented a
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lecture-recital on Raphael’s painting,
Spozalizio, and Liszt’s musical tribute to
it as found in the Années de Pèlerinage,
Book II. Liszt wrote the work at a time
when he was expanding his thoughts and
personal commitment to what he termed
“Marriage of the Arts.” The Fresno
Branch of the Music Teachers’
Association of California sponsored the
presentation.
Michael Lewin presented a mini-recital
and master class on March 13 at Lynn
University in Boca Raton, FL. The recital
included works by Beethoven, Ginastera,
Villa-Lobos, Nazareth, and Lecuona.
José Raúl López performed November
recitals at James Madison University
and Azusa Pacific University during the
L.A. International Liszt Competition,
where he judged. A founding member
of the Deering Estate Ensemble and Codirector of the Chamber Music Series
at the Deering Estate in Miami, López
and his ensemble colleagues celebrated
their 10th season, which included two
solo recitals as part of the Liszt Concert
Series. López’s latest recording featured
a selection of solo piano works by
19th-century Cuban-born composer
José Comellas, released on the Toccata
Classics label (UK) in October 2016.
José was recently elected to serve on
the governing Committee of the United
Kingdom’s Alkan Society.
Dr. Thomas Otten sends members of
The American Liszt Society his greetings
from Portland, OR! He moved there in
June 2017 from Chapel Hill, NC. He left
the west coast 20 years ago, first to start
college teaching at Kent State University
for five years, and then 15 years at UNC.
“Tommie” writes, “Simply put, it was
time to return west and to my roots. I
am excited to be in this truly beautiful,
up-and-coming city with its vibrant arts
community!” You can find him at his
new website, www.otten.studio. There’s
lots of updated news about his work as
both a teacher and performer. “One of
my favorite initiatives is offering online
coaching/master lessons, as I enjoy the
synergy it provides for teachers and their
studios. It’s my professional outreach for
continuing education and also includes
workshops/presentations/master classes,
in addition to performing. Giving lessons
via Skype is part of what many of us are

