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PROGRAM 

From Vingt Regards sur l' Enfant Jesus 

Meditation of Silence 

Meditation of the Spirit of Joy 

Brian Connelly, piano 

Olivier Messiaen 
(b. 1908) 

The Facts and Fallacies about Horowitz's Piano (commentary) 

Sonata in C Major, K. 330 

I. Allegro moderato 

Wolfgang Amadeus Mozart 
( 1756-1791) 

Dean Shank, piano 

Sonata in B-flat Major, D. 960 (Op. Posth.) 

I. M olto moderato 

II. Andante sostenuto 

III. Scherzo 

IV. Allegro vivace 

Sonata in G minor, Op. 19 

III. Andante 

John Perry, piano 

INTERMISSION 

The Fischer Duo 

Norman Fischer, cello 

Jeanne Kierman, piano 

Sonata for piano, Op. 26 

I. Allegro energico 

II. Allegro vivace e leggero 

III. Adagio mesto 

IV. Fuga: Allegro con spirito 

Robert Roux, piano 

Franz Schubert 
(1797-1828) 

Sergei Rachmaninoff 
(1873-1943) 

Samuel Barber 
(1910-1981) 



THE STEINWAY PIANO OF VLADIMIR HOROWITZ 

About the time that Vladimir Horowitz graduated from enfant terrible to legendary, 
elusive elder statesman of the piano, he also assembled a regular retinue for travel. His 
companions included his wife Wanda, his secretary, his cook and, of course, his Steinway. 
Although wife, secretary and cook may write their memoirs someday and perhaps go on 
the talk-show circuit, so far only the piano- Steinway No. 314503- has parlayed an 
association with Horowitz into a coast-to-coast tour. 

That tour, which is currently taking the piano to Steinway dealers in 75 cities across 
the country, demonstrates the continuing publicity savvy of a company that is as protective 
of its reputation as an Old World aristocrat. There is no greater coup for a piano maker 
than to have a world-class artist in its stable, and Horowitz was not only the best-known 
pianist of his time, but also a die-hard Steinway user for more than 60 years. In return, his 
piano, built in the 1940s, was scrupulously maintained for him by Steinway's chief concert 
technician, Franz Mohr. Since Horowitz's death, it has been used in performance by other 
artists including Alicia de Larrocha, Murray Perahia, and Rudolf Firkusny. 

The piano has already been unceremoniously crated and shipped to locales Horowitz 
himself would never have deigned to visit in his later years, be it Omaha or Trenton, 
Albuquerque or Little Rock. In nearly every such town, plain folks attend a lecture! 
demonstration about Horowitz and his piano presented by David Dubal, a noted concert 
artist, author and student of Horowitz- and then get to try their hand at the maestro's 
keyboard. Mohr, who is still the piano's keeper, insists that the digits of amateurs, children 
and anyone else tall enough to reach the keys, won't damage the icon. "Pianos must be 
played," he stresses in a reassuring German accent. 

On the surface, there really isn't anything particularly remarkable about the object. 
One Steinway Model D looks pretty much like any other-long, black and shaped like a 
squared-off kidney bean. According to Mohr, the Horowitz piano has no apparent scars or 
interesting birthmarks. And after its many odysseys to London, Moscow, Tokyo and 
countless other cities and its many trips to the recording studio for RCA and Deutsche 
Grammophon, there are, miraculously, no dents, gashes or barnacles on the hull. 

Even Horowitz's distinctive and inimitable flat-fingered technique never produced any 
wear and tear on the keys. Mohr, who was to the piano what a trainer with his water bottle 
is to a boxer mid-bout, insists that the master's phenomenal crescendos and herculean fortes 
never damaged a thing. As for the "drop of fresh spilled blood" that Artur Rubenstein said 
every great artist should leave on stage after playing- either Horowitz never shed any, 
or someone cleaned it up nicely afterwards. In any case, there are no stains on the piano. 

Inside the piano, of course, there are some subtle differences, not structural ones, but 
a kind of fine tuning. The third pedal, which shifts the action slightly for a softer, more 
muted sound, is adjusted to emphasize and exaggerate the effect. The hammers have also 
been built up, or hardened, to give the instrument more volume. Pianophiles immediately 
recognize the sound: The bass is thrilling, clear and brilliant, the treble bright and 
crystalline. The potentia/for extreme dynamic contrasts is pushed to the limit. 

The actual playing mechanism is also a bit different. The keys, which on a normal piano 
take about 50 grams-or two Hershey bars-to depress, are regulated to move with only 
46 grams of pressure, and after being played, they also spring back a little faster. In 
layman's terms, the piano has a hairtrigger action. 

None of these differences is apparent, except to serious pianists, who, according to 
the dealers hosting the tour, come in droves to have a crack at the instrument. One observer 
notes that the piano inspires most Horowitz worshipers to bang out their most diabolically 
loud music. A few minutes at the Horowitz piano, in a crowded gallery, is apparently 



rather like a test-your-strength carnival game. 
Of course, any good nine-foot Steinway, with a little work, could be regulated and 

adjusted to sound pretty much like the Horowitz piano. Indeed, shortly before Horowitz 
died, Steinway prepared another instrument to his liking. Apparently, Wanda was tired of 

having the old beast slung in and out the window of the couple's New York apartment before 
and after every concert. So they sent the piano now on tour back to Steinway, and had a new 

one installed for home use only. Horowitz liked it well enough to record his last disc on it. 
What, then, is so special about the touring piano? What gives it its mystique? The 

obvious answer is that Steinway No. 314503 was a tool for genius. And not only that, it was 
a specialized tool, tailored to fit the maestro's idiosyncracies. But assuming all of this is 

true, why isn't Glenn Gould's piano accruing frequent flyer miles at the same rate? It was 

certainly the piano of a great artist, and it too was tailored to fit Gould's quirky demands. 
Why don't pilgrims gather to bask in its exalted presence? 

The answer goes to the core of Horowitz's powerful artistry. As the great Russian violin 
virtuoso Nathan Milstein wrote of Horowitz, "Sometimes it seemed to me that he was in love 

with the sound of the piano more than with the music." Many critics agreed with Milstein's 
comment, and put Horowitz into his own category among pianists. When writing about an 

artist such as Gould, they discussed "interpretations" and "traversals" but when they 

spoke of Horowitz, they talked more about his"sound," as if his playing produced some
thing more elemental, visceral and primitive. 

But as often as the critics raved about the Horowitz sound, they bashed it, too. Indeed, 
shortly before Horowitz died in 1989, Edward Said compared Horowitz to other more 

sober-minded pianists in a review for The Nation. Said carped that Horowitz used his 

piano for individual, neurotic display, and not the delineation of a musical argument. 
Said's statement may be accurate, but it missed an essential point. Detailed argument 

was never Horowitz's style, and his piano was never merely a window to musical logic. 

Indeed, both Horowitz and his piano refused to disappear into the transparent ether of 
musical algebra. Rubinstein once described Horowitz's performance of the Liszt sonata in 

B minor as "Volodya's self-portrait." If so, then Horowitz's piano was clearly an inextri
cable part of the canvas. Before making his famous 1986 Moscow recital, Horowitz is said 

to have walked beside the piano, patting it gently along its entire length. Alas, such devo
tion doesn't matter to critics who want "interpretations," not "self-portraits." 

Although violinists readily admit that their Strads have a lot to do with their particular 
sound, pianists have never been so intimately tied to their instruments. The pianist may 
have afavorite piano at home, but-at least in romantic mythology-he is supposed to 

be able to conquer and finesse any piano on the road. Being so attached to a single 
instrument is, in a certain way, unseemly for pianists. 

Horowitz never worried about being unseemly. His piano was openly, flagrantly, a 
mistress of sorts, and now that he is dead, it seems the only key to unlocking his mysterious 
artistic powers. In short, Steinway No. 314503 is a mythical object, and like all myths, it 
serves to explain something unknowable, in this case, the dark hole of Horowitz's genius. 
It may not be much, but its presence allows us to make one futile, though satisfying, gesture. 
We can point to it and say, "There, that's how he did it." 

-Reprinted from the November/December 1991 issue of Musical America. 

Vladimir Horowitz's Steinway piano is provided for this evening's concert by 

Forshey Piano Company, 

the only authorized Steinway dealership in Houston. 



BIOGRAPHIES 

Since joining the faculty of The Shepherd School of Music in 1984, BRIAN 

CONNELLY has won the praise of critics and the affection of listeners for his artistic 

command, stylistic versatility, and extensive repertoire. He has performed over IOO 

solo and chamber works for the innovative Da Camera, including the Schumann and 

Brahms quintets, the Schubert song cycles, and the complete Vingt Regards sur 

/'Enfant-Jesus by Olivier Messiaen. Mr. Connelly's appearances this season include 

performances with the Cascade Head and Grand Teton festivals, concerts with artists 

such as Carol Wincenc and Andre-Michel Schuh, and solo recital programs that 

include the complete Etudes of Debussy. Mr. Connelly will perform a program of 

Fantasies for violin and piano with Sergiu Luca on November 10 and the Choral 

Fantasy of Beethoven with the Houston Oratorio Society, both at the Shepherd School. 

A veteran of numerous recitals, DEAN SHANK has performed at New York City's 

International House, the International Piano Pedagogy Institute in Balzano, Italy, and 

throughout the Midwest and southern states of the US. Texas-trained with undergrad

uate and master's degrees from the University of North Texas and a Doctoral of Musical 

Arts from the University of Texas at Austin, his teachers include StefanBardas,Richard 

Cass, John Perry, and William Race. Dr. Shank currently teaches group and private 

piano, piano pedagogy, and piano technology at The Shepherd School of Music. He was 

in the famous Steinway Hall basement in 1984 when Vladimir Horowitz came and 

selected a new Steinway concert grand for his home. 

JOHN PERRY, distinguished artist and teacher, studied at the Eastman School of 

Music with Cecile Genhart. Recipient of a Fulbright Scholarship, John Perry continued 

studies in Europe with Wladyslav Kedra, Polish concert artist and professor at the 

Akademie fur Musik in Vienna, and Carlo Zecchi, renowned conductor, pianist, and head 

of the piano department at Santa Cecilia Academy of Music in Rome. In addition to 

appearing with major symphony orchestras, Mr. Perry is also a respected chamber 

musician and has collaborated with some of the world's finest instrumentalists. His 

numerous awards include the highest prizes in the Busoni and Viotti International piano 

competitions in Italy and special honors at the Marguerite Long International Piano 

Competition in France. He is well known for interpretation of Beethoven and Mozart, 

and his performances of the Romantic concerti have been highly praised. He has also 

successfully introduced several important new works to the piano literature. In 1979 he 

joined the distinguished international roster of Steinway Artists. 

As a teacher, he enjoys an international reputation and presents master classes 

throughout the world. His students have been prize winners in most of the major 

competitions, including the Rubinstein, the Naumburg, the national Chopin competition, 

and the Beethoven Foundation competition. Mr. Perry is a member of the faculty ofThe 

Shepherd School of Music, the University of Southern California in Los Angeles, the 

Community School for the Performing Arts in Los Angeles, and a frequent guest faculty 

member at the Banff Center in Alberta, Canada. During the summer he is an artist

faculty member at the Aspen Music Festival and School, the Festival of Florida in 

Sarasota, the Idyllwild School of Music and the Arts in California, and the Southeastern 

Music Festival in Georgia. He is also a visiting artist-faculty member at the international 

music festivals inAlkmaar, Holland, and Grenoble, France. His recordings are avail

able on the Telefunken, Musical Heritage Society, CBC, and Vox labels. 



Founded in 1971, the FISCHER DUO has delighted audiences with concerts 
exploring the rich repertoire for cello and piano. In addition to featuring works by the 
masters, the Fischer Duo has become known for the "thematic" approach to program
ming, uncovering interesting pieces by neglected composers and commissioning new 
works. Their compact disc of French masters on the Northeastern label (NR 238-CD) 
has received rave reviews. This season at the Shepherd School, the Fischer Duo will 
present the complete works for cello and piano by Chop in and Liszt on November 15, and 
will give the world premiere of George Rochberg's Sonata-Aria ( 1992) on January 25. 

NORMAN FISCHER is one of this country'sforemost champions of the cello. After 
completing instrumental study with Richard Kapuscinski, he first graced the interna
tional concert stage as cellist for sixteen years with the Concord String Quartet. His 
chamber music expertise has led to guest appearances with many of the finest American 
chamber ensembles, and he is also a member of the Concord Trio and Ensemble Pierrot. 
Two new recordings of contemporary concerti will be released this year on Opus One 
and Gunmar Recordings. A devoted teacher and mentor to younger players, Mr. Fischer 
taught at Dartmouth College and the Oberlin Conservatory before accepting the position 
of Professor of Violoncello at The Shepherd School of Music. 

JEANNE KIERMAN is a leading advocate of the piano as a collaborative instru
ment. A graduate of Oberlin, the Dalcroze School, and the New England Conservatory, 
she studied with William Masselos, Miles Mauney, Victor Rosenbaum, and Menahem 
Pressler. Ms. Kierman is equally adroit as a collaborator with voice or instrument and 
is in great demand as a recital partner. For ten years she was the pianist with the New 
England-based Alcott Ensemble, performing a broad range of chamber music and 
developing a virtuosity she frequently demonstrates on stage, as resident and guest artist 
with various ensembles (including Ensemble Pierrot and the Concord Trio), and in the 
studio with her students as Artist Teacher of Piano at The Shepherd School of Music. 

Pianist ROBERT ROUX was a 1984 winner of the United States Information 
Agency's Artistic Ambassador Competition, under whose auspices he toured Italy, 
Yugoslavia, Greece, Cyprus, Turkey, and Egypt in 1985. The tour included the premiere 
performances of Morton Gould's Patterns No.l-4 for solo piano. Dr. Roux has won top 
awards in the International Recording Competition and has frequently appeared as 
soloist with major symphony orchestras throughout the U.S. as well as in Europe and the 
former Soviet Union. He appeared in May 1986 at a White House reception hosted by 
First Lady Nancy Reagan and later that year played an enthusiastically received debut 
recital at the John F. Kennedy Center for the Performing Arts in Washington, D.C. Dr. 
Roux has been active nationally as adjudicator and clinician; he has twice served on the 
jury of the prestigious Joanna Hodges International Piano Competition in Palm Springs, 
California. His article, "A Methodology of Piano Fingering," appears in the 3rd edition 
of James Bastien's How to Teach Piano Successfully, which includes articles and 
interviews with Adele Marcus, Rosina Lhevinne, and Nelita True, among others. In 
1992, he joined the distinguished international roster of Steinway Artists. 

A cum laude graduate of Loyola University, Robert Roux also studied at the Curtis 
Institute of Music. He received his master's and doctoral degrees from the University of 
Texas at Austin. Dr. Raux's list of teachers includes James Bastien, Lili Kraus, William 
Race, and Eleanor Sokoloff He has coached with Adele Marcus, John Perry, and 
Leonard Shure. Currently chairman of the keyboard department at The Shepherd School 
of Music, Robert Roux is following a dual career of teaching and public performance. 


