


i
k

FROM THE EDITOR

• TJIe .

I toneermg Spirit
0t  olllen

HE PREMIERE ISSUE of The Maud Powell Signature is dedi-
ated to pioneering women throughout the world whose

work in music enlightens, informs and moves all of us.
Despite the fact that we are living in an information age that hurls

ideas and knowledge at us at an incredible rate of speed, we still need
pioneers to remind us of the human spirit and the creative force that
dwells within each of us.

Pioneers tell us something about ourselves and what we perceive as
our limitations, those self-imposed or imposed on us by society. But
more importantly, they give us hope. Pioneers possess courage, vision,
tenacity and a deep faith in themselves that enables them to pursue
their dreams. They take risks without regard to personal cost and make
sacrifices and they dare to go where no one has been before.

Without pioneers, there would be no doors opening into the fu-
ture. We rely on pioneers to guide -- and inspire -- us to realize our
own vision and fulfill our promise, our dreams.

It is vital for all of us to acknowledge the women, past and present,
whose pioneering spirit has given the world a rich musical legacy that
must not be relegated to a silent destiny by historians.

Each woman in this issue of The Maud Powell Signature was or is
a pioneer whose courage and tenacity enabled her to overcome ob-
stacles and create an enduring legacy.

Let's just take Maud Powell, the newsletter's namesake as an ex-
ample°

Against all odds this child of the rural Midwest made the long jour-
ney from an obscure river town in Illinois to become the first great
American violin virtuoso of international rank. THE FIRST! when the

cultural achievements of Americans were still regarded with scorn by
Europeans.

And it was Powell, not a single one of her male contemporaries,
who had the courage -- and vision -- to introduce violin concertos by
Tchaikovsky, Dvorak and Sibelius to American audiences. Powell didn't

care that the critics weren't ready for the Sibelius
concerto and found it "bitter as gall and savage as
wilderness." She believed in this music and in the

genius who composed it. She played this concerto
into the repertoire and it became so immensely
popular that it is one of the most recorded violin
concertos in history.

Today we simply take these great concertos for
granted but few of us realize that they endured be-
cause an American WOMAN championed them

Maud Powell when no one else dared!

Maud Powell is a symbol of the resolve that in-
spires women to be pioneers, to walk uncharted paths, to light a lamp
for others to follow. Her legacy proves to us that no dream is impos-
sible and that no obstacle is so great we cannot overcome it. She re-
minds us, too, that each of us has a gift of our own to share and pass on.

Pamela J. Blevins
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Dear Friends:

ET ME BEGIN BY SENDING YOU greetings in this
first edition of The Maud Powell Sig-
nature and to convey my enthusiasm for
this project. The Newsletter will stimulate

awareness of different issues within the musical world,
as well as introduce all of us to various new ideas and

experiences shared by music lovers.
About five years ago, I began to notice that children

-- those who were not in music schools -- were being
"educated" in the public schools without having any of

the arts offered to them. Years ago, as most of us know,
schools offered music -- choral groups, the school or-
chestra (often called "band"), sometimes a history of
music -- and as such, "music education" was consid-
ered an important but natural part of the school cur-
riculum.

Those days are over. In New York City, considered
by many to be the cultural capital of the United States,
the problem is very grave. A New York Times article on
arts education stated: "Of the 32 school districts in New

York City, just 2 have an art and music teacher in every
school, a situation that makes it impossible for schools to meet state requirements that students take
one arts course before graduation." (3 February 1993).

Something had to be done, and I wanted to try. In 1992, I established a foundation, Midori &
Friends. We have a program called The Adventure Concerts which presents performances by
different chamber ensembles and myself, and we take this program to schools in the New York area.

At this moment, spring 1995, the program is taking place in 21 different public schools.
Let me describe what we do. We contact the chosen schools and then meet with the teachers

briefly to tell them of our plans for the day at their school. Their cooperation is active and they
enjoy themselves; indeed, in the portion of the presentation devoted to Aaron Copland, four teach-
ers give a lively demonstration of the square dance, on stage! Before appearing at a particular school
we send the students workbooks and pamphlets describing the various groups they will hear. This

year, woodwind, string, brass and jazz groups played for the children. Question and answer periods
always follow the music performances. My presentation consists of a musical journey, as it were,
with representative works from varying cultures and times in history. The children are usually
enormously interested, very alive, and a most marvelous audience.

We hope that we have opened a door, however slightly, to a world children might explore more
fully and which could enrich them all their lives.

With best wishes,

Our guest columnis_, violinist and music educator Midori, is well known for her musical insight and humanitar-

ian vision. For more information ahout Midori's educational programs, contact Midori &Friends, 850 Seventh

Ave., Suite 705, New York, NT 10019; 212/767-1300; Fax: 212/767-0018.
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JULIETTE
KANG

Crossing the Line into the Next Millennium

"...a degree of self-

possession about
what she does that

far exceeds her
II

years.

AST FALL, NEW YORK CRITICS

named violinist Juliette Kang
as one of 30 young artists des-
fined to change the city's cul-

tural life in the next 30 years. She was
the only classical instrumentalist chosen
among sculptors, writers, actors, sing-
ers, dancers.

"I have no idea how that. came

about," Julie explains. "It was a sur-
prise." The critics' choice does not sur-
prise anyone who hears Juliette Kang
perform or engages the vivacious young
woman in conversation.

A powerhouse packed with emo-
tional energy, Kang is very much at home
in our century. Her interpretations of
20th century music already seem to cross
the line into the next millennium, forth-

rightly, pleasantly, but insistently, pro-
pelling her listeners forward to the other

side, without bullying. A magnetic cer-
tainty about her presentation of the
music opens understanding and gives her
rapt audience the confidence to follow
willingly into a new dimension of expe-
rience.

Kang's concert schedule has been
accelerating over the last two or three
years, leaving her little time to reflect on
her mounting achievements. She is fo-
cusing now on establishing her career.

In fact, the rising star faces a full
round of concerts after her triumph at
the 1994 Indianapolis International Vio-
lin Competition. The youngest ever to
win the Gold Medal at Indianapolis, the
19-year-old Canadian captured more
special prizes than anyone else in the
competition's history, including the
award for the best performance of
Subito, the last work by the late Polish
composer Witold Lutoslawski.

Some of her engagements take her
away from big city life where audiences
depend on numerous well-established
organizations to bring music to them.
In rural communities, like small towns
in Iowa where she has appeared, she

finds "people really appreciate art, per-
haps because there is not so much com-
petition." In the Midwest, she perceives
that music education in the public

schools is fulfilling an important role.
"You see kids from ages 6 to 12 play-

ing in local youth orchestras. It seems
to make a difference." Her visits to the

heartland are a refreshing change from
the stressful pace of New York life. "But
if I remained there, I would miss the
number and variety of cultural events
available to me in New York."

While she senses a growing interest
in the arts, she also perceives feelings of
disenchantment.

"I think the problem is making
people into superstars, who make too
much money for what they do. If you
start to idolize and build fantasies

around performers, then drawing an
audience depends on hype rather than
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on the music to be performed, where
the focus truly belongs," Julie states.
"Music is enjoyed by so many different
people today, building on hype is a mis-
take."

Julie grew up in a musical family in
Edmonton, Alberta and cannot imagine
her life without music. Amid public dis-
cussion on the value of the arts in edu-

cation, she observes that "Children are
often more enthusiastic about music

than math. There are so many studies
proving that classical music does a lot to
develop the brain, including math skills.
I can't see why music's importance is
ignored by educators and public officials.
Music appreciation and study definitely
should be available to everybody to a
greater extent -- these should be a real

option for students."
Her early teachers were the most in-

fluential in her own development of vio-
lin technique and musicianship. Julie
began studying the violin at age four and
made her concerto debut at the age of
seven in Montreal. Entering the Curtis
Institute at the remarkably early age of
nine, her six years with Jascha Brodsky
deepened her musicality and brought her
solidly within the violin tradition handed
down by Eugene Ysaye. She earned her
bachelor's degree from Curtis in 1991
and a Master of Music degree in 1993
t_om the Juilliard School following stud-
ies with Hyo Kang and Dorothy Delay.

Dorothy Delay at Juilliard "taught
me about the whole life of performing
-- opening up when I am on stage."
Now Juilliard teacher Robert Mann is

"opening more avenues toward expres-
sion."

Recognition for her precocious tal-
ents has come hand in hand with

progress in her studies. In 1989, at 13,
Julie became the youngest winner in the

history of Young Concert Artists. She
won first prize at the 1992 Yehudi
Menuhin Competition in Paris and the
Sylvia Gelber Award and the Canada
Council Grant in 1993.

Despite this early recognition, Julie
continues to concentrate on her studies

and to learn from observing other mu-
sicians. While she doesn't have much

chance to attend concerts, she most ad-

mires performers whose marked indi-
viduality moves her emotionally. She
singles out the artistry ofGidon Kremer
and Anne Sophie-Mutter, who are both
"very interesting" in their approach to
music and "pretty amazing violinists!"
she says.

The forward-looking Kang finds she

AT RIGHT:Three-year-
old Julieat home with
her sistersElizabeth, a
pianist, and Christina,
a cellist. "1cannot
imagine life without
music," she says today.

BELOW: At the age of
9, Julielte won a
scholarship to the
Curtis Institutewhere
she studied with Jascha
Brodsky.

has to get to know a piece and decide if
she has an affinity with it before choos-
ing to program it.

"For instance," she notes, "the

Janacek Violin Sonata came naturally
and relatively easily to me. I could re-
late to a set of emotions within it." She

has a special affinity for Ravel. "He has
so many subtle qualities," she says. "His
music makes me feel like I am on a desert

island with wind blowing through my
hair -- incredibly fresh." Her rendition
of the "Blues" movement of Ravel's Vio-

lin Sonata practically lifts the listeners
right out of their chairs!

This woman has no fear when it

comes to repertoire. Kang performed
W.H. Ernst's variations on The Last

Rose of Summer during the Indianapo-
lis Competition's Gala Awards Cer-
emony. This high-risk, rarely-played
bravura work for unaccompanied violin

tested every aspect of her artistry in the
most exposed manner. Jaime Laredo,

the president of the Competition's Jury,
covered his eyes in mock horror as Kang
steadily moved on through the piece to
ever more difficult variations.

Kang is already pushing the bound-
aries of her art. She has brought for-

ward infrequently heard works by Ca-
nadian composers Barbara Pentland,
Jean Coulthard, and Violet Archer. "I

like to explore anything out of the main-
stream," she explains. "I would love to

play the Berg Violin Concerto, 'in
memory of an angel' but it is hard to
get it programmed, especially if you are
young."

Juliette Kang is looking forward to
her Carnegie Hall recital debut on
March 1, 1996, and to performing
Tikhon Khrennikov's Violin Concerto
No. 2 with the American Symphony

Orchestra at Avery Fisher Hall on Oc-
tober 1, 1995.

Discover International just released
Juliette's debut recording in recital with
pianist Melvin Chen. "I enjoyed my first
recording experience," she says. "They
gave me a say in everything and dis-
cussed editing and all the technical
phases with me. It was a very intense
two days. The first day, I was full of
energy and things went quickly, but on
the second day, I didn't feel like stand-
ing up!"

Kang repeats her award-winning per-
formances of Bach's Chaconne and
Lutoslawski's Subito on this disc. She

performs Beethoven's Sonata No. 3,
Ravel's Kaddish, Ysaye's Sonata No. 5
for unaccompanied violin, and
Schubert's Sonata in D, Op. 137, No.
1 and concludes with Ernst's The Last

Rose of Summer. It's a performance
not to be missed -- by an artist who is
destined to make a difference!

1
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BY KAREN A. SHAFFER

MA UD P O WELL
A Pioneer's Legacy

HE ART OF VIOLIN playing was

about to be revolutionized
when Maud Powell stepped
into the Victor recording stu-

dio for the first time in 1904. The un-

paralleled standard for violin perfor-
mance that PoweU engraved on the spin-
ning wax ushered in the modern age of
violin playing and marked the historic
marriage of recording technology to the
highest achievement in violin playing.

The Victor Company's choice of
Maud Powell to be the first solo instru-

mentalist to record for its newly inau-
gurated celebrity artist series (Red Seal
label) was no surprise. Maud Powell
was internationally recognized as
America's greatestviolinist who easily
ranked among the supreme violinists of
the time -- Joseph Joachim, Eugene
Ysaye, and later, Fritz Kreisler. A popu-
lar favorite as well, she won the affec-

tion of the American public with her
unabashed enthusiasm for the violin.

In November 1904, Maud Powell
was ushered into a small, acoustically
"dead" room and strategically placed
before a large funnel that appeared like
the gaping mouth of a dragon. The
nearer one could stand to this mechani-

cal monster, the better the recording.
The musics vibrations agitated a needle
in an adjoining room that scratched im-
pressions of sound waves on the soft,
spinning wax from which a record could
then be molded.

"I am never as frightened as I am
when I stand in front of that horn to

play," Maud Powell once explained.
"There's a ghastly feeling that you're
playing for all the world and an awful
sense that what is done is done."

Acoustic recording was a wholly
mechanical process; electrical recording
(with microphone) began in 1925, five
years after Powell's death. Yet allied
with the impeccable art ofMaud PoweU,
the primitive technology revolutionized
the way we hear music.

At a time when music was heard live

or not at all, the pioneering Powell wel-

Powell autographing her records at home in the fall of 1916.

comed the new technology, knowing
that classical music would become popu-
lar as it became more familiar through
repeated hearings. By January 8, 1917,
PoweU could give a recital in Carnegie
Hall based solely on her recorded rep-
ertoire, dramatically demonstrating how

her alliance with the talking machine had
transformed musical taste.

Maud PoweU was born on August
22, 1867, in Peru, Illinois, on the west-
ern frontier in the American heartland.

A pioneer by inheritance, she was en-
dowed with the same extraordinary pas-
sion, integrity and vision that character-

ized her missionary grandparents and

unconventional parents. Her grandpar-
ents had been Methodist missionaries in

Ohio, Wisconsin, and Illinois before the
Civil War. Her father William Bramwell

Powell was an innovative educator; su-
perintendent of the public schools in
Peru, then Aurora, IL, and finally Wash-
ington, D.C. Her mother Minnie Paul
Powe|l was a pianist and composer
whose gender precluded a career.
Minnie and BramweU's sisters were ac-

tive in the woman's suffrage movement.
Maud's uncle John Wesley PoweU, Civil
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A RECORD PROGRAM!
EveryNumbera MaudPowellVictorRecord

I_ zl Monday Evening

January 8, 1917 ,_

Violin Recital by

,Maud  Powell
ArthurLoe_er,Piarmt

"._ i Z_o_,s_ii's Victor Rec,_rds

Sel_t }'mr two favmke ]bLw*l P_dl rt_oras from the Ikt _ {ollowln8
pag_ wrltt th_ ig the tpacc ptovldocl _ the Po_ Ca_ _ _ attcl mall
to her m_ger. • :_ .V) ]_ w'_ _'_p ¢{ee_e tim maki_Boftl_ i:aOilt_.

SEATS NOW ON SALE

Box O._ce Prices 25c., 50c., 75c., $1.00

Fire Tier Box Seat* $1.50

TOP: Maud's brother Billy (back), her
husband Sunny (H. Godfrey Turner) and
Maud engaging in some trick photography at
their Great Neck, NY, home after 1908.
Violinist Camilla Urso advised the younger
violinist never to marry but in 1904 Maud
married this genial theater manager who
devoted his life to her career.

BoI-rOM: The front of the card mailed to

patrons announcing Maud's Victor record
recital at Carnegie Hall in 1917.

War hero and explorer of the Grand
Canyon, organized the scientific study
of the western lands and the native In-

dians as the powerful director of the U.S.
Geological Survey and Bureau of Eth-
nology and founder of the National
Geographic Society.

A prodigy, Powell began violin and
piano study in Aurora, IL, then studied
violin four years with William Lewis in
Chicago, to whom she "owed the most."
She completed her training with
Europe's greatest masters _ Henry
Schradieck in Leipzig, Charles Dancla
in Paris, and Joseph Joachim in Berlin.

Returning to the United States
knowing that "girl violinists were looked
upon with suspicion," Powell boldly
walked into a rehearsal of the aLl-male

New York Philharmonic in Steinway Hall
and demanded a hearing from Theodore
Thomas, then America's foremost con-
ductor. Deeply impressed, Thomas ac-
knowledged his "musical grandchild"
and hired her on the spot to perform
the Bruch G minor violin concerto with
the New York Philharmonic on Novem-

ber 14, 1885. New York critic Henry
E. Krehbiel acclaimed the 18-year-old's
debut performance: "She is a
marvellously gifted woman, one who in
every feature of her playing discloses the
instincts and gifts of a born artist."

At that time, American appreciation
for her art was in its infancy with only
five professional orchestras, no estab-
lished concert circuits, and few profes-
sional managers. Solo engagements
were difficult to obtain; doubly difficult
for a female artist and an American since

all orchestra players and conductors were
male and generally German.

Yet she refused to be lured into a

comfortable career in Europe. Her pio-
neering spirit preferred to face the chal-
lenges of the raw, uncultured American
continent. From 1885 forward,
Theodore Thomas's "musical grand-
child" made it her mission to cultivate a

higher and more widespread apprecia-
tion for her art by bringing the best in
classical music to Americans in remote

areas as well as the large cultural cen-
ters. As one of the most capable and
thoroughly artistic violin players of her
time, with a nature richly endowed with
genius, character, and spirit, Maud
Powell was ideally suited to her mission.

The young violinist pioneered the
violin recital as she blazed new concert

circuits throughout the country, even
braving the primitive touring conditions

in the Far West to reach people who had
never heard a concert before. The di-
rect communicative force of Powell's

playing, evident in her recordings,
stemmed partly from her experience of
taking music to people on and off the
beaten track. Facing unsophisticated
audiences, she began with her uncle
John Wesley Powell's premise that "no
one can love a symphony who does not
first love song." She explained: "I do
not play to them as an artist to the pub-
tic, but as one human being to another."
Carefully programming simple melodies
with complex sonatas and concertos, she
built a bridge of understanding between
song and symphony.

Never "playing down" to an audi-
ence, she performed concertos and so-
natas in recital and complex chamber
music with her trio (1908-09) and quar-
tet (1894-98). With her innovative re-

cital programming, her own program
notes and music journal articles, she
steadily elevated her audiences' appre-
ciation for music.

Theodore Thomas chose Maud

Powell to represent America's achieve-
ment in violin performance at the 1893
World's Columbian Exposition in Chi-
cago -- the only woman violin soloist.
During the 1893 Exposition, Powell
presented a paper to the Women's Mu-
sical Congress, "Women and the Vio-
lin," in which she encouraged young
women to take up the violin seriously.
At a time when women could not vote

and were precluded from playing in pro-
fessional orchestras, she argued that
there was no reason why a woman
should not play the violin with the best
of the men.

Powell herself had proved to the
world that a woman could play the vio-
lin as well as a man, fulfilling the shared
hopes of her mother and woman suffrage
leaders Susan B. Anthony and Elizabeth
Cady Stanton. As a soloist and one of
the first women to lead her own profes-
sional string quartet, her example in-
spired young girls to take up the violin
and women to form music clubs and

orchestras throughout the land.
America's acknowledged "educator

of a nation" played special programs for
children and advised young musicians

aspiring to a career, including the vio-
linist Louis Kaufman and Juilliard violin
teacher Christine Dethier. She per-
formed for the benefit of hospitals and
schools and for the soldiers during World
WarI.
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TheMaud PowellTrio, hailed for its "perfect ensemble," toured the U.S. during the 1908-09
season. Englishcellist May Mukle, and her sisterAnne Mukle Ford fully matchedPowell's
musicianship.

Powell became one of America's
most revered and beloved musicians

while her 1907 recording of Drdla's
Souvenir became the most popular vio-

lin record of its day.
Maud Powell toured Europe, North

America and South Africa to wide ac-

claim, appearing with the great orches-
tras of her time under such conductors

as Mahler, Nikisch, Thomas, Safonov,
Damrosch, Seidl, Richter, Wood,
Herbert and Stokowski.

She dared to play the most demand-
ing music and to uphold her art before
dubious conductors and critics as well

as skeptical managers and audiences.
Perhaps Powell's greatest artistic tri-
umph was her American premiere (No-
vember 30, 1906) of the Sibelius Violin
Concerto, which she glowingly de-
scribed as "a gigantic rugged thing, an
epic really....It is on new lines and has a
new technique. O, it is wonderful." In
his review, New York critic W.J.
Henderson asked: "...why did she put
all that magnificent art into this sour and
crabbed concerto?" Yet in the late twen-

tieth century, the Sibelius Violin Con-
certo is one of the most recorded of all
violin concertos. It was Maud Powell

who played it into this honored posi-

One of the last photographstaken of Powell
reveals thestrain of touringunder difficult
conditions. She died of a heart attack at age
52 while warming up for a concert in
Uniontown, PA.

tion in the violin repertoire.
Powell introduced fourteen violin

concertos to the American public -- by
Tchaikovsky, Dvorfik, Saint-SaEns, Lalo,
Sibelius, Coleridge-Taylor, Arensky,
Aulin, Huss, Shelley, Conus, Bruch and
Rimsky-Korsakov. She also revived ne-
glected works of the 18th century, in-
cluding Mozart's Sinfonia Concertante
for violin and viola, and even edited a
Locatelli violin sonata for publication.

The native American boldly cham-
pioned works by American composers
Amy Beach, Marion Bauer, Victor
Herbert, Cecil Burleigh, Edwin Grasse,
John Alden Carpenter, Henry Holden
Huss, Henry Rowe Shelley, Arthur
Foote, Charles Wakefield Cadman,
Grace White. Composer-pianist Amy
Beach dedicated her Romance for Vio-

lin and Piano, Op. 23, to Powell which
they premiered together at the 1893
Women's Musical Congress. Powell
even transcribed music for violin and

piano and composed her own cadenza
for the Brahms Violin Concerto.

Powell's art-- a synthesis of the ma-
jor European schools transfused with the
American spirit -- set an enduring stan-
dard for virtuosity and musicianship.
With an immense repertoire, she was one
of the first to play works from Corelli to
Sibelius with masterly breadth of style,
absolute technical command and deep
interpretive insight. With her American
premieres of the Tchaikovsky, Dvorfik
and Sibelius violin concertos, she ad-

vanced violin technique into the mod-
ern age.

PoweU's records are a fitting testi-
mony to one whose dedication to the
violin, music and humanity inspired gen-
erations of Americans to cultivate music

on their own. Despite their primitive
sound, we can still be thrilled by the dash
and style of her playing and moved by
the power and conviction with which she
conveyed her musical message. This rich
recorded legacy confirms why the name
of Maud Powell stood alongside those
of Caruso, Melba, Kreisler and
Paderewski as one of the "Victor Im-
mortals."

Ironically, Maud Powell's life of
achievement ended the same year that
the 19th Amendment granting national
suffrage to women was ratified. Upon
her death on January 8, 1920, the New
York Symphony paid tribute to this "su-
preme and unforgettable artist": "She

continued on page 18
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BY PAMELA J. BLEVINS

ELINOR REMICK WARREN
 Requiem for a Compos

Elinor Remick Warren at the age of 61. An introspective woman, she fully accepted the
necessity for isolation in creating her work. "How can one listen to the inner voice except in
aloneness?" she asked.

N 1952, THE AMERICAN composer
Elinor Remick Warren approached
the Three Choirs Festival in Eng-
land with her choral symphony

The Legend of King Arthur. The di-
rector turned the work down without

even looking at the score, not because
Warren was a woman, but because the
text by Tennyson was not considered
"suitable" for a venue that kept largely
to "sacred words."

Attitudes and rules change over time
and this August The Legend of King
Arthur is at the heart of the same Three
Choirs Festival at Gloucester Cathedral.

And with the British premiere of her
masterpiece, Warren becomes the first
American woman ever to have her work

performed in this, the world's oldest
surviving music festival. Horatio Parker
(1863-1919) is the only other Ameri-
can composer to have such a large scale
composition featured - his oratorios
Hora Novissima in 1900 (the year of
Warren's birth) and St. Christopher

(Part III) in 1902.
But the British premiere this year

carries with it a bittersweet note. One

of Warren's dreams was to attend a per-
formance of The Legend of King
Arthur in England. Sadly, this was not
to be. She died in 1991.

Yet Warren had a highly successful
career that spanned 75 years, starting
with the publication of her first compo-
sition, A Song of June, by G. Schirmer
in 1918. She was still a high school stu-
dent in her native Los Angeles, where

her contemporaries readily acknowl-
edged that "she had a depth far beyond
the rest of us."

Warren was the painfully shy but in-
tellectually precocious only child of
musical parents. One of her earliest
memories was of her mother, Maude,

playing the piano. Music was part of
the daily routine in the Warren house-
hold. In the evenings her parents would
retire to their music room where her fa-

ther, lames, would sing in his clear tenor
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Sarah Jane Remick believed that her granddaughter was destined to
accomplish great things in music. On the eve of Elinor's first piano
lesson and her fifth birthday, Sarah suggested that she have a
photograph taken "so you will always remember this event."

Maude Remick Warren, a shy and gentle woman, studied piano with
Neally Stevens, a pupil of Liszt. She nurtured Elinor's musical gifts
and copied all of her daughter's early compositions into notebooks.
Elinor adored her mother and thought her the most beautiful person
she had ever seen.

voice while her mother accompanied

him. When she was just 13 months old,
Elinor astonished her parents, much as

Amy Cheney Beach had done a genera-
tion before, by humming perfectly part
of a lullaby, Rock-a-bye Birdie. Two
months later she could hum the entire

song.
By the age of three, Elinor was pick-

ing out pieces on the piano and at the
age of 5 years and 9 months, she com-
pleted her first composition, Forget-
Me-Not Waltz. Her mother copied into
notebooks all of Elinor's early efforts,

ranging from piano solos to songs for
which the child also wrote the words and

full piano accompaniments. Maude
Warren, who had studied music with a
pupil of Liszt, also sat with her daugh-
ter as she practiced the piano, gently
correcting Elinor and allowing no bad

habits to mar the purity of her playing.
On her fifth birthday Elinor began

music lessons with Kathryn Cocke, an
enlightened teacher whose young pupils
spent a year learning the principles of
music through games before they were
actually allowed lessons at the piano. Al-
though generally regarded as a stern but
kindly disciplinarian, Miss Cocke soft-
ened her approach in dealing with her

shy new student. Realizing the depth
of the child's sensitivity and seeing that
it kept her brilliance from shining
through, Miss Cocke gave Elinor a beau-
tiful doll which the little girl promptly
christened "Kate" in honor of her
teacher. When Miss Cocke wanted an

answer from Elinor, she simply addressed
the doll and Elinor overcame her shy-
ness by speaking through "Kate."

Elinor made remarkable progress,
learning harmony and theory in addi-
tion to her piano studies. She attended
concerts and recitals regularly and heard
some of the great performers of the era
including Carreno, Busoni and
Paderewski, who played a special encore
for her when she was eight years old. In
addition to her musical gifts she showed
talent for writing and acting and main-
tained an outstanding scholastic record.
After meals as the adults settled in for

conversation, she would ask to be ex-
cused to "go write my novel."

When she was ten she overheard a

conversation between her parents in
which they both agreed that a composi-
tion Elinor had written seemed so ma-
ture that she must have heard it some-

where. Knowing that the work was en-

tirely her own, the child was stung by

her parent's remarks. She stopped com-
posing until she was 15 when a serious
wrist injury halted her piano practice for
several months, prompting Elinor to
return to writing music. She also started
lessons in composition with Gertrude
Ross who encouraged her to submit A
Song of June to G. Schirmer.

In her mid-teens, Elinor was hon-
ored to share a program with the com-
poser Charles Wakefield Cadman ( 1881-
1946). Half of the program featured
her compositions; the other half,
Cadman's.

"He was very famous then and
people came to hear him," Elinor re-
called many years later. "But he was so
nice to me. He wasn't insulted being
put on a program with almost a little
girl." Impressed by Elinor's music,
Cadman advised her to keep on writing
and let nothing deter her because he felt
that she could have a great career as a
composer.

After her graduation from high
school, Elinor spent a year at home tak-
ing advanced studies in composition
with Gertrude Ross, and in piano with
Olga Steeb, a Los Angeles native who
had achieved overnight fame in pre-
World War I Europe. She also attended
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Mills College in Oakland for a year and
studied singing "which was funny be-
cause I can't sing," she admitted later.
Her singing teacher, realizing the extent
of Elinor's gifts and aware that her pu-
pil was stealing time from her studies to
compose, encouraged her to go to New
York.

Her parents were reluctant to let
their only child move to New York, but
relented in the face of her fierce deter-

mination. Once settled in the city, Elinor
studied accompaniment and the art song
with Frank LaForge and orchestration
and counterpoint with Dr. Clarence
Dickinson. In addition to G. Schirmer,
Theodore Presser and Carl Fischer were

publishing her songs almost as fast as she
wrote them. By 1922, her choral works
first appeared in print. Elinor Remick
Warren had found her wellspring.

Shortly after she began her studies
with LaForge, he suggested that she take
up a career as touring accompanist with

Metropolitan Opera stars he knew and
coached. "I cannot think of a more valu-

able project for a composer of art songs
than to experience an extended period
of accompanying a singer...frequently
the more important lessons are "caught
not always taught,'" she later observed.
Warren toured primarily with Florence
Easton, and performed periodically with
Richard Crooks, Lawrence Tibbett,

Lucrezia Bori, Margaret Matzenauer and
Grete Stueckgold, who admired her
songs and performed them throughout
their careers. She appeared occasionally
as soloist with symphony orchestras and
made piano recordings for the Okeh la-
bel, including one of her own piece The
Frolic of the Elves.

During one of her summer visits to
Los Angeles, Elinor began dating a
young doctor whom she married in
1925. They had a son, James, born in
1928, but the marriage ended in divorce
shortly after his birth.

Now based in Los Angeles, Elinor
continued to tour the Western states.

She also embarked on an intensive study
of orchestration first with Allard de

Ridder, principal violist of the Los An-
geles Philharmonic, and then on her own
after he left to assume a new post.

For her first orchestral setting, War-
ren chose Edna St. Vincent Millay's
Pulitzer Prize-winning poem The Harp
Weaver, which Warren regarded as a
"modern miracle play." She had met the
poet at a reading and Millay herself gave
the composer permission to set the
poem. Critics hailed the new work fea-
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turing baritone with chorus, as "melo-
dious, picturesque, and imbued with
appropriate feeling...effective tone-
painting" and praised the composer's
"genuine creative talent." The premiere
of The Harp Weaver was conducted by
Antouia Brico at Carnegie Hall in 1936.

1936 would prove to be a particu-
larly happy year for Warren. She mar-
ried Z. Wayne Griffin, a young tenor she
had met in 1930. Allergies and asthma
ultimately prevented him from pursuing
a professional career in music but he
became a radio, film and television pro-
ducer. His credits include The Burns
and Allen Show and The Maxwell

House Hour (radio), the GE Theatre
(television) hosted by Ronald Reagan
and films starring Claudette Colbert,
Ava Gardner, Clark Gable, Lionel
Barrymore and Fred MacMurray. The
couple had two children, Wayne, born
in 1938 and Elayne, born in 1940.

During this period, Warren hosted
her own weekly radio program about
music that was broadcast in the Pacific

Coast states (1938-39), and she worked
on her choral symphony The Passing
[Legend] of King Arthur.*

Throughout her career, Warren of-
ten turned to British poets for the texts
of her choral music and songs, setting
the words of poets ranging from
Chaucer and Blake to Hardy, the
Rossettis and D.H. Lawrence as well as
lesser-known writers like Eleanor

Farjeon and Robert Nichols.
The story of King Arthur had first

attracted Warren's attention in her last

year of high school when her English
teacher read Tennyson's Idylls of the
King aloud in class. The young com-
poser was "mesmerized" and "thrilled

with the part of it called "The Passing
of King Arthur." "It just took hold of
me, and I knew I wanted to set it to
music. However, being a realist, I knew
I would have to wait to acquire the skills
to carry through what my imagination
showed me could be done," Warren ex-

plained.
The world premiere of The Legend

of King Arthur took place in Los An-
geles in 1940, with the British conduc-
tor Albert Coates, and the Los Angeles
Philharmonic and Oratorio Society. The
performance, which was carried on na-
tional radio, caused a sensation and
earned Warren "a rousing ovation." A

*Warren revised the title because her com-
position does not dwell on King Arthur's
death

critic for the Los Angeles Daily News
wrote: "There is not a measure that does

not fit cannily into the musical flux,
which surges and glistens with radiant
orchestral color, and flows in luminous
tonal strands through massed choral
forces." Warren had scaled the sublime

heights of music to create a noble and
mystical drama.

She continued composing music of
exceptional tonal color in a neo-Roman-
tic style, creating sumptuous sound
through her mastery of orchestration.
Throughout the 1940s and 1950s, War-
ren produced some of her most impor-
tant works: The Sleeping Beauty

(Tennyson), The Crystal Lake, Along
the Western Shore, Singing Earth
(Sandburg), Transcontinental (A.M.
Sullivan), Suite for Orchestra, Abram
in Egypt (Dead Sea Scrolls). In 1959,
she studied briefly in Paris with Nadia
Boulanger, an experience that "broad-
ened" Warren's musical horizons.

Honors began coming her way. She
was named "Woman of the Year" by The

Los Angeles Times in 1953 and received
an honorary doctorate from Occidental
College in L.A. in 1954. Despite her
high profile, Warren was not one to so-
cialize, preferring to spend her rare lei-
sure time with her family and a few close
friends like Richard Crooks and his wife

and her neighbors, the Nelson Eddys.
She was an intensely private and in-

trospective woman and a fully commit-
ted artist. "One must be prepared for a
life of frequent periods of isolation, with
no interruptions of the concentration
required to attack the blank sheet of
manuscript staring back from the work
table," she once wrote. "Don't plan on

going out to lunch. You will rarely see
even the friends dear to your heart. No

phone calls, either, to break the concen-
tration. How can one listen to the in-

ner voice except in aloneness?" Wayne
Griffin respected and understood his
wife's work and did everything in his
power to ensure that she have the time
she needed to compose. He once jok-
ingly admonished their children, "Only
if you break a leg may you interrupt your
mother, when she's composing."

In 1963 Roger Wagner approached
Warren with a commission to compose
a requiem. At first she hesitated. She
was unfamiliar with the Catholic liturgy
and was aware that her work would in-

evitably be measured against the great
requiems of Faure, Brahms, Verdi and
Mozart. But Wagner overcame her ob-

Elinor's contemporaries readily acknowl-
edged that "she had a depth that was far
beyond the rest of us." Elinor was photo-
graphed at the age of 13, shortly after she
returned from an extended tour of Europe
with her parents.

jecrions, convincing her that she would
find the experience "inspiring" and one
she should not pass up.

Warren spent weeks studying litur-
gical forms and their history before she
began the actual writing which occupied
her fully for three years. She worked
the entire day on the composition,
breaking only for lunch and to greet her
children when they returned from
school. Her day ended shordy before
six each evening when the jangling bell
of a neighborhood ice cream vendor
alerted her to the fact that her husband
would soon be home from the office.

"It was a growth experience, en-
grossing and monumental," she ex-
plained. "I think of a requiem not only
as a service for one person's death, but
as a monument of faith." Warren's Re-

quiem emerges as a "prayer for all man-
kind" to a "loving God" that soars with
hope and serenity. Writing the Requiem
was a "great fulfillment" for Warren and
showed her "that we're all very much
the same no matter how we express our
belief." Once again, critics found much
to praise. Patterson Greene of the Los
Angeles Herald-Examiner found it "...a
devout, quietly intense work...a digni-
fied, meditative and distinguished con-

continued on page 18
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A Time Line- Elinor Remick Warren 1900-1991

1895

Marriage of Maud Remick and
James Warren

1900
Elinor Remick Warren born

February 23

Los Angeles

1903-1908

Begins composing, has first piano lessons,

plays Mozart's Sonata in C (K.545)

in public

1918-1920

A Song of June (song) published by
G. Schirmer

Attends Mills College

Moves to New York City

1921-1930

Studies piano, composition, accompaniment

Early songsand choral musicpublished

Makes firstrecordings for
Okeh Records

ToursU.S. as accompanist for Florence

Easton; also performs with

Richard Crooks, Lawrence Tibbett

Soloist with L.A. Philharmonic

Marriage, birth of son,divorce

1932-1939

The Harp Weaver

N.Y. premiere at Carnegie Ha(I,

Antonia Brico conducting

Marriage to producer Z. Wayne Griffin

Birth of son

Writes/hosts weekly radio program

Clara Schumann, d. 1896

Marion Bauer, b. 1897

Amy Beach, premiere, Gaelic

Symphony, 1897

Amy Beach, premiere, Piano

Concerto, 1900

Ruth Crawford-Seeger, b. 1901

Augusta Holmes, d. 1903

Grace Williams, b. 1906

Ethel Smyth, premiere, The
Wreckers, 1906

Elizabeth Maconchy, b. 1907

Suffragette Smyth jailed, 1912

Lili Boulanger, firstwoman to

receive Prix de Rome, 1913

Ethel Smyth publishes first

memoir, 1919

Impressions that Remained

Woman's Suffrage Amendment,
ratified 1920

Germaine Tailleferre, Violin

Sonata, No. 1, 1921

Thea Musgrave, b. 1928

Marion Bauer/Ethel Peyser

publish How Music Grew, 1925

Ethel Smyth, The Prisoner,
1930

Elizabeth Maconchy, String

Quartet No. 1, 1933

Florence Price, premiere,

Symphony in E minor, 1933

Katherine Hoover, b. 1937

EllenTaaffe Zwilich, b. 1939

Amy Beach, Piano Trio in A
minor, 1938

Age one year

The young accompanist

Age 90

1940-1950

The Passing of King Arthur

World premiere on national radio, LA.

Philharmonic, Albert Coates conducting

Birth of daughter

Composes The Sleeping Beauty, 1941

The Crystal Lake, 1946

Death of father

1952-1960

Singing Earth, premiere

Ojai Festival, 1952

Rose Bampton, soloist

Along the Western Shore, 1954

Suite for Orchestra, 1954

Transcontinental, 1958

Studies with Nadia Boulanger

Honorary Doctor, Occidental College

L.A. TimesWoman of the Year

Death of mother

Abram in Egypt, 1959

1966-1990

Requiem premiere,

Roger Wagner, L.A. Master Chorale

Symphony in One Movement, 1970

Good Morning, Americal 1976

Death of husband

Cambria Records begins recording
Warren's music

Publicationof Elinor Remick Warren:

Her Lifeand Her Music by Virginia Bortin

1991
Death of Elinor Remick Warren

April 27, 1991

Marion Bauer, premiere,

Symphonic Suite for Strings,
1944

Grace Williams, Fantasia on

Welsh Nursery Tunes, 1941

Chaminade, Smyth, Beach, d. 1944

Nicolo LeFanu, b. 1947

Marion Bauer, premiere, Sun
Splendor, 1947 with Stokowski

N.Y. Philharmonic, firstwork by a

woman in quarter century

Libby Larsen,b. 1950

Florence Price, d. 1953

Judith Weir, b. 1954

Marion Bauer, d. 1955

Grace Williams, Symphony
No. 2

Grace Williams,d. 1977

Thea Musgrave,Mary, Queen

of Scots,1977

ZwilichreceivesPu]ilzerPrize,

1983

JudithWeir,The Vanishing

Bridegroom, 1990



BY RAE LINDA BROWN

FLORENCE B.
PRICE:

A Trail-

Blazing

Composer

N 1936 SmWLEY G_I_AM could

write of America's first African

American symphonists: "And one
of these symphonists is a woman!

Florence B. Price." In her article, "Spiri-

tuals to Symphonies," she surveys the
achievements of black composers of for-
mal music, from concert arrangements
of spirituals in the 1880s to the compo-
sition of William Grant Still's Afro-

American Symphony (1932), Florence
B. Price's Symphony in E Minor
(1933), and William Dawson's Negro
Folk Symphony (1935). l

Born Florence Beatrice Smith (9

April 1887- 3 June 1953) in Little Rock,
Arkansas, Price was influenced by her

southern roots, particularly by the cul-
turaUy, socially, and politically sophisti-
cated middle class black community in
which she was reared. Little Rock was

not typical of many cities in the South
after the Civil War. In the years after
emancipation, it developed a self-suffi-
cient black community which provided
for every aspect of its needs. There were
barbers and domestics but there were

also black professionals -- doctors, jour-
nalists, lawyers and teachers. The black
middle class, including the Smiths,
owned considerable property in the city

and they were very active in social, busi-
ness and political affairs.

Price's father, Dr. James H. Smith,
was Little Rock's first black dentist. An

enterprising man, Smith was also an in-
ventor of some promise, a published au-

thor, and during the Reconstruction
years, he was active politically on the
state and local levels. Price's mother,

Florence Irene Gulliver Smith, was an

elementary school teacher before her
marriage to Dr. Smith. After her two
children were born, she worked as a sec-
retary for the black-owned International
Loan and Trust Co. and she was a suc-
cessful businesswoman. She owned a

restaurant, the Flora Cafe, and she ac-
tively bought and sold real estate.

Price grew up in an integrated
middle-class neighborhood. As a child,
Florence Beatrice or Bea, as she was

fondly known, was exposed to fine cul-
ture enjoyed by her parents. The family
regularly attended plays and perfor-
mances of classical music by prominent
black artists who toured throughout the

South performing and lecturing in black
churches and community centers. The
Smiths owned a piano and had an ex-
tensive library that included Shakespeare
and other great literary works not typi-
cally found in many homes of black fami-
lies at the turn of the century.

During the late 1880s and 1890s,
while Florence Beatrice was still a child,

the political climate in Arkansas mark-
edly changed. By the turn of the cen-
tury the process of disfranchisement
which barred blacks from the vote

through illiteracy laws and poll taxes was
completed and Jim Crow laws which
segregated blacks and whites were firmly
instituted. Second-class citizenship for

all Arkansas blacks became a way of life.
However dismal the social and political
climate became, Price still excelled.
Price's parents and other distinguished
members of Little Rock's black elite were
role models for her. Through them she

learned that no goal was impossible, even
for a black woman.

Price was educated in the black pub-
lic schools of Little Rock, graduating

from Capitol Hill School as Valedicto-
rian in 1902 at the age of fourteen. Price
received her first piano lessons from her
mother and she was probably encour-
aged by her teacher Charlotte Andrews
Stephens, as well, who had attended the
Oberlin Conservatory. Interested in
composing at an early age, Price was
presented by her mother in a recital of
her own compositions at the age of four.
The occasion was a visit to the Smith

home by the internationally acclaimed
black concert pianist John "Blind"
Boone. By the time Price was eleven
she had sold her first composition to a

publisher.
In 1903, Price enrolled at the New

England Conservatory of Music in Bos-
ton, an institution known to accept black
students. She enrolled for three years,

graduating in 1906 with an Artist's Di-
ploma in organ and a Teacher's Diploma
in piano. In addition to these courses,
she studied piano and organ tuning,
choir training and ensemble playing, and
she began her formal training in com-
position and counterpoint with Wallace
Goodrich and Frederick Converse. She

also studied composition with George
Whitefield Chadwick, the conservatory
director and eminent composer. After
seeing the score of her first symphony,
Chadwick offered the young composer
a scholarship to study in his private stu-
dio. Of the 2,000 students in Price's

class, only 58 received diplomas at com-
mencement, and she was the only stu-

dent that year to receive two degrees.
With little expectation that she, as a

black woman, would find a teaching job
in a white college, Price returned home
after graduation to teach music at black
colleges: The Cotton Plant-Arkadelphia
Academy in Cotton Plant, Arkansas
(1906-07) and at Shorter College (1907-
1910) in North Little Rock. In 1910,
Price accepted a prestigious position as
head of the music department at Clark
University in Atlanta. Her two-year ten-
ure as composer, artist-in-residence and
music teacher was considered central to

the cultural life of the University.

i
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Florence Beatrice returned to Little

Rock in 1912 to marry Thomas J. Price,
a very successful attorney who had prac-
ticed first in Washington, D.C. The
couple had three children: their first-
born, a son Tommy, died in infancy, Flo-
rence Louise was born in 1917 and
Edith Cassandra in March 1921. Price

abandoned her college teaching career
after she married, preferring to set up a
private music studio in her home and
she also started composing more regu-
larly. Her compositions In the Land
O'Cotton for piano and Memories of
Dixieland for piano both won second
prizes in the Opportunity magazine
Holstein awards in 1926 and 1927, re-
spectively. Also in 1927, her husband
entered another piano piece At the Cot-

ton Gin, A Southern Sketch in a con-
test without her knowledge, and Price
not only won cash but the work's publi-
cation by G. Schirmer.

By the mid- 1920s, the racial tension
in Little Rock had become intolerable.

The black newspapers repeatedly carried
stories of racial atrocities, including the
numerous lynchings even in middle class
black neighborhoods. In 1927, when a
young white girl was attacked allegedly

merit was performed the following year
by the young talented black pianist Mar-
garet Bonds with the Woman's Sym-
phony Orchestra of Chicago, Ebba
Sundstrom conducting. In 1940, the
Michigan W.P.A. Orchestra, conducted
by Walter Poole, premiered the Sym-
phony No. 3 in C Minor.

Price composed over 300 works. In
addition to her orchestral music, she

wrote chamber works, art songs, piano
and organ music and she arranged in-
strumental and vocal versions of African

American spirituals. Her music was per-
formed regularly in Chicago by the Chi-
cago Club of Women Organists, mem-
bers of the Federation of Music Clubs,
and by members of the local branches
of the National Association of Negro
Musicians. Her music gained national
and international recognition through
the performances of concert singers
Marian Anderson, for whom Price wrote
and dedicated many of her art songs and
spiritual arrangements, Blanche
Theobom, Roland Hayes, Harry

Burleigh, and pianist Margaret Bonds.
Her most well-known spiritual arrange-
ment, "My soul's been anchored in de
Lord," was recorded by Marian Ander-

Price achieved national recognition when

she won first prize in the Wanamaker

Music Composition Contest for her

Symphony in E Minor

by a black man, members of the white
community came after the Price family
because of their social prominence to

seek revenge. Price and her daughters
immediately fled to Chicago, followed
soon after by her husband. It was in
Chicago that Price established herself as
a concert pianist, teacher and a nation-
ally acclaimed composer.

In 1932, Price achieved national rec-

ognition when she won first prize in the
Wanamaker Music Composition Contest
for her Symphony in E Minor. With
the Symphony's premiere in June 1933,
with the Chicago Symphony Orchestra
under the baton of Frederick Stock,
Price became the first African American

woman to have an orchestral work per-

formed by a major American orchestra.
Her Piano Concerto in One Move-

son, Ellabelle Davis, and Leontyne Price.
A versatile composer, Price also com-

posed popular music and she orches-
trated vocal pieces for WGN radio in
Chicago which had a weekly broadcast
of choral and solo vocal music. She also

accompanied silent films on the theater
organs in Chicago's theater district
known as the Stroll. These latter skills

were particularly useful in earning
money since Price and her husband sepa-
rated in the early 1930s, leaving her to
raise her two daughters alone.

Price died in 1953 after receiving

many accolades during her career. She
won composition contests, perfor-
mances of her works earned good press
comments, and her teaching pieces, pub-

lished by major companies including G.
Schirmer, Theodore Presser, McKinley,

Gable Hinged and Carl Fischer, were in
demand. While maintaining a career
primarily as a teacher and composer,
Price also played numerous piano and
organ recitals, including much of her
own music. In Chicago's black com-
munity she was also widely sought as a
lecturer.

Price's musical style is often conser-
vative, reflecting the romantic national-
ist style of the 1920s-40s. Much of her
instrumental music reflects also the in-

fluence of her cultural heritage, incor-
porating spirituals, spiritual-like themes,
and characteristic dance music within
classical forms.

My soon-to-be published biography
of Florence B. Price represents the first
full-scale investigation of her life and
music. Much of Price's music is located

in the Price Archive at the University of
Arkansas (see bibliography). Still other
scores are located in private collections.

Although recordings of Price's mu-
sic are few, there have been numerous
performances of her music in the past
few years. Her art songs, arrangements
of spirituals, piano and organ music con-
tinue to be popular. The Symphony in
E Minor has been performed recently
by the American Symphony Orchestra
(April 1994), the Camellia Symphony
(Sacramento, CA), the Savannah Sym-
phony (1990), and the Bay Area
Women's Philharmonic (San Francisco,
1989). In speaking of the Symphony,
two recent reviewers probably sum up
Price's contribution to American music

best. Robert Commanday of the San
Francisco Chronicle wrote:

Price's Symphony was an admirable achieve-
ment in a time when all American composers
were searching for a voice in themselves, their
heritage and society. Today her symphony is a
musical letter revealing this gifted black
woman's effort, the sources she drew upon and,
at its best, a craft and musicality that was se-
rious and sincere. (13 February 1989)

And Wanda Ochoa of the Oakland
Tribune adds:

...The symphony is touched by originality and
confidence, and were the composer a man, it
might be hard to understand why most of us
had never heard of him. (13 February 1989)

i The Etude (November 1936): 691.

Rae Linda Brown is an assistant pro-
fessor of music history at the University
of California, Irvine.

continued on page 19
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BY PAMELA J. BLEVINS

HAZEL
GER TR UDE KINSCELLA

A Visionary Educator

i:

From Music On The Air, May 1934, The Nebraska Alumnus.

HE NAME HAZEL GERTRUDE

KINSCELLA is best known to-

day to retired music teachers,
a handful of musicians and

browsers in used bookshops. Yet dur-

ing her lifetime, she was regarded as one

of the most influential and visionary

music educators in the United States.

From the early 1930s through 1952, her

listings in Who's Who chronicle a life

of steady and diverse achievement that

influenced generations of American
school children and adults.

Hazel KinsceUa was a composer, pia-

nist, recording artist, arranger, editor,

writer, teacher, historian, lecturer and

education consultant. She developed the

innovative Kinscella Plan of class piano

instruction, which became popular in

public schools and with private teachers

throughout the United States.
She also wrote a series of remarkable

music appreciation books integrating

music, history, geography, art, literature,

politics, ethnic customs and mythology,

designed "to relate music and its appre-

ciation to life itself, and to set it to work

as a training in wholesome use of leisure
hours."

Her own knowledge was staggering

in its immensity, depth and sheer bril-
liance. Her book Music and Romance

presents the history of the world

through music and ranks as one of the

most comprehensive and accessible
works of its kind.

Hazel Gertrude Kinscella was born

to Samuel and Ella Gertrude (Quinn)

on April 27, 1893, in Nora Springs,
Iowa. A town on a branch of the

Shellrock River, Nora Springs is just a

dot on the map in the heart of the state's

rich farmlands. Today Route 18 passes

through it carrying travelers from Wis-
consin to South Dakota. Hazel received

her basic education in Nora Springs, but

at the age of 19 left the midwest for New

York City to study piano with Rafael

Joseffy (1852-1915). Another move
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found her back in the heartland where

she earned her music degree from the
University of Nebraska in 1916.

Two years later at the age of 23, she
published her first important work,
Forty Lessons in Piano Pedagogy,
which was followed by First Steps for
the Young Pianist with second through
sixth steps published through 1926. She
stayed in Nebraska working as professor
of piano at the University until 1938.
While teaching there, she earned her
BFA in 1928 and her BA in 1931. Dur-

ing the early Thirties, she returned
briefly to New York to complete work
for her masters degree at Columbia
University and to study composition
with Howard Brockway (1870-1951 )
and Rossetter G. Cole (1866-1952).

By this time, Kinscella was walking
three distinct paths-- teacher, composer
and writer. Although her own compo-
sitions filled the books she had devel-

oped for young piano students, it was
not until the mid-Thirties that her own

chamber music, choral works and piano
music were published and her serious
music reached a wider public. She had
also begun to make recordings for the
RCA Victor Company, including works
by Schubert, Debussy, Mozart,
Clementi, Corelli, Bach and Haydn.

Her contributions to music educa-

tion were acknowledged universally in
1931 when she was chosen as one of

three piano consultants to represent
America at the Anglo-American Music
Conference at Lausanne, Switzerland.

As a writer, Kinscella was a fine sto-

ryteller who possessed a penetrating in-
sight and a facility with words that made
her books fresh, enriching and exciting.
She challenged her young readers to ac-

company her on musical adventures and
to explore the unknown paths before
them with enthusiasm and daring. She

opened their senses to the world around
them and to worlds beyond them in
other lands.

Her 1930 book, Music and Ro-

mance, developed for junior high school
students, is a work of impeccable schol-

arship in which Kinscella makes history,
geography and literature spring to life
through music. For example, her treat-
ment of Mendelssohn's Hebrides Over-

ture covers four pages and is illustrated
with alluring photographs. Kinscella
immediately engages the imagination of
her readers, leaving the classroom be-
hind to sail the mysterious Scottish seas
with her.

In addition to her analysis of the

music, Kinscella dramatically describes
"Fingal's Cave" and the treacherous
waters that inspired the music and the
legend surrounding this remote island
(Staffa) in the Outer Hebrides. She
guides students to recordings of
Mendelssohn's overture and traditional

Scottish songs, tells them thrilling de-
tails about the geography of the cave,
the connection with bagpipes and then
suggests related reading by Samuel
Johnson, John Keats and Sir Walter
Scott. At the conclusion of the four

pages, she suggests that her readers de-
scribe in words what Mendelssohn's
music has told them about the cave.

Kinscella explored the music of ev-
ery race and nationality in her books and
reveled in this diversity. In an era when
prejudice coarsed deeply through our
society, Kinscella boldly recognized the
musical achievements of Indians

throughout the Americas and intro-
duced students to spirituals, work songs
and original music by Black composers.
She understood and demonstrated that

music is a universal language.
By 1941, Hazel Kinscella had moved

to Seattle where she earned her PhD

from the University of Washington and

began teaching there the following year.
She became a full professor of music in
1947. While at the University of Wash-
ington, she established and developed
the American Music Center within the

University Music Library.
Her colleague Professor Vilem Sokol

remembers her as a "wonderful person"
who never complained about anything
or said an unkind word. She loved teach-

ing music appreciation and reached out
to all the students in her classes. "She

took a great personal interest in them
and kept a notebook of anecdotes and
funny answers that appeared on exam
papers. We often chuckled about them,"
recalled Professor Sokol, who also re-
membered her as "an extremely patient
person who always kept her door open
to students who needed help."

She retired in 1958 with the status

of professor emeritus in 1958. When
she died at the age of 72 on July 14,
1960 after a short illness, her friends and
associates were stunned.

The news of her death was "a ter-

rible shock to all of us," said Professor
Sokol. "I can't remember a time when
Hazel was sick. She seemed to be the

healthiest person on our faculty. I won-
dered flit was the sudden let-down, per-
haps even a broken heart that she was
no longer able to communicate with

those that she loved so much--her stu-
dents."

Professor Sokol, a violist, played
t-Iindemith's Trauermusik at a memo-

rial service held for her. Tragically, Ha-
zel Kinscella left no survivors, but she

enriched and enlightened the lives of an
extended family of musicians, students

and music lovers for three generations.
She developed the Kinscella Plan for
piano instruction, wrote dozens of com-
positions, made recordings, lectured
throughout the country, wrote more
than 100 articles, five books, one series
of six books and educated a nation

through her pioneering work and vision
as a teacher.

Hazel Kinscella was buried in Lin-

coln, Nebraska. Collections of her

manuscripts, papers, articles and books
are housed at the University of Wash-
ington Music Library in Seattle, the
University of Nebraska's Love Library
and the Music Library, both at Lincoln.
The Nebraska State Historical Society,
also in Lincoln, has her personal papers
and publications.
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Little Shepherd
Spanish Folk Air - Lightly Row
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Corelli: Pastorale from Christmas
Concerto No. 8
Loeillet: Allegro, Gavotte and Aria from
Sonata No. 7
Bach: Vivace, Adagio and Presto from Trio
haG
Haydn: Rondo in C
Schubert: Scherzo from The Trout Quintet
Mozart: Violin Sonata in A with ?Schmidt,
violin
Compositions
G. Schirmer, New York published a number
of Kinscella's compositions during the 1930s,
including Folk Tune Trios, In Chinatown,
Hurdy-Gurney Serenade, Folk Air Suite
for Trio, Indian Sketches (string quartet),
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Maud Powell EIinor Remick Warren
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was not only America's great master of
the violin, but a woman of lofty purpose
and noble achievement, whose life and
art brought to countless thousands in-
spiration for the good and the beauti-
ful."

Karen A. Shaffer is Maud Powell's bio-

grapher and president of The Maud
Powell Foundation.

Resources available from The Maud Powell
Foundation:

Karen A. Shaffer and Neva Garner
Greenwood, Maud PoweU, Pioneer American
Violinist, (Ames: Iowa State University Press,
1988). Definitive biography. 520 pp., 120
illus., append., index, hardcover.

K.A. Shaffer, Maud Powell, Legendary
American Violinist, (Arlington, VA: The
Maud Powell Foundation, 1994). Children's
book, ages 8-12. 20 pp., 14 photos,
softcover.

Maud Powell Recordings on Compact Disk
(Victor Red Seal 1904-1917), 1989 release:

The Art of Maud Powell, Vol. 1 (one disk)
MPF-1. Works by Bach, Beriot, Bruch,
Sarasate, Vieuxtemps, Massenet, Elgar,
Foster, Gluck, Emmett, Drdla, Grainger, etc.

The Art ofMaud Powell, Vol. 2 (one cassette)
MPF-2. Works by Bach, Vieuxtemps,
Wieniawski, Schubert, Zarzycki, Schumann,
Cadman, Martini, Mozart, Ogarew, etc.

The Art of Maud Powell, Vol. 3 (one disk)
MPF-3. Works by Mendelssohn, Dvorak,
Handel, Leclair, Sibelius, Wieniawski, Saint-
Saens, Hubay, Massenet & others. May be
ordered from Biddulph Violins, 34 St.
George St., Hanover Square, London WIR
9FA, England.

Biddulph Recordings: Maud Powell (one
disk), new release, 1994. Works by Sarasate,
Vieuxtemps, Wieniawski, Foster, Emmett,
Coleridge-Taylor, and others.

The Maud Powell Archive in Arlington,
Virginia, opening in 1995, contains
photographs, artifacts and memorabilia,
copies of reviews and programs, and copies
of Powell's scrapbooks, transcriptions, articles
and program notes. For more information,
call the MP Foundation at 703/532-2055.

continued from page 12

tribution to choral literature."

During the 1970s a survey of major
American orchestras revealed that War-

ren was one of the most performed
women orchestral composers of the de-
cade. Commissions continued to come

her way and she produced more major
works including her Symphony in One
Movement in 1970 and a setting of Carl
Sandburg's Good Morning, America!
for chorus, narrator and orchestra.

Despite her advancing years, Warren
remained remarkably youthful in both
appearance and attitude. In 1980, she
and her husband spent months going
over more than 60 of her published
songs to choose 12 for a new collection
from Carl Fischer, Selected Songs by
Elinor Remick Warren. Unfortunately,

it would be the last project the couple
shared. After years of ill health, Wayne
Griffin died from cancer shortly before

the collection appeared in 1981.
Warren was devastated, but slowly

resumed both composition and playing
to sustain her in the a_ermath of her loss.

She appeared occasionally in programs
of her songs. In the mid-80s, Lance
Bowling of Cambria Records in Califor-
nia approached Warren about recording
her music. He convinced her to appear
as the accompanist in a compact disc
devoted entirely to her songs, marking
the beginning of a comprehensive CD
survey of her music. She was 86 years
old.

Unlike many of her contemporaries
in the United States and Europe, she

never compromised her musical ideals
to experimentation and trends. Warren
possessed a passionate romantic soul and
was deeply moved by nature, beauty and
the sublime. Her music reflects her in-

ner being and seems at times to come
from a s&luded, distant place.

During her long career, Warren never
dwelled on the fact that she was a woman

working in a male-dominated field. As
she explained, "I always try to write
music as I feel it."

"I don't think compositions,
whether they're large or small, have a
gender, as far as the music goes, and I
think it makes no difference to state "this

is a woman composer,' "this is a man
composer,'" Warren commented in a
1987 interview.

"I've had many people say to me
"You play like a man,' or "Your music
sounds as if it were written by a man.' I
think they associate any kind of music
that is rather strong or powerful with
manliness."

When the interviewer observed, "Be-
cause the work is so big and we just don't

expect that of a woman," Warren shot
back, "I don't know why. Women have
thoughts too!"

Six months before her death in April

1991, Elinor Remick Warren was inter-
viewed on video by her friend, soprano
Marilyn Home. The 90-year-old com-
poser appeared confident, relaxed and
cheerful as she spoke with enthusiasm
and humility about her family, teachers,
career and the influences that helped

shape her life. But in one particularly
poignant moment, she was deeply
moved when Miss Horne shared with
viewers Warren's beautiful tribute to her

beloved mother who recognized and

nurtured her only child's great gifts.
"This is a very special book," Miss

Horne explains as she tenderly leafs
through a large leatherbound book,
"and I must say that it brings tears to
my eyes because this is a collection of
Elinor's [published] songs and it is in-
scribed "To Mama, remembering all the

hours spent by a little girl's side at the
piano so long ago, which was the be-
ginning of the making of these pieces,
from her loving Elinor.'"

Resources on Elinor Remick Warren

Discography

The Legend of King Arthur
(Cambria CD-1043) 1991
Thomas Hampson, baritone
Lawrence Vincent, tenor
Polish Radio and Television Orchestra and
Chorus of Cracow, Szymon Kawalla,
conductor

Good Morning, America!
Suite for Orchestra; The Crystal Lake;
Symphony in One Movement; Along the
Western Shore

(Cambria CD-1042) 1989
Efrem Zimbalist, Jr., narrator
Polish Radio and Television Orchestra and
Chorus of Cracow, Szymon Kawalla,
conductor
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Elin or Bemiek Warren
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Art Songs by Elinor Remick Warren
(Cambria CD-1028)

Marie Gibson, soprano
Catherine Smith, flute

Elinor Remick Warren, piano

Requiem

(Cambria CD-1061) to be released, 1995

Marina Sandel, mezzo-soprano
Ryszard Ciesla, baritone
Polish Radio and Television Orchestra and

Chorus of Cracow, Szymon Kawalla,
conductor

Anne Perillo Sings Songs by Elinor Remick
Warren and other American Composers

(Plymouth 91881) 1988
Florence Baldacci, piano

For Collectors:
Elinor Remick Warren -- Frolic of the Elves

Warren, piano
(w/Dedication (Schumann-Liszt)

(Okeh 40147) 1924 (78 rpm)
Warren recorded 4 additional 78s for Okeh

-- Nos. 4873, 40070, 40159, 73143

Books

Singing Earth

The Harp Weaver, The Sleeping Beauty,
Abram in Egypt (Cambria CD-1095) to be

released, 1995

Thomas Hampson, baritone
Polish Radio and Television Orchestra and

Chorus of Cracow, Bruce Ferden, conductor

Virginia Bortin, Elinor Remick Warren, Her

Life and Her Music, (Metuchen, NJ &
London: The Scarecrow Press, 1987)

Virginia Bortin, Elinor Remick Warren, A

Bio-Bibliography, (Westport, CT & London:

Greenwood Press, 1993).

Compositions in print

More than 200 of Warren's compositions

have been published. Her primary publishers
are Carl Fischer, New York and G• Schirmer,
New York

Radio Documentary

An American Composer: The Legacy of
Elinor Remick Warren

Written by Virginia Bortin, Narrated by/ill

Pasternak, Produced by Lance Bowling,
Cambria Records

Performances

The Legend of King Arthur will be performed

25 August 1995, at 8:00 p.m. at Gloucester

Cathedral, Gloucester, England. Bourne-
mouth Symphony Orchestra and Festival

Chorus, Richard Hickox, conductor, Nathan

Berg, bass-baritone, Ivan Sharpe, tenor• For

information, call the Booking Office, Three
Choirs Festival, 011 44 1452 503090.

Florence B. Price
continued from page 15

Scores

For a partial listing of the available scores of

Price's music, see Music by Black Women

Composers. A Bibliography of Available Scores

by Helen Walker-Hill (Center for Black Music

Research Monograph No. 5).

Suite No. 1 for Organ. Calvert lohnson, ed.

ClarNan Editions, 1993.

Fantasy Negre for Piano in Black Women

Composers: A Century of Piano Music, 1893-
1990. Helen Walker-Hill, ed. (Hildegard

Publishing, 1992).

Five Folksongs in Counterpoint for String

Quartet (score and parts), the Piano Sonata
in E Minor (soon to be published), and

several art songs and arrangements of

spirituals are available in new editions by

contacting Rae Linda Brown.

Discography

Black Diamonds: Althea Waites Plays Piano

Music by African-American Composers

(Includes Piano Sonata in E Minor, Dances

in the Canebrakes, Cotton Dance, and The Old

Boatman). Cambria Records CD_1097,
1993.

Watch and Pray: Spirituals and Art Songs by

African-American Women Composers (art

songs "My Dream," "Songs to a Dark

Virgin," "Night," and the spiritual "My soul's
been anchored in the Lord"). Koch

International 3-7247-2H1, 1994. "Songs to

the Dark Virgin" and "Night" were

previously recorded by Hilda Harris on The

Art Songs of Black Composers, LP recorded
by the University of Michigan.
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