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ABSTRACT 

This paper addresses gendered trends in piano performance. It covers the New 

Jersey, New York, and Pennsylvania region between 1950 and 2019. There are numerous 

sources from throughout this region that are thoroughly archived (the New York Times, 

New York Philharmonic programs, The Etude, Clavier Companion/Piano Magazine, 

WNCN-FM broadcasts) that make this district an excellent candidate for case study. 

The second chapter explores gender representation in New York Philharmonic 

Subscription Season Concerts. It measures and compares the rates at which women and 

men pianists play different composers. The third chapter analyzes the New York Times 

reviews of women pianists who have performed in the New York Philharmonic 

Subscription Season Concerts. It focuses on how often reviewers utilize gendered 

language in relation to the composer being performed.  

Though the fourth chapter also covers repertoire and gender representation in The 

Etude and Clavier Companion/Piano Magazine CD/record releases, it centers primarily 

on the existence of gendered narratives within pedagogical resources. Similarly, the fifth 

chapter, explores trends in interview topics (clothing choices, sound production, children: 

to have or not to have?) that are specific to the woman pianist’s experience.  

Though limited in focus, this paper serves as a window into the impact that 

gendered thinking has had on the twentieth and twenty-first century woman pianist.  
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For the future generations of women pianists. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



 

v 

ACKNOWLEDGMENTS 

 

To my advisor Dr. Shana Goldin-Perschbacher who has patiently guided me 

through the dissertation writing process: thank you for taking on this project with me. It is 

because I had the opportunity to take your classes as a graduate student that I had the 

courage to broach a topic that lay at the intersection of music history, gender, and 

performance studies. Your expertise in this area, as well as your continued 

encouragement and understanding have been invaluable to this process. 

To Dr. Sara Davis Buechner, the last few years have been a wonderful musical 

adventure. As a scholar I am very appreciative of the contributions you have made to this 

project. Your vast knowledge of piano performance culture and history has been 

instrumental to my research. As a pianist, working with both you and Lambert Orkis has 

been a dream. It has led me to be a more imaginative player, willing to take more risks 

and assert my musical voice.  

I would like to also thank Dr. Charles Abramovic for his work, both as an advisor 

and an advocate throughout this program, and my remaining committee members, Dr. 

Michael Klein and Dr. Steven Zohn, for their valuable comments and feedback. The 

dedication that all of you show to your students is unmatched, and inspires me to be a 

better teacher, mentor, and person.  

And last but not least, to all my friends and family, my husband Raz: thank you 

for all that you have done to help me get to this moment. The completion of this degree 

would not have been possible without your love and support. A special thanks to my 

father who encouraged my love of reading. In my teenage years, I had but to give him a 

call, and he would stop by The Strand after work to pick up any book my heart desired. It 



 

vi 

was he who all those years ago, bought me Betty Friedan’s The Feminine Mystique, my 

first foray into feminism.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



 

vii 

TABLE OF CONTENTS 

 

ABSTRACT………………………………………………………………….…........iii 

 

DEDICATION………………………………. …………………………...................iv 

 

ACKNOWLEDGMENTS …………………………...………………………….…... v 

. 

LIST OF TABLES………………………………………….………………………viii 

 

LIST OF FIGURES……………………………………………………………….….ix 

 

CHAPTER 

 

1. INTRODUCTION…………………… …………………………...……………… 1 

 

2. PROGRAMMING AND GENDER REPRESENTATION  

IN NEW YORK PHILHARMONIC SUBSCRIPTION  

SEASON CONCERTS………………………….. ……………………………........ 13 

 

3. THE NEW YORK TIMES REVIEWS OF WOMEN PIANISTS  

PERFORMING IN SUBSCRIPTION SEASON CONCERTS …………...……..... 50 

 

4. REPRESENTATION OF WOMEN PIANISTS  

AND GENDERED NARRATIVES IN THE ETUDE AND  

CLAVIER COMPANION/PIANO MAGAZINE ……………………………………. 82 

 

5. IN THEIR OWN WORDS: DOCUMENTED  

INTERVIEWS WITH WOMEN PIANISTS ………………………...…….......… 100 

 

6. CONCLUSION…………………………...……………………………………. 118 

 

BIBLIOGRAPHY ………………………………………………………………... 121 

 

  

 
 
  
 
 
 
 
 
 
 



 

viii 

LIST OF TABLES 

 

Figure                    Page 

 

1.1. International Piano Competition Results by Gender……………………….. …10 

 

2.1. Pianists Who Have Performed in the New York Philharmonic  

 Subscription Season Concerts Between 1950-2019……………….……..... …..16 

 

3.1. Performances of Beethoven, Mozart, Chopin, Brahms,  

 Rachmaninoff, Ravel, and Prokofiev Concerti by Women  

 Pianists for Which Reviews are Non-Existent……….…………………………51 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



 

ix 

LIST OF FIGURES 

 

Figure                    Page 

 

2.1.  The Number of Times a Pianist of Either Gender  

  Performed a Composer’s Work (1950-1959)…………..……...…………...… 27 

 

2.2.  The Number of Concerti Performed by Men and Women  

  in NY Philharmonic Subscription Season Concerts (1950-2019)…………...   28 

 

2.3.   For Each Gender Group, What Proportion of Their Repertoire  

   is Made Up of a Particular Composer? (1950-1959) ……..…………………..29 

 

2.4.   For Each Gender Group, What Proportion of Their Repertoire 

   is Made Up of a Particular Composer? (1960-1969).........................................30 

 

2.5.   For Each Gender Group, What Proportion of Their Repertoire 

   is Made Up of a Particular Composer? (1970-1979)……….………………....32 

 

2.6.   For Each Gender Group, What Proportion of Their Repertoire 

   is Made Up of a Particular Composer? (1980-1989)…….................................33 

 

2.7.   For Each Gender Group, What Proportion of Their Repertoire  

   is Made Up of a Particular Composer? (1990-1999)……………………….... 36 

 

2.8.   For Each Gender Group, What Proportion of Their Repertoire 

   Is Made Up of a Particular Composer? (2000-2009)……..…..…………….... 37 

 

2.9.   For Each Gender Group, What Proportion of Their Repertoire 

   is Made Up of a Particular Composer? (2010-2019)……………………….....38 

 

2.10. What Percentage of Women’s and Men’s Concerto  

    Performances Were Made Up of Mozart in the NY  

    Philharmonic Subscription Season?................................................................. 39 
 

2.11. What Percentage of Women’s and Men’s Concerto 

   Performances Were Made Up of Beethoven in the 

   NY Philharmonic Subscription Season?............................................................40 

 

2.12. What Percentage of Women’s and Men’s Concerto 

   Performances Were Made Up of Brahms in the 

   NY Philharmonic Subscription Season?...….....................................................41 

 

 

 



 

x 

2.13. What Percentage of Women’s and Men’s Concerto 

   Performances Were Made Up of Ravel in the  

   NY Philharmonic Subscription Season?……………………………………....42 

 

2.14. What Percentage of Women’s and Men’s Concerto  

   Performances Were Made Up of Chopin in the  

   NY Philharmonic Subscription Season?............................................................43 

 

2.15. What Percentage of Women’s and Men’s Concerto 

   Performances Were Made Up of Rachmaninoff in  

   the NY Philharmonic Subscription Season?......................................................44 

 

2.16. What Percentage of Women’s and Men’s Concerto 

   Performances Were Made Up of Prokofiev in the 

   NY Philharmonic Subscription Season?..…………………..............................44 

 

2.17. Out of all Performances from 1950-2019, What  

   Percentage was Made Up of Beethoven, Mozart, Brahms,  

   Chopin, Rachmaninoff, Ravel, and Prokofiev?……..…..……………..……... 45 

 

2.18. What Percentage of Women’s and Men’s Concerto  

   Performances Were Made Up of Modern Music in the  

   NY Philharmonic Subscription Season?............................................………... 47 

 

2.19. Young People’s Concerts: Number of Concerti  

   Performed with Orchestra by Gender………………………………..……….. 48 

 

2.20. Number of Concerti Performed by Each Gender in the  

   Young People’s Concert Season (1950-2019)…………………………….......49 

 

3.1.   New York Times Reviews, 1950-2019, Positive,  

         Negative, or Neutral? .............................................................................…...... 53 

 

3.2.   New York Times Reviews of Mozart, Beethoven,  

         Chopin, Brahms, Rachmaninoff, Ravel, and Prokofiev,  

         between 1950-2019………………......…….……………………………….…54 

 

3.3.   The Rate at Which Gender/Appearance are Mentioned in 

         The New York Times Reviews of New York Philharmonic 

         Subscription Season Performances (1950-2019)……………………….…..…80 

 

 

 

 

 



 

xi 

3.4.  The New York Philharmonic: 1950-2019, What  

        Percentage of Women Pianists’ Performances in the  

        New York Philharmonic Subscription Season Were  

        Made Up of Beethoven, Mozart, Chopin, Rachmaninoff,  

        Ravel, and Prokofiev………………………………………...…………………80 



 

1 

CHAPTER 1: INTRODUCTION 

I am a North American pianist based in Philadelphia with an interest in 

understanding gendered bias within piano performance. You may wonder how I, a 

classical pianist pursuing a doctorate degree in performance found myself invested in this 

topic. It all began in the halls of The Juilliard School where I had the privilege of 

pursuing my undergraduate degree. While there, I was taken aback by the fact that 

women who played the music of Brahms were few and far between. This was of course 

just an impression of mine, as I had nothing concrete (like polls or data) on which to base 

this deduction--it just seemed to me that women pianists did not often perform Brahms. 

 I brought this up to a colleague and friend. Like me, she was a pianist and avid 

Brahmsian. She responded sarcastically, “well women shouldn't play Brahms.” She 

explained that during one of her summer breaks she had traveled to participate in the 

master classes of a well-known pianist and professor who taught at one of the major 

music conservatories in New York City. After one of her master class performances, she 

was met with this very same statement. “Women should not play Brahms.” While the 

professor did not explain why, this statement seems to be based on one of two 

misunderstandings: either this professor considered Brahms’s music as fundamentally 

unsuited to women’s capacities as pianists (if one could universalize women’s capacities 

in this way as well as distinguish them from men’s), or that the visual experience of 

watching a woman perform Brahms proved discomfiting. (This second interpretation 

would seem to suggest that there is something gendered about Brahms’s music for piano 

that requires a performer of the same gender to realize it).  
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As young and impassioned college-aged students, our answer to this was of 

course to declare, “Real women play Brahms,” and then to immediately look into 

ordering merchandise (T-shirts, sweatshirts, and the like) in which to traipse around the 

school. A play on the words “real men do [x, y, z],” our statement was an attempt to 

challenge that teacher’s ideas on the music we both loved to play and to make light of the 

musical expectations tied to the traditional gender roles assigned to us at birth. Our 

slogan poked fun at the absurd but societally-accepted idea that any man or woman 

should smoke, drink, eat, or play a particular kind of music in order to prove their gender 

realness.1 This “I can do anything you can do better” paradigm was one way of 

challenging long-accepted sexism in our society, an approach often associated with 

“equality feminism” (the movement focused on gender similarity, in which women and 

men are presumed to be similar and women argue that they should be offered equal 

opportunities as men). By comparison, “difference feminism” is typically understood as a 

 
1 That these tasks, or any types of consumption, were considered the 

responsibility or property of one gender only can also be seen in marketing history, in 

which cigarettes were marketed through the concept of the “Marlboro man” (for whom 

smoking, and smoking a particular brand, is an element of his masculinity) since the 

1950s. See Darrell Winfield, “The Real Marlboro Man,” The Atlantic, last modified 

February 17, 2015, https://www.theatlantic.com/business/archive/2015/02/the-real-

marlboro-man/385447/. Bruce Feirstein satirized this practice in his New York Times Best 

Selling book, Real Men Don’t Eat Quiche: A Guidebook to All That is Truly Masculine, 

(New York, NY: Pocket Books, 1982). Yet the practice has continued, as seen by Bud 

Light’s “Real Men of Genius” ads which originally ran in the late 1990s. See Mike 

Pomranz, “Bud Light Brings Back Fan Favorite ‘Real Men of Genius’ Ad Campaign with 

a Modern Twist,” Food & Wine, last modified June 18, 2019, accessed February 1, 2022, 

https://www.foodandwine.com/beer/bud-light-internet-heroes-genius. On the two 

approaches to feminism mentioned, see, for example, Kate Nash, “Equality and 

Difference,” in The Encyclopedia of Feminist Theories edited by Lorraine Code, (New 

York: Routledge, 2000), 176. 

 

https://www.theatlantic.com/business/archive/2015/02/the-real-marlboro-man/385447/
https://www.theatlantic.com/business/archive/2015/02/the-real-marlboro-man/385447/
https://www.foodandwine.com/beer/bud-light-internet-heroes-genius
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movement in which men and women are presumed to be different but should not be 

valued differently).2  

Were we really saying that all women could play Brahms, or did we imagine that 

we were somehow better than our female classmates because we thought ourselves more 

capable or better attuned to performing the masculinity required of Brahms’s works? 

Regardless of our reasoning, performing Brahms’s music felt rebellious. We were 

sticking it to the establishment! Other small forms of protest ensued. We eschewed the 

colorful frocks of our youth and wore darker clothing, jumpsuits, and female tuxedos. I 

chopped off all of my hair. To perform was to go into battle, my makeup and attire acting 

as my armor. To wear more “feminine” clothing felt too vulnerable, as if I were opening 

myself up to attack. Even the sound I produced at the piano was affected.  

I remember a lesson early on in my postgraduate degree during which my 

professor said, “It sounds like you are playing loudly for the sake of playing loud.” In that 

moment, I had a flash of recognition. I had always been competitive in all aspects of my 

 
2 Here I am quoting Irving Berlin’s song from the 1946 Broadway musical Annie, 

Get Your Gun, in which a male and female character compete over who can better 

perform a series of complex tasks. This song was used more recently in commercials, for 

example in 1997 for Gatorade, featuring Mia Hamm and Michael Jordan’s competing 

against one another in various sports to the lyrics “Anything you can do, I can do better.” 

It was later remade by Abby Wambach and Usain Bolt in 2015. See Drew Weisholtz, 

“Michael Jordan, Mia Hamm Appear in Remake of Iconic ‘Anything You Can Do’ 

Commercial,” TODAY, last modified March 15, 2021, accessed February 1, 2022, 

https://www.today.com/food/michael-jordan-mia-hamm-return-remake-1997-gatorade-

commercial-t211752.  

The musical Annie Get Your Gun came out not long after the patriotic 

encouragement for women to join the workforce to help with America’s war efforts 

through the icon of Rosie the Riveter, who entered the workforce to take on a job left 

vacant by men at war. See Maureen Honey, Creating Rosie the Riveter: Class, Gender, 

and Propaganda During World War II, (Amherst, MA: University of Massachusetts, 

1985). 

https://www.today.com/food/michael-jordan-mia-hamm-return-remake-1997-gatorade-commercial-t211752
https://www.today.com/food/michael-jordan-mia-hamm-return-remake-1997-gatorade-commercial-t211752
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life, however when it came to performing on the piano, loud playing in particular, I was 

always keen on proving to everyone that I could play just as, or even more, loudly than 

the boys could. A spark ignited in me. If I was so personally influenced by the gender 

narratives surrounding repertoire and sound production, were there others out there that 

felt the same?3 And so my hunt for answers began.  

With very little digging, I found troves of articles and books that analyzed and 

contextualized nineteenth-century gender norms and their impact on women pianists of 

that time. In general, the female body was to be protected for the sake of reproductive and 

domestic labor. Music was sometimes seen as a risk for women to play or hear. It was 

believed that cognitive deficiencies rendered women more susceptible to damage at the 

hands of musical expression.4 The social-political effects were vast, the intersection of 

medicine and politics providing grounds for exclusion in the arts. Musicking, when 

undertaken as a useful distraction or within certain social contexts (playing certain 

 
3 In an essay outlining her master’s thesis project, musicologist Anna Ramstedt 

discusses the relationship that three Finnish pianists (all women under the age of 30) have 

with the music of Bach, Beethoven, Brahms, Schumann, and Magnus Lindberg. Ramstedt 

uses Moira Gatens’s concept of “imaginary bodies,” or as Ramstedt describes it, “the 

unconscious dimensions of social heritage” as a foundation to explore how women 

pianists’ experiences of performing are influenced by their gender. She notes that the 

three women are aware of the masculine and feminine attributes assigned to music, and 

that they perceive differences in their pianistic approach as a result of their experience of 

gender. Anna Ramstedt, “Imaginary Bodies in Piano Performance,” Musiikin Suunta, 

accessed March 20, 2022. http://musiikinsuunta.fi/2019/01/imaginary-bodies-in-piano-

performance/. 

 

4 James Kennaway describes how critics of female musical education fell into 

two categories: those in the first believed that women were in danger due to the 

“sensuality, imagination, and sexuality,” brought on by music making, while those in the 

second thought they were in danger of “neurasthenic fatigue.” James Kennaway, “The 

Piano Plague: The Nineteenth-Century Medical Critique of Female Musical Education,” 

Gesnerus 68, no. 1 (2011): 26. 

http://musiikinsuunta.fi/2019/01/imaginary-bodies-in-piano-performance/
http://musiikinsuunta.fi/2019/01/imaginary-bodies-in-piano-performance/
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instruments and types of music in the home for “accomplishments”’ sake) was an 

acceptable way in which women could engage in music within the confines of social 

codes.5 Those who did perform in concert halls and with pieces that required explicit 

virtuosity and physicality were thought to be at risk of creating a “spectacle of 

themselves,” and participating in the “effeminization of men.”6 When coupled with 

overtly “masculine” repertoire, women pianists threatened to upend the establishment. 

Beethoven’s music, which was commensurate with “masculinity,” proved particularly 

problematic.7 Both sociologist Tia DeNora and pianist and musicologist Arthur Loesser 

describe a tendency for women to avoid Beethoven’s music as it was considered 

unbefitting of their sex. Prior to 1796 women and men played similar repertoire, but the 

introduction of Beethoven’s music caused a chasm in repertoire assignments, leading the 

music of Beethoven’s predecessor’s to be equated with femininity.8 

 
5 Arthur Loesser, Men, Women, and Pianos (New York: Simon and Schuster, 

1954), 267. 

 

6 Katherine Ellis references the Napoleonic Code (which impinged on a woman’s 

right to make individual decisions) and Rousseau’s “pitting of female modesty and 

domesticity (the true, natural woman) against female display (the aberrant woman),” to 

explain how women performing on stage were at risk of “creating a spectacle of 

themselves.” Rousseau felt that women who displayed these more masculine qualities 

effeminized men, not only through association, but also through stage acting (i.e. 

instances in which women characters were seen outwitting their men counterparts), and is 

to have said, “unable to turn themselves into men, women turn us into women.” 

Katherine Ellis, “Female Pianists and Their Male Critics in Nineteenth-Century Paris,” 

Journal of the American Musicology Society 50, no. 2-3 (1997): 361-362. 

 

7 Tia DeNora, “Music Into Action: Performing Gender on the Viennese Concert 

Stage, 1710-1810,” Poetics 30, no. 1-2 (2002): 30. 

 

8 DeNora’s article includes a chart of the composers most frequently performed in 

Vienna between 1787 and 1810 on the pianoforte. She notes that Beethoven was not 

performed prior to his arrival in 1792. Between 1792-1810, 21% of the performances 
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The repertoire assigned in the latter half of the nineteenth century by the Paris 

Conservatory’s end-of-year piano competition is a clear indication of a tendency to 

segregate repertoire based on a work’s perceived “masculine” or “feminine” traits. 

Taking place annually, the competition featured conservatory students competing for first 

and second prize within their designated gender group. The men’s competition was first 

assigned Beethoven in 1863. From 1863 through 1900, Beethoven’s music, while absent 

from the women’s competition, was a frequent requirement of the men’s. The women’s 

competition consisted mainly of Chopin’s works with the occasional piece by Mozart or 

Bach.9 1898 saw the introduction of the two-work requirement. Beethoven’s music was 

always represented in the men’s category, while the music of Haydn or Bach was always 

 
given of Beethoven’s music were performed by women. This is in stark contrast to the 

remaining composer categories (Mozart, Erbel, and Steibelt). Between 1787 and 1810 

Women pianists made up 74% of Mozart performances, 72% of Erbel performances, and 

39% of Steibelt performances. Ibid., 28-29. 

 

9 Musicologist Jeffrey Kallberg has written extensively on the reception of 

Chopin’s music during his time. Critics often referred to his music as “feminine,” as 

James Huneker notes, “The poetic side of men of genius is feminine, and in Chopin the 

feminine note was over emphasized—at times it was almost hysterical—particularly in 

these nocturnes.” Jeffrey Kallberg, Chopin at the Boundaries: Sex, History, and Musical 

Genre, (Cambridge: Harvard University, 1996), 43. Historian Paula Gillett notes that 

Chopin’s music was a popular choice amongst women in the 19th century, often depicted 

in novels as a tool for women’s expression, and appearing in repertoire collections with 

titles clearly geared towards women, i.e. “drawing-room trifles.” She quotes Chopin’s 

friend Charles Hallé who is to have said during the 1890s that Chopin’s music was the 

“property of every schoolgirl.” Paula Gillett, Musical Women in England, 1870-1914: 

“Encroaching on All man’s Privileges,” (New York: St. Martin’s, 2000), 5. Franz Liszt 

both discusses the masculine qualities of Chopin’s Polonaises, and remarks on the 

feminine qualities of not only Chopin’s Mazurkas but also his persona, writing, “The 

delicacy of his heart and constitution imposed upon him the woman’s torture, that of 

enduring agonies never to be confessed, thus giving his fate some of the darker hues of 

feminine destiny.” Franz Liszt, Life of Chopin, (Boston: Oliver Ditson & Co., 1863), 89. 

 
 



 

7 

featured in the women’s.10 These repertoire guidelines were inhibiting to both the men 

and women participating in these annual competitions, forcing them to conform to 

accepted gender norms. The very categorization of music by its “masculine” or 

“feminine” characteristics and the division of its performance between the sexes are 

representative of a culture that has traditionally politicized gender as a means to ascribe 

power.11 

 This gendering of pianists was not limited to repertoire. Both Katherine Ellis and 

Zarko Cvejic have written of the impact nineteenth-century critics had on the narrative 

surrounding women pianists. With their tendency to focus on appearance and whether or 

not the performer had displayed adequate levels of femininity, critics were instrumental 

in the maintenance of the status quo.12 While these ideas are clearly outdated, it is evident 

 
10 Katherine Ellis, “Female Pianists and Their Male Critics in Nineteenth-

Century Paris,” Journal of the American Musicology Society 50, no. 2-3 (1997): 363. 

 

11 Marcia J. Citron discusses how “gendered language in contemporary reviews 

and writings reveals that Brahms’s music was considered ‘manly’ by his advocates, 

especially Eduard Hanslick, and feminine by his detractors (Hugo Wolf and Friedrich 

Nietzshe).” See Maria J. Citron, “Gendered Reception of Brahms: Masculinity, 

Nationalism, and Musical Politics,” in Masculinity and Western Musical Practice, ed. Ian 

Biddle and Kirsten Gibson (Surrey: Ashgate, 2009), 142. 

Similarly, Howard Irving suggests that Haydn’s decline in popularity in German, 

American, and British musical society was due in part to the “othering” of Haydn and his 

music through the politicization of gender. While the Germans championed Haydn as a 

masculine figure and the father of classical music, they labeled aspects of his music that 

did not fit in with their German masculine ideal as being “child-like” and “innocent,” the 

British considered his boyish qualities effeminate, labeling it so as to lessen the threat 

against their ancient music, which was being challenged and upstaged by this new, 

foreign, modern style rooted in Italian opera. See Howard Irving, “Haydn and the 

Consequences of Presumed Effeminacy,” in Masculinity and Western Musical Practice, 

ed. Ian Biddle and Kirsten Gibson, (Surrey: Ashgate, 2009) 95-112.  

 

12 Katherine Ellis, “Female Pianists and Their Male Critics in Nineteenth-

Century Paris,” Journal of the American Musicology Society 50, no. 2-3 (1997): 353-385. 
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from the coded ways in which musicians are still critiqued today that classical music 

culture has inherited a biased understanding of what it takes to play music. Criticism such 

as “you played with such strength, you sounded like a man!” or “Ms. Laredo performed 

with a technique many men might envy” are reminiscent of times past.13 It was therefore 

of no surprise when I saw a clear correlation between these repertoire requirements and 

the competition results of the last seventy-odd years.14  

Table 1.1 notes the prizewinners of major international piano competitions by 

gender. I am most interested in how often women pianists win prizes, as focusing solely 

on first prize wins gives us a very narrow data set from which to work from. Women who 

compete in the Liszt and Beethoven competitions seem to have similar rates of success to 

those who compete in the Van Cliburn, Queen Elisabeth, Leeds, and Rubinstein 

competitions.15 Where the rates differ the most are in the results of the Bach, Mozart, and 

 
 

13 Ivan Raykoff, Dreams of Love: Playing the Romantic Pianist (New York: 

Oxford University, 2014), 191. 

 

14 Though there are those that believe hand size plays a direct role in the success 

of women pianists at the professional level, the music of Beethoven and Chopin falls well 

within the period of time (1750-1850) that compositions rarely required more than an 

octave reach. If, as Erica Booker and Rhonda Boyle claim, the average reach of the 

female hand encompasses about an octave; there is no reason for men to outperform 

women playing repertoire of this period. Erica Booker and Rhonda Boyle, “Piano 

Keyboards-One Size Does Not Fit All! Pianistic Health for the Next Generation” (paper 

presented at the 10th Australian Piano Pedagogy Conference, Wagga Wagga, July 4-8, 

2011), 3. This paper is also referenced in Clavier Companion magazine’s 

September/October 2015 issue titled, “Size is Key.” Carol Leone, “Size is Key,” Clavier 

Companion 7, no. 5 (September/October 2015): 11-21, https://web-s-ebscohost-

com.libproxy.temple.edu/ehost/pdfviewer/pdfviewer?vid=6&sid=9d4194c5-197a-4f68-

930f-c06dd02e9aa8%40redis. 

 

15 “Internationaler Mozartwettbewerb Presisträger/Prize Winners 1975-2011,” 

accessed February 2, 2022, https://www.uni-

https://www.uni-mozarteum.at/files/pdf/mowe/mowe_preistraeger.pdf
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Chopin competitions. Women pianists who have participated in the Mozart Competition 

make up 70% of the prizewinners, while women pianists who have taken part in the Bach 

competition make up 60%, and in the Chopin, 34%.16 

The relationship between gender and repertoire trends in piano competition results 

combined with the research undertaken by Ellis, Zarko, DeNora, Loesser, and Kennaway 

on women pianists has laid the groundwork for further exploration. While their research 

has largely focused on nineteenth century pianism it has fueled my desire to uncover 

more about the cultural implications gendered repertoire might have on the pianists since 

then. 

 

 
mozarteum.at/files/pdf/mowe/mowe_preistraeger.pdf. International Piano Competition 

J.S. Bach, “Winners,” accessed February 2, 2022, https://www.bach-

competition.de/winners. International Franz Liszt Piano Competition, “Prize Winners 

1986-2020,” accessed February 2, 2022, https://www.liszt.nl. International Beethoven 

Piano Competition Vienna, “History,” accessed February 2, 2022, https://beethoven-

comp.at/history/. The Cliburn, “Past Cliburn Competitions,” accessed February 2, 2022, 

https://cliburn.org. Queen Elisabeth Comeptition, “Laureates,” accessed February 2, 

2022, http://queenelisabethcompetition.be. Arthur Rubinstein International Music 

Society, “Laureates: By Achievement,” accessed February 2, 2022, 

https://arims.org.il/past-laureates-by-achievement/. The Leeds International Piano 

Competition, “About the Leeds,” accessed February 2, 2022, 

https://www.leedspiano.com/about-the-leeds/. Narodowy Instytut Fryderyka Chopina, 

“Previous Editions,” accessed February 2, 2022, 

https://chopin2020.pl/en/competition/editions.  

 

16 While not at all comparable in level or notoriety, it is important to note that the 

Seattle International Piano Competition, the only competition to operate on a completely 

blind basis has a much more equitable outcome between men and women. Between 2008-

2019, women pianists who participated in the competition’s “professional” category 

averaged at 56% of all prize winners and 63% of first prize winners. Those who took part 

at the “collegiate” level made up 43% of all prize winners and 25% of first place winners. 

Seattle International Piano Competition, “Winners,” accessed April 8, 2021, 

http://www.seattlepianocompetition.org/. 

https://www.uni-mozarteum.at/files/pdf/mowe/mowe_preistraeger.pdf
https://www.bach-competition.de/winners
https://www.bach-competition.de/winners
https://www.liszt.nl/
https://beethoven-comp.at/history/
https://beethoven-comp.at/history/
https://cliburn.org/
http://queenelisabethcompetition.be/
https://www.leedspiano.com/about-the-leeds/
https://chopin2020.pl/en/competition/editions
http://www.seattlepianocompetition.org/
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Table 1.1. International Piano Competition Results by Gender17 

Competition Total number of 

prize winners 

 Number of first 

prize winners 

 

 Men Women Women as 

% of total 

Men Women Women as 

% of total 

Liszt 1986- 

(Utrecht) 

31 11 26% 10 1 9% 

Chopin 

(since 1955) 

70 36 34% 10 2 17% 

Beethoven 

1961- 

(Vienna) 

31 11 26% 9 5 36% 

Mozart 1988-

(Salzburg) 

6 14 70% 2 3 60% 

Bach 1992-

(Würzburg/ 

Saarbrücken) 

14 21 60% 1 4 80% 

Van Cliburn 

1962- 

62 14 18% 15 2 12% 

Queen Elisabeth 

1952- 

133 35 21% 17 2 11% 

Leeds 

1963- 

84 25 23% 18 2 10% 

Arthur Rubinstein 

1974- 

56 19 25% 13 1 7% 

 
17 Modeled after the chart presented at the 10th Australian Piano Pedagogy 

Conference by Rhonda and Boyle, the chart above includes all laureates that have won a 

numerical prize (first, second, third, fourth, etc.). It does not include “special prizes.” 

Though the chart above follows the format put forth by Booker and Boyle, I have 

personally collected this data from all of the competition websites. Two competitions I 

considered including, the Gina Bachauer and Tchaikovsky International Piano 

Competitions did not have the complete list of laureates archived. I did not want to rely 

on external sources (such as medici.tv or newspaper clippings), as they often leave out 

prizewinners who have not placed amongst the top three. When tallying laureates by 

gender, I did a quick google search to look up pianists I did not recognize. There were 

very few that did not register in my search. In these instances, I used deductive reasoning 

(looking up the origins of their name, etc.). I would also like to note that since competing 

and winning prizes in both the Queen Elisabeth and Leeds competitions, pianist Dr. Sara 

Davis Buechner has come out as a trans woman. Since then, she has written multiple 

competitions to ask that they change her name on their websites from David to Sara. Not 

all have obliged. 
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The pandemic has presented enormous challenges to performance, and because it 

is on-going, I did not think it appropriate to include data from this period in this paper. 

Though it would be interesting to see how things have changed throughout this 

tumultuous time, the data I present will be specific to 1950-2019 and narrow in on the 

area of New York, New Jersey, and Pennsylvania. I have solicited a wide variety of 

sources, New York Philharmonic programs, reviews in the New York Times, record 

releases and articles in Etude Magazine (Philadelphia, PA) and Clavier 

Companion/Piano Magazine (Kingston, NJ), radio shows by WNCN-FM’s David Dubal 

(New York, NY), and interviews with women pianists who have performed throughout 

the region.  

The second chapter consists largely of data pulled from the New York 

Philharmonic archives and compares the repertoire played by both men and women 

pianists in the subscription season concerts. Though more and more people are 

identifying as non-binary, during the time period covered by this paper most trans and 

cisgender people identified within the gender binary, a fact reflected in the data (all 

pianists featured in this paper identify publicly as either a woman or man). I organize my 

data by decade to give insight into how these trends have evolved over time.  

Chapter three covers the reviews published in the New York Times of women 

pianists performing in these subscription season concerts. In it, I analyze these reviews 

based on mentions of appearance and gender, while also taking into consideration the use 

of “metaphorical gender.” The purpose of this chapter is to show how critics talk about 

women pianists and to display correlations between the repertoire being performed and 

use of gendered language in reviews.  
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Chapter four compares the final years of Etude Magazine (1950-1957) against 

more recent publications of the Clavier Companion/Piano Magazine (2010-2019). In 

addition, it covers gendered trends in record (Etude Magazine) and CD (Clavier 

Companion/Piano Magazine) reviews and discusses articles in both magazines that allude 

to gender and repertoire.  

The fifth chapter features radio and documented interviews with women pianists 

who have performed within the same geographic region of New Jersey, New York, and 

Pennsylvania. I discuss how narratives surrounding gender have influenced the way 

women pianists think about their careers and gender identity. Through the study of these 

various sources, this paper will allow for a greater understanding of the role gender plays 

in piano performance today.  
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CHAPTER 2: PROGRAMMING AND GENDER REPRESENTATION IN NEW 

YORK PHILHARMONIC SUBSCRIPTION SEASON CONCERTS 

 

Consisting largely of data pulled from the New York Philharmonic archives, this 

chapter analyzes differences in concerto repertoire performed by men and women 

pianists as well as gender representation on the concert stage. Though it is impossible to 

know whether the pieces performed were requested by the orchestra, requested by the 

artist, or negotiated between the two, the graphs featured throughout this chapter illustrate 

the tendency for each gender (in this instance men and women) to perform certain 

composers more than others. Even though there are differences in representation between 

the two genders, if repertoire is truly gender neutral, the rate at which composers are 

performed should be of similar value.  

The New York Philharmonic’s extremely thorough online database holds 

subscription season programs spanning well beyond 1950-2019.18 Though I did consider 

including the Philadelphia Orchestra in my research, the University of Pennsylvania is 

still in the process of digitally archiving all of the orchestra’s programs. As it stands, 

physical copies of Philadelphia Orchestra programs (of which not all are archived) are 

 
18 1950-2019 was a period of enormous change for women. There were 

expansions in women’s rights but also great backlash. A few examples were the Equal 

Pay Act (1963) in which women fought for equal pay to their men counterparts, Griswold 

v. Connecticut (1965), a case that resulted in women’s right to birth control, the Equal 

Rights Amendment and subsequent push back to it (though introduced to the senate in 

1972 it was not ratified until 2020), and Roe v. Wade (1973). Before the passing of the 

Equal Credits Opportunity Act (1974) many single women could not open credit cards 

without a man present to cosign, and it was not until 1993 that marital rape was outlawed 

in all 50 states. Equal Pay Act, U.S. Code 29 (2018), §§ 8 et seq. 

Griswold v. Connecticut, 381 U. S. 479, (1965). U.S. Constitution, amend. 28, sec. 1. 

Roe v. Wade, 410 U. S. 113, (1973). Equal Credits Opportunity Act, U.S. Code 15 

(2018), §§ 41 et seq. 
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spread far and wide across the United States. Of those that are archived, very few are 

digitally preserved.  

I chose to focus primarily on subscription season concerts in order to better 

regulate my data. The pianists invited to perform as part of the subscription season were 

often in high demand, and therefore at the height of visibility within the field. I took 

down the name and gender of every pianist given the opportunity to perform a concerto 

with the New York Philharmonic between the years 1950-2019.19 For those whose names 

I did not recognize, I learned more about the pianist in order to confirm their publicly 

understood gender identification at the time.  

There were a couple different parameters that I set for a performance to qualify. 

For one, the title had to include the word “concerto,” and had to have been performed by 

piano and orchestra. This was for reasons relating to both practicality and musical form. 

There are many works that feature piano soloists in different capacities with orchestra. 

The question that I found myself contending with was, at what point did the solo part 

become major enough for the work to qualify as a “piano concerto?” It was therefore 

much more straightforward to limit my research to works for piano and orchestra that are 

titled “Piano Concerto.” The New York Philharmonic archives has a fantastic search 

engine which allows you to input key words and looking up the words “Piano Concerto” 

made the process of sorting through 70 years of archived material significantly easier.  

I also chose not to include multi-soloist works (for example, Beethoven’s 

Concerto for Violin, Cello, and Piano in C Major, op. 56, known colloquially as his 

 
19 New York Philharmonic Collection, Leon Levy Foundation, New York, NY. 

https://archives.nyphil.org/index.php. 
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Triple Concerto) as the pianist performing in the ensemble did not share the same 

prestige as those performing as sole soloist with the orchestra. For piano concerti written 

during the baroque period, I made special concessions. Though Bach’s concerti were 

written for keyboard, strings, and continuo (not orchestra), they were included as these 

were the only concerti performed on the piano that were representative of that time 

period. Below you will find an example of one of my excel sheets (New York 

Philharmonic Subscription Season Programs, 1950-1959). Organized by decade, each 

spreadsheet notes the dates a program was given, the composer whose concerto was 

featured, and the performer’s name and gender (see Table 2.1). Performances that list 

more than one composer or the same composer more than one time indicate the presence 

of more than one concerto performed on the program.  

With data from just one decade’s worth of New York Philharmonic Subscription 

Season Concerts, it is easy to see that there is a large discrepancy in representation 

between men and women pianists. Out of the 356 concerts involving piano concertos, 

only 71 (20 %) were performed by women. These 71 concerts featured 75 concerti 

(Rosalyn Turek performed four concerts of two Bach concerti each). The composers most 

performed by women included Mozart, Chopin, Brahms, and Bach, while the composers 

performed most by men included Beethoven, Mozart, Brahms, and Rachmaninoff. With 

285 of the 356 concerts involving piano concerti played by men, there were a total of 295 

concerto performances given (Robert Casadesus, Rudolf Serkin, and James MacInnes 

played more than one concerto per concert). The number of Beethoven concerti 

performed by men far surpassed the number of performances given of other composers 

(see Figure 2.1). 



 

16 

Table 2.1. Pianists Who Have Performed in the New York Philharmonic  

Subscription Season Concerts Between 1950-2019 

 

Year Date Performer M/W Composer 

1950 1-Jan Oscar Levant M Khachaturian 

1950 5-Jan Rudolf Serkin M Reger 

1950 6-Jan Rudolf Serkin M Reger 

1950 7-Jan Rudolf Serkin M Beethoven 

1950 8-Jan Rudolf Serkin M Beethoven 

1950 21-Jan Leonard Pennario M Bliss 

1950 26-Jan Robert Casadesus M Beethoven 

1950 27-Jan Robert Casadesus M Beethoven 

1950 29-Jan Robert Casadesus M Beethoven 

1950 5-Feb Rudolf Firkusny M Mozart 

1950 11-Feb Nikita Magaloff M Tchaikovsky 

1950 18-Feb Leonard Bernstein M Beethoven 

1950 19-Feb Leonard Bernstein M Beethoven 

1950 25-Feb Gary Graffman M Brahms 

1950 25-Mar Moura Limpany W Beethoven 

1950 1-Apr Joseph Battista M Brahms 

1950 22-Apr Leonid Hambro M Chopin 

1950 2-Nov Aldo Ciccolini M Tchaikovsky 

1950 3-Nov Aldo Ciccolini M Tchaikovsky 

1950 5-Nov Aldo Ciccolini M Tchaikovsky 

1950 2-Dec Richard Farrell M Grieg 

1950 28-Dec Rudolf Serkin M Beethoven 

1950 29-Dec Rudolf Serkin M Beethoven 

1951 7-Jan Guiomar Novaes W Chopin 

1951 14-Jan Rudolf Firkusny M Mendelssohn 

1951 25-Jan Clifford Curzon M Brahms 

1951 26-Jan Clifford Curzon M Brahms 

1951 27-Jan Clifford Curzon M Brahms 

1951 28-Jan Clifford Curzon M Brahms 

1951 8-Feb Myra Hess W Brahms 

1951 9-Feb Myra Hess W Brahms 

1951 11-Feb Myra Hess W Brahms 

1951 15-Feb William Kapell M Prokofiev 

1951 16-Feb William Kapell M Prokofiev 

1951 17-Feb William Kapell M Rachmaninoff 

1951 18-Feb William Kapell M Rachmaninoff 

1951 22-Feb Leonard Bernstein M Mozart 

1951 23-Feb Leonard Bernstein M Mozart 
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Table 2.1. (continued) 

 

Year Date Performer M/W Composer 

1951 3-Mar Jorge Bolet M Prokofiev 

1951 10-Mar Menahem Pressler M Chopin 

1951 15-Mar Claudio Arrau M R. Schumann 

1951 16-Mar Claudio Arrau M R. Schumann 

1951 18-Mar Claudio Arrau M R. Schumann 

1951 29-Mar Dimitri Mitropoulos M Malipiero 

1951 30-Mar Dimitri Mitropoulos M Malipiero 

1951 31-Mar Andor Foldes M Bartok 

1951 1-Apr Dimitri Mitropoulos M Malipiero 

1951 7-Apr Sidney Foster M Beethoven 

1951 19-Apr Artur Rubinstein M Brahms 

1951 20-Apr Artur Rubinstein M Brahms 

1951 22-Apr Artur Rubinstein M Beethoven 

1951 25-Oct Aldo Ciccolini M R. Schumann 

1951 26-Oct Aldo Ciccolini M R. Schumann 

1951 27-Oct Constance Keene W Chopin 

1951 28-Oct Aldo Ciccolini M Liszt 

1951 8-Nov Gina Bachauer W Rachmaninoff 

1951 9-Nov Gina Bachauer W Rachmaninoff 

1951 11-Nov Gina Bachauer W Rachmaninoff 

1951 22-Nov Rudolf Serkin M Brahms 

1951 23-Nov Rudolf Serkin M Brahms 

1951 24-Nov Jean Casadesus M Saint-Saens 

1951 25-Nov Rudolf Serkin M Brahms 

1951 13-Dec Guiomar Novaes W Mozart 

1951 14-Dec Guiomar Novaes W Mozart 

1951 16-Dec Guiomar Novaes W Chopin 

1951 29-Dec Hortense Monath W Mozart 

1952 10-Jan Clifford Curzon M Beethoven 

1952 11-Jan Clifford Curzon M Beethoven 

1952 13-Jan Clifford Curzon M Beethoven 

1952 17-Jan Rudolf Firkusny M Menotti 

1952 18-Jan Rudolf Firkusny M Menotti 

1952 19-Jan Rudolf Firkusny M Dvorak 

1952 20-Jan Rudolf Firkusny M Dvorak 

1952 26-Jan Nicole Henriot W Liszt 

1952 27-Jan Nicole Henriot W Liszt 

1952 7-Feb Myra Hess W Beethoven 

1952 8-Feb Myra Hess W Beethoven 
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Table 2.1. (continued) 

 

Year Date Performer M/W Composer 

1952 10-Feb Myra Hess W R. Schumann 

1952 23-Feb Frank Glazer M Rachmaninoff 

1952 6-Mar Monique de la Bruchollerie W Rivier 

1952 7-Mar Monique de la Bruchollerie W Rivier 

1952 8-Mar Grant Johannesen M Chopin 

1952 9-Mar Monique de la Bruchollerie W Tchaikovsky 

1952 29-Mar Oscar Levant M Rubinstein 

1952 30-Mar Oscar Levant M Rubinstein 

1952 3-Apr Robert Casadesus M Brahms 

1952 4-Apr Robert Casadesus M Brahms 

1952 5-Apr William Masselos M Brahms 

1952 6-Apr Robert Casadesus M Brahms 

1952 17-Apr Artur Rubinstein M Liszt 

1952 18-Apr Artur Rubinstein M Liszt 

1952 20-Apr Artur Rubinstein M Tchaikovsky 

1952 20-Nov Friedrich Gulda M Prokofiev 

1952 21-Nov Friedrich Gulda M Prokofiev 

1952 23-Nov Friedrich Gulda M Beethoven 

1952 27-Nov William Kapell M Mozart 

1952 28-Nov William Kapell M Mozart 

1952 4-Dec Leila Gousseau W Roussel 

1952 5-Dec Leila Gousseau W Roussel 

1952 7-Dec Leila Gousseau W Saint-Saens 

1952 11-Dec Rudolf Firkusny M Beethoven 

1952 12-Dec Rudolf Firkusny M Beethoven 

1952 20-Dec Guiomar Novaes W Beethoven 

1952 21-Dec Guiomar Novaes W Beethoven 

1953 3-Jan Eugene Istomin M Beethoven 

1953 8-Jan Clifford Curzon M Brahms 

1953 9-Jan Clifford Curzon M Brahms 

1953 11-Jan Clifford Curzon M Brahms 

1953 31-Jan Vera Franceschi W Mozart 

1953 1-Feb Vera Franceschi W Mozart 

1953 5-Feb Myra Hess W Ferguson 

1953 6-Feb Myra Hess W Ferguson 

1953 8-Feb Myra Hess W Beethoven 

1953 14-Feb Myra Hess W Beethoven 

1953 21-Feb Paul Badura-Skoda M Mozart 

1953 12-Mar Claudio Arrau M Beethoven 
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Table 2.1. (continued) 

 

Year Date Performer M/W Composer 

1953 13-Mar Claudio Arrau M Beethoven 

1953 15-Mar Claudio Arrau M Liszt 

1953 26-Mar Rudolf Serkin M Mozart 

1953 27-Mar Rudolf Serkin M Mozart 

1953 29-Mar Rudolf Serkin M Beethoven 

1953 11-Apr William Kapell M Brahms 

1953 12-Apr William Kapell M Brahms 

1953 18-Apr Anna Xydis W Rachmaninoff 

1953 19-Apr Artur Rubinstein M Saint-Saens 

1953 29-Oct Robert Casadesus M Saint-Saens 

1953 30-Oct Robert Casadesus M Saint-Saens 

1953 31-Oct Jean Casadesus M Mozart 

1953 1-Nov Robert Casadesus M Saint-Saens 

1953 12-Nov John Simms M Bezanson 

1953 13-Nov John Simms M Bezanson 

1953 22-Nov Daniel Wayenberg M Rachmaninoff 

1953 29-Nov Nicole Henriot W Ravel 

1953 3-Dec Eugene Istomin M Brahms 

1953 4-Dec Eugene Istomin M Brahms 

1953 10-Dec Paul Badura-Skoda M Mozart 

1953 11-Dec Paul Badura-Skoda M Mozart 

1953 12-Dec Rudolf Firkusny M Beethoven 

1953 13-Dec Rudolf Firkusny M Beethoven 

1953 31-Dec Leon Fleisher M Brahms 

1954 1-Jan Leon Fleisher M Brahms 

1954 2-Jan Jacob Lateiner M Prokofiev 

1954 3-Jan Leon Fleisher M Brahms 

1954 9-Jan Jacques Abram M Brahms 

1954 14-Jan Myra Hess W Mozart 

1954 15-Jan Myra Hess W Mozart 

1954 17-Jan Myra Hess W Mozart 

1954 28-Jan Rudolf Serkin M Mozart + Beethoven 

1954 29-Jan Rudolf Serkin M Mozart + Beethoven 

1954 30-Jan Byron Janis M Rachmaninoff 

1954 31-Jan Byron Janis M Rachmaninoff 

1954 6-Feb James MacInnes M Mendelssohn + Schoenberg 

1954 21-Feb Gonzalo Soriano M R. Schumann 

1954 27-Feb Rudolf Serkin M Beethoven 

1954 28-Feb Rudolf Serkin M Beethoven 
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Table 2.1. (continued) 

 

Year Date Performer M/W Composer 

1954 22-Apr Leila Gousseau W Chopin 

1954 23-Apr Leila Gousseau W Chopin 

1954 24-Apr Leonid Hambro M Helm 

1954 25-Apr Leonid Hambro M Rachmaninoff 

1954 21-Oct Robert Casadesus M Mozart + Beethoven 

1954 22-Oct Robert Casadesus M Mozart + Beethoven 

1954 26-Oct Gary Graffman M MacDowell 

1954 30-Oct Ania Dorfmann W Mendelssohn 

1954 4-Nov Pietro Scarpini M Prokofiev 

1954 5-Nov Pietro Scarpini M Prokofiev 

1954 7-Nov Van Cliburn M Prokofiev 

1954 14-Nov Van Cliburn M Tchaikovsky 

1954 18-Nov Clifford Curzon M Beethoven 

1954 19-Nov Clifford Curzon M Beethoven 

1954 4-Dec Clifford Curzon M Beethoven 

1954 5-Dec Clifford Curzon M Beethoven 

1954 11-Dec Gary Graffman M Prokofiev 

1954 12-Dec Gary Graffman M Prokofiev 

1955 6-Jan Claudio Arrau M Chopin 

1955 7-Jan Claudio Arrau M Chopin 

1955 9-Jan Claudio Arrau M Chopin 

1955 15-Jan Robert Casadesus M Beethoven 

1955 16-Jan Robert Casadesus M Beethoven 

1955 10-Feb Myra Hess W Brahms 

1955 11-Feb Myra Hess W Brahms 

1955 13-Feb Myra Hess W Brahms 

1955 17-Feb Rudolf Serkin M Brahms 

1955 18-Feb Rudolf Serkin M Brahms 

1955 20-Feb Rudolf Serkin M Brahms 

1955 3-Mar Walter Gieseking M Mozart 

1955 4-Mar Walter Gieseking M Mozart 

1955 6-Mar Walter Gieseking M Mozart 

1955 10-Mar Rudolf Firkusny M Beethoven 

1955 11-Mar Rudolf Firkusny M Beethoven 

1955 13-Mar Rudolf Firkusny M Beethoven 

1955 20-Oct Rudolf Serkin M Mozart + Mozart + Mozart 

1955 21-Oct Rudolf Serkin M Mozart + Mozart + Mozart 

1955 23-Oct Rudolf Serkin M Mozart + Mozart 

1955 3-Nov Pietro Scarpini M Mozart 
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Table 2.1. (continued) 

 

Year Date Performer M/W Composer 

1955 4-Nov Pietro Scarpini M Mozart 

1955 6-Nov Pietro Scarpini M Mozart 

1955 10-Nov Robert Casadesus M Casadesus 

1955 11-Nov Robert Casadesus M Casadesus 

1955 12-Nov Jean Casadesus M Saint-Saens 

1955 13-Nov Jean Casadesus M Saint-Saens 

1955 19-Nov Henri Deering M R. Schumann 

1955 24-Nov Alexander Brailowsky M Chopin 

1955 25-Nov Alexander Brailowsky M Chopin 

1955 26-Nov Robert Casadesus M Mozart 

1955 27-Nov Robert Casadesus M Mozart 

1955 1-Dec Eugene Istomin M Beethoven 

1955 2-Dec Eugene Istomin M Beethoven 

1955 10-Dec Leon Fleisher M Beethoven 

1955 11-Dec Leon Fleisher M Beethoven 

1956 26-Jan Gina Bachauer W Prokofiev 

1956 27-Jan Gina Bachauer W Prokofiev 

1956 29-Jan Gina Bachauer W Prokofiev 

1956 16-Feb Witold Malcuzynski M Rachmaninoff 

1956 17-Feb Witold Malcuzynski M Rachmaninoff 

1956 18-Feb Ventsis Yankoff M Beethoven 

1956 19-Feb Witold Malcuzynski M Rachmaninoff 

1956 23-Feb Leon Kirchner M Kirchner 

1956 24-Feb Leon Kirchner M Kirchner 

1956 15-Mar Wilhelm Backhaus M Beethoven 

1956 16-Mar Wilhelm Backhaus M Beethoven 

1956 18-Mar Wilhelm Backhaus M Beethoven 

1956 22-Mar Walter Gieseking M Beethoven 

1956 23-Mar Walter Gieseking M Beethoven 

1956 25-Mar Walter Gieseking M Beethoven 

1956 5-Apr Rudolf Firkusny M Brahms 

1956 6-Apr Rudolf Firkusny M Brahms 

1956 8-Apr Rudolf Firkusny M Brahms 

1956 20-Oct Stanley Babin M Beethoven 

1956 27-Oct Ruth Slenczynska W Chopin 

1956 1-Nov Robert Casadesus M Ravel 

1956 2-Nov Robert Casadesus M Ravel 

1956 8-Nov Byron Janis M Rachmaninoff 

1956 9-Nov Byron Janis M Rachmaninoff 
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Table 2.1. (continued) 

 

Year Date Performer M/W Composer 

1956 11-Nov Anna Xydis W Tchaikovsky 

1956 15-Nov Clara Haskil W Mozart 

1956 16-Nov Clara Haskil W Mozart 

1956 22-Nov Geza Anda M Bartok 

1956 23-Nov Geza Anda M Bartok 

1956 25-Nov Geza Anda M Liszt 

1956 8-Dec Robert Casadesus M Mozart 

1956 9-Dec Robert Casadesus M Mozart 

1956 13-Dec Rudolf Firkusny M Mozart 

1956 14-Dec Rudolf Firkusny M Mozart 

1956 16-Dec Rudolf Firkusny M Mozart 

1957 3-Jan Alexander Brailowsky M Rachmaninoff 

1957 4-Jan Alexander Brailowsky M Rachmaninoff 

1957 5-Jan Leonard Bernstein M Ravel 

1957 6-Jan Leonard Bernstein M Ravel 

1957 26-Jan Glenn Gould M Beethoven 

1957 27-Jan Glenn Gould M Beethoven 

1957 23-Feb Jean Casadesus M Beethoven 

1957 24-Feb Jean Casadesus M Beethoven 

1957 28-Feb Rudolf Serkin M Beethoven 

1957 1-Mar Rudolf Serkin M Beethoven 

1957 7-Mar Eugene Istomin M Beethoven 

1957 8-Mar Eugene Istomin M Beethoven 

1957 10-Mar Eugene Istomin M Beethoven 

1957 14-Mar Clifford Curzon M Mozart 

1957 15-Mar Clifford Curzon M Mozart 

1957 23-Mar Rudolf Serkin M Brahms 

1957 24-Mar Rudolf Serkin M Brahms 

1957 30-Mar Clifford Curzon M Grieg 

1957 31-Mar Clifford Curzon M Grieg 

1957 4-Apr Witold Malcuzynski M Chopin 

1957 5-Apr Witold Malcuzynski M Chopin 

1957 25-Apr Louis Kentner M Brahms 

1957 26-Apr Louis Kentner M Brahms 

1957 28-Apr Louis Kentner M Brahms 

1957 4-May Ray Dudley M Rachmaninoff 

1957 12-Oct Lilian Kallir W Mozart 

1957 13-Oct Andre Tchaikowsky M Prokofiev 

1957 17-Oct Louis Kentner M Bartok 
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Table 2.1. (continued) 

 

Year Date Performer M/W Composer 

1957 18-Oct Louis Kentner M Bartok 

1957 20-Oct Louis Kentner M Liszt 

1957 27-Oct Anton Kuerti M Mendelssohn 

1957 21-Nov Andre Tchaikowsky M Chopin 

1957 22-Nov Andre Tchaikowsky M Chopin 

1957 28-Nov Guiomar Novaes W R. Schumann 

1957 29-Nov Guiomar Novaes W R. Schumann 

1957 30-Nov Leonid Hambro M Gershwin 

1957 1-Dec Guiomar Novaes W R. Schumann 

1957 21-Dec Eugene List M Tchaikovsky 

1958 2-Jan Leonard Bernstein M Shostakovich 

1958 3-Jan Leonard Bernstein M Shostakovich 

1958 4-Jan Philippe Entremont M Prokofiev 

1958 5-Jan Leonard Bernstein M Shostakovich 

1958 16-Jan Jorge Bolet M Beethoven 

1958 17-Jan Jorge Bolet M Beethoven 

1958 19-Jan Jorge Bolet M Liszt 

1958 8-Feb Rudolf Serkin M Reger 

1958 16-Feb Rudolf Firkusny M Martinu 

1958 22-Feb Claudette Sorel W MacDowell 

1958 1-Mar Jacques Abram M Britten 

1958 13-Mar Glenn Gould M Schoenberg 

1958 14-Mar Glenn Gould M Schoenberg 

1958 16-Mar Glenn Gould M Schoenberg 

1958 20-Mar Myra Hess W Beethoven 

1958 21-Mar Myra Hess W Beethoven 

1958 23-Mar Myra Hess W Beethoven 

1958 2-Apr Leonard Bernstein M Ravel 

1958 17-Apr Artur Rubinstein M Brahms 

1958 18-Apr Artur Rubinstein M Brahms 

1958 9-Oct Guiomar Novaes W Chopin 

1958 10-Oct Guiomar Novaes W Chopin 

1958 11-Oct Guiomar Novaes W Chopin 

1958 12-Oct Guiomar Novaes W Chopin 

1958 16-Oct Van Cliburn M Rachmaninoff 

1958 17-Oct Van Cliburn M Rachmaninoff 

1958 18-Oct Van Cliburn M Rachmaninoff 

1958 19-Oct Van Cliburn M Rachmaninoff 

1958 23-Oct Eugene Istomin M R. Schumann 
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Table 2.1. (continued) 

 

Year Date Performer M/W Composer 

1958 24-Oct Eugene Istomin M R. Schumann 

1958 25-Oct Eugene Istomin M R. Schumann 

1958 26-Oct Lee Luvisi M Beethoven 

1958 30-Oct Gyorgy Cziffra M Liszt 

1958 31-Oct Gyorgy Cziffra M Liszt 

1958 1-Nov Gyorgy Cziffra M Liszt 

1958 2-Nov Gyorgy Cziffra M Liszt 

1958 27-Nov Vladimir Ashkenazy M Prokofiev 

1958 28-Nov Vladimir Ashkenazy M Prokofiev 

1958 29-Nov Vladimir Ashkenazy M Prokofiev 

1958 30-Nov Vladimir Ashkenazy M Prokofiev 

1958 4-Dec Claudio Arrau M Beethoven 

1958 5-Dec Claudio Arrau M Beethoven 

1958 6-Dec Claudio Arrau M Beethoven 

1958 18-Dec Rosalyn Tureck W Bach + Bach 

1958 19-Dec Rosalyn Tureck W Bach + Bach 

1958 20-Dec Rosalyn Tureck W Bach + Bach 

1958 21-Dec Rosalyn Tureck W Bach + Bach 

1959 1-Jan Gina Bachauer W Brahms 

1959 2-Jan Gina Bachauer W Brahms 

1959 3-Jan Gina Bachauer W Brahms 

1959 4-Jan Gina Bachauer W Brahms 

1959 1-Feb Russell Sherman M Brahms 

1959 8-Feb Leonard Pennario M Rachmaninoff 

1959 15-Feb Gary Graffman M Tchaikovsky 

1959 22-Feb Jacob Lateiner M R. Schumann 

1959 26-Feb Rudolf Serkin M Beethoven 

1959 27-Feb Rudolf Serkin M Beethoven 

1959 28-Feb Rudolf Serkin M Beethoven 

1959 1-Mar Rudolf Serkin M Beethoven 

1959 8-Mar William Masselos M Saint-Saens 

1959 2-Apr Glenn Gould M Mozart 

1959 3-Apr Glenn Gould M Mozart 

1959 4-Apr Glenn Gould M Mozart 

1959 5-Apr Glenn Gould M Beethoven 

1959 9-Apr Lukas Foss M Mozart 

1959 10-Apr Lukas Foss M Mozart 

1959 11-Apr Lukas Foss M Mozart 

1959 12-Apr Lukas Foss M Mozart 
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Table 2.1. (continued) 

 

Year Date Performer M/W Composer 

1959 5-Nov Robert Casadesus M Beethoven 

1959 6-Nov Robert Casadesus M Beethoven 

1959 7-Nov Robert Casadesus M Beethoven 

1959 8-Nov Jacques Klein M Rachmaninoff 

1959 29-Nov Claude Frank M Beethoven 

1959 20-Dec Sylvia Zarembia W Grieg 

 

Figure 2.2 shows the number of concerti performed in subscription season 

concerts (1950-2019) by gender. Aside from displaying the abysmally low numbers of 

women featured in their subscription season programming (there were only 13 concerto 

performances given by women over the last decade!), there is only so much information 

this chart can give us.20 It is because there is such a large divide in numbers between the 

men and women presented by the New York Philharmonic that it is extremely difficult to 

assess whether repertoire is indeed truly segregated by gender.21 It is for this very reason 

that I have decided to take the data from my excel sheets and calculate the percentage of 

occurrence a composer has within each gender group. For example: women performed 75 

 
20 Low representation of women artists in recent years is seen in popular music as 

well. Using the Hot 100 Year-End Billboard charts from 2012-2019, Smith, Pieper, 

Clark, Case, and Choueiti analyzed gender representation across 800 popular songs. Only 

21.7% of all artists were women. Between 2013-2020, women made up only 11.3% of 

Grammy nominees. Dr. Stacy L. Smith, Dr. Katherine Pieper, Hannah Clark, Ariana 

Case, and Marc Choueiti, Inclusion in the Recording Studio? Gender and Race/Ethnicity 

of Artists, Songwriters & Producers across 800 Popular Songs from 2012-2019 (Los 

Angeles: USC Annenberg Inclusion Initiative, 2020), 

https://assets.uscannenberg.org/docs/aii-inclusion-recording-studio2021.pdf.  

 

21 Though limited, there is movement towards more equitable programming 

between 1960-1999. From the 1990s onward, the rate at which women pianists performed 

concerti with the New York Philharmonic decreases significantly while the rate at which 

men pianists performed concerti increases. 

 

https://assets.uscannenberg.org/docs/aii-inclusion-recording-studio2021.pdf
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concerti over the period of 1950-1959 of which 11 were Mozart (see Figure 2.1). This 

means that they performed Mozart at a rate of 15% (all percentages are rounded up to the 

nearest percent), while men, having performed a total of 295 concerti (45 of which were 

Mozart) also performed his works at a rate of 15% (see Figure 2.3). Even with the vast 

difference in the number of subscription season concerts given by each gender, in gender 

neutral programming, the rates at which composers are performed should be of similar 

value. You will see from the charts below that this is not often the case.22  

 Between 1950-1959, there are several composers that are performed by one 

gender and not the other (Khachaturian, Reger, Bliss, Bach, etc.), though the one that I 

would consider the most mainstream (Bach) is performed only by women (see Figure 

2.3). You will notice that the rates of Rachmaninoff, Liszt, Schumann, Prokofiev, 

Tchaikovsky, Brahms, and Mozart performances are near equal between the genders. The 

composers with the largest discrepancies in rates are Chopin, Bach, and Beethoven (with 

women performing Chopin and Bach at a higher rate than men, and men performing 

Beethoven at a higher rate than women). 

 

 
22 Please note that composers listed with no bar indicate that performances of 

these composers did take place, but the rate at which these composers were performed 

was not high enough to be pictured. Also note that each chart is scaled differently from 

the next. 
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Figure 2.1. The Number of Times a Pianist of Either Gender Performed a 

Composer’s Work (1950-1959) 
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Figure 2.2. The Number of Concerti Performed by Men and Women in NY 

Philharmonic Subscription Season Concerts (1950-2019) 

 

In the 1960s we begin to see more mainstream composers being performed by men and 

not women (Ravel, Brahms, Bartok, Gershwin, Tchaikovsky, Mendelssohn).23 The 

largest differences in rates exist between the performances of Saint Saens, Schumann, 

and Mozart, with women playing these composers at a higher rate than men (especially 

the staggering difference in Mozart). Interestingly, the rates at which Chopin and 

Beethoven are performed in this decade are much closer (see Figure 2.4). 

 

 

 

 

 
23 Though he is not listed here, I would also consider Grieg to be a mainstream 
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Figure 2.3. For Each Gender Group, What Proportion of Their Repertoire is Made 

Up of a Particular Composer? (1950-1959) 
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Figure 2.4. For Each Gender Group, What Proportion of Their Repertoire is Made 

Up of a Particular Composer? (1960-1969) 

0% 5% 10% 15% 20% 25% 30% 35%

Barber

Bartok

Beethoven

Bliss

Brahms

Chopin

Copland

Diamond

Gershwin

Grieg

Khachataurian

Kirchner

Liszt

MacDowell

Martinu

Mendelssohn

Mozart

Poulenc

Prokofiev

Rachmaninoff

Ravel

Saint-Saens

Schumann

Tchaikovsky

Weber

Women

Men



 

31 

From 1970-1979 there is a reversal seen in the rate of women and men performing 

Beethoven and Mozart (Figure 2.5). While in the 1960s men were performing Beethoven 

at a much higher rate than women, in the 1970s women were performing Beethoven at a 

much higher rate than men. A similar phenomenon is seen in the performances of Mozart 

during the 1970s. Men were performing Mozart at a significantly higher rate than the 

women. What stands out to me in this chart is the rate at which men play Brahms. 

Brahms makes up a huge chunk of men pianists’ repertoire between 1970-1979, having 

been performed at a rate of 8%. While this may not seem significant, there are only two 

other composers performed by men at a higher rate (Mozart at 28% and Beethoven at 

17%). 

Between 1980-1989 this trend continues (see Figure 2.6). The women perform 

Beethoven at a higher rate than men and the men perform Mozart at a higher rate than 

women. Beyond these two composers, the largest differences in rates of more mainstream 

composers are seen in performances of Mendelssohn, Tchaikovsky, Rachmaninoff, 

Chopin, Ravel, Liszt, Bartok and Brahms. In all but the performances of Liszt, Bartok, 

and Brahms, the women are performing these composers at a higher rate than the men. 
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Figure 2.5. For Each Gender Group, What Proportion of Their Repertoire is Made 

Up of a Particular Composer? (1970-1979) 
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Figure 2.6. For Each Gender Group, What Proportion of Their Repertoire is Made 

Up of a Particular Composer? (1980-1989) 
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Beginning in the 1990s we begin to see a huge shift in the performances of 

Mozart (see Figure 2.7). The women again begin performing Mozart at a rate 

significantly higher than the men. In this decade, men and women performed Beethoven 

at a much more equitable rate though men’s performances of Beethoven made up 18% of 

their programming, while women’s performances of Beethoven made up 12% of their 

programming. Brahms, in this instance, is once again only performed by men. In fact, 

there have been no performances of Brahms by women in subscription season concerts 

since the 1950s. 

Between 2000-2009 there are several changes that take place, as Figure 2.8 

demonstrates. Men and women are performing Mozart, Brahms, Rachmaninoff, and 

Prokofiev at similar rates. Haydn and Brahms make an appearance in women’s repertoire 

for the first time since the 1950s and Chopin is performed only by men. There is a wide 

variety of repertoire featured in the performances given by women, particularly when 

compared to the repertoire women performed between 2010-2019, shown in Figure 2.9. 

One dramatic finding is that, across the board, the range in repertoire amongst both 

genders has decreased tremendously since the 1950s. Between 1950-1959, thirty-five 

composers were featured in the subscription season concerts. Between 1960-1969, 

twenty-five, 1970-1979, twenty-four, 1980-1989, twenty-seven, 1990-1999, twenty-one, 

2000-2009, twenty-two, and 2010-2019, twenty-four. Of note in the 2010s, is the 

difference in performance rates of Brahms, Prokofiev, and Mozart. It is important to 

remember that there were so few performances of piano concerti given by women 

pianists during this decade that just one performance makes all the difference. From 

2010-2019, women only gave thirteen performances of concerti, four by Mozart, four by 



 

35 

Brahms, four by Prokofiev, and one by Chopin. The sudden influx in Brahms 

performances happened in 2018 between February 28 and March 3 when Yuja Wang 

performed Brahms concerti four times with the New York Philharmonic. So between 

2010-2019, the only performances of Brahms given by a woman happened within the 

span of four days! Over the course of that same decade, men gave twenty-one 

performances of Brahms piano concerti. 

Looking at all of these charts, there are a number of findings worth discussing. I’d 

like to start by illustrating how often each gender group performed the most popular 

composers. I have extrapolated data from the above charts for performances of Mozart, 

Beethoven, Chopin, Brahms, Rachmaninoff, Ravel, and Prokofiev. Not only are these six 

composers’ piano concerti performed the most in New York Philharmonic Subscription 

Season Concerts, but also within each gender group. To look at the other composers 

would be futile, as the popularity of a work, as demonstrated by the frequency of its 

scheduling in this particular subscription concert season, must also be taken into 

consideration. Though I would love to look into the concertos by Bach and Haydn, it 

would not make sense to do so as both composers were performed too infrequently to 

consider with any real weight.  
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Figure 2.7. For Each Gender Group, What Proportion of Their Repertoire is Made 

Up of a Particular Composer? (1990-1999) 
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Figure 2.8. For Each Gender Group, What Proportion of Their Repertoire is Made 

Up of a Particular Composer? (2000-2009) 
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Figure 2.9. For Each Gender Group, What Proportion of Their Repertoire is Made 

Up of a Particular Composer? (2010-2019) 
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Below I have listed charts for Mozart, Beethoven, Chopin, Brahms, 

Rachmaninoff, Ravel, and Prokofiev which detail the rate at which men and women 

performed each composer. For example, in 1990-1999, 41% of women’s concerto 

performances were made up of Mozart while only 15% of men’s concerto performances 

were made up of Mozart (see Figure 2.10). As you read through these different charts, it 

is important to note that the charts are not to scale. The scale of the chart differs 

according to the popularity of the composer. See the chart detailing Mozart performances 

(Figure 2.10) versus the chart detailing Chopin performances (Figure 2.14). 

 

 

 

Figure 2.10. What Percentage of Women’s and Men’s Concerto Performances Were 

Made Up of Mozart in the NY Philharmonic Subscription Season? 
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Figure 2.11. What Percentage of Women’s and Men’s Concerto Performances Were 

Made Up of Beethoven in the NY Philharmonic Subscription Season? 
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Kapell, Eugene Istomin, Leon Fleisher, Jacques Abram, Rudolf Firkusny, Louis Kentner, 

and Russell Sherman. 
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Figure 2.12. What Percentage of Women’s and Men’s Concerto Performances Were 

Made Up of Brahms in the NY Philharmonic Subscription Season? 
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It is important to remember that 2010-2019 featured very few women pianists. 

Out of the thirteen performances that were given by women during that decade, Yuja 

Wang performed twelve of them. These performances were evenly distributed between 

Prokofiev, Mozart, and Brahms while Yulianna Avdeeva performed the thirteenth work: 

Chopin. While the rate at which women were performing Brahms, Mozart, Chopin, and 

Prokofiev far exceeds the rate of the men who performed these same composers, there 

were so few women performing that even one performance held a significant amount of 

statistical weight.  

 

 
 

Figure 2.13. What Percentage of Women’s and Men’s Concerto Performances Were 

Made Up of Ravel in the NY Philharmonic Subscription Season? 
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Other general trends that I have noticed include men playing Prokofiev at a much 

greater rate than women from the 1980s onward (aside from 2000-2009 where the rates 

between the two genders are almost equal). The charts of Chopin and Ravel performances 

show that women perform these composers at a rate that is reliably higher than the men’s. 

It is only between 2000-2009 that no women are featured performing Chopin. Similarly, 

there are no performances of Ravel between 1960-1969 and 2010-2019. What is curious, 

is that as performances of Ravel concerti increased amongst women, performances of 

Chopin concerti decreased and vice versa (see Figures 2.12 and 2.13).   

 

 

Figure 2.14. What Percentage of Women’s and Men’s Concerto Performances Were 

Made Up of Chopin in the NY Philharmonic Subscription Season? 
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Figure 2.15. What Percentage of Women’s and Men’s Concerto Performances Were 

Made Up of Rachmaninoff in the NY Philharmonic Subscription Season? 

 

 

Figure 2.16. What Percentage of Women’s and Men’s Concerto Performances Were 

Made Up of Prokofiev in the NY Philharmonic Subscription Season? 
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When comparing the rates at which the most popular composers were represented over a 

period of 70 years, women generally performed Mozart, Chopin, and Ravel at a higher 

rate than men, while men more often performed Prokofiev, Rachmaninoff, Beethoven, 

and Brahms at a higher rate than women (see Figure 2.17). 

 

 

Figure 2.17. Out of all Performances from 1950-2019, What Percentage Was Made 

Up of Beethoven, Mozart, Brahms, Chopin, Rachmaninoff, Ravel, and Prokofiev? 
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and Ravel concerti were more popular amongst performances given by woman, while the 

same could be said for Beethoven and Brahms, amongst men.  

 Alternately, I was curious to see how women fared when performing composers 

that lived more recently. For each decade, I calculated the rate at which each gender 

performs a work composed after 1891 (the year Rachmaninoff’s first piano concerto was 

composed).24 Figure 2.18 displays these findings. From 1950-2009, the rate at which 

women performed more recently composed music was not all that different from the 

men’s. It is only in the last decade that there were no performances of more modern 

works. Between 2010-2019 was when we saw a sudden drop off in women pianists, and 

an evident push towards more canonic works. 

 
24 A note about time periods—those who composed from the 1900s onward were 

considered “modern” composers as they were actively competing against composers from 

previous eras whose works were already canonized within the classical music tradition. 

Music conservatories and schools require students applying for their programs to audition 

with repertoire that is representative of four different historical categories. The first three 

are usually clearly defined (Baroque, Classical, Romantic), while the last (Modern) is 

often a grey area. The latter of the four is often defined on admission websites as a 

twentieth or twenty-first century work or an impressionistic or contemporary work. 

Similarly, the Mostly Modern Festival (Saratoga Springs, NY), a festival dedicated to the 

performance of modern music requires students participating in their concerto 

competition to choose repertoire composed in either the twentieth or twenty-first century. 

Because I organized my data by composer, not work, it made the most sense to pick a 

composer whose concerto output began at the cusp of the twentieth century. 

Rachmaninoff’s first piano concerto was written in 1891. It is also important to consider 

that for pianists performing in the 1950s, music written in 1891 would have felt current. 