doing, as teaching morphs in the 21st
century. It can be dynamic, engaging, and
a way to capture a large geographic area.
In short, outreach has no borders!
I currently have clients on both coasts.”
In the performance realm, Tommie has
launched several new projects: an allDebussy program honoring next year’s
centennial of the composer’s death,
as well as Ives’ Concord Sonata. “I’m
giving myself a year with the Ives before
programming it in its entirety, as it’s quite
the handful – literally!”
Nancy Roldán writes that her year
has been abundant and exciting with
several invitations after a long, selfimposed pause in her musical activities.
Professional engagements in Ohio
in March included working with
Caroline Hong and others concerning
organizational matters of the 2017 Franz
Liszt International Festival & Piano
Competition for pianists, and duos with
piano. As well, she presented her new
master class, “The Power of Joy,” to a
group of dedicated young musicians.
Performances in Maryland included
a return to Music at Penn Alps in
celebration of the 25th Anniversary of the
Summer Series; several chamber music
and duo appearances at Hood College;
and both a winter performance at St.
Mary’s College and a return performance
in July for the St. Mary’s Chesapeake
Summer Festival. “I learned much new
and exciting repertory, sharing the stage
with some amazing musicians, including
mezzo-soprano Deidra Palmour; violinist
José Cueto; violist Noah Chaves; and
cellist Lachezar Kostov, winner of the
Liszt-Garrison Collaborative Artists
2011 and currently Assistant Principal
Cello in the Baltimore Symphony
Orchestra. I am looking forward to
October 12 - 15 and my participation
in ‘Legacy,’ the inauguration of the
Franz Liszt International Festival &
Piano Competition at The Ohio State
University, honoring the memory of
Fernando Laires and Joel Hasting, the
latter a beloved Ohio music teacher.”
Tibor Szász may be heard and seen in
videos on YouTube, performing works
by Brahms, Bartók, Liszt, Beethoven,
and others. His website at http://www.
tiborszasz.de includes performances by
these and other composers.
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Baltimore/Washington Chapter
(http://lisztgarrisoncompetition.org)
Nancy Roldán, President.
It is a pleasure to confirm that Dr.
Caroline Hong, ALS-Ohio chapter
President, is now in charge of the
Liszt-Garrison competition. Nancy
Roldán will remain active as Executive
Advisor. The competition name is
now announced in our shared website
(http://lisztgarrisoncompetition.org/lg/) as
The Franz Liszt Festival & International
Competition. The event was hosted on
the campus of The Ohio State University
October 12 - 15, 2017. The Festival/
Competition took place under the aegis
of the ALS, presented under the auspices
of both the Baltimore/Washington
and Ohio chapters. The results of the
Competition may be seen on the front
page of this issue. Nancy Roldán is
organizing a fundraiser for the victims
of Hurrican Maria in Puerto Rico. The
event will take place at Hood College
(Frederick, MD) in January. In addition
to Nancy, Caroline Hong, José Cueto,
and other performers will participate.
More details will be available on the web.
Nebraska Chapter
(http://paulbarnes.net/
Paul Barnes, President.
The Nebraska Chapter of the American
Liszt Society and the Glenn Korff
School of Music sponsored a Franz
Liszt musical birthday celebration.
Marguerite Scribante Professor of Music
Paul Barnes was featured along with
UNL alums Richard Fountain and
Elizabeth Grimpo. Other performers
included piano majors, both graduate
and undergraduate, from the Korff
School. Divided into three parts, the
program explored Liszt’s musical role
as poet, pianist, and priest. The evening
concluded with Barnes’ performance
of Liszt’s Ballade in B Minor. A birthday
reception, sponsored by the Finigan
Foundation and Nothing Bundt Cakes,
followed. The event was available via live
(continued on next page)
webcast.
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More Chapter News
New York/New Jersey Chapter
(http://gilagoldstein.com/liszt/).
Gila Goldstein, President.
The NY/NJ Chapter is pleased to
announce its 2017 - 2018 concert season.
On Thursday, October 5, 2017, pianist
Yameng Huang made her New York
City debut with a program of works by
Beethoven and Liszt. Included were
Beethoven’s Fantasy in G Minor, Op. 77
and “Diabelli” Variations, Op. 120. The
Liszt selection was “Les Jeux d’Eau á la
Villa d’Este” from Années de Pèlerinage,
Book III. On Monday, February 26,
2018, pianist Hong Xu, will play works
by Mozart and Liszt. (PLEASE NOTE
THIS CONCERT IS ON A MONDAY!)
On Thursday, May 17, 2018, pianist
Steven Spooner will perform an all-Liszt
recital - with the repertoire to be chosen
by the audience from a list of works
Steven will give them before the recital
begins! All concerts begin at 7:30 p.m.
and are presented in partnership with the
Yamaha Artist Services. The concerts
take place in the Yamaha Piano Salon,
689 Fifth Avenue (NE corner of 54th
Street) - Third Floor, New York, NY.
For more information, please contact Gila
at gilagoldstein@aol.com.
Ohio Chapter
(lisztgarrisoncompetition.org)
Caroline Hong, President.
The Ohio Chapter hosted the Franz Liszt
International Festival & Competition at
The Ohio State University on October
13 - 15, 2017 for the first time. The
judges were Dr. Alexander Dossin, Dr.
Daniel Paul Horn, and Dr. Michael
Boyd for the Artist Category Solo, and
Professor José Cueto, Dr. Gabriel
Dobner, and Dr. Kevin McMillan for
the Collaborative Duo Category. The
ALS national organization graciously
underwrote the prize monies.
This competition was formerly the
Liszt-Garrison International Piano
Festival & Competition founded by
Dr. Nancy Roldán, who attended this
year's Festival and Competition during
this critical year of transition. In March
2017, Dr. Roldán visited the OSU School
of Music and gave a masterclass that
was stunning and a model example of
teaching. She met with the core group of
the Ohio Chapter and laid the ground-
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work for having the competition
transitioned to Ohio after its many years
in Baltimore. Also of note was an allLiszt recital given in February by Dr.
Ryan Behan, Co-founder and Treasurer
of the Ohio Chapter. Dr. Behan drew
his program from all three books of
the Années de Pèlerinage and delivered a
recital that sublimated technical prowess
to color and imagination. The Ohio
Chapter had its first fundraising campaign
on October 3, 2017 with a concert titled
“Caroline Hong and Friends” at the
Choir Loft in The Refectory. She and
Ryan Behan, among others, performed
that evening, and Dr. Arved Ashby gave
a short talk before the event. For those
who were unable to attend the event
but wish to show support, the website
(lisztgarrisoncompetition.org) offers an
opportunity for everyone to become a
member of the “Club 88 Grand” for a
nominal amount.
Southern California Chapter
(http://fb.me/theamericanliszt
societysocal)
Eugene Alcalay, President
We are happy to announce the formation
of the Southern California Chapter!
In addition to Dr. Eugene Alcalay
as President of the organization, Dr.
Dmitry Rachmanov is Treasurer. The
Chapter had its inaugural concert at the
Azusa Pacific University School of Music,
with both Drs. Alcalay and Rachmanov
performing, in September 2016. More
recently, the Chapter hosted Dr. José
Raúl López, who gave a superb recital
in November 2017 immediately prior to
the LA International Liszt Competition,
also held at the APU School of Music.
In partnership with the LA Liszt
Competition and APU, the Chapter is
hosting two events for Liszt Competition
Winners in March 2018: a Winners
Recital and a Winners Master Class, the
latter to be presented by Eugene Alcalay.
South Florida Chapter
(http://www.joselopezpiano.com/)
José Raúl López, President
The South Florida Chapter presented its
annual Liszt birthday concert at Florida
International University on Sunday,
October 23, 2016, with a program that
featured Liszt’s Vier Kleine Klavierstücke
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played by Roberta Rust as a guest from
Lynn University Conservatory; Hungarian
Rhapsodies Nos. 3, 10, and 11 played
by Kemal Gekić, and Alkan’s Symphony,
Op. 39 played by José Raúl López. In
collaboration with the Deering Estate as
part of the Liszt Concert Series, Kemal
Gekić performed a recital on October
28, 2016, that included works by Chopin,
Rachmaninov, and Cuban composer
Andrés Alén, plus Liszt’s infrequently
heard Romanian Rhapsody. A second recital
on the Deering Liszt Series (March 17,
2017) featured José López in an unusual
program of works by Cuban composers
during Liszt’s era, including Miami and
US premieres of works by Nicolás Ruíz
Espadero (a transcription of Verdi’s La
Traviata) and the Leipzig-trained José
Comellas’ Nocturne, Op. 12 and Sonata
Brillante, the first piano sonata written
and published by a Cuban composer.
On April 20, 2017, Eugene Alcalay
performed a recital at the Steinway
Gallery in Coral Gables, a program that
included three selections from the Années
de Pèlerinage, Book I. Alcalay also gave a
master class for piano students at Florida
International University.

In the Next Issue
Some thoughts on the Liszt International
Festival & Piano Competition.
Updates on the 2018 Festival, October
10 - 13, at Furman University.
“My Ten Favorite Recordings of Liszt’s
Piano Music,” by composer/pianist,
writer, and radio host Jed Distler.
An article on Liszt’s recently-discovered
opera, Sardanapalo, by Dr. David Trippett
of Cambridge University.
A report on the opening of the
refurbished Beethoven Museum in
Heiligenstadt (Vienna), Austria.
A preview of the 2018 Los Angeles
International Liszt Competition.
News about you and your chapters!!
Don’t be shy, tell us about your musical
activities and accomplishments!!

Jerome Lowenthal Receives
Liszt Medal
Dr. Richard Zimdars read the following citation
after Jerome Lowenthal’s performance of Liszt’s
Malédiction at the 2017 Festival of The
American Liszt Society in April 2017.
It is a privilege for the Board of
Directors to honor Jerome Lowenthal
by bestowing on him the Medal of the
American Liszt Society. Throughout a
long and distinguished life in music, he
has followed in the footsteps of Liszt as
a performer of uncommon brilliance and
imagination; as a musician committed to
both the great works of the past and to
the new and unexpected; as a wise and
generous teacher; and as a man of rare
erudition and passion for learning of
every kind.
As a pianist, Jerome Lowenthal draws
upon a rich confluence of pianistic
traditions, having studied with Olga
Samaroff, William Kapell, Edward
Steuermann, Alfred Cortot, and Arthur
Rubinstein. As an interpreter, he has ably
served the music of Liszt. He has been
closely identified with Liszt’s works for
piano and orchestra, including the early
Malédiction, and the rediscovered Concerto
No. 3 in E-flat, which he performed in its
New York premiere. His discography
includes many of the composer’s
transcriptions and a recent complete
traversal of the three Années de pelèrinage.
The breadth of his repertoire, which
includes 63 concerti, and ranges from
Beethoven, Tchaikovsky, Bartók, and
Messiaen to new works written for him by
such composers as Ned Rorem, George
Rochberg, Frederic Rzewski, and Paul
Chihara, exemplifies the Lisztian passion
for music of all sorts, and the desire to
support fresh musical expression. Beyond
the realm of solo repertoire, he has
enjoyed fruitful collaborations with such

artists as violinist Itzhak Perlman; cellist
Nathaniel Rosen; pianists Ronit Amir,
Ursula Oppens, and Carmel Lowenthal;
and a number of major string quartets.
Like Liszt before him, Jerome
Lowenthal has made teaching an
indispensable part of his musical life.
Now recognized as one of the world’s
finest artist-teachers, he found a summer
home at the Music Academy of the
West in Santa Barbara in 1970, where he
continues to train young pianists. Since
1991, he has been a major presence at the
Juilliard School. He also gives coachings
to musicians whose school years are
long past, never accepting payment
for such sessions. As anyone who has
worked with him can testify, one doesn’t
learn mere piano-playing from Jerome
Lowenthal.
One learns art, literature, philosophy,
and theology, often sprinkled with at
least several of the half-dozen or more
languages with which he is familiar; one
learns that music is about much more
than itself and that a musician must be
first and foremost a thoughtful, probing
human being. One may come away
from a lesson floored by the depths of
Lowenthal’s intellectual and musical
insights, but also comes away convinced
that “Génie oblige.”
It is hard to think of a musician
on today’s musical scene who better
epitomizes Lisztian ideals than Jerome
Lowenthal. Although any musical
compositions he may have produced lie
hidden away in his West End Avenue
apartment, he has made of his life,
work, and contributions to others a truly
memorable work of art, one that Franz
Liszt himself would have applauded. We
join in that applause as we present him
with the Medal of The American Liszt
Society.

Sardanapalo
Liszt’s Long-Lost and

Incomplete Opera

Gila Goldstein informs us that Michael
Cooper is the author of an article that
appeared earlier this year (March 10,
2017) in The New York Times that deals
with Liszt’s long-lost and incomplete
opera, Sardanapalo. The article is “Listen
to the First Glimpse of a Long-Lost
Liszt Opera.” As of October 16, 2017,
this was still available at www.nytimes.
com/2017/03/06/arts/music/listen-to-partof-long-lost-liszt-opera-sardanapalo.html. Anita
Singh discusses the same work in an
article in The Telegraph, also available as of
the same date at http://www.telegraph.co.uk/
news/2017/03/07/unfinished-liszt-operaheard-first-time-cambridge-scholar-fills/amp/.
Richard Cross has also written that
on June 16 of this year there was a broadcast of an 11-minute scene as part
of the BBC’s “Cardiff Singer of the
World Competition.” This was available
to view internationally for a time on
the BBC iPlayer, but it is now offline.
However there is presently a 27-minute
documentary that contains a number
of sound examples and explains more
about the research project. This is
available at https://www.youtube.com/
watch?v=EEqRAdUEO2E&t=307s.
Cross writes, “According to Professor
David Trippett, Senior University Lecturer
of Music at Cambridge University, the
exciting news to convey is that the world
premiere will take place in Weimar on the
19 - 20 August 2018. Kirill Karabits will
conduct the Weimar Staatskapelle and a
cast of international singers for this at
the Weimarhalle. I anticipate there will
also be performances in Paris, Budapest,
and London (BBC Symphony Orchestra)
during the 2018 - 2019 season, but the
details are yet to be determined. There
are also three record companies interested
in releasing the world premiere recording,
so this is likely to happen in 2019 - 2020.”
From Dr. David Trippett himself
we have learned that a further online
resource that may be of interest is
something he wrote for BBC Music
Magazine: http://www.classical-music.com/
blog/story-behind-liszts-unheard-opera. “The
value of this is largely that it shows a
leaf from Liszt’s manuscript.” In the
next edition of the ALS Newsletter,
Dr. Trippett will contribute an article
dealing with his research on Franz Liszt’s
Sardanapalo.

Jerome Lowenthal performing Liszt's Malédiction with string sextet,
ALS Festival, April 2017
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Gregor Benko Receives Liszt Medal
Dr. Richard Zimdars read the following citation
at the conclusion of Gregor Benko’s presentation
on “Historical Recordings of Liszt’s Orchestral
Music” at the 2017 Festival of The American
Liszt Society in April 2017.
According to Liszt pupil Carl Lachmund,
Liszt often told his students: “Schafft
Euch Erinnerungen” (“Create memories
for yourself.”).
During the first decade of the
twentieth century, recording technology
enabled the leap from memories of
musical performances to preservation of
performances for all time. The priceless
existence of over a century’s worth
of recorded piano performances has
enriched our lives as performers, scholars,
and Lisztians.
Gregor Benko is one of the world’s
leading authorities on historical piano
recordings. Gregor is the producer of
45 compact discs and 87 long-playing
records that preserve piano performances
from the past. Four of his CDs and five
LPs are all-Liszt albums. Eleven other
CDs and 19 LPs hold at least one work
of Liszt. Three LPs contain the artistry
of Liszt students d’Albert, von Sauer,
and Vianna da Motta. He has produced
recordings of four recipients of the
medal of the American Liszt Society:
Claudio Arrau, Jorge Bolet, Gunnar
Johansen, and Egon Petri. Other pianists
offered on albums that Gregor produced
include Vladimir de Pachmann, Sergei
Rachmaninov, William Kapell, JeanMarie Darré, Leopold Godowsky, David
Saperton’s incomparable Chopin Etudes,
Harold Bauer, Rudolf Ganz – THE
pianist of Chicago for so many years,
Walter Gieseking, Ferruccio Busoni, Percy
Grainger, Arturo Benedetti Michelangeli,
Edwin Fischer, and Dinu Lipatti. If
you are not weeping or fainting already,
consider these crowning glories of
Gregor’s career.
2010: the 4-CD set for Marston
Records titled A Century of Romantic
Chopin
2011: The ALS Bicentennial 2-CD
album Liszt Illuminated, featuring
Arrau, Bolet, and Johansen
2017: The ninth and final 2-CD
volume of the Complete Josef Hofmann, a
project launched in 1992.
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Gregor Benko and Albert Petrak founded
the International Piano Library in
1964, the same year that the American
Liszt Society was founded. Who could
have predicted the future of either
organization? ALS grew into a firmly
established society that is internationally
respected. IPL, now housed in special
collections at the University of Maryland
library, is the largest collection of its kind
in the world.
In 1965 Gregor took the IPL to
New York City and changed its name to
International Piano Archives. Gregor
served as collector, concert presenter,
author, record producer, and reviewer.
However, costs of maintaining the
collections always outstripped income.
Gregor donated the collection, renamed
the International Piano Archives, to the
University of Maryland library in 1978
where they now reside as the world’s
most extensive concentration of piano
recordings, books, scores, programs, and
related materials.
In October 1970 I first saw the name
Gregor Benko in a New York Times article
by Harold Schonberg reviewing a benefit
concert for the International Piano
Archives. Its headquarters had suffered
fire damage. Who donated their time
to the IPA cause: Alicia de Larrocha,
Rosalyn Tureck, Guiomar Novaes,
Raymond Lewenthal, Gunnar Johansen,
Jorge Bolet, and Beverly Sills as emcee.
Somehow Betty Comden and Adolph
Green were in the mix as well. The
photo in the review showed Lewenthal,
Johansen, and de Larrocha sitting on one
bench playing a Czerny fantasy for six
hands.
Gregor has carried out much of
his work on the history of pianism in
the generous Lisztian spirit of “génie
oblige.” One example is the work he
did producing the ALS-sponsored
bicentennial release on Marston Records
of Liszt Illuminated. His latest effort, one
that required an enormous investment
of time, was as co-author with Edward
Blickstein of Chopin’s Prophet: The Life
of Vladimir de Pachmann (Scarecrow
Press, 2013). The story of the theft of
Blickstein’s Pachmann research, its use
in a previous biography of Pachmann,
and the subsequent withdrawal of
this unethical publication by a major
American university press is well known
in musical and academic circles. Gregor’s
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determination to right an injustice
by seeing Chopin’s Prophet through to
publication was an example of Lisztian
integrity and generosity. It was my
privilege to work closely with Gregor
during this saga.
Gregor has written countless articles,
discographies, and reviews for American
Record Guide, High Fidelity, Stereo Review,
Fanfare, International Piano Quarterly, etc.,
and liner notes for recordings for RCA,
Columbia, Decca, and other labels.
He has lectured at music festivals and
universities throughout the United States.
Liszt is the origin of piano performance
as a profession. No substantial aural
history of this profession is preserved
until the early 20th century. Gregor’s life
work has made and will continue to make
a priceless contribution to preserving the
aural and documentary history of piano
performance in the twentieth century
for listeners, performers, scholars, and
Lisztians. It is fitting to award him the
Medal of The American Liszt Society.

New Book about
Abbey Simon
Inner Voices, an autobiography by the
noted American pianist Abbey Simon,
co-written with Dr. Garnet Ungar, is
available through amazon.com in both
paperback and Kindle formats. On
October 20, 2017, there was a book
launch and signing at Yamaha Artist
Services Piano Salon in New York City.
There are many exciting internet video
recordings of Simon’s performances of
piano music by Franz Liszt. Also of note
is a fascinating interview with Simon
at http://www.imdb.com/title/tt2233935/
videoplayer/vi2734465305?ref_=tt_pv_vi_
aiv_1.

Abbey Simon

The Alan Walker Book Award
by Richard Zimdars

The Alan Walker Book Award seeks
a new book in English, a translation
into English, or a substantially revised
new edition of a book in English that
contributes to Liszt scholarship. Topics
include the life and music of Franz Liszt,
the life and music of a pupil of Liszt, and
other Liszt-related research. Members of
The American Liszt Society form the jury.
The award is offered triennially.
In 2011, Jonathan Kregor’s Liszt as
Transcriber (Cambridge) received the
first Walker Award. In 2014, two books
shared the award: Shay Loya’s Liszt’s
Transcultural Modernism and the HungarianGypsy Tradition (University of Rochester),
and Correspondence of Franz Liszt and the
Comtesse Marie d’Agoult, ed. by Michael
Short (Pendragon).
The 2017 Alan Walker Book Award
jury included Dr. Ben Arnold (University
of Kentucky) who has published
extensively on Liszt. Dr. Arnold wrote
for and edited The Liszt Companion (2002)
and has also contributed to A Guide to
Liszt Research, New Perspectives on Liszt and
His Music, Liszt and His World, Liszt and the
Birth of Modern Europe, Liszt the Progressive,
Liszt Saeculum, and the Journal of The
American Liszt Society, for which he was
Visiting Editor 1989 - 1990.
The other jurist, Dr. Jay Rosenblatt
(University of Arizona), has done
extensive research on the life and
music of Franz Liszt. Dr. Rosenblatt
is responsible for uncovering a new
Liszt piano concerto that was premiered
in 1990 and later published by Editio
Musica Budapest. His publications and
reviews are found in the Journal of The
American Liszt Society, Pendragon Review,
Music Analysis, Journal of Musicological
Research, and Notes: Quarterly Journal of the
Music Library Association. He contributed
two chapters to The Liszt Companion
(Greenwood Press). His editions of
Liszt’s Concerto in E-flat Major, op. posth.,
and De Profundis: Psaume Instrumental have
been performed and recorded by several
notable pianists, including Leslie Howard,
Louis Lortie, and Jerome Lowenthal.
The jury chose Liszt’s Final Decade
by Dolores Pesce as the 2017 winner.
Dolores Pesce is the Avis Blewett
Professor of Music in Arts and Sciences
at Washington University in St. Louis.
Her book, published by University
of Rochester Press, does not proceed
chronologically as a unit from 1877 to

1886. Rather, it offers eight chapters,
each addressing a different topic relevant
to Liszt’s last decade. The chapter titles
are: “Decorated Cleric”; “Influential
Advocate”; “A Slow and Perilous
Road to Vindication”; “Challenges of
Composition and Publication”; “Imagined
Identity”; “Soul Baring”; “Compositional
Legacy”; and “Final Words.” Dr. Pesce
pays considerable attention to Liszt’s
piano and sacred music in her chosen
time frame.
The 2017 jury commented as follows:
“Dolores Pesce’s in-depth reading of
Liszt’s letters to and from Princess
Carolyne Sayn-Wittgenstein and Olga
Meyendorff, his close friend in Weimar,
illuminate the last years of Liszt’s life in
ways we have not seen to this extent. Her
chapters, “Imagined Identities” and “Soul
Baring,” were insightful approaches to
Liszt’s thought of himself, his advocacy
for others, and his extraordinary religious
faith as well as into his own psychological
struggles to live, compose, and remain
true to himself. Her description paints
a multi-dimensional and humanizing
portrait of Liszt in his late years and
complements Alan Walker’s discussion in
the third volume of his biography.”
Due to the health concerns of a close
family member, Dolores Pesce was
not able to receive the Walker Award
in person, but she sent this message
which was read publicly to 2017 Festival
attendees:
“It is my honor and pleasure to receive
the 2017 Alan Walker Book Award. I
extend my thanks to the jury members
who selected Liszt’s Final Decade. I am
proud to be among the award winners to
date: Jonathan Kregor, Shay Loya, and
Michael Short. My thanks also go to you,
members of The American Liszt Society,
for your continued support of research
into the music and life of Franz Liszt.
He possessed a fascinating personality
and a profound musical gift. It has been
my privilege to contribute to a deeper
understanding of the man and musician
through my book, Liszt’s Final Decade.”
For more information about obtaining
a copy of the book, please go to https://
boydellandbrewer.com/liszt-s-final-decade.html.
(Dr. Richard Zimdars is coordinator of the
Alan Walker Book Award and a member of
The American Liszt Society Board of Directors.)
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2018 Festival
Scheduled
The next Festival of The American
Liszt Society will take place October
10 - 13, 2018 at Furman University in
Greenville, SC. The Festival is dedicated
to the exploration of the many aspects
of poetry in Franz Liszt’s life and works.
His enthusiasm for literature and poetry
is openly reflected in mottos and quotes
Liszt put in front of numerous works.
But this is not where the affiliations end,
and we can assume deeper connections
between the art forms of literature and
music, as represented by this erudite,
cosmopolitan composer. This will
function as a point of departure from
whence the festival seeks to shed light
on the many guises in which Liszt’s
sensitivity to the written word appeared
in his compositions. The schedule and
presenters’ names will be announced
as soon as possible. Please check the
ALS website (americanlisztsociety.net) for
updates and a web address for up-to-date
information.

We’re on
Facebook!!!
Many thanks to Paul Barnes for
having created a Facebook page for The
American Liszt Society. Go to https://
www.facebook.com/americanlisztsociety to
view the results of Paul’s excellent work.
Especially timely are the videos and
photos from the most recent festival at
Northwestern University.

Argerich Liszt
Performance on
YouTube
If you’ve not yet heard and seen it,
Martha Argerich’s brilliant performance
of Liszt’s Piano Concerto No. 1 in E-Flat
Major, with Daniel Barenboim and
the West-Eastern Divan Orchestra, is
available at https://www.youtube.com/watch
?v=HcsZcbaCxTI&feature=youtu.be. The
performance took place in London in
2016. Thanks to Gila Goldstein for
making this known.
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Picture Page

Chicago Chapter members after a rousing performance of Beethoven’s
Symphony No. 9, arranged for two pianos, four hands by Franz Liszt,
ALS Festival April, 2017. Performers (l to r): Ralph Neiweem, Claire
Aebersold, Mark Edwards, Karin Redekopp Edwards, Aaron Stampfl,
George Radosavljevic, Daniel Paul Horn, and Alexander Djordjevic.
Ian Hobson, Pianist/Conductor/Educator. Photo
courtesy of Hyeyeon Jung.

ALS Board meeting, plus guests, Northwestern University, April 2017.
Gila Goldstein with Martha Argerich, Israel, September 2017.

Some of the performers at the 2017 Festival: (l to r) Enrico Elisi, Gila
Goldstein, Daniel Paul Horn, James Giles, Jerome Lowenthal, and Caroline
Hong.
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Daniel Recital Hall, site of the 2018 ALS Festival at
Furman University.
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Ian Hobson
(continued from page 7)

numbers to support the endeavor. We’re
already in the planning stages for this type
of consortium for 2018.
While we’re striving for growth in
involvement by students and faculty, the
underlying principle is quality - numbers
without quality mean very little except
in reports! God willing, we’ll also be
trying to put on the fourth Piano Festival
in San Juan in January 2018, but who
knows because of the devastation due to
Hurricane Maria. If we do the festival,
it will be with Boaz Sharon from Boston
University. People will be coming from
UI and Yale - but we can only pick 12
students, so we foresee a very high level
of quality!
ER: Let’s talk a little about your
philosophy of teaching.
IH: Philosophy of teaching: after 45
years of teaching, I rely on basic tenets,
and not a standardized method. It’s an
ever-expanding universe, teaching is.
At my age, I find that one knows what
one doesn’t know. One accumulates
knowledge. The goal is to fix the
individual’s problems, not to give my
“standard speech’’ on Beethoven or Liszt,
for example. I try to keep a dialogue
going, even though I hopefully know
more than the student does!
The way that they understand
something may provoke a question
from them, which in turn prompts
thoughts on my part. Thus, we can learn
together. That’s my ideal, although one
doesn’t always achieve it. I teach mainly
individual students, so one is allowed to
do that kind of teaching. If one is giving
lectures to hundreds of students, it’s an
entirely different matter. My wife teaches
large classes like that; my professors at
Cambridge did the same thing. For me, it
is endlessly fascinating to do one-on-one
teaching, and I am grateful that we still
have this type of Socratic system. That
manner of teaching leads me to thoughts
about different talents and abilities and
stages of each student’s development. I
learned very early on NEVER give up
on a student - never, because you’ll be
amazed. I’ve been delighted by some
students, who I thought wouldn’t “get
it,’’ but they do “get it.’’ It’s a constantly
evolving process, a concept that I
embrace more and more the longer I
teach. We’re not going to solve all the

world’s musical problems in a few years,
but we can make a profound difference.
ER: Writing reports for vice presidents
of instruction, for example, who are not
musicians and may not even like art music
. . . . That’s often frustrating. How do
you react to the often-asked question,
“Why is it that you cannot teach three,
five, or more students at the same time?’’?
IH: We do that in weekly master classes.
It’s also possible to have group lessons,
where, say, three students come together
for three one-hour lessons back to back.
Two students listen to the third student
perform and also observe the teacher
teach. There is more learning going on,
but it isn’t more “efficient.’’ I’m very
grateful that we have taught one-onone for decades, and hope that we can
continue to resist the pressure of “time
and motion studies.’’
This is a serious business - a serious
threat - “quantity rather than quality’’
as the seemingly primary concern. We
can fill out a faculty member’s load by
assigning her or him additional duties
outside of their primary academic or
musical focus, but we are not doing
anything to improve the quality of
instruction for the students.
Having a full studio of performance
majors or minors depends on the ability
to recruit students. Recruiting, for me
or anybody else, is very important. You
have to have people who want to come
and learn specifically from you, as a
teacher, for whatever reason. Then, you
have to be able to give the students the
variety and range of information, maintain
a dialogue, and develop inspiration to the
best of your ability. You need a nurturing
environment, not an environment that is
looking at the “bottom line’’ all the time,
which I don’t think makes any sense.
ER Nurturing - taking a student as
far as he or she can go musically and
technically?
IH: We all have similar problems. The
three students in the example above need
to learn about the issues of all the pieces
that all three pianists are playing. We
need to spend some time so that the one
student we are dealing with gets some
understanding, really grabs the situation
and grows as a pianist.
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Take group piano, where one might
be teaching 12, 16 or even 24 students
at a time. That’s OK because you are
dealing with fundamentals for students
who do not play the piano. When one
learns to play scales, arpeggios, or chord
progressions in a variety of keys, you’re
learning to get around the keyboard.
Similarly, if I want to learn another
language, it’s OK to be in class with
others for the basics in the beginning, so
that I can get along in the language. But
if I already know my French, for example,
and I want to refine my accent and to
learn the fine points, the nuances . . .
should I say this or should I say that?
I cannot do that in a group of 20 or
more students. One needs an individual
coach. I think you could extend this to a
sport like golf, where you cannot assume
that everyone on the team will benefit by
dealing with one aspect of the game or
the other - there are advanced players,
and they need their work overseen and
guided by an individual.
ER: Let’s talk about guest conducting.
IH: One of the most recent stints is
very important, and that was the Korean
Chamber Orchestra in Lotte Hall in
Seoul. That was in July 2018, when we
opened with Eine Kleine Nachtmusik. We
continued with a concert aria, the “Mad
Scene’’ from Lucia, and a Korean folk
song, sung by Young-Ok Shin, their
most famous diva. Then, with a student
of violinist Young Uck Kim, we did the
Étude-Caprice en Forme de Valse of SaintSaëns, arranged by Ysaÿe. We ended with
the “Classical’’ Symphony of Prokofiev.
This concert was broadcast throughout
the country. I’ll be going back to
Korea next summer to conduct another
orchestra. These are good players with
loads of technique; the KCO is mainly
a string orchestra supplemented with
winds by invitation. Ming Kim is the
concertmaster, which post he held for
many years in Bayreuth.
I mentioned earlier that I had done
quite a bit with the Sinfonia Varsovia,
co-founded in 1984 by Yehudi Menuhin,
Waldemar Dąbrowski, and Franciszek
Wybrańczyk. One of the great successes
the orchestra and I had was a Carnegie
Hall performance that featured coloratura
mezzo-soprano Ewa Podleś singing three
songs by Szymanowski, I soloed in and

(continued on next page)
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conducted the Chopin Concerto in F Minor,
and we ended with Beethoven’s “Eroica.’’
ER: What do you have to say about
playing and conducting at the same time?
IH: Especially in the classical era,
you could say many concertos were
designed to be performed that way.
When you think about the Beethoven
third and fourth concertos, it’s so much
easier than being a “middleman,’’ even
though Beethoven himself did not play
and conduct those works at the same
time. I think of a concerto as being
chamber music - certainly, in Mozart
and Beethoven, that’s the case. In the
romantic and more modern concertos
that I have done, such as Ravel, the
Saint-Saëns second, Shostakovich, all
the Mendelssohn works, all eight of the
Moscheles concerti ... these and others do
work. Some works are more challenging
to pull off, although Rachmaninov is said
to have played and conducted his Second
Concerto, and Mitropoulos played and
conducted the Prokofiev Third Concerto,
which is available on YouTube.
Interestingly, regarding the eighth
of Moscheles referenced earlier, I had to
orchestrate and recreate the instrumental
accompaniment, because it only exists in
a solo-piano score in which, for example,
there is an orchestral introduction that
says, “oboe,’’ followed by the piano
entrance. I used only the instruments
that Moscheles mentions, so there are
no timpani or trumpets, just horns,
woodwinds, and strings. So that’s a new
skill I learned along the way.
In a way, that experience relates to my
having returned to music composition,
which I had more or less left out of my
activities after about 1980. In fall 2016,
I wrote “Coventry Casserole’’ for string
orchestra. It’s based on “Coventry Carol’’
- a play on words by adding “ssee’’ to
the word “carol.’’ I originally wrote this
for Martin Anderson, whose partner had
recently died. I would like to do more
composing.
ER: You’re known for having performed
extensive series of concerts, playing the
complete instrumental/piano music of
Brahms, everything written by Chopin,
Schumann’s piano music, the Beethoven
32, etc. And you’ve recorded complete
piano music of many composers.
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IH: In 1985 I played a recital in
celebration of the Bach/Handel/Scarlatti
tricentennial, using piano, harpsichord,
and organ. In part, it established my
reputation for unique programming. I
played the chorale prelude on “Wachet
auf’’ on organ, and then on the piano as
transcribed by Busoni; the Toccata, Adagio,
and Fugue in C on piano, again transcribed
by Busoni, and then the Fantasy and
Fugue in G minor on the organ. I even
threw in Percy Grainger’s “Handel in the
Strand’’ paired with the “Harmonious
Blacksmith,’’ and I added a few Scarlatti
sonatas on harpsichord. Not everyone
was in favor of my playing Bach on
the piano, but that didn’t faze me. My
thinking is that works like the WellTempered Clavier contain music that goes
beyond the harpsichord. I was thinking
about recording the entire WTC using the
three instruments, but that project is on
hold for the time being.
One of my newest fascinations is
Moritz Moszkowski, a brilliant writer for
the piano. He did three transcriptions,
one the “Liebestod’’ from Tristan und
Isolde, which is very different than the
Liszt version. Another is the “Barcarolle’’
from Offenbach’s Tales of Hoffman, and
then there’s the “Chanson bohème,’’
which is a Carmen transcription that is
very similar to Horowitz’s version.
One of the things I’ve been looking
at is Bach’s Prelude and Fugue in E-Flat
(“St. Anne’’), transcribed by Busoni.
I used to play it on the organ, but never
on the piano.
ER: Tell us a little about your recent 65th
birthday celebration on August 7th in
London.
IH: This was in conjunction with Martin
Anderson, whom I mentioned earlier. He
rented a recital room in Swedenborg Hall,
which is near Covent Garden and the
British Museum. We had invited various
family members and some members of
the English musical world.
It was very informal. We talked
amongst ourselves, and I played a little
here and there with repertoire that
derived from what we might be talking
about. The evening started with Mark
Rowe, the Ernst scholar, talking about the
Ernst recordings I had done. Then he
went back to my 1982 recording of the
complete Rachmaninov transcriptions,
and I played the “Liebesfreud’’ of
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Kreisler/Rachmaninov. Hugh
Macdonald made some remarks about
the accompaniment of one of the Ernst
violin and piano works, where I played as
close to metronomical as possible while
at the same time the violin solo part
rhapsodized all over the place. Martin
and I talked about Martinů’s music, some
of which I then played. We talked about
the English musicologist and composer,
the late Harold Truscott, who wrote
liner notes for my recording of the
Hummel sonatas, and I played a little bit
of Harold’s music. I spoke about the
completion of the Chopin project, and
then I played the “Minute’’ Waltz, and
things like that.
The whole event was video recorded,
and we’re having it put onto a DVD.
ER: And in the immediate future,
you’ve put together a fascinating series
of performances in New York through
spring of 2018.
IH: Yes, the complete piano music
of Debussy and Ravel, intermixed, in
six concerts under the title, “Sound
Impressions.’’ The first concert is on
November 29, followed by December 13,
February 7 and 28, and April 4 and 18.
These are all Wednesdays at 7:30 p.m. at
SubCulture, 45 Bleecker Street, New York
City. (See http://subculturenewyork.com/ for
details.) An extensive interview with Jerry
Dubins focusing on the series is available
in Fanfare, 41:2 (Nov/Dec 2017).
(Editor’s note: You will find Ian Hobson’s
extensive discography on his website, https://
www.ianhobson.net and amazon.com).

Ian Hobson playing the piano and conducting
Sinfonia da Camera, Krannert Center for the
Performing Arts, University of Illinois.