J. Peter Burkholder, Donald Jay Grout, and Claude V. Palisca, A History of Western 

Music, (New York: W.W. Norton, 2010), 785. Johns Hopkins Peabody Institute, 

“Auditions,” accessed February 3, 2022, https://peabody.jhu.edu/academics/instruments-

areas-of-study/piano/auditions/. Boyer College of Music and Dance, “Master’s Audition 

Requirements,” accessed February 3, 2022, https://boyer.temple.edu/admissions/audition-

requirements/masters-audition-requirements. Mostly Modern Festival, “MMF Concerto 

Competition Information,” accessed February 3, 2022, 

https://mostlymodernfestival.org/concerto-competiton.  

https://peabody.jhu.edu/academics/instruments-areas-of-study/piano/auditions/
https://peabody.jhu.edu/academics/instruments-areas-of-study/piano/auditions/
https://boyer.temple.edu/admissions/audition-requirements/masters-audition-requirements
https://boyer.temple.edu/admissions/audition-requirements/masters-audition-requirements
https://mostlymodernfestival.org/concerto-competiton
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Figure 2.18. What Percentage of Women’s and Men’s Concerto Performances Were 

Made Up of Modern Music in the NY Philharmonic Subscription Season? 
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how representation and repertoire would compare. Championed by the late Leonard 
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specifically towards children.25 This season has often featured young performers (many 
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25 New York Philharmonic, “Young People’s Concerts,” accessed January 29, 

2022, https://nyphil.org/education/young-peoples-concerts/current. 
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performances occur with less regularity than the subscription season concerts, but I was 

still able to track trends in gender representation and programming. I found it concerning 

that much like the subscription season, we see a sharp decline over the years in the 

representation of girls and women (see Figure 2.19). 

Unfortunately, the data was not sufficient enough to do an in-depth study of each 

decade as concerts featuring pianists did not take place annually and occurred at most at a 

maximum of four performances per year (see Figure 2.20). The decline in the number of 

young people’s concerts featuring pianists does not correlate to an overall decrease in 

programming. The total number of Young People’s Concerts has increased in more 

recent years.  

 

Figure 2.19. Young People’s Concerts: Number of Concerti Performed with 

Orchestra by Gender 
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Looking at the chart below, the representation of composers is far more equitable (see 

Figure 2.20). Taking into consideration that amongst the Brahms and Ravel concerti 

performances, one performance of each concerto included excerpts only and not a full 

movement, all composers were represented almost equally. Why is it that these 

composers are being represented far more equitably in the Young People’s Concerts? 

Does gender hold less weight in the assignment of repertoire when the performer is not 

yet of professional status? Or is gender less of a factor when the performance is being 

given in a less prestigious setting?  

 

Figure 2.20. Number of Concerti Performed by Each Gender in the Young People’s 

Concert Season (1950-2019)  
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CHAPTER 3: NEW YORK TIMES REVIEWS OF WOMEN PIANISTS 

PERFORMING IN SUBSCRIPTION SEASON CONCERTS 

 

 

 The previous chapter establishes that in the New York Philharmonic Subscription 

Season Concerts, repertoire varied greatly by gender. If, as it seems, repertoire is indeed 

segregated based on assumptions about gender that limit what women are encouraged to 

play, do these views carry over into how professional critics respond in print?  

 The New York Times is one of the most trusted newspapers in the world. Located 

in New York City, it regularly reviews performances given by the New York 

Philharmonic and has digitally archived all of its papers beginning well before 1950. 

Using the reviews published in the New York Times, I set out to determine the rate at 

which reviews of women pianists performing in the New York Philharmonic 

Subscription Season Concerts featured gender bias and whether there was any correlation 

to the composer being performed.  

In the second chapter, I chose to narrow my focus in on the more popular 

composers so as to have a larger pool of data from which to draw information from. I 

decided to do the same for this chapter and have researched the New York Times reviews 

of women pianists performing Beethoven, Mozart, Chopin, Brahms, Rachmaninoff, 

Ravel, and Prokofiev concerti in the New York Philharmonic Subscription Season 

Concerts. Nearly every set of performances I studied was reviewed by a New York Times 

critic. For example, in 1951 Myra Hess performed Brahms’s Piano Concerto No. 2 in B-

flat Major, op. 83 on February 8, 9, and 11. For these three performances a review was 

published on February 9, a day after the first concert. There were also instances in which 

a review was published pre-emptively. For example, Hélène Grimaud performed 
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Rachmaninoff’s Piano Concerto No. 2 in C Minor, op. 18 on May 26, 27, and 28 in the 

subscription season concerts. The review of her performances with the orchestra was 

actually published on May 26 in reaction to her performance of the same concerto with 

the New York Philharmonic on May 25. 

Out of the ninety-six sets of performances given of these seven composers’ 

concerti, there are only ten which were not reviewed (see Table 3.1).26 Among the eighty-

six that have been reviewed, only one, the review written in reaction to Grimaud’s 2005 

performance of Rachmaninoff’s Piano Concerto No. 2 in C minor, op. 18 (referenced 

above) is written pre-emptively.  

Table 3.1. Performances of Beethoven, Mozart, Chopin, Brahms, Rachmaninoff, 

Ravel, and Prokofiev Concerti by Women Pianists for Which Reviews are Non-

Existent 

 

ARTIST YEAR DATE COMPOSER 

Guiomar Novaes 1951 Dec. 16 Chopin 

Nicole Henriot 1953 Nov. 29 Ravel 

Jeanne-Marie Darre 1965 Feb. 18, 19, 20, 21 Beethoven 

Martha Argerich 1973 Apr. 12, 13, 14, 17 Chopin 

Alicia de Larrocha 1986 Oct. 16, 17, 18, 21 Mozart 

Elisabeth Leonskaja 1991 Feb. 28, Mar. 1, 2, 5 Mozart 

Alicia de Larrocha 1994 Mar. 3, 4, 5, 8 Ravel 

Alicia de Larrocha 1999 Dec. 16, 17, 18 Mozart 

Alicia de Larrocha 2001 Oct. 11, 12, 13. Mozart 

Yuja Wang 2016 Feb. 3, 4, 5, 6 Mozart 

 
26 The concert reviewed on November 14, 1970 featured Gina Bachauer 

performing both Prokofiev and Beethoven piano concerti. Though these two pieces were 

performed together in the same set of concerts, I counted them as two separate sets as 

they are two different works. The review of this concert is counted twice throughout this 

chapter, once within the context of Beethoven reviews, and once within the context of 

Prokofiev reviews. I treated the concert review published on March 6, 1981 similarly. In 

the concert reviewed, Alicia de Larrocha performed two Ravel piano concerti. The 

review is tallied twice to account for the performance of two separate works. 
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I analyzed these eighty-six reviews via three different methods. The first assessed the 

reviewer’s attention to technique, tone, phrasing, sound production, and interpretation, 

the second categorized each review by its positive, negative, or neutral status, and the 

third involved taking stock of whether or not a review featured gender bias. 

 If we take into consideration the information we learned in the previous chapter 

(how women’s repertoire differs from men’s in the New York Philharmonic Subscription 

Season concerts between 1950-2019—men play Beethoven and Brahms at a higher rate 

than women, and women play Chopin, Mozart, and Ravel at a higher rate than men), a 

few curious trends begin to take shape. When analyzing these reviews for attention to 

technique, tone, phrasing, sound production, and interpretation I found that the New York 

Times reviews of Brahms and Beethoven concerti were more likely to mention sound 

production negatively than any other quality.27 This is not the case for performances of 

Rachmaninoff or Prokofiev, two composers whose concerti also require large volumes of 

sound from the soloist and are performed by women pianists in the subscription season 

concerts at an almost equal rate to men. 

  I found that concerts which featured performances of Beethoven, Mozart, Ravel, 

and Prokofiev were more likely to be successfully received while performances of 

Chopin, Brahms, and Rachmaninoff resulted in an almost equal probability of garnering a 

negative or positive review (see Figure 3.1). I would have expected there to be some 

relationship between the results of these reviews and the composers women pianists were 

 
27 In response to the performances of Ravel, there is one review which references 

the performer’s sound production negatively and one which references the performer’s 

technique negatively. Throughout all of the other reviews of Ravel piano concerti there 

are no other elements cited negatively. Please note the small sample size.  
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more likely to play than men (Chopin, Ravel, and Mozart) or less likely to play 

(Beethoven and Brahms). Seeing as there is no such correlation, I am inclined to think 

that the likelihood of a review being positive is not tied to the composer being performed.  

 

 

Figure 3.1. New York Times Reviews, 1950-2019, Positive, Negative, or Neutral?  

 

I was also curious to see whether there were any trends in positive and negative reviews 

of women pianists over the entirety of the period studied (1950-2019). For the most part, 

the proportions between positive and negative reviews remains the same across the board 

(see Figure 3.2). We do see a drop off in positive reviews in the 1980s though an increase 

in neutral ones. 2010-2019 is an unusual data set, though there were far too few 

performances of these particular composers to consider these differences with any real 

weight. Generally, the existence of gender bias in the review always coincided with a 
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review that was on the whole positive or neutral, all save one (the review of Yulianna 

Avdeeva playing Chopin in 2011).28  

 

 

Figure 3.2. New York Times Reviews of Mozart, Beethoven, Chopin, Brahms, 

Rachmaninoff, Ravel, and Prokofiev, Between 1950-2019. 

 

There are multiple scholars who have discussed how gender is encoded in 

language. Four in particular served as a framework for my analyses. British linguist 

Roger Fowler’s book Language in the News: Discourse and Ideology in the Press notes 

how words highlighting gender imply deviance from the norm (“female doctor,” “female 

accountant”).29 He also discusses the tendency to infantilize women through the use of 

 
28 See page 63 for an analysis of this particular review. 

 

29 Roger Fowler, Language in the News: Discourse and Ideology in the Press, 

(New York: Routledge, 1991), 96. 
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“diminutive [or] juvenile” words (“sweetie,” “girl”) and how women, more so than men, 

are likely to be discussed via their familial relationships or domestic terms (“wife,” 

“mother”). Furthermore, he analyzes excerpts of writing which present women 

“frivolously and in terms of sexual stereotypes.” He notes that women are sexualized 

through the employment of “physical and sexual surplus, an exaggeration of the body and 

its expressiveness,” and often with words that could not be readily applied to men.30  

Endorsed by the NCTE (National Council of Teachers of English) Committee on 

the Role and Image of Women in the Council and the Profession as well as the NCTE 

Committee on Public Doublespeak, the book Sexism and Language features a chapter 

titled, “Sexism as Shown Through the English Vocabulary” by linguist and literary 

scholar Alleen Pace Nilsen. Nilsen describes how the English language “glorifies 

maleness.” She notes the value society puts on strength and that to complement a man, 

one needs but to comment on their masculine qualities ( i.e. “virile,” “manly”). She 

makes mention of the fact that boys and men are often told to “Be a man!” (or to be 

“honorable, strong, righteous, and whatever else the speaker thinks desirable”), while 

woman are never told to “Be a woman.”31 She notes that if anything, girls are told to act 

like a lady (“act feminine,” “talk softly,” “walk gracefully,” exemplify good etiquette and 

decorum).32  

 
30 Ibid., 102-103. 

 
31 Alleen Pace Nilsen, Haig Bosmajian, H. Lee Gershuny, and Julia P. Stanley, 

Sexism and Language (Illinois: National Council of Teachers of English, 1977), 30. 

 

32 In a separate chapter, “Gender-Marking in American English: Usage and 

Reference, Julia P. Stanley, discusses how in the Random House Dictionary of the 

English Language (1966) it is written that the word “womanly” “implies resemblance in 
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A portion of the chapter is dedicated to Nilsen’s own study of a 1964 college 

edition of Webster’s New World Dictionary of the American Language. She notes that 

517 words are listed with masculine or feminine markers. Those that were marked 

feminine “tended to deal with aesthetically pleasing little things,” (i.e. “Queen Anne’s 

lace,” “lady’s slipper,” “granny knot”), while those that were marked masculine were 

“more serious or powerful,” (i.e. “statesmanship,” “brotherhood”). She also found that a 

surplus of words that dealt with age (“old lady, old maid, old wife, old wives’ tale, old 

womanish”) were marked feminine, and that many had a negative connotation and no 

masculine equivalent.33 

While Nilsen’s observations are based on words that are “marked,” linguist 

Deborah Cameron’s book, Feminism and Linguistic Theory explains how metaphorical 

gender is present in writing through the gendered distribution of active, passive, strong, 

and weak words. Cameron posits that the active and strong are more commonly used to 

describe men, while the weak and passive are used to describe women.34 Anna 

Feigenbaum, Professor in Communications and Digital Media at Bournemouth 

University has used this understanding of metaphorical gender to analyze press coverage 

of famous contemporary folk rock artist and label owner Ani DiFranco. In her article 

 
appropriate, fitting ways: womanly decorum, modesty.” Stanley explains how women are 

expected to maintain “decorum,” or to be “modest, weak, and gentle”, asking the reader,  

“Have you ever heard of masculine decorum? Ibid., 47-48. 

 

33 Ibid., 35.  

 

34 Deborah Cameron, Feminism and Linguistic Theory (London: The Macmillian 

Press, 1992), 82-85. 
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“‘Some Guy Designed this Room I’m Standing in’: Marking Gender in Press Coverage 

of Ani DiFranco,” Feigenbaum also categorizes press by its use of “intra-gender 

comparisons” (the most common type of comparison seen amongst reviews of women, 

which often groups women together, eliminating the artists’ individuality in the process) 

and “inter-gender comparisons” (which commonly involve labelling the woman artist as 

the woman version of a man artist, i.e. “a female Dylan,” a paradigm that is never 

reversed, i.e. the male Dolly Parton).35 Like Fowler, Feigenbaum similarly argues that 

one would never say “the male rocker,” just “the rocker” and gives other examples of 

words used to describe women that are specific to their gender, “muse,” “siren.”  

Feigenbaum posits that adjectival female markers such as these “stress the gender of the 

artist and work to contain her authority within patriarchal parameters […] as they have no 

masculine counterparts.”36 

Using these four sources as a guide, I noted whether each review gave feedback 

that displayed elements of gender bias. Though Cameron and Feigenbaum would argue 

that words used to describe the interpretation of a work (i.e. sensuous, poetic, sweet 

lyricism, thin, and supple) are also gendered, I felt that it was important to focus only on 

those which were utilized to draw attention to the woman pianist’s gender. While the 

number of reviews flagged for bias may seems low (for example, only three reviews were 

flagged out of twenty-four for women performing Mozart’s piano concerti), it is 

 
35 Anna Feigenbaum, “‘Some Guy Designed this Room I’m Standing In’: 

Marking Gender in Press Coverage of Ani DiFranco,” Popular Music 24, no. 1 (2005): 

40-41. 
 

36 Ibid., 40. 

 



 

58 

important to remember that they make up a large proportion of the coverage given to the 

women pianists performing these works. 

The reviews listed below make up 13% of the reviews published of women 

pianists’ performances of Mozart concerti in the New York Philharmonic Subscription 

Season Concerts (see excerpts below). 

1. Clara Haskil November 16, 1956: 

Miss Haskil, a small, slight, gray-haired woman in a black velvet gown with white 

satin collar, looked fragile and grandmotherly as she walked out to the piano. But 

as she launched into Mozart’s D minor Concerto, she quickly dispelled any 

impression of genteel delicacy […] In the tumultuous G minor section of the slow 

movement there could have been more weight in the tone, but this was the only 

place where this slight woman lacked the strength for the task.37 

 

2. Imogen Cooper April 20, 1999: 

 

Here and there, especially in the Andante, Ms. Cooper added embellishments to 

some bare melodic lines, which would have been unremarkable were it not well 

known that Mr. Davis generally opposes the practice, strongly advocated by 

early-music practitioners. Adding ornamentation to an austere melodic moment, 

he has said, is like dressing up a phrase in ‘dolly’s clothes.’ Perhaps, but Ms. 

Cooper’s embellishments were a model of tastefulness.38 

 

 

 

 

 

 

 

 
37 Howard Taubman, review of concert performance by Clara Haskil, Paul Paray, 

and the New York Philharmonic, Carnegie Hall, New York, NY, New York Times, 

November 16, 1956, accessed February 22, 2022, 

https://timesmachine.nytimes.com/timesmachine/1956/11/16/87220297.html. 
 

38 Anthony Tommasini, review of concert performance by Imogen Cooper, Colin 

Davis, and the New York Philharmonic, Avery Fisher Hall, New York, NY, New York 

Times, April 20, 1999, accessed February 22, 2022, 

https://timesmachine.nytimes.com/timesmachine/1999/04/20/294250.html?pageNumber=

70. 
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3. Mitsuko Uchida May 5, 2006: 

 

Ms. Uchida's elfin presence onstage has always been a part of her charm. One 

hopes that she is not becoming overly enamored of it. Her face-making and 

mouthing of words during Ms. Isokoski's Mozart was a visual distraction, 

siphoning attention from where it belonged. In the concerto, with the solo work to 

herself, Ms. Uchida became more subdued.39 

 

The first, a review of Haskil’s performance, juxtaposes the pianist’s ability to perform 

against her age and gender. Haskil, as a frail, grey-haired, grandmotherly woman, 

wearing grandmotherly clothes no-less (velvet black dress), is in the eyes of the reviewer, 

directly incongruent with the nature of her performance. Her inability to produce a sound 

in the slow movement that satisfies the reviewer is again measured against her “slight” 

figure. In my hunt for men pianists who have been called “grandfatherly,” I came across 

a review of Vladimir Horowitz which states,   

In his later years he wore a slightly pixieish grandfatherly expression seemingly 

out of character with the emotional investment he still was capable of making in 

music. The earlier ‘stupendous fortissimos perhaps faded off by a decibel or two, 

but he never lost his determination to play from deep within himself.40 

 

Here Horowitz’s “expression” is “grandfatherly,” not his persona, the description of his 

expression an aside, not a focus. Paired with fragile, the reference to Haskil’s 

“grandmotherly” persona has a distinctly negative connotation, while the description of 

Horowitz is more neutral. 

 
39 Bernard Holland, review of concert performance by Mitsuko Uchida, Soile 

Isokoski, Colin Davis, and the New York Philharmonic, Avery Fisher Hall, New York, 

NY, New York Times, May 5, 2006, accessed February 22, 2022, 

https://www.nytimes.com/2006/05/05/arts/music/05nyph.html?searchResultPosition=1. 

 

40 “Vladimir Horowitz,” The Washington Post, accessed February 22, 2022, 

https://www.washingtonpost.com/archive/opinions/1989/11/07/vladimir-

horowitz/6b56feb2-ad2d-4896-80ab-363f7a8a2393/. 

 

https://www.washingtonpost.com/archive/opinions/1989/11/07/vladimir-horowitz/6b56feb2-ad2d-4896-80ab-363f7a8a2393/
https://www.washingtonpost.com/archive/opinions/1989/11/07/vladimir-horowitz/6b56feb2-ad2d-4896-80ab-363f7a8a2393/
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The second review does not comment outright on Cooper’s gender or appearance, 

but it does feature metaphorical gender through the discussion of Cooper’s decision to 

include ornamentation in her playing. In this instance, the reviewer references the 

conductor’s belief that ornamentation applied to an “austere” melody is the equivalent of 

“dressing up a phrase in ‘dolly’s clothes,’” both frivolous and unnecessary. In choosing 

to feature this outlook in his review of Cooper, the reviewer is indirectly equating 

Cooper’s stylistic choices to a pastime commonly associated with young girls.41 

The third review compares Mitsuko Uchida’s appearance and stage presence to 

that of an elf. The reviewer argues that it is a distraction from the music, insinuating that 

she might enjoy too much that the audience finds her charming. It is curious that the 

reviewer should compare Uchida to an elf. Though there are male elves, elves are often 

portrayed in popular literature as feminine creatures (cute, little, the men donning long 

hair). As there is no masculine equivalent, Feigenbaum would argue that this is an 

example of an “adjectival female marker.”42  

Amongst the reviews published of women pianists’ performances of Beethoven 

concerti, I found six that were worthy of further examination. These six make up 29% of 

 
41 At the end of the book Sexism and Language, the NCTE includes guidelines 

for nonsexist language. They describe how in teaching units, teachers should avoid using 

examples that are segregated by sex, for example, “Jill carefully stitched the hem in her 

new dress,” versus “Jill balanced carefully as she reached for the next branch of the old 

tree.” Alleen Pace Nilsen, Haig Bosmajian, H. Lee Gershuny, and Julia P. Stanley, 

Sexism and Language (Illinois: National Council of Teachers of English, 1977), 189. 

 

42 Anna Feigenbaum, “‘Some Guy Designed This Room I’m Standing in’: 

Marking Gender in Press Coverage of Ani DiFranco,” Popular Music 24, no. 1 (2005): 

40. 
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all reviews published between 1950-2019 of women pianists’ performances of Beethoven 

concerti in the subscription season concerts (see excerpts below). 

1. Moura Lympany March 27, 1950: 

 

Her keyboard work may be called feminine insamuch as she does not strive for 

resplendent volume, nor does she ‘get into the piano’ as some of her colleagues 

do.43 

 

2. Myra Hess February 9, 1953: 

 

The concerto received a well-proportioned reading, full of the culture and 

knowledge that the pianist invariably brings to her Beethoven. Nor was there 

anything small-scaled about this performance, which had a strong, propulsive 

quality.44 

 

3. Nerine Barrett March 18, 1972: 

  

Jamaica-born now a resident of London, Miss Barrett came out dressed in white, 

with an Afro hairdo—she was a slim, attractive figure—and played the B Flat 

Concerto in a neat, efficient, tasteful manner. She kept the framework modest, as 

it should be, never tried to overpower the notes and clicked everything out like a 

bank clerk with soul.45 

 

 

 

 
43 Harold C. Schonberg, review of concert performance by Myra Hess, Victor de 

Sabata, and the New York Philharmonic, New York, NY, New York Times, March 27, 

1950, accessed February 4, 2022, 

https://timesmachine.nytimes.com/timesmachine/1950/03/27/113148146.html?pageNum

ber=18.  

 

44 Harold C. Schonberg, review of concert performance by Myra Hess, Efrem 

Kurtz, and the New York Philharmonic, Carnegie Hall, New York, NY, New York Times, 

February 9, 1953, accessed February 23, 2022, 

https://timesmachine.nytimes.com/timesmachine/1953/02/09/93601749.html?pageNumb

er=23. 
 

45 Harold C. Schonberg, review of concert performance by Nerine Barrett, James 

Levine, and the New York Philharmonic, Avery Fisher Hall, New York, NY, New York 

Times, March 18, 1972, accessed February 4, 2022, 

https://timesmachine.nytimes.com/timesmachine/1972/03/18/79464785.html?pageNumb

er=17. 

 

https://timesmachine.nytimes.com/timesmachine/1950/03/27/113148146.html?pageNumber=18
https://timesmachine.nytimes.com/timesmachine/1950/03/27/113148146.html?pageNumber=18
https://timesmachine.nytimes.com/timesmachine/1972/03/18/79464785.html?pageNumber=17
https://timesmachine.nytimes.com/timesmachine/1972/03/18/79464785.html?pageNumber=17


 

62 

4. Alicia de Larrocha November 15, 1975: 

 

Whenever Alicia de Larrocha sits down at a piano you must be prepared to be 

astonished. The tiny Spanish woman simply plays the instrument miraculously 

well, and her performance of Beethoven’s Fourth Piano Concerto with the New 

York Philharmonic on Thursday night left one full of admiration for its 

quicksilver fluency and its unforced classical eloquence.46 

 

5. Alicia de Larrocha March 20, 1983: 

 

At this late date, Miss de Larrocha’s virtues as an artist need no extended 

repeating, nor does the drama inherent in this tiny woman making such a bold, 

assured sound.47 

 

6. Mitsuko Uchida October 22, 1988: 

 

She and Mr. Davis had opted for a large orchestra (no early-music needlepoint, 

here) yet she herself jabbed and picked at the solo line, holding back from the 

rolling grandeur that the music and the tempos and the orchestral weight seemed 

to imply.48 

 

My reasoning for including the first, second, fourth, and fifth reviews is fairly 

straightforward. The first labels Lympany’s playing “feminine,” linking her gender to a 

 
46 Donal Henahem, review of concert performance by Alicia de Larrocha, 

Lawrence Foster, and the New York Philharmonic, New York, NY, New York Times, 

November 15, 1975, accessed February 4, 2022, 

https://www.nytimes.com/1975/11/15/archives/music-ever-astonishing-de-larrocha-

mastery-draws-admiration.html?searchResultPosition=1.  

 

47 John Rockwell, review of concert performance by Alicia de Larrocha, Rafael 

Kubelik, and the New York Philharmonic, Avery Fisher Hall, New York, NY, New York 

Times, March 20, 1983, accessed February 4, 2022, 

https://www.nytimes.com/1983/03/20/arts/concert-

beethoven.html?searchResultPosition=1.  

 

48 John Rockwell, review of concert performance by Mitsuko Uchida, Colin 

Davis, and the New York Philharmonic, Avery Fisher Hall, New York, NY, New York 

Times, October 22, 1988, accessed February 22, 2022,  

https://www.nytimes.com/1988/10/22/arts/review-music-beethoven-and-a-domesticated-

strauss.html?searchResultPosition=1.   

 

https://www.nytimes.com/1975/11/15/archives/music-ever-astonishing-de-larrocha-mastery-draws-admiration.html?searchResultPosition=1
https://www.nytimes.com/1975/11/15/archives/music-ever-astonishing-de-larrocha-mastery-draws-admiration.html?searchResultPosition=1
https://www.nytimes.com/1983/03/20/arts/concert-beethoven.html?searchResultPosition=1
https://www.nytimes.com/1983/03/20/arts/concert-beethoven.html?searchResultPosition=1
https://www.nytimes.com/1988/10/22/arts/review-music-beethoven-and-a-domesticated-strauss.html?searchResultPosition=1
https://www.nytimes.com/1988/10/22/arts/review-music-beethoven-and-a-domesticated-strauss.html?searchResultPosition=1
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lack of “resplendent volume.” In assuring the reader that “there was nothing small-

scaled” about Myra Hess’s performance, and that it was in fact “strong,” the reviewer 

hints at the expectation that one might have when hearing this work performed by a 

woman. The fourth and fifth reviews, both of Alicia de Larrocha, marvel at her ability to 

produce such wonderful performances while simultaneously overcoming both her tiny 

stature and womanhood. Had just her height been mentioned, I would not have been 

inclined to include it. It is the juxtaposition of her sound production against her combined 

gender and stature that convinced me this was worthy of inclusion. For comparison, here 

is another review in the New York Times of Alicia de Larrocha’s performance of Mozart 

with the New York Philharmonic that I did not include in this chapter. In this instance, 

her stature (“diminutive”) is not juxtaposed against her sound. 

Alicia de Larrocha December 30, 1965: 

 

The bright spot in last night’s concert by the New York Philharmonic in its hall 

was the playing of Mozart’s Piano Concerto in A (L. 488) by the diminutive 

Spanish pianist, Alicia de Larrocha.49 

 

The reference to de Larrocha’s stature is not unique to her. Pianist, Emil Gilels has also 

faced commentary on his “diminutive” height.  

 

 

 

 
49 Howard Klein, review of concert performance by Alicia de Larrocha, William 

Steinberg, and the New York Philharmonic, Avery Fisher Hall, New York, NY, New 

York Times, December 30, 1965, accessed February 4, 2022, 

https://timesmachine.nytimes.com/timesmachine/1965/12/30/95922178.html?pageNumb

er=18.  

 

https://timesmachine.nytimes.com/timesmachine/1965/12/30/95922178.html?pageNumber=18
https://timesmachine.nytimes.com/timesmachine/1965/12/30/95922178.html?pageNumber=18
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Watching Gilels play with that tender, poetic touch is a strange sight. Despite his 

diminutive height, he had the build of someone you would see in the middle of a 

rugby scrum, so it’s a bit like watching The Rock do ballet. But, it’s those 

moments that make Gilels such a fascinating performer to watch.50 

 

Titled “The Extraordinary Power of Emil Gilels,” author Justin Sergi marvels at Gilels’s 

ability to produce a sound that was both “overwhelming and immersive without being 

abrasive or ugly.” Ironically, it is not until his more “tender” and “poetic” qualities are 

discussed that Gilels’s body-type is examined. To the reviewers, Gilels’s ability to 

perform with a more “tender, poetic” touch is seen as a direct contradiction to his 

muscular physique, “fascinating” to watch. This is a prime example of gendered language 

being used against men. 

My reasons for including the third and sixth reviews are less straightforward. The 

third, while very clearly advertising Nerine Barrett’s good looks, also features coded 

language surrounding her interpretation of the work. The line, “She kept the framework 

modest, as it should be, never tried to overpower the notes and clicked everything out like 

a bank clerk with soul,” is gendered in that the “bank clerk” job was and continues to be a 

common line of work for women.51 The word “soul” is also coded, a racialized term for 

black musicality, then used (in the 1970s) for the black popular music genre. The phrase 

“never tried to overpower the notes” is also curious. Was the act of trying to “overpower 

 
50 Justin Sergi, WQXR, “The Extraordinary Power of Pianist Emil Gilels,” last 

modified October 19, 2016, accessed February 4, 2022, 

https://www.wqxr.org/story/extraordinary-power-pianist-emil-gilels/. 

 

51 Cheryl Lock, “The Most Common Job for Women is the Same as It Was in the 

1950s,” The Week, last modified January 11, 2015, accessed February 4, 2022, 

https://theweek.com/articles/467944/most-common-job-women-same-1950. 

https://theweek.com/articles/467944/most-common-job-women-same-1950
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the notes” something typically attributed to women or was it actually something that 

performers commonly did when performing Beethoven’s music?  

In choosing to reference “needlepoint” in the fifth review, the reviewer genders 

the lack of volume traditionally afforded to early music groups feminine. There are 

parallels here between the review of Imogen Cooper which referenced “dolly’s clothes.” 

The choice of words used to negatively describe Uchida’s interpretation--“jabbed, 

picked,” are those that are commonly associated with the act of needlepoint, a pastime 

more commonly attributed to women and therefore gendered. 

The reviews listed below make up 36% of all reviews published between 1950-

2019 of women pianists’ performances of Chopin concerti in the New York Philharmonic 

Subscription Season (see excerpts below).  

1. Rosina Lhevinne January 19, 1963: 

 

History of a sort was made at Thursday night’s New York Philharmonic Concert 

when Rosina Lhevinne played Chopin’s E minor piano concerto. She is 82 years 

old, and certainly no woman has ever accomplished an equal feat. As far as that 

goes, very few men have […] Mme. Lhevinne came out in an ivory satin gown, 

made herself comfortable, and proceeded to give a lovely performance of the 

Chopin. It was anything but a lavender-and-old-lace interpretation. Indeed, it 

actually had moments of force—not naturally, the roaring force of a young 

virtuoso, but a controlled force in which a forte could sound mighty loud […] 

Mme. Levine has always been an exponent of the singing tone, and on this 

occasion she was a living illustration of what the old masters—such as her late 

husband—tonally represented. She produced a warm and vital sound, one that had 

no trouble carrying anywhere in the house.52 

 

 

 
52 Harold C. Schonberg, review of concert by Rosina Lhevinne, Leonard 

Bernstein, and the New York Philharmonic, New York, NY, New York Times, January 

19, 1963, accessed February 4, 2022, 

https://timesmachine.nytimes.com/timesmachine/1963/01/19/89910278.html?pageNumb

er=5.  

 

https://timesmachine.nytimes.com/timesmachine/1963/01/19/89910278.html?pageNumber=5
https://timesmachine.nytimes.com/timesmachine/1963/01/19/89910278.html?pageNumber=5
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2. Alicia de Larrocha March 24, 1978: 

 

Of course, as in any de Larrocha performance, there was much to admire. The 

lady is a great musician. But something holds her back in Chopin.53 

 

3. Cecile Licad October 9, 1981: 

 

This year, Miss Licad won the Gold Medal of the Levintritt Foundation, which 

had not awarded the prize for 10 years. Not surprisingly, the black-haired little 

musician had the notes in her agile fingers; we expect that of contest winners. But 

she had something more which the audience responded to with a shouting ovation 

when she and Zubin Mehta had finished sweeping through the finale… Miss 

Licad, though not the kind of artist who is ever likely to make a listener’s hair 

stand straight up, came across as an appealing combination of fragile grace and 

fiery power, either of which she could call on when the music required.54 

 

4. Yulianna Avdeeva January 5, 2011: 

 

She is the first woman to have won the competition, held every five years, since 

Martha Argerich’s victory in 1965 […] Ms. Avdeeva, who looked stylish in a 

black tuxedo and heels, performed with the requisite technique here, blending a 

muscular approach with an ability to tease out Chopin’s singing lines 

expressively. Yet there was nothing distinctive or probing about her playing.55 

 

 
53 Harold C. Schonberg, review of concert by Alicia de Larrocha, Colin Davis 

and the New York Philharmonic, Avery Fisher Hall, New York, NY, New York Times, 

March 24, 1978, accessed, February 22, 2022, 

https://timesmachine.nytimes.com/timesmachine/1978/03/24/110812995.html?pageNum

ber=64.  

 

54 Donal Henahan, review of concert by Cecile Licad, Zubin Mehta, and the New 

York Philharmonic, Avery Fisher Hall, New York, NY, New York Times, October 9, 

1981, accessed February 22, 2022, 

https://timesmachine.nytimes.com/timesmachine/1981/10/09/046016.html?pageNumber=

74. 

 

55 Vivien Schweitzer, review of Yulianna Avdeeva, Alan Gilbert, and the New 

York Philharmonic, Avery Fisher Hall, New York, NY, New York Times, January 5, 

2011, accessed February 22, 2022, 

https://www.nytimes.com/2011/01/06/arts/music/06gilbert.html?searchResultPosition=1. 

It is worth noting that women can perpetuate sexism too. Sexism is woven into our 

systems and culture. We all live in a society which has taught us to structure language in 

this way. 

 

https://timesmachine.nytimes.com/timesmachine/1978/03/24/110812995.html?pageNumber=64
https://timesmachine.nytimes.com/timesmachine/1978/03/24/110812995.html?pageNumber=64
https://www.nytimes.com/2011/01/06/arts/music/06gilbert.html?searchResultPosition=1


 

67 

I have included the first and fourth reviews for similar reasons. They both feature intra-

gender comparisons. The accomplishments of both women, Avdeeva and Lhevinne are 

measured against their gender—Lhevinne having been the only woman to accomplish 

performing with the New York Philharmonic at such a late age, and Avdeeva the first 

woman to take grand prize in the Chopin Competition since Martha Argerich’s win in 

1965. Both reviews also feature very descriptive summaries of their dress, the kind you 

might see featured in newspaper wedding announcements or bridal magazines. The 

phrase “lavender-and-old lace” invoked in the review of Lhevinne’s performance (a 

reference to the Edwardian romance novel by the same name) suggests that a performer 

of her age and gender would be expected to perform in that fashion.56 This argument is 

compounded by the reviewer’s shock at her ability to produce “moments of force.” In 

lauding Lhevinne for not performing in this manner (“lavender and old lace”) the 

reviewer is simultaneously celebrating her performance while also distancing her from 

negative characteristics typically attributed to her gender and age. In addition, Lhevinne’s 

ability to produce a “warm and vital sound” is also measured against her late husband’s.  

The second review is listed because the reviewer chose to include the word 

“lady.” I did have reservations initially as to whether or not to include this example and 

was convinced when I came across a separate chapter written by Alleen Pace Nilsen on 

“Linguistic Sexism as a Social Issue.” Nilsen discusses how the word “lady” was initially 

used as a term for special respect but has evolved to be used more commonly. As 

examples she gives “cleaning lady,” “saleslady,” and “lady of the evening.” She argues 

 
56 Myrtle Reed, Lavender and Old Lace, (New York: Grosset & Dunlap, 1900). 
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that using the word “lady” versus the word “woman,” “imparts a frivolous, or non-

serious, tone to the sentence,” i.e. “A woman (lady) I know is a dean at Berkeley.”57 In 

the review of de Larrocha, the casual tone with which the reviewer refers to her 

downplays her achievements. 

The third review also gave me pause. The reviewer very clearly describes Licad’s 

appearance (“the black-haired little musician”), though the word “little,” more so than 

“tiny” (featured in reviews of de Larrocha) infantilizes the performer. I believe that the 

reviewer was likely referring to Licad’s age rather than stature.58 At the time, Licad 

would have been 20 years old, well above that implied by the reviewer.  

 The reviews of women performing Ravel’s piano concerti similarly feature 

instances of infantilization and the juxtaposition of sound production against a woman’s 

body. The two performances reviewed below make up 29% of women pianists’ 

performances of Ravel that were reviewed.59 

 

 

 
57 Alleen Pace Nilsen, Haig Bosmajian, H. Lee Gershuny, and Julia P. Stanley, 

Sexism and Language (Illinois: National Council of Teachers of English, 1977), 14. 

 

58 During the 70’s and 80’s (second-wave feminism) there was pushback against 

the word “girl.” The word had been used synonymously with woman in 1950s popular 

culture, and its use was seen by second-wave feminists as a way in which society 

infantilized women. Marcia J. Citron, “Feminist Waves and Classical Music: Pedagogy, 

Performance, Research,” Women and Music 8, (University of Nebraska, 2004). 
 

59 As readers may recall, this number is calculated based on the fact that Alicia 

de Larrocha performed two different Ravel concerti in one concert. There were only six 

reviews published, but one review was of two Ravel piano concerti, bringing the total 

number of concerto performances reviewed to seven.  
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1. Ruth Laredo December 14, 1974: 

Miss. Laredo, who combined with Mr. Boulez in a whip-cracking performance of 

the Ravel Piano Concerto in F, is what would have been called, in the bad old 

days of arrant sexism, a wisp of a girl. Nonetheless, she is a wisp of a person, and 

it was astonishing to hear her slicing clearly through the orchestra during the 

thickest sonorities of the Ravel.60 

 

2. Hélène Grimaud December 15, 2007: 

 

In the assertive, occasionally bluesy opening movement and playful finale, Ms. 

Grimaud produced a large sound with what appeared to be little effort.61  

 

In the 1974 review of Ruth Laredo, the reviewer makes light of second-wave feminism. 

The use of the word “girl” was considered problematic at the time as it was seen as a way 

in which society infantilized women. The reviewer is also “astonished” by Laredo’s 

ability to “cut through” the orchestra. The astonishment voiced here is similarly 

problematic and compounded upon in the second review, a critique of Hélène Grimaud’s 

performance in 2007. I was not initially convinced that this review pointed to Grimaud’s 

gender. Read on its own, I might be inclined to think that the reviewer was providing an 

ungendered commentary on her sound production. However, when read within the 

context of other reviews which marvel at a woman’s ability to produce large volumes of 

 
60 Donal Henahan, review of concert by Ruth Laredo, Pierre Boulez, and the 

New York Philharmonic, New York, NY, New York Times, Dec. 14, 1974, accessed 

Februrary 22, 2022, 

https://timesmachine.nytimes.com/timesmachine/1974/12/14/79884423.html?pageNumb

er=20.  
 

61 Allan Koznin, review of concert by Hélène Grimaud, Andrey Boreyko, New 

York Philharmonic, Avery Fisher Hall, New York, NY, New York Times, Dec. 15, 2007, 

accessed February 22, 2022, 

https://www.nytimes.com/2007/12/15/arts/music/15phil.html?searchResultPosition=1. 
 

https://timesmachine.nytimes.com/timesmachine/1974/12/14/79884423.html?pageNumber=20
https://timesmachine.nytimes.com/timesmachine/1974/12/14/79884423.html?pageNumber=20
https://www.nytimes.com/2007/12/15/arts/music/15phil.html?searchResultPosition=1
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sound, the reviewer’s fixation on Grimaud’s implied strength (“[she did this] with what 

appeared to be little effort”) suggests otherwise.  

The four reviews flagged below make up 40% of reviews published on women 

pianists’ performances of Rachmaninoff (see excerpts below). 

1. Viktoria Postnikova March 9, 1979: 

 

Gennady Rozhdestvensky, guest conductor, has brought in a program that begins 

with Sergei Taneyev’s Symphony No. 4 in C minor and ends with Scriabin’s 

“Poem of Ecstasy” and features, in the central position, Rachmaninoff’s Piano 

Concerto No. 4 in G minor with Viktoria Postnikova as soloist. Miss Postnikova 

is Mr. Rozhdestvensky’s wife.62 

 

2. Moura Lympany November 28, 1960: 

 

She may not have the brute strength of some iron-fisted men, but she does have a 

good amount of power, and this—plus a good measure of healthy sentiment, 

sparkling brilliance, and serene lyricism—made her interpretation compelling 

throughout.63 

 

3. Alegria Arce October 27, 1969: 

 

When Alegria Arce came onstage at Philharmonic Hall to make her debut with 

the New York Philharmonic, the thought occurred that if her playing proved as 

attractive as her appearance, we would have an admirable new talent to talk about. 

It was, and we do.64 

 
62 Allen Hughes, review of concert by Viktoria Postnikova, Gennady 

Rozhdestvensky, and the New York Philharmonic, Avery Fisher Hall, New York, NY, 

New York Times, March 9, 1979, accessed February 22, 2022, 

https://timesmachine.nytimes.com/timesmachine/1979/03/09/111080170.html?pageNum

ber=63. 
 

63 Allen Hughes, review of concert by Moura Lympany, Andre Kostelanetz, and 

the New York Philharmonic, Carnegie Hall, New York, NY, New York Times, November 

28, 1960, accessed February 22, 2022, 

https://timesmachine.nytimes.com/timesmachine/1960/11/28/99826462.html?pageNumb

er=40. 

 

64 Robert Sherman, review of concert by Alegria Arce, Andre Kostelanetz, and 

the New York Philharmonic, Avery Fisher Hall, New York, NY, New York Times, 

October 27, 1969, accessed February 22, 2022, 

https://timesmachine.nytimes.com/timesmachine/1960/11/28/99826462.html?pageNumber=40
https://timesmachine.nytimes.com/timesmachine/1960/11/28/99826462.html?pageNumber=40
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4. Cecile Licad December 9, 1983: 

 

But youth really took over the program when Cecile Licad came forward to play 

Rachmaninoff’s Piano Concerto No. 2 in C minor. Miss Licad, who was born in 

Manila, is just 22 years old and a dark-haired beauty. She is a polished, clean-

fingered pianist with instant audience appeal that she may in time learn how to 

translate into performances of more individuality than was evident in her fluent 

and musically respectable Rachmaninoff on this occasion.65 

 

Rather than describe Rozhdestvensky and Postnikova as a husband-and-wife team, or 

Rozhdestvensky as husband of Postnikova, the first review introduces Postnikova as 

Rozhdestvensky’s wife, thereby linking her role in the program to her marriage to 

Rozhdestvensky. The second review is the most blatantly gendered in that it measures 

Lympany’s ability to produce sound against other men, lauding her power while 

simultaneously insisting that it is still not quite enough. The third and fourth reviews are 

included here because they tie the appeal of both performances into the performer’s 

appearance.  

Out of all reviews discussed in this chapter, the most troubling to me were the 

ones written about the performances of Brahms. Though there are only two listed, they 

make up 40% of all reviews published of women pianists’ performances of Brahms. In 

both instances, the women are celebrated as honorary men for eschewing their 

 
https://timesmachine.nytimes.com/timesmachine/1969/10/27/81868827.html?pageNumb

er=54. 

 

65 Donal Henahan, review of concert by Cecile Licad, Leonard Slatkin, and the 

New York Philharmonic, New York, NY, New York Times, December 9, 1983, accessed 

February 22, 2022, 

https://timesmachine.nytimes.com/timesmachine/1983/12/09/099800.html?pageNumber=

89.  

https://timesmachine.nytimes.com/timesmachine/1983/12/09/099800.html?pageNumber=89
https://timesmachine.nytimes.com/timesmachine/1983/12/09/099800.html?pageNumber=89
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“womanly” ways for the more “manly” behavior that was thought to be better suited to 

the music of Brahms. 

1. Myra Hess February 11, 1955: 

 

Much interest attached to Dame Myra Hess’ performance of the Brahms D minor 

Piano Concerto. Usually Dame Myra is heard in Mozart or Beethoven, and she 

has not often presented this work. She played it as though she hadn’t heard or read 

that the concerto is supposed to be for men only. She addressed herself to the 

music with considerable force, sounding out the heroic themes with a strongly 

assertive quality. There was nothing “womanly” about her playing. Except that 

Dame Myra did not pound. She never does. Last night she drew a rich tone from 

the piano that was a superb vehicle for the rich keyboard writing.66 

 

2. Gina Bachauer Jan 3, 1959: 

 

Ms. Bachauer has played in the past with a frenetic virtuosity that was as wearing 

as it was dazzling. But yesterday, she, too, seemed to have mellowed. Her tone 

was big, like a man’s [,] but it never failed to sing.67 

 

In the first, the reviewer notes that Dame Myra Hess performed as though she “hadn’t 

heard or read that the concerto is supposed to be for men only.” This indicates that in 

1955 it was commonly accepted fact that women were not meant to perform Brahms’s 

first piano concerto. The reviewer reassures the reader that “there was nothing ‘womanly’ 

about her playing,” suggesting that Brahms’s music played by a woman was usually 

unsatisfactory or unidiomatic. The one positive that could be attributed to her gender and 

 
66 Harold C. Schonberg, review of concert by Myra Hess, Dimitri Mitropoulos, 

and the New York Philharmonic, New York, NY, New York Times, February 11, 1955, 

accessed February 22, 2022, 

https://timesmachine.nytimes.com/timesmachine/1955/02/11/85677687.html?pageNumb

er=20.  

 

67 Howard Taubman, review of concert by Gina Bachauer, John Barbirolli, and 

the New York Philharmonic, Carnegie Hall, New York, NY, New York Times, January 3, 

1959, accessed February 22, 2022, 

https://timesmachine.nytimes.com/timesmachine/1959/01/03/83433115.html?pageNumb

er=10. 

https://timesmachine.nytimes.com/timesmachine/1955/02/11/85677687.html?pageNumber=20
https://timesmachine.nytimes.com/timesmachine/1955/02/11/85677687.html?pageNumber=20
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“womanly” ways was her rich tone and lack of pounding. Was her “lack of pounding” a 

commentary on how men would have played it? The second review, written in 1959 in 

response to Gina Bachauer’s performance of Brahms, similarly lauded Bachauer for her 

“big tone” which was “as loud as a man’s.” Was it really necessary to compare 

Bachauer’s sound production to a man’s? Could it not have been simply “big”? While it 

may seem silly to fixate on two positive reviews written during the 1950s, there were 

only seventeen performances of Brahms piano concerti given by women in the New York 

Philharmonic Subscription Season Concerts between 1950-2019, and therefore only five 

reviews in the New York Times. 

I found the reviews of women pianists performing Prokofiev concerti the most 

difficult to categorize based on gender bias. The three reviews listed below make up 43% 

of all reviews published on women pianists’ performances of Prokofiev. The first review 

met my criteria for obvious reasons—the reference to Argerich’s gender and “attractive” 

appearance.  

1. Martha Argerich February 20, 1970: 

 

Miss Argerich, an attractive young woman with long black hair and all the 

temperament she needs to be a popular success, also owns a big technique, 

extraordinary power and a sensitive musical mind.68 

 

 

 

 

 

 

 
68 Donal Henahan, review of concert by Martha Argerich, Claudio Abbado, and 

the New York Philharmonic, New York, NY, New York Times, April 29, 2005, accessed 

February 22, 2022, 

https://timesmachine.nytimes.com/timesmachine/1970/02/20/357411852.html?pageNum

ber=31. 
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2. Martha Argerich April 29, 2005: 

This volatile artist is often at her best in concertos, when her temperamental 

wildness is reined in by a conductor. But Mr. Rostropovich is not a reining-in 

sort. If anything, he emboldened Ms. Argerich to play with full-out intensity and 

maximum expressivity. At times in both works, things got a little rough. But who 

cared when the performances were so exciting and dangerous?69 

3. Yuja Wang April 13, 2012: 

 

A technically phenomenal performer with a flair for fashion, she has become a 

YouTube sensation […] Her tempos over all, especially in the finale, were brisk 

to the point of breathlessness. Mr. van Zweden provided consistent backing, but 

sometimes rhythmic details sounded rushed and clipped. In a performance of this 

work with Claudio Abbado and the Lucerne Festival Orchestra, available on a 

EuroArts DVD, Ms. Wang takes swift tempos, but Mr. Abbado reins her in just 

enough so that her playing has a little more grace and articulate rhythm. Yet Ms. 

Wang is a wonder. The audience stood and cheered her.70 

 

My feelings regarding the second and third were difficult to articulate, though by default, 

the third had a stronger case for inclusion due to the comment on Wang’s “flair for 

fashion.”71  

 
69 Anthony Tommasini, review of concert by Martha Argerich, Philip Smith, 

Mstislav Rostropovich, and the New York Philharmonic, New York Philharmonic. New 

York, NY, New York Times, April 29, 2005, accessed February 22, 2022, 

https://www.nytimes.com/2005/04/29/arts/a-direct-heir-brings-two-russian-composers-to-

life.html?searchResultPosition=1. 
 

70 Anthony Tommasini, review of concert by Yuja Wang, Jaap van Zweden, and 

the New York Philharmonic, Avery Fisher Hall, New York, NY, New York Times, April 

13, 2012, accessed February 22, 2022, 

https://www.nytimes.com/2012/04/14/arts/music/philharmonic-with-jaap-van-zweden-

conducting-yuja-wang.html?searchResultPosition=1. 
 

71 There are men pianists such as Jean-Yves Thibaudet for whom similar 

comments would not be unexpected. “For Jean-Yves Thibaudet, Clothes Definitely Make 

the Man,” CSO Sounds and Stories, accessed https://csosoundsandstories.org/for-jean-

yves-thibaudet-clothes-definitely-make-the-man/. 
 

http://www.nytimes.com/2012/04/08/arts/music/yuja-wang-pianist-and-fashion-plate.html
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 It is clear that the performances were both exciting. Paired with the “lady-like” 

decorum that is expected and often demanded of women, the narrative that these “wild” 

and “temperamental” women needed to be controlled and contained was troubling to 

me.72 In no other review of these seven composers did I encounter a reviewer referring to 

the woman performing as needing to be “reined in.” The closest examples that I could 

find are listed below. 

1. Gina Bachauer November 9, 1951:  

The tempi were none too stable, and there were times when Mr. Mitropolous was 

hard put to it to keep abreast of the soloist as she threatened to run away from 

him. The symphonic line was broken, lost. At times in the shuffle as the music 

went by like an express train.73 

 

2. Alicia de Larrocha February 19, 1972: 

 

They agreed on a somewhat tightly reined-in interpretation that permitted much 

exquisite pianism by Miss de Larrocha.74 

 
72 I see parallels here in the descriptions of Argerich and Wang to nineteenth-

century narratives on female musical education. James Kennaway notes that many 

physicians of the time argued the dangers of musical education. They believed 

women/girls to be in danger of “over-stimulating sensuality akin to the excessive 

unconsummated excitement that was believed led to nervous sickness.” These arguments 

had a gynecological undertone to them, as these physicians often linked these dangers 

specifically to their female anatomy. Paired with the centuries of discourse surrounding 

women and “hysteria,” the reviewers comments reflect a society that has long been trying 

to “rein” women in. Cecilia Tasca, Mariangela Rapetti, Mauro Giovanni Carta, and 

Bianca Fadda, “Women and Hysteria in the History of Mental Health,” Clinical Practice 

and Epidemiology in Mental Health 8: 110-119, 

https://www.ncbi.nlm.nih.gov/pmc/articles/PMC3480686/. 

 

73 Olin Downes, review of concert by Gina Bachauer, Dimitri Mitropoulos, and 

the New York Philharmonic, Carnegie Hall, New York, NY, New York Times, November 

9, 1951, accessed February 22, 2022, 

https://timesmachine.nytimes.com/timesmachine/1951/11/09/81777857.html?pageNumb

er=22. 
 

74 Donal Henahan, review of concert by Alicia de Larrocha, Pierre Boulez, and 

the New York Philharmonic, New York, NY, New York Times, February 19, 1972, 
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3. Martha Argerich May 10, 2001: 

 

Her playing had a bright, mercurial quality, and there were moments in the first-

movement cadenza when she played at tempos that seemed in danger of derailing 

her.75 

 

In the review of Gina Bachauer’s performance, the burden of responsibility lies with the 

conductor. It is his job to keep up with the soloist.  In the second and third reviews the 

tempi are discussed in a way that is detached from the persona of the performer. Below 

are a few examples of reviews and articles discussing men pianists’ performances of 

Prokofiev concerti. 

1. Pierre-Laurent Aimard November 28, 2003: 

For whole stretches the piano takes off on pugnacious and playful solo exploits, 

and Mr. Aimard -- his arms blurring as he tossed off the double-octave outbursts, 

his nimble fingers dancing on the keys as he unraveled the intricate counterpoint -

- conveyed all the music's freshness, wit and ingenuity.76 

 

2. Arcadi Volodos March 1, 2002: 

Prokofiev's Second Piano Concerto is a work of beastly difficulties, and the young 

Russian firebrand Arcadi Volodos seems just the man to grapple with it.77 

 
https://timesmachine.nytimes.com/timesmachine/1972/02/19/79422379.html?pageNumb

er=21. 

 

75 Allan Kozinn, review of concert by Martha Argerich, Charles Dutoit, and the 

New York Philharmonic, Avery Fisher Hall, New York, NY, New York Times, May 10, 

2001, accessed February 22, 2022, 

https://timesmachine.nytimes.com/timesmachine/2001/05/10/237809.html?pageNumber=

64. 
 

76 Anthony Tommasini, review of concert by Pierre-Laurent Aimard, David 

Robertson, and the New York Philharmonic, Avery Fisher Hall, New York, NY, New 

York Times, November 28, 2003, accessed February 22, 2022, 

https://www.nytimes.com/2003/11/28/movies/philharmonic-review-under-a-baton-in-a-

younger-hand.html. 

 

77 “Classical Music and Dance Guide,” New York Times, March 1, 2002, 

accessed February 22, 2022, https://www.nytimes.com/2002/03/01/movies/classical-

music-and-dance-guide.html?searchResultPosition=1. 
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3. Evgeny Kissin April 1, 2003: 

One listened to the Second Piano Concerto on Thursday -- played with 

astonishing clarity and power by Evgeny Kissin -- as an act of intimidation: acid, 

explosive and bristling with virtuoso firepower. It is not pleasant music but 

perhaps not meant to be.78 

 

4. Lang Lang May 14, 2002: 

There is something reassuring about seeing a young classical pianist playing with 

a kinetic energy just a few levels short of Jerry Lee Lewis. It costs him nothing 

technically: he is able to pounce on a phrase at full power without turning it into a 

muddle. There were times when the music needed a slightly weightier sound than 

Mr. Lang gave it, but for the most part, there was a great deal to admire in his 

fleet, bright-hued playing.79  

5. Daniil Trifonov October 1, 2012: 

The orchestra and the soloist clearly had chemistry, sounding completely in sync 

even during the trickiest passages. Their vivid dialogues unfolded with both verve 

and spontaneity, at brisk tempos that stopped short of breathless […] A slender 

man with an exuberant stage presence, Mr. Trifonov is certainly a virtuoso with a 

demonstrably prizewinning technique, evident as he fluidly sailed through bravura 

passages, his fingers moving in a blur through rapid octaves and chords. But he 

offered far more than mere virtuosity, which is now common among young 

pianists showing ever more dazzling technique. Mr. Trifonov demonstrated an 

elegant touch and witty grace in more lighthearted moments and poetic insight in 

more introspective passages.80 

 
 

78 Bernard Holland, review of concert by Evgeny Kissin, Maxim Vengerov, and 

the New York Philharmonic, Avery Fisher Hall, New York, NY, New York Times, April 

1, 2003, accessed February 22, 2022, 

https://www.nytimes.com/2003/04/01/arts/philharmonic-review-sarcasm-and-firepower-

from-soviet-heroes.html?searchResultPosition=1. 
 

79 Allan Koznin, review of concert by Lang Lang, Christoph Eschenbach, and the 

New York Philharmonic, Avery Fisher Hall, New York, NY, New York Times, May 14, 

2002, accessed February 22, 2022, 

https://www.nytimes.com/2002/05/14/arts/performance-classical-music-kinetic-energy-

lang-lang-prokofiev-s-third-concerto.html?searchResultPosition=1. 
 

80 Vivien Schweitzer, review of concert by Daniil Trifonov, Glenn Dicterow, 

Anthony McGill, Alan Gilbert, and the New York Philharmonic, Avery Fisher Hall, New 

York, NY, New York Times, October 1, 2012, accessed February 22, 2022, 
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Looking at all of these reviews, there are a few key phrases that I latch onto, “firebrand,” 

“kinetic energy,” “an act of intimidation,” “virtuoso firepower,” “his arms blurring,” “his 

fingers moving in a blur,” all suggest great speed and excitement on the part of the 

performer. There are no reviews in the New York Times of men who performed the same 

concerti as Argerich and Wang (Prokofiev’s Concerto in D-flat Major, op. 10 and 

Concerto in C Major, op. 26) in the subscription season concerts which feature the same 

language used to describe the two women. The closest I could find was a review of Leif 

Ove Andsnes’ performance on March 18, 2000. Here, it is not the pianist charging the 

tempo, rather the conductor. 

When the strings began the scrambling 16th-note passage that announces the 

spirited Allegro section of the movement, Mr. Gergiev's tempo seemed 

dangerously fast. But Mr. Andsnes leaped right in, playing the ebullient main 

theme with incisive accuracy and bold character. This is essentially a Neo-

Classical work. But through the biting way the winds and percussion were 

encouraged to intrude on the busyness of the music, Mr. Gergiev emphasized the 

sarcastic edge in Prokofiev's homage to the Classical concerto. Mr. Andsnes 

brought the same quality to the piano part, dispatching the long spans of 16th-note 

passagework for both hands like Czerny five-finger exercises gone wild […] As 

Mr. Gergiev drove the tempo in the final movement like some crazed dance in 

three, Mr. Andsnes kept right up, blazing through the pages of arm-blurring 

repeated chords and double octaves.81 

 

Throughout each of these reviews, the men are discussed in a way which does not 

challenge their individual agency. They are in control of their own artistic choices. While 

 
https://www.nytimes.com/2012/10/02/arts/music/daniil-trifonov-in-piano-debut-with-

new-york-philharmonic.html?searchResultPosition=1. 

 

81 Anthony Tommasini, review of concert by Leif Ove Andsnes, Valery Gergiev, 

and the New York Philharmonic, Avery Fisher Hall, New York, NY, New York Times, 

March 18, 2000, accessed February 22, 2022, 

https://www.nytimes.com/2000/03/18/arts/music-review-a-meditative-pianist-shows-he-

can-set-off-fireworks-too.html?searchResultPosition=1. 
 

https://www.nytimes.com/2012/10/02/arts/music/daniil-trifonov-in-piano-debut-with-new-york-philharmonic.html?searchResultPosition=1
https://www.nytimes.com/2012/10/02/arts/music/daniil-trifonov-in-piano-debut-with-new-york-philharmonic.html?searchResultPosition=1
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Gergiev’s “tempos” are “dangerously fast,” Argerich is a “volatile artist,” 

“temperamentally wild,” and Wang in need of a “little more grace.” They are out of 

control.”82 

When taking reviews of all seven composers into consideration, there seems to be 

a correlation between the frequency with which women perform a given composer and 

the likelihood that the review will use gendered language (see Figures 3.3 and 3.4).83 The 

lower the number of performances for any given composer, the more likely that a 

reviewer will utilize gendered language in their review.84  

 
82 A book that spent 145 weeks on New York Times Bestseller list, Dr. Clarissa 

Pinkola Estes’ Running with Wolves: Myths and Stories of the Wild Woman Archetype, 

seeks to reclaim women’s identity outside of the patriarchal confines of our society 

through the sharing of folktales, fairytales, myths, and stories that challenge stereotypical 

views on what it means to be a woman. Clarissa Pinkola Estes, Running with Wolves: 

Myths and Stories of the Wild Woman Archetype, (New York: Random House, 1995). 

 

83 My conjectures about this are limited due to a lack of concerts and reviews. I 

would be best able to follow up on this through the analysis of additional data from the 

Boston Symphony Orchestra and Boston Globe archives. Once I have acquired more 

data, I would be interested to see how the reviews evolve by decade. 

 

84 The decision to count the review published on March 6, 1981 (Alicia de 

Larrocha, two Ravel piano concerti) twice was made so as to more accurately compare 

the number of Ravel piano concerti performed and the percentage of reviews that utilized 

gendered language. 
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Figure 3.3. The Rate at Which Gender/Appearance are Mentioned in the New York 

Times Reviews of New York Philharmonic Subscription Season Performances 

(1950-2019)? 

 

 

 

 

Figure 3.4. New York Philharmonic: 1950-2019, What Percentage of Women 

Pianists’ Performances in the New York Philharmonic Subscription Season Were 

Made Up of Beethoven, Mozart, Brahms, Chopin, Rachmaninoff, Ravel, and 

Prokofiev? 
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While the second chapter has shown us that men and women pianists performing 

in the New York Philharmonic Subscription Season perform certain composers at a 

higher rate than others, this chapter indicates that consciously or subconsciously the less 

women perform a given composer, the more gender makes its way to the forefront of 

reviews. The reviews discussed throughout this chapter have featured commentary on a 

woman pianist’s appearance, the juxtaposition of her sound production against her body, 

the infantilization of her persona, adjectival female markers, inter- and intra- artist 

comparisons, and allusions to activities more commonly attributed to women. In the next 

chapter we will explore articles from two magazines, The Etude and Clavier 

Companion/Piano Magazine, which indicate that gender bias in repertoire assignments 

extends well beyond the New York Philharmonic Subscription Season Concerts and into 

other facets of our musical community.  
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CHAPTER 4: GENDERED NARRATIVES AND REPRESENTATION OF 

WOMEN PIANISTS IN THE ETUDE AND CLAVIER COMPANION/PIANO 

MAGAZINE 

 

 In this chapter I analyze and contextualize articles published in both The Etude 

and Clavier Companion/Piano Magazine. Publications written for pianists by pianists are 

instrumental to understanding how gender permeates piano performance culture. 

Published in Pennsylvania and New Jersey respectively, The Etude and Clavier 

Companion (which became Piano Magazine in 2019) are two major publications that 

have provided teachers and students with pedagogical materials pertaining to piano 

playing. The more recent of the two, Clavier Companion was established in 2009, the 

product of a merger between Keyboard Companion (Kingston, NJ est. 1991) and Clavier 

(Northfield, IL est.1977). An earlier publication, The Etude covered a wide variety of 

topics and instruments and ran from 1833-1957.85 Given the time of publication for each 

journal, I compare and contrast the first and last decades of my timeline (1950-2019) by 

analyzing the final years of The Etude (1950-1957) and the more recent publications of 

Clavier Companion/Piano Magazine (2010-2019). My analysis is broken up into two 

parts: in the first, I look specifically at CD and record reviews/releases as well as 

advertisements and articles highlighting pianistic achievement to determine how 

 
85 Scans of these magazines are archived and available free of charge on the 

Digital Commons Gardner-Webb University site. Though the archives on Gardner-Webb 

are a wonderful resource for those wishing to research The Etude, there are three 

magazines issued between 1950-1957 (October 1956, November 1956, August 1955) 

with material from the “New Records” section missing. To fill in the gaps, I purchased 

these issues elsewhere. Pamela Dennis, “The Etude Magazine: 1883-1957,” Digital 

Commons @ Gardner-Webb University, accessed February 10, 2022, 

https://digitalcommons.gardner-webb.edu/etude/. 

https://digitalcommons.gardner-webb.edu/etude/


 

83 

representation of women pianists differed between the 1950s and 2010s. In the second, I 

discuss articles published in both magazines which show that gendered narratives 

relevant to the 1950s (balancing a musical career with domestic duties and repertoire 

assignments based on gender) still persist today.  

 Records and CD reviews published in both magazines cover a large variety of 

musical form (solo works, chamber music, concerti), and sometimes multiple works. 

Rather than chart elements of critique in individual examples (as I did in the previous 

chapter), I discuss and analyze these magazines’ representation of women pianists and 

the repertoire being performed. A total of 93 issues of The Etude were published between 

1950-1957. In keeping with the second and third chapters, I tallied performances of 

Beethoven, Brahms, Chopin, Mozart, Ravel, Rachmaninoff, and Prokofiev. To qualify 

for consideration, the review had to include the performer’s name and concern solo piano 

repertoire or piano concerti with orchestra (this did not include pieces such as “Rhapsody 

in Blue” or “Totentanz”). Reviews of large multi-part record collections, for example 

Sondra Bianca’s Music for Young Listeners (a total of 51 records!) or those that featured 

multiple pianists in a solo capacity, were omitted. Between 1950-1957 there were a total 

of 163 records fitting these parameters. Of the 163 records reviewed, 29 were of women 

pianists. This is approximately 18%, a rate similar to the percentage of performances 

given by women soloists with the New York Philharmonic between 1950-1959 (20%) 

and 1950-2019 (21%).  

There were other similarities as well. 31% of the records performed by women 

featured works of Mozart, 24% featured the works of Chopin, 7% featured the works of 

Beethoven, and 3% featured the works of Rachmaninoff. There were no records featuring 
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women performing Brahms, Prokofiev or Ravel. Of the men’s records, 20% featured 

Beethoven, 10% featured Mozart, 10% featured Chopin, 4% featured Rachmaninoff, 2% 

featured Prokofiev, 3% featured Ravel, and 8% featured Brahms. The largest 

discrepancies in repertoire performed by either gender are in the performances of 

Beethoven, Brahms, Chopin, and Mozart, with the men playing more Beethoven (20% 

versus 7%) and Brahms (8% versus 0%) and the women playing more Chopin (24% 

versus 10%) and Mozart (31% versus 10%). This is very much in line with data pulled 

from the New York Philharmonic Archives. 

It is nearly impossible to make direct comparisons between the reviews featured 

in The Etude and Clavier Companion/Piano Magazine. Though the number of CDs 

reviewed in Clavier Companion/Piano Magazine far surpasses the number of reviews 

dedicated to piano playing in The Etude, a huge percentage of the CDs reviewed feature 

composers that are outside of the classical music canon.86 There are, however, a few 

basic things that can be established. Women pianists appeared in Clavier 

Companion/Piano Magazine CD reviews at a rate of about 28%.87 This is about a 10% 

increase over women pianists’ coverage in The Etude. As a general observation, I also 

 
86 When tallying CDs reviewed, I only included those which featured a pianist 

playing in a solo capacity. CDs featuring multiple soloists were not included. I did not 

include CDs which were categorized as “jazz” or geared towards kids (these CDs were 

labelled as “young ones”). 

 

87 This number is approximate. I accessed Clavier Companion/Piano Magazines 

via EBSCOhost. There were a handful of magazines on the database that seemed to be 

missing pages in the CD and DVD Reviews section. 
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found that projects undertaken by women were more likely to feature music that was less 

canonized within the classical music genre.88 

Are women actually recording this type of repertoire at a higher rate? Or are 

women finding greater success in the industry through the pursuit of more non-traditional 

repertoire? If we think back to Figure 2.18, a chart illustrating the percentage of women 

and men’s concerto performances made up of modern music in the New York 

Philharmonic Subscription Season, the latter seems to be the case. You will note that 

aside from the last decade (2010-2019), women and men performed repertoire that was 

written after 1891 at a much more equitable rate (see Figure 2.18). Though there is no 

way to know for sure, I would hypothesize that reviewers of Clavier Companion/Piano 

Magazine are attracted to adventurous CD projects and that these lesser-known pieces 

allow women to express themselves outside of music that has been inadvertently 

gendered between the last seven decades.89  

Advertisements highlighting pianistic achievement provide us with another tool to 

gauge gender representation. Take Baldwin’s ad in the February 1957 issue of The Etude, 

 
88 I considered any composer apart from Bach, Beethoven, Haydn, Mozart, 

Chopin, Brahms, Liszt, Rachmaninoff, Prokofiev, Tchaikovsky, R. Schumann, Ravel, 

Debussy, Schubert, as less canonized. 

 
89 The three Finnish pianists interviewed by musicologist Anna Ramstedt share a 

freeing, gender bending relationship with music written by Magnus Lindberg (b. 1958). 

Ramstedt similarly hypothesizes that this shared experience is a result of liberation from 

“historical performance practice heritage.” Ramstedt suggests that in the performance of 

Lindberg’s music (it having been written outside the confines of traditional Western 

music practice) women are freed from the ever-present negative delineation historically 

afforded to women pianists. Anna Ramstedt, “Imaginary Bodies in Piano Performance.” 

Musiikin Suunta, accessed March 20, 2022. http://musiikinsuunta.fi/2019/01/imaginary-

bodies-in-piano-performance/. 

 

http://musiikinsuunta.fi/2019/01/imaginary-bodies-in-piano-performance/
http://musiikinsuunta.fi/2019/01/imaginary-bodies-in-piano-performance/
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titled “Meet the Baldwin Hall of Fame.” Numerous artists are pictured. Out of the eleven 

soloists listed, there is but one woman, Vera Franceschi.90 Similar rates of representation 

are seen in Clavier Companion’s March/April 2010 article, “How do you use DVD’s and 

YouTube videos of historical pianists in your teaching?” It names all the “essential 

historical pianists.”91 Again, out of the eight listed, all but one, Dame Myra Hess, are 

men.92 Doron K. Antrim’s 1953 article, “Who are the World’s Greatest Piano Teachers,” 

(The Etude) also includes no women. While these articles, reviews, and ads provide 

surface-level measurements for gender representation, a closer look at the articles 

featured in these two magazines provide a window into people’s perceptions on the way 

gender effects piano playing and teaching.93 Though published approximately sixty years 

 
90 Baldwin Pianos, Baldwin, “Meet the Baldwin Hall of Fame,” advertisement, 

The Etude 75, no. 2 (February 1957): 7, https://digitalcommons.gardner-

webb.edu/etude/80/.  

 

91 Nancy Bachus, “How Do You Use DVDs and YouTube Videos of Historical 

Pianists in Your Teaching?” Clavier Companion 2, no. 2 (March/April 2010): 46-49, 

https://web-s-ebscohost-

com.libproxy.temple.edu/ehost/pdfviewer/pdfviewer?vid=2&sid=2a603263-709c-4761-

ab97-6ac6aef3b6ca%40redis. 

 

92 Doron K. Antrim, “Who Are the World’s Greatest Piano Teachers?” The Etude 

71, no. 2 (February 1953): 18, 20, https://digitalcommons.gardner-webb.edu/etude/121/. 

 

93 In the Piano Magazine article, “Piano Pedagogy’s Tower of Technology,” 

Shana Kirk credits women with the majority of advancements in piano teaching 

technology. Amongst the teachers listed here there are no men, though this is hardly a 

surprise as the issue was a special one dedicated to “Celebrating Women in Music.” It is 

not possible to compare this article against the others as it is skewed specifically towards 

celebrating women. Shana Kirk, “Piano Pedagogy’s Tower of Technology,” Piano 

Magazine: Clavier Companion 11, no. 4 (September 2019): 78-80, https://web-s-

ebscohost-com.libproxy.temple.edu/ehost/detail/detail?vid=0&sid=659af64a-c3dd-44d9-

98ef-

53aa64c62c5d%40redis&bdata=JnNpdGU9ZWhvc3QtbGl2ZSZzY29wZT1zaXRl#AN=

139085093&db=eue. 

https://digitalcommons.gardner-webb.edu/etude/80/
https://digitalcommons.gardner-webb.edu/etude/80/
https://web-s-ebscohost-com.libproxy.temple.edu/ehost/detail/detail?vid=0&sid=659af64a-c3dd-44d9-98ef-53aa64c62c5d%40redis&bdata=JnNpdGU9ZWhvc3QtbGl2ZSZzY29wZT1zaXRl#AN=139085093&db=eue
https://web-s-ebscohost-com.libproxy.temple.edu/ehost/detail/detail?vid=0&sid=659af64a-c3dd-44d9-98ef-53aa64c62c5d%40redis&bdata=JnNpdGU9ZWhvc3QtbGl2ZSZzY29wZT1zaXRl#AN=139085093&db=eue
https://web-s-ebscohost-com.libproxy.temple.edu/ehost/detail/detail?vid=0&sid=659af64a-c3dd-44d9-98ef-53aa64c62c5d%40redis&bdata=JnNpdGU9ZWhvc3QtbGl2ZSZzY29wZT1zaXRl#AN=139085093&db=eue
https://web-s-ebscohost-com.libproxy.temple.edu/ehost/detail/detail?vid=0&sid=659af64a-c3dd-44d9-98ef-53aa64c62c5d%40redis&bdata=JnNpdGU9ZWhvc3QtbGl2ZSZzY29wZT1zaXRl#AN=139085093&db=eue
https://web-s-ebscohost-com.libproxy.temple.edu/ehost/detail/detail?vid=0&sid=659af64a-c3dd-44d9-98ef-53aa64c62c5d%40redis&bdata=JnNpdGU9ZWhvc3QtbGl2ZSZzY29wZT1zaXRl#AN=139085093&db=eue
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apart, I found that there were parallels between certain articles published in The Etude 

and Clavier Companion/Piano Magazine in that the advice rendered was gender specific. 

Many of the articles featured throughout this chapter were written by Guy Maier, 

author of “The Pianist’s Page,” previously known as “The Teacher’s Roundtable.” Maier 

published a monthly column in The Etude which provided advice on both teaching and 

piano playing to young pianists and teachers alike. Throughout his tenure, Maier makes 

overt references to gender and music making. He offers advice to men pianists (and only 

men pianists) on the benefits of physical work and activity, “My advice to men pianists is 

to indulge in some good, hard arm and back work. If protecting gloves are worn and 

weight is distributed, the resulting muscular strength and solidity will far outweigh any 

temporary stiffness.”94 He gives advice on speed based on the gender of the offending 

pianist, “Many men over 45 or 50 tend to play lighter and faster than necessary whereas 

women of the ‘uncertain’ age often let their tempos sag. The pace of both sexes 

frequently becomes erratic and unsteady.”95 And he even discusses the role music plays 

as a form of therapy,  

 

 

 
 

94 Guy Maier, “Adventures of a Piano Teacher,” The Etude 71, no. 5 (May 1953): 

21, 64, https://digitalcommons.gardner-webb.edu/etude/118/. 

 

95 Guy Maier, “Watch Your Pace—Speed—Security—Contradictions—and 

Other Important Matters,” The Etude 72, no. 2 (February 1954): 21, 53, 

https://digitalcommons.gardner-webb.edu/etude/110/. Note that while men pianists’ ages 

are named, Maier avoids referring to women pianists’ ages. It seems possible that the 

words used to describe the tempos of these women pianists are also intended to bring to 

mind the sagging physical features of aging women. 
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Music participation, especially the playing of an instrument, is an excellent 

emotional balancer […] I know many unmarried men and women for whom 

music has been literally a lifesaver, and of homes everywhere made happier and 

married people better adjusted because the wife has practiced, played and taught 

piano. Music has given her own creative project, won for her greater respect and 

often removed the bugaboo of financial dependence. We know, too, that there are 

many other maladjusted couples in which the wife’s music has truly saved her 

mind, sometimes her life.96 

 

This excerpt gives us many contextual clues with which to work with. For one, it 

sheds light on the role piano playing had in the home of married couples. Maier 

insinuates that for women with no other means of income (homemakers), teaching the 

piano was an acceptable way in which they could work while simultaneously maintaining 

their domestic duties. His commentary on “maladjusted” couples can be interpreted in 

two ways: first, that music served as an escape for women in failed marriages; second, 

that the couple was “maladjusted” due to the wife’s own shortcomings, and not the role 

that society expected her to take on.97 Maier also references these expectations in an 

article published in 1954 titled, “A Great Woman Composer? When?” Though Maier 

names a couple potential reasons (including but not limited to the idea that women, 

having participated in the “great creation” of “mother love,” lack the drive to create 

 
96 Guy Maier, “Adventures of a Piano Teacher,” The Etude 71, no. 6 (June 1953): 

21, 64, https://digitalcommons.gardner-webb.edu/etude/117/. 

 

97 During the 1950s men were largely responsible for writing articles in women’s 

magazines. The vast majority of articles pushed topics that were related to domestic 

work. Many of these homemakers became disenchanted with their lives, but were 

unaware (due to the narrative being pushed in these publications) that there were others 

who felt the same. They began to question whether there was something wrong with them 

as they were not feeling as fulfilled as they thought they should be. It was in 1963 that 

Betty Friedan dubbed this, “the problem that has no name.” Betty Friedan, The Feminine 

Mystique (New York, NY: Norton, 1963). 
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music for the masses), he entertains that it may in fact be the result of women being 

overloaded with domestic duties. That the musical careers of women were at the mercy of 

such domestic duties is corroborated by pianist and pedagogue Adele Marcus. In a 2011 

issue of the Clavier Companion, Scott McBride Smith writes,  

Always elegant and, in her youth, beautiful, she liked men and they liked her. 

‘I’ve almost been married fifteen times,’ she said in an interview. But ‘most of the 

men I knew expected me to give up three-quarters of what I was doing and it 

would have been like cutting off both my arms.’”98  

 

In the interview referenced by Smith, Marcus discusses her own personal experience 

balancing married life and career. Though her husband never asked her to give up her 

work, she sensed that he wanted a “woman and wife” rather than an “artist woman,” a 

role she was ready to relinquish before he died prematurely.99  

Though published in 2013, Katheryn Koslowsky Schmidt’s article “Mother (and 

Father) Musicians,” perpetuates these underlying assumptions that women are more 

 
98 Ylda Novik, “On Being a Musician and a Woman,” Clavier 15, no. 2 

(February 1976): 11, quoted in, Scott McBride Smith, “Adele Marcus: Master Teacher,” 

Clavier Companion 3, no. 3 (May/June 2011): 48-49, https://web-s-ebscohost-

com.libproxy.temple.edu/ehost/pdfviewer/pdfviewer?vid=3&sid=a4e9aaa2-26fb-42a2-

bcc8-c062fec22809%40redis.  

 
 

99 In a 2011 interview with Clavier Companion, Livia Rev discusses how many 

musicians that she knew (gender unspecified) decided to forgo marriage and children for 

fear it would impact their careers negatively. Rev herself does not believe that gender 

stood in the way of her making a career, noting that she was fortunate to have birthed her 

children between seasons. This made it possible for her to concertize without pause. It is 

also worth noting that the biography of Rev published on NAXOS’ website references 

her children as the reason she scaled back her international performing career. Mark 

Ainley, “Musical Education is About More Than Music: An Interview with Livia Rev,” 

Clavier Companion 3, no. 4 (July/August 2011): 18. For the biography on Rev see 

Jonathan Summers, “Livia Rev,” NAXOS, accessed March 1, 2022, 

https://www.naxos.com/person/Livia_Rev/36392.htm. 
 

https://web-s-ebscohost-com.libproxy.temple.edu/ehost/pdfviewer/pdfviewer?vid=3&sid=a4e9aaa2-26fb-42a2-bcc8-c062fec22809%40redis
https://web-s-ebscohost-com.libproxy.temple.edu/ehost/pdfviewer/pdfviewer?vid=3&sid=a4e9aaa2-26fb-42a2-bcc8-c062fec22809%40redis
https://web-s-ebscohost-com.libproxy.temple.edu/ehost/pdfviewer/pdfviewer?vid=3&sid=a4e9aaa2-26fb-42a2-bcc8-c062fec22809%40redis
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responsible for domestic labor.100 The essay is an ode to musicians looking to balance 

their careers with childcare. She advises musicians to “split duties with [their] spouse or 

partner”; only accept projects that are manageable (lest they take away from quality time 

with your children); connect with others who can relate (here she includes an anecdote on 

how she and her three friends, all with doctorates, and all women—she specifies their 

gender, spent more time talking to one another about their sleep cycles than their 

dissertations); and remember, “You are a musician! Don’t forget this when your new 

repertoire of concerns becomes focused on diapers, bottles, and teaching."101 In addition 

to “and father” being written in parenthesis, the word “mother” is written in a font size 

that is significantly larger than the rest, framing the article in a way which puts the 

burden of household responsibilities on women.  

 Perhaps most troubling to me were articles which featured advice on repertoire 

assignments based on the student’s gender.102 Guy Maier’s 1953 article “November 

 
100 More recently, the COVID-19 pandemic has exacerbated inequities in 

domestic labor and childcare. In September 2020, women dropped out of the workforce 

at a rate four times higher than men. As of July 2020, a quarter of the women who 

became unemployed (a rate double that of men) chose to do so due to a lack of available 

childcare. Julie Kashen, Sarah Jane Glynn, and Amanda Novello, “How COVID-19 Sent 

Women’s Workforce Progress Backward: Congress’ $64.5 Billion Mistake,” The 

Century Foundation, last modified October 29, 2020, accessed February 15, 2022, 

https://tcf.org/content/report/how-covid-19-sent-womens-workforce-progress-backward-

congress-64-5-billion-mistake/?session=1. 

 
101 Katherine Koslowsky Schmidt, “Mother (and Father) Musicians,” Clavier 

Companion 5, no. 3 (May 2013): 12-13, https://web-s-ebscohost-

com.libproxy.temple.edu/ehost/detail/detail?vid=0&sid=7e0b407f-a74e-43cd-919d-

6a29b92c8d19%40redis&bdata=JnNpdGU9ZWhvc3QtbGl2ZSZzY29wZT1zaXRl#AN=

87332964&db=eue. 
 

102 Though not specific to pianists or “The Pianist’s Page,” the segregation of 

instruments based on gender is also discussed in The Etude’s article “Why Not Women in 
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Whirl” offers piano teachers an array of new teaching materials. Maier lists numerous 

works, offering everything from Airplanes, a “good six-eight time for high flyers” to 

Dancing on the Tightrope, “a snappy short staccato study.” Among the options are two 

pieces he designates specifically for boys and girls: “Forward March!” “crisp, sturdy stuff 

for young lads,” and Red Dancing Shoes, “an irresistible little waltz for girls.”103 He is 

not only gendering the pieces but the activities associated with each piece (marching in 

the military and dancing the waltz). The words used to describe the pieces, “crisp, sturdy 

stuff,” and “little” are also gendering.  

While it might be tempting to dismiss these excerpts based on their dates of 

publication, Rachel Kramer’s article published in the May 2016 edition of Clavier 

Companion, “Walk a Mile in Your Neighbor’s Shoes: Gender Issues in Piano Teaching,” 

proves that gendered biases continue amongst the pedagogues of today. There are many 

aspects of Kramer’s article that I find concerning. For one, she seems largely unaware of 

modern-day definitions of gender and sex. Gender and sex are not one and the same. 

While sex is understood (if still widely debated) as physical, gender is understood as a 

 
Orchestras?” Raymond Paige advises women to choose instruments that require less 

visible physical exertion, not only because he believes they do not have the strength for 

them, but also because it would be “incongruent” with their appearance (i.e. brass, 

percussion). It is also suggested that orchestral managers would decide against hiring a 

woman for these roles as they would be at risk of alienating audience members. In his 

eyes, any instrument “heavier than the ‘cello, the clarinet, and the French horn,” should 

be off limits, and believes that women might find better success in pursuing instruments 

better suited to their “natural delicacy” (violin, viola, flute, oboe). His argument: that 

women are “naturally” better attuned to instruments that are higher in register. Raymond 

Paige, “Why Not Women in Orchestras?” The Etude 70, no. 1 (January 1952): 14-15, 

https://digitalcommons.gardner-webb.edu/etude/133/.  

 

103 Guy Maier, “November Whirl,” The Etude 71, no. 11 (November 1953): 21, 

https://digitalcommons.gardner-webb.edu/etude/112/. 
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social construct distinct from birth assignments and appearance.104 Throughout her 

article, Kramer blatantly disregards decades of scholarship in the gender studies field.105 

She writes, 

Target has taken steps to move toward more gender-neutral signage and displays. 

The goal of this is to allow children (and parents) to gravitate to toys that actual 

users like, without labels or assumed gender preference. However, boys will 

continue to gravitate to trucks and girls to dolls, and there is a reason. Scientific 

research has shown that in most cases, the world is divided by gender. There are 

real reasons why boys are boys and girls are girls.106 

 

To back her argument that toy choice and musical repertoire assignments should indeed 

be separated by binary gender, Kramer invokes Dr. Leonard Sax, psychologist, family 

physician, and author of Why Gender Matters (2005). A “leading proponent in single-sex 

education,” Sax calls for a complete overhaul in the way teachers interact with their male 

 
104 Dr. Anne Fausto Sterling, “Gender and Sexuality,” accessed February 15, 

2022, http://www.annefaustosterling.com/fields-of-inquiry/gender/. A fellow of the 

American Association for the Advancement of Science and Professor Emerita of Biology 

and Gender Studies at Brown University, sexologist Dr. Anne Fausto-Sterling believes 

that sex and gender are both informed by social constructs. She argues that these social 

constructs not only influence a person culturally but physiologically. Her publications 

include Myths of Gender: Biological Theories about Women and Men (1992), Sexing the 

Body: Gender Politics and the Construction of Sexuality (2000), Sex/Gender: Biology in 

a Social World (2012), and “Critical Terms for the Study of Gender” (2014).  

 

105 Originally published in 1990, Judith Butler’s influential book Gender 

Trouble: Feminism and the Subversion of Identity discusses gender as a series of 

“performances” which renew or renege one’s gender identity (New York: Routledge, 

2006). 

 

106 Rachel Kramer, “Walk a Mile in Your Neighbor’s Shoes: Gender Issues in 

Piano Teaching,” Clavier Companion 8, no. 3 (May/June 2016): 43, https://web-p-

ebscohost-com.libproxy.temple.edu/ehost/pdfviewer/pdfviewer?vid=5&sid=4e0bad22-

57fb-4425-a5c6-00f396efe5dc%40redis. 

 

http://www.annefaustosterling.com/fields-of-inquiry/gender/
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and female students, believing that social differences between the genders are largely 

rooted in biology.107 Kramer quotes Sax who states, 

If you’re working with a girl, smile and look her in the eye when you’re helping 

her with a subject. That gives her nonverbal reassurance that you like her and 

you’re her friend. Too many teachers (especially men) don’t make eye contact 

with their female students…. If you’re working with a boy, sit down next to him 

and spread out the materials in front of you, so you’re both looking at the 

materials, shoulder-to-shoulder. Don’t hold an eye-to-eye stare with a boy unless 

you’re trying to discipline him or reprimand him.108 

 

Neuroscientist Gina Rippon and author of Gendered Brain: The Neuroscience that 

Shatters the Myth of the Female Brains has debunked the concept of a “sexed brain,” 

using brain-imaging techniques to prove that there are no structural differences between 

the two sexes. Kramer’s claim that there are “real reasons why boys are boys and girls are 

girls,” is unfounded.109 As recently as 2020, in an interview with Boston’s local NPR 

 
107 Leonard Sax, Why Gender Matters: What Parents and Teachers Need to 

Know About the Emerging Science of Sex Differences, (New York: Harmony, 2006). 
 

108 Leonard Sax, Why Gender Matters: What Parents and Teachers Need to 

Know About the Emerging Science of Sex Differences, (New York: Harmony, 2006), 

quoted in Rachel Kramer, ““Walk a Mile in Your Neighbor’s Shoes: Gender Issues in 

Piano Teaching,” Clavier Companion 8, no. 3 (May/June 2016): 44, https://web-p-

ebscohost-com.libproxy.temple.edu/ehost/pdfviewer/pdfviewer?vid=5&sid=4e0bad22-

57fb-4425-a5c6-00f396efe5dc%40redis. 
 

109 Scientists still do not understand sex and gender on a physical level. The 

article “Out of Bounds? A Critique of the New Policies of Hyperandrogenism in Elite 

Female Athletes,” discusses faults in binary sex distinction within international sports 

competitions, noting that they still don’t have enough evidence needed to fully 

distinguish between the sexes. It explains that current guidelines (which require the 

testing of testosterone and androgens to determine eligibility for competition in female 

sports) are irrelevant in that “there is no evidence showing that successful athletes have 

higher testosterone levels than less successful athletes.” Katrina Karkazis, Rebecca 

Jordan-Young, Georgiann Davis, and Silvia Camporesi, “Out of Bounds? A Critique of 

the New Policies on Hyperandrogenism in Elite Female Athletes,” The American Journal 

of Bioethics 12, no. 7 (2012): 3-16, accessed February 15, 2022, 

https://www.tandfonline.com/doi/full/10.1080/15265161.2012.680533. 
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channel (WGBH), Rippon disavowed Sax’s research claiming that Sax “fundamentally 

misunderstood how the brain works,” in that it is flexible, plastic even, and therefore 

heavily influenced by social cues and environment.110 Further, many of the examples 

Kramer employs in her article (children’s use of colors and selection of toys and words) 

are extraordinarily complex issues not fully understood by research yet, as Judith Butler 

argues in exploring children’s toy choice Undoing Gender.111  

Take ads published in The Etude for example. While Kramer might think that 

these publications are a reflection of inherent differences between the genders, they are 

actually instrumental to the reinforcement of traditional gender roles. Published a month 

apart, two separate ads for the Everett Piano Company sent two distinctly different 

messages about their products depending on the targeted consumer. In the first, an ad for 

school or church pianos, a boy is pictured playing the piano next to what appears to be a 

bust of Beethoven and the tag line “Use or abuse, this piano stands up!”112 while in the 

 
110 Donna Haraway discusses how dogs and people have evolved together 

through “co-evolution” and that the changes seen in the bodies and minds of dogs and 

humans cannot be attributed to solely biology or culture, but rather both.  

Donna Haraway, Companion Species Manifesto: Dogs, People, and Significant 

Otherness, (Chicago: Prickly Paradigm, 2003), 31. 

 

111 In Undoing Gender, Judith Butler discusses the relationship a child has with a 

doll when at play. Though most would be inclined to believe that a girl who chooses to 

play with a barbie does so because she wants to be the barbie, Butler suggests that there 

are many other potential reasons: does she want to be friends with the doll, is she her 

lover, her rival? Judith Butler, Undoing Gender, (New York: Routledge, 2004), 97. 
 

112 Style 10, Everett Pianos, “Use or Abuse, this Piano Stands Up!” 

advertisement, The Etude 74, no. 4 (April 1956): 62, accessed February 15, 2022, 

https://digitalcommons.gardner-webb.edu/etude/84/. 
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second, “Fashion Set to Music,” an elegantly dressed woman stands next to a spinet, one 

hand on the keys and the other, flower in hand.113  

Similarly, an ad for Baldwin’s Acrosonic Piano with the tagline, “What do Billy’s 

blocks have to do with piano lessons?” compares a future-minded purpose of boys’ play 

with blocks—to grow up to build bridges and skyscrapers—to that of music making. 

“Music will become a fascinating new project for that eager young mind; a colorful, 

exciting new world to explore. Billy will be a happier boy, a finer man because you gave 

him a purpose.”114 Here, piano playing provides this youngster with purpose, a project 

worthy of his young and limitless mind. Compare this to Ethel R. Page’s “What of Your 

Talent?”, a short essay published in the “Junior Etude” section of The Etude magazine. 

Think of practicing as though it were a garden. Each exercise or piece is a bed of 

pansies, a row of zinnias or a clump of four-o’clock. Look for the weedy places 

and pull out every little offender. Listen to your tone quality and learn to bring out 

all the lovely rainbow colors that make a garden so beautiful. Water it daily with a 

pitter-pattering shower of scales. Then you will be happily surprised to find you 

have a lovely bouquet of pieces, ready to play—and play well—for any one at any 

time. At least, that is the way Janet developed her talent, and you can do as 

well.115 

 

It is clear that in learning to play the piano, the main character of this short story, Janet, is 

perfecting an “accomplishment.” Piano playing and practicing are likened to weeding and 

 
113 Dyna-Tension Everett, Everett Pianos, “Fashion Set to Music,” 

advertisement, The Etude 74, no. 3 (March 1956): 4, https://digitalcommons.gardner-

webb.edu/etude/83/. 

 

114 Piano, Baldwin Pianos, “The Exquisite Acrosonic Piano by Baldwin,” 

advertisement, The Etude 74, no. 3 (March 1956): 45, accessed February 15, 2022, 

https://digitalcommons.gardner-webb.edu/etude/83/. 

 
115 Ethel R. Page, “What of Your Talent?” The Etude 74, no. 4 (March 1956): 

54, accessed February 15, 2022, https://digitalcommons.gardner-webb.edu/etude/83/. 
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gardening, the beautification of one’s “talent,” while the “pitter-pattering” of water stands 

as a metaphor to scales and musical health. Janet’s goal is to present a beautiful bouquet 

of pieces “for any one at any time.” Through the careful upkeep of her pianistic skills, she 

provides pleasure and entertainment for others. Meanwhile Billy, in the previous ad, does 

not have to be ready at any time with a perfect bouquet of pieces with which to be judged 

by others. He just needs to fill his time with an activity that feels meaningful and goal 

directed. Again, while Kramer would see this as proof of gender’s inherent nature, gender 

scholars would argue that the pointed references to gender in these ads give adult readers 

gendered reasons for why they should buy a piano and have their child learn to play it. 

This is demonstrative of a cycle which maintains “proper” performances of gender. 

While I would hope that perceptions of gender would not be relevant to present 

day assignments of piano repertoire, Kramer’s article suggests otherwise. Kramer’s 

misguided understanding of gender has led her to the belief that piano teachers are not 

doing enough to alter their teaching styles according to their student’s gender: “we plow 

along thinking that we address gender issues in the repertoire we choose. Boys will play 

the bigger ‘warhorse’ pieces, and girls like ‘Winter Snow Scenes.’ There is so much 

more.”116 The danger here is that Kramer is not only assuming others agree, but also 

 
116 Here Kramer quotes Sax on altering one’s eye-contact depending on the 

student’s gender. She also advises that piano teachers take into consideration that girls 

develop small-muscle control at a faster rate than boys (Dr. Fausto-Sterling would likely 

attribute this to certain activities being more readily assigned to girls than boys (painting, 

drawing, embroidery, hair braiding, etc.) Rachel Kramer, ““Walk a Mile in Your 

Neighbor’s Shoes: Gender Issues in Piano Teaching,” Clavier Companion 8, no. 3 

(May/June 2016): 44, https://web-p-ebscohost-

com.libproxy.temple.edu/ehost/pdfviewer/pdfviewer?vid=5&sid=4e0bad22-57fb-4425-

a5c6-00f396efe5dc%40redis. 
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encouraging all of the teachers who read this magazine to teach their students differently 

based on their assigned gender. 

Kramer’s reference to “warhorse” pieces, a category of works that she so readily 

assigns to boys, is a necessary staple of piano competition repertoire required of young 

pianists today.117 If, as Kramer advocates, these “warhorse” pieces are not readily 

assigned to young women, what does this mean for their chances in competition settings 

later in life? 

Kramer’s article does little to consider the impact piano teachers have on their 

student’s tastes and growth. In her misguided attempts to be considerate of her students’ 

gender, Kramer is in fact perpetuating traditional gender roles.  

Like me, you have Gender generalities and biases circling about--maybe they are 

correct and maybe not. Maybe you think every boy has ADD—maybe you think 

every girl loves piano. Understanding the qualities innate to male and female 

students will assist with successful interaction, rapport, respect, and success with 

students. 

 

Though Kramer qualifies her suggestions by noting that some gendered assumptions may 

be incorrect, her statement begs the question: are these perceptions of the gendering of 

 
117  Charles Rosen has discussed the “limiting effect” competitions have had on 

young pianists’ repertoire, noting that a pianists’ participation requires them to focus their 

attention on “competition warhorses” (Brahms, Rachmaninoff, Chopin, and Beethoven 

concerti), thus narrowing their repertoire output. Michael Johnson, “The State of 

International Piano Competitions: A ‘Frenzy for Attention,’” Clavier Companion 2, no. 1 

(January/February 2010): 20, https://web-p-ebscohost-

com.libproxy.temple.edu/ehost/detail/detail?vid=2&sid=1a63bff2-98a5-45e5-b1ae-

e43db22b780d%40redis&bdata=JnNpdGU9ZWhvc3QtbGl2ZSZzY29wZT1zaXRl#AN=

47576740&db=eue. 
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pieces or of pianists appropriate when it clearly sets up an unequal situation for 

women?118  

An article published by The Adult Learning Committee of the National 

Conference on Keyboard Pedagogy, “What medications are your adult students taking 

and what effect do they have on the lesson,” offers advice to teachers based on their 

student’s gender. Though the purpose of the article is to discuss the aging human body 

and the subsequent effects that medications have on piano playing, menopause is the only 

gender-specific ailment discussed. The others: arthritis and depression, are not typically 

gender, or in the case of depression, age-specific. Ironically, Ramona Kime, the 

contributor on “menopause” argues for its inclusion based on its propensity to elicit brain 

fog, or “tired brain” when hormonal therapy is NOT undertaken. To combat severe forms 

of brain fog, she suggests teachers assign “simpler pieces” or focus instead on “only one 

or two concepts per piece.” She writes, “the biggest help we can give our menopausal 

students is patience, passion, and encouragement.”119 Many different types of ailments 

 
118 Daniel Pollock has discussed how even in an instance where he was judging a 

piano competition from behind a curtain, the jurors were still trying to discern the gender 

of the performer based off of their shoes. Nancy Bachus, “Competitions: Pinnacles and 

Pitfalls-An Interview with Daniel Pollack,” Clavier Companion 2, no. 1 

(January/February 2010): 16, https://web-p-ebscohost-

com.libproxy.temple.edu/ehost/pdfviewer/pdfviewer?vid=5&sid=1a63bff2-98a5-45e5-

b1ae-e43db22b780d%40redis. 
 

119 Ramona Kime, “Menopause,” Clavier Companion 3, no. 2 (March/April 

2011) 57, https://web-p-ebscohost-

com.libproxy.temple.edu/ehost/pdfviewer/pdfviewer?vid=4&sid=e5a904e8-111d-4ecf-

8f55-ef34bc034a71%40redis 
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typical of both men and women, bring on brain fog.120 The fact that menopause, a natural 

part of human ageing and a condition limited only to women is listed here as reason for 

accommodation feels oddly reminiscent of nineteenth-century gynecological literature in 

which women were discouraged from musical education for fear of consequence due to 

their anatomical differences.121  

Though some may argue that the various articles and ads referenced throughout 

this chapter are representative of individual people, not the community at large, it is 

important to remember that these magazines have had enormous reach and with that, the 

power to influence the way pianists think and talk about gender and music. 

 

 

 

 

 

 

 
 

 
120 Other potential causes include stress, lack of sleep, stress, foods, medications, 

and medical conditions. David B. Duncan, “How to Beat Brain Fog,” Hackensack 

Meridian Health, last modified August 11, 2021, accessed February 14, 2022, 

https://www.hackensackmeridianhealth.org/en/HealthU/2021/06/09/how-to-beat-brain-

fog#.Ygs76i-B3q0. 

 

121 Thomas Addis Emmet, author of Principles and Practice of Gynaecology 

(1884) writes, “It is not practicable to educate a girl by the same method found best for 

the boy, without entailing serious consequences, for the ovaries will always be arrested in 

their growth if the brain is forced.” James Kennaway, “The Piano Plague: The 

Nineteenth-Century Medical Critique of Female Musical Education,” Gesnerus 68, no. 1 

(2011): 36. 
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CHAPTER 5: IN THEIR OWN WORDS: DOCUMENTED INTERVIEWS WITH 

WOMEN PIANISTS 

 

 

 Previous chapters have explored how women pianists have been presented and 

received in concerts and written publications. Amongst the reviews and articles covered 

in chapters three and four, a few common threads emerge: the juxtaposition of a woman 

pianist’s sound production against assumptions about her body, commentary on her 

clothing, the infantilization of her persona, and discussions surrounding motherhood. 

This chapter discusses these external narratives and the impact they have on women 

pianists making a career in classical music. Interviews and first-hand accounts show that 

these women are not only aware of existing bias but also that this bias is having a real 

cognitive impact. 

Many of the interviews cited throughout this chapter are those hosted by David 

Dubal. A mainstay in classical music broadcasting and piano literature, Dubal has been 

on the faculty at The Juilliard School and Manhattan School of Music. A recipient of both 

the First ASCAP/Deems Taylor Award and George Foster Peabody Award in 

broadcasting, his publications include The Art of the Piano, The Essential Canon of 

Classical Music, and Evenings with Horowitz, and Reflections from the Keyboard. He has 

won an Emmy award for his film The Golden Age of the Piano and was the musical 

director of WNCN-FM (1967-1990) and later the host of WQXR’s “Reflections from the 

Keyboard” (currently ongoing, started in 2000).122 When I listened to the interviews 

hosted by Dubal, I found him to be a respectful and insightful host. There were moments, 

 
122 “David Dubal,” WWFM: The Classical Network, accessed February 8, 2022, 

https://www.wwfm.org/people/david-dubal#stream/0.  
 

https://www.wwfm.org/people/david-dubal#stream/0
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however, where I felt that gendered narratives were making their way to the forefronts of 

these conversations. 

In an interview on WNCN-FM’s For the Love of Music, Dubal refers to pianist 

Constance Keene’s “slender” figure, noting her ability to produce large volumes of sound 

despite her appearance:  

Interviewer: David Dubal 

Interviewee: Constance Keene 

9/26/80 

 

DD: You as a pianist, are a very slender person, and yet your sonority is vast. You 

don’t bang. Is there a way you do that? Is it relaxation? Because it’s certainly not 

force, I’ve seen you play in public. 

 

CK: Mhm, well, I go on the principle that I was taught, and that is that the motion 

and rest principle, or tension relaxation principle is ever present. So that I go with 

the line or the phrase as I conceive it. And also, what I do is try to use all of my 

body weight, it’s not a matter of simply using my fingers or my arms. And you 

know if you sit up straight at the instrument and you use all of yourself, and lean 

your entire weight into the keyboard, you get a very powerful sound. It’s not a 

banging sound, but you’re really leaning your entire weight into the keyboard and 

you’re thinking of the keyboard as a place of rest. Now you know there are many 

people who don’t think about resting into the keyboard, in fact they lean back. 

And to withhold weight makes you very tense. The more you relax, the more 

sound you get, the more sonority you get. Of course, everything is dependent on 

the kind of sound you wish to produce.123 

 

 
123 Constance Keene, interview by David Dubal (my transcription), For the Love 

of Music. WNCN-FM, September 26, 1980. Archived and posted on youtube by 

noochinator 1 on May 22, 2013, https://www.youtube.com/watch?v=7IfjTlSxGUs. No 

longer in operation, the radio station WNCN-FM has a tribute website dedicated to 

WNCN-FM’s contributions. The site notes that broadcasts of A Musical Offering are 

available to those interested on YouTube. These broadcasts are stored under username 

“noochinator 1” and “noochinator 2.” These accounts also offers recordings of WNCN 

FM’s For the Love of Music, from which this interview is a part of. Matt Edwards, 

“About Us,” WNCN Tribute Site, accessed February 8, 2022, https://wncn.org/about-us.  

 

 

https://www.youtube.com/watch?v=7IfjTlSxGUs
https://wncn.org/about-us
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Dubal’s question implies two things: first, that a slender figure and vast sonority do not 

typically go hand in hand and second, that Keene’s physique might somehow be linked to 

a tendency to bang.124 As Keene explains it, the mechanisms of sound production: the 

“withholding” or “resting” of one’s weight are irrelevant to a person’s size or gender. For 

those that would be inclined to argue that Dubal’s comments surrounding sound 

production are in fact unrelated to gender but rather simple physics, I would point them 

towards The New York Times review of Emil Gilels’s performance titled “Music: A 

‘Little Giant.’”125 

Shortly before the turn of this century, W. J. Henderson referred to Eugen 

d’Albert as ‘The Little Giant.’ Another ‘little giant’ played last night in Carnegie 

Hall. Emil Gilels from Russia is, like d’Albert, a short and stocky man. And as 

d’Albert is supposed to, he played the piano with amazing strength, color and 

resource. 

 

To quote the reviewer, d’Albert did as he was “supposed” to. It is the conviction with 

which these words are written that convinces me that comments on women pianists’ 

small statures in reference to their large sound output are in fact sexist. There is no shock 

in the statement above as both d’Albert and Gilels (two “small” men) were expected to 

show “amazing strength” in their playing, an expectation not readily afforded to Laredo. 

Though Laredo and Gilels were considered “small” in different ways, both their 

 
124 Reviews explored in the third chapter of this monograph reveal a similar 

assumption made on the part of reviewers. For example, “Her tone was big, like a man’s 

[,] but it never failed to sing.” See pg. 72. 
 

125 Harold C. Schoenberg, review of concert performance by Emil Gilels, 

Carnegie Hall, New York, NY, New York Times, October 12, 1955, accessed February 8, 

2022, 

https://timesmachine.nytimes.com/timesmachine/1955/10/12/83376861.html?pageNumb

er=36. 
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physiques were unrelated to the production of sound at the instrument, and only one a 

source of astonishment.  

Dubal’s thoughts on sound production seem to have evolved over the years. His 

1985 conversation with pianist Barbara Nissman highlights how people often have 

misconceptions surrounding sound production: 

Interviewer: David Dubal: 

Interviewee: Barbara Nissman 

11/17/85 

 

DD: Now, have you been disappointed with picking such an arduous career, and 

of course being a woman? There are just not as many of the big careers, women 

as men. Why, who knows? I think that you know it’s a difficult, uh, situation to 

discuss. But it seems that for every woman, there’s 5 or 10 men. Have you found 

prejudice as a woman? Making the career? 

 

BN: Oh, well I think there’s a lot of misunderstanding. I always laugh when 

somebody’ll come backstage after a concert and say, “gosh for a woman you 

really are strong and play like a man.” I mean these are the type of the things- 

 

DD: [Interrupts] Well these are, these are the things, that well, this, this hurts 

though eventually. 

 

BN: No, I just think it’s, uh, people don’t expect, uh, or people let me say it 

another way, people don’t realize that to play the piano it doesn’t take the strength 

of a Tarzan. I mean, all you, really piano playing, is just coordination. Even, even 

young pianists today, uh, it still has to be learned that you don’t have to be you 

know, 6 feet tall to be a Prokofiev player. 

 

DB: A 5 ft. 80 pounder can make a great sound if they know how. 

 

BN: That’s right. Exactly, that’s the point.126 

 

 

 
126 Barbara Nissman, interview by David Dubal (my transcription), For the Love 

of Music, WNCN-FM, November 17, 1985. Archived and posted on youtube by 

noochinator 1, on February 9, 2013, 

https://www.youtube.com/watch?v=66PcZPbFN0U&t=2179s. 

 

https://www.youtube.com/watch?v=66PcZPbFN0U&t=2179s
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There are a few things to note here. The conversation begins by Dubal asking whether 

Nissman has been “disappointed” with her decision to pursue a career in music. 

Throughout the conversation, Dubal is both supportive and sympathetic, acknowledging 

how few women succeed, and wondering aloud whether prejudice has anything to do 

with it. The first topic that comes up for Nissman, in response to Dubal’s question about 

sexism, is sound production. As she explains it, there is no real substance to the argument 

that men at the piano are inherently more powerful than women. This is not a novel 

idea—reviewers are often shocked to find that women are capable of producing large 

volumes of sound. Both Hélène Grimaud and Angela Hewitt echo these sentiments 

stating, respectively, "Some people may still be surprised that a woman [pianist] should 

have strength,"127 and “People often look at me--and I'm quite thin--and say, `We're 

always so amazed at the power you produce."'128 Unable to reconcile this display of 

strength with womanhood there is a clear disconnect between the image people are seeing 

and the sound they are hearing.  

The dichotomy between these two is evident in John Gruen’s article “A Lady 

Tiger at the Keyboard.” In his description of Ruth Laredo, Gruen explains that she “does 

not have an aura of the imposing or glamorous mistress of the keyboard. She has a little-

girl-lost look, and she suggests a sense of frailty and insecurity.” The title of Gruen’s 

 
127 Steven Wigler, “Slight Pianist, Strong Playing,” The Baltimore Sun, May 5, 

1994, accessed March 1, 2021, https://www.baltimoresun.com/news/bs-xpm-1994-05-29-

1994149191-story.html. 

 

128 Kyle MacMillan, “Status Up, but Equality Lags,” Chicago Tribune, 

November 11, 2004, accessed March 1, 2021, https://www.chicagotribune.com/news/ct-

xpm-2004-11-24-0411230480-story.html. 

 

https://www.baltimoresun.com/news/bs-xpm-1994-05-29-1994149191-story.html
https://www.baltimoresun.com/news/bs-xpm-1994-05-29-1994149191-story.html
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article (“A Lady Tiger at the Keyboard”) is in direct conflict with his portrayal of her 

(“little-girl-lost,” “frailty,” “insecurity”). The title of the article is a play on Rudolf 

Serkin’s declaration that Laredo, having just performed for him Beethoven’s Sonata in A 

Major, op. 101 and Chopin’s Ballade no. 3 in A-flat Major, op. 47 at age sixteen, “played 

like a tiger,” while Gruen’s description of her appearance (“little-girl-lost”) is likely a 

reference to Laredo’s memories of her lessons with Serkin. 

The most alarming criticism that [Serkin] had of me was that I played like a little 

girl. He wanted me to play with a great big style. How I was to do that, I had to 

find for myself. Mr. Serkin would never say, ‘Do this’ or ‘Do that.’ He would say, 

‘The music requires such and such, and you had to find out what that meant.129 

 

Though Laredo was first introduced to Serkin at age sixteen, she studied with him over a 

period of six years at the Curtis Institute. She certainly would not have been a “little girl.” 

In the moments that Serkin referred to her as such, both her gender and appearance were 

weaponized against her. It is also clear that she internalized this criticism, referring to it 

as “the most alarming” she could receive. Her shortcomings were positioned in such a 

way that in order to perform pieces written in this “great big style” she needed to 

overcome not only her age but also her gender. At her best she played like a “tiger,” at 

her worst, “a little girl.”  

 Similarly, in an interview with Barbara Nissman, Dubal uses this same label 

(“little girl”) as a foil to the piece performed (Beethoven’s Sonata in B-flat Major, op. 

106 “Hammerklavier”):  

 

 
129 John Gruen, “A Lady Tiger at the Keyboard: Ruth Laredo—Will She Be Our 

First Major Woman Pianist?” New York Times, December 15, 1974, accessed February 8, 

2022. 
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Interviewer: David Dubal: 

Interviewee: Barbara Nissman 

11/17/85 

 

BN: I remember learning the Hammerklavier when I was, that was my graduation 

recital. And, it’s wonderful to retackle it now. Because it’s easier. 

 

DD: [Interrupts] The Hammerklavier!? When you were just in your, you know, a 

little girl really? 

 

BN: Well, I was a little girl, yes, [laughs] I was graduating from college. 

DD: Now actually, you started studying with George Sandor at the University of 

Michigan when you were sixteen.  

 

BN: That’s right, I went there as a freshman and I stayed there for seven years.130 

Beethoven’s “Hammerklavier” Sonata would be a challenge to perform at any age. It is 

not so much that Dubal is shocked by the age at which she performed the piece (Nissman 

here is in agreement that she would have been quite young), but rather the way in which 

her gender and age are combined and positioned against the work being performed. Here, 

Dubal’s emphasis on her age and gender work to highlight the enormity of the task 

undertaken (the performance of a work that some might even consider to be written in 

“the great big style”). 

Gender is nowhere more prevalent than in discussions surrounding a woman 

pianist’s decision about whether to have children. In the previous chapter I briefly 

discussed an article written by Scott McBride Smith which references the 1976 Clavier 

magazine (not to be confused with Clavier Companion) interview titled, “On Being a 

 
130 Barbara Nissman, interview by David Dubal (my transcription), For the Love 

of Music, WNCN-FM, November 17, 1985. Archived and posted on YouTube by 

noochinator 1, on February 9, 2013, 

https://www.youtube.com/watch?v=66PcZPbFN0U&t=2179s. 
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Musician and a Woman: A Conversation with Adele Marcus, Claudette Sorel, and Anne 

Koscielny.” The three pianists and pedagogues discuss the role gender has played in their 

own lives, acknowledging the difficulty that women face when trying to pursue a concert 

career. They note that very few (Guiomar Novaes and Olga Samaroff) have managed to 

have families while also successfully pursuing a concert career.  

Though there are a few sexist comments voiced by Marcus: “There are 

unquestionably many elements within the psyche and physical stamina of women that 

make it difficult for them to duplicate the natural stamina of men,” and, 

Actually, after these many years of teaching, I prefer working with a boy if the 

objective is towards a career—for a very practical reason, usually a boy has to 

make a living by his work. He thinks in terms of getting married, having a family, 

and being the support of that family. Where a girl is concerned, I have found that 

when she gets emotionally involved with a young man, part of her dedication and 

creative output becomes focused on him. There is nothing wrong with that except 

that there are very few people who can go beyond it to sustain a big career and 

still have a husband and children. Something has to suffer, I believe.131 

 

There is a common consensus amongst the three women that the lack of women in the 

arts is due in large part to our current social structure. Koscielny states,  

I do think that the reason you have fewer women in the arts is entirely due to our 

social structure. As women, we marry, have children, take care of our children, 

and try to guide them. Personally, I’m happy about this and glad to do it, but it 

certainly gives rise to a conflict of interest.132 

 

The common thread between Marcus and Koscielny’s statements is that the onus is on the 

woman to provide the necessary domestic labor attached to having a family, the resultant 

 
131 Ylda Novik, “On Being a Musician and a Woman,” Clavier 15, no. 2 

(February 1976): 10. 

 

132 Ibid., 11. 
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demands of “daily living” differing between the two genders.133 Should a woman choose 

to pursue a concert career the family would suffer. It is her responsibility, and hers alone 

to maintain the home. Only Sorel seems to hint at the possibility that there might be 

another way stating, “I do agree with Adele that there is a big problem here—that very 

often, when two people are extremely busy, one of them has to sacrifice a certain amount 

of time and career dedication.” She does not go so far as to pin this responsibility on 

women. 

The attitudes expressed by Marcus and Koscielny place women in a position 

where they have to choose between a concert career and married life.134 In the book Myra 

Hess: by Her Friends, Irene Scharrer, childhood friend and pianist explains how troubled 

Hess became when Scharrer expressed interest in family life. 

Her single-mindedness of purpose was in itself an inspiration. She was willing to 

sacrifice everything in life for her music; and her distress was genuine when it 

became clear that I could not rule out marriage and the desire for children, for she 

knew that they would inevitably come first in my life—and how right she was!135 

 

This anecdote similarly illustrates an expectation within our society that women take on 

the brunt of domestic duties.  I can think of many men pianists who have been able to 

successfully pursue concert careers and have children (Rubinstein, Horowitz, Ashkenazy, 

 
133 Ibid., 11.  

 

134 Koscielny states, “Marriage and a family is something I need even more than 

I need to have a career or fame or knowing how well I play the piano and hoping 

everyone else will also know it some day. It’s a living reality for me, so I’m basically at 

peace with myself on that issue.” Ibid., 12. 
 

135 Myra Hess by Her Friends, ed. Howard Ferguson (London: Hamish 

Hamilton, 1966), 5. 
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Andsnes, Zimerman, Perahia). Why is it that for a woman to have a concert career she 

must give up having children? 

In Dubal’s conversation with Ruth Laredo in 1980, his admiration for her ability 

to juggle her career and family life is evident.  

Interviewer: David Dubal 

Interviewee: Ruth Laredo 

4/4/1980 

 

DB: Your career now is getting bigger and bigger. You’ve been in Japan this year, 

you play all through America. You play in New York every season. It’s amazing 

how that much you do play and you have a daughter, a beautiful daughter. You 

are a productive woman to say the least. Do you have any new projects coming 

up? Any new recording projects? 136 

 

It is curious that Dubal, in his celebration of Laredo’s achievements decides to factor her 

daughter into the equation. What is so unusual about Laredo being a mother? It is almost 

as if to say that having a successful performing career AND children is unheard of, her 

recent strides all the more impressive when factoring in her status as a mother to a 

“beautiful” child. This sentiment crops up across different generations of women pianists, 

illustrating the difficulty that women face when trying to lead balanced lives. Would 

there be more women pianists on the concert stage if it were more socially acceptable for 

women to focus heavily on their careers (as internationally known soloists must) while 

simultaneously having a family?137 In an interview with the New York Times, Mitsuko 

 
136 Ruth Laredo, interview by David Dubal (my transcription), For the Love of 

Music, WNCN-FM, April 4, 1980. Archived and posted on youtube by noochinator2 on 

May 23, 2016, https://www.youtube.com/watch?v=v0xCx6PAyx4.  
 

137 In an interview with the Stanford University’s Center on Poverty and 

Inequality (2016), Arlie Hochschild discusses her book The Second Shift: Working 

Families and the Revolution at Home (published in 1989, reissued in 2012). In her 

research, she found that women in dual-career households were expected to do the brunt 

of the housework and childcare, even when undertaking jobs designed for men with stay-

https://www.youtube.com/watch?v=v0xCx6PAyx4
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Uchida said of her career, ''[It] would not have been possible if I had had a child […] I 

would have made life hell for a child. And I would have been frustrated because I would 

not have had time for my music.”138 I find it odd that such a personal decision should be 

aired in an interview and see similarities between this particular line of questioning and 

those posed within other contexts of our society.139  

 Double standards such as these exist well beyond issues of childcare. Clothing is 

another aspect of performances by women pianists that often come under scrutiny, and 

these expectations are enforced by managers and critics. Women are expected to present 

themselves in a certain way on the concert stage. Again, it’s worth considering Myra 

Hess’ career: 

 

 
at-home wives. She found that when calculating the hours spent doing childcare, paid 

labor, and housework, women worked one full month more than their husbands per year. 

Arlie Hochschild, “The Second Shift,” America’s Course on Poverty: Module 7, (lecture, 

Stanford University, Stanford). Video archived and posted on youtube December 5, 2016, 

by Stanford Center on Poverty and Inequality, 

https://www.youtube.com/watch?v=mvzE6zYkEQY. Arlie Hochschild, The Second 

Shift: Working Families and the Revolution at Home, (New York: Penguin, 2012). 

 

138 Dinitia Smith, “Rapturous Sorrow From a Pianist of Intellectual Rigor,” New 

York Times, April 8, 1997, accessed February 8, 2022, 

https://www.nytimes.com/1997/04/08/arts/rapturous-sorrow-from-a-pianist-of-

intellectual-rigor.html 

 

139 For example, during the confirmation hearing of Hon. Amy Coney Barrett 

(October 13, 2020), Senator Ted Cruz used his allotted time to question her on her 

hobbies (languages and piano playing), her children’s piano lessons, and the 

implementation of online learning within her household of seven children. “Nomination 

of the Honorable Amy Coney Barrett to be an Associate Justice of the Supreme Court of 

the United States (Day 2),” posted October 13, 2020, accessed February 8, 2022, 

https://www.judiciary.senate.gov/meetings/nomination-of-the-honorable-amy-coney-

barrett-to-be-an-associate-justice-of-the-supreme-court-of-the-united-states-day-2.  
 

https://www.youtube.com/watch?v=mvzE6zYkEQY
https://www.nytimes.com/1997/04/08/arts/rapturous-sorrow-from-a-pianist-of-intellectual-rigor.html
https://www.nytimes.com/1997/04/08/arts/rapturous-sorrow-from-a-pianist-of-intellectual-rigor.html
https://www.judiciary.senate.gov/meetings/nomination-of-the-honorable-amy-coney-barrett-to-be-an-associate-justice-of-the-supreme-court-of-the-united-states-day-2
https://www.judiciary.senate.gov/meetings/nomination-of-the-honorable-amy-coney-barrett-to-be-an-associate-justice-of-the-supreme-court-of-the-united-states-day-2
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Her preference for music which was not mere glitter was illustrated by the 

programme of her first New York recital on 17th January, 1922 […] This was a 

singularly modest programme of expressive but not especially brilliant music; and 

her appearance was equally modest, for to the horror of her manager she chose to 

dress in black. In her later years she wore black exclusively, sometimes with a 

dash of scarlet, and no ornament whatever except a very beautiful jade pendant 

which I think for her served as a kind of amulet.140 

In this instance, management was horrified because Dame Myra dressed conservatively. 

It can only be assumed from this statement that they would have much preferred for her 

to walk out in attire that would attract more attention from the audience (more color, 

sparkle, close-fit, etc.). The irony is that in our society it certainly would not have been 

appropriate during that time period for men to walk out in anything other than tails. As 

recently as 2004 however, as Orli Shaham eloquently said, “I can't imagine someone 

going up to a male musician and saying, ‘You need to wear a different-length tux, 

because this isn't working with your figure.’”141 Or as Angela Hewitt notes, “Then they 

told me that my image was all wrong -- that, for example, I shouldn’t wear my hair up, 

and I should wear slinky, low-cut gowns and more makeup […] Why should any of this 

matter? It’s disgusting; it’s a double standard.”142 Even in musical performance there is 

an expectation that women must cater to their audience and perform their gender in a 

 
140 Myra Hess by Her Friends, ed. Howard Ferguson (London: Hamish 

Hamilton, 1966), 45. 

 

141 Kyle MacMillan, “Status Up, but Equality Lags,” Chicago Tribune, 

November 11, 2004, accessed March 1, 2021, https://www.chicagotribune.com/news/ct-

xpm-2004-11-24-0411230480-story.html. 
 

142 Stephen Wigler, “A Repertory of Discord; Female Musicians Have Long 

Since Mastered the Piano, a Machine From the Industrial Age. But Even the Greatest 

Soloists Haven’t Conquered a Centuries-Old Legacy of Stereotyping and Sexism,” The 

Baltimore Sun, February 14, 1999, accessed February 8, 2022, 

https://www.baltimoresun.com/news/bs-xpm-1999-02-14-9902140311-story.html. 

 

https://www.chicagotribune.com/news/ct-xpm-2004-11-24-0411230480-story.html
https://www.chicagotribune.com/news/ct-xpm-2004-11-24-0411230480-story.html
https://www.baltimoresun.com/news/bs-xpm-1999-02-14-9902140311-story.html


 

112 

way which satisfies the society within which they live. This phenomenon is discussed 

by musicologist Suzanne Cusick who writes, “the maintenance of a system that assigns 

power and prestige to ‘men’ would be constantly concerned with the proper performance 

of masculinity, and with enforcing the proper performance of femininity as well.” 143  

Two different coping mechanisms exist. To better understand them we must first 

explore the role that performers play in the performance of a piece of music. Cusick 

argues that the performer, in the process of creating a “faithful performance,” takes not 

only a secondary role to the composer, but also attempts to “disappear” into the music.144 

And yet given the cultural focus on their gender and bodies that women face, this 

disappearance is impossible. Mitsuko Uchida demonstrates the problems women 

performers face in attempting this approach, 

I try to slip inside the skin of a piece of music, but I exist… The moment I use my 

smile, my soul, my emotions and my body to express music, you cannot say 

definitively that I am giving up my personality. But I try to play actually what is 

written in the score. I think that is the purpose of a musical performer.145  

 

What Uchida describes here is a willingness to do absolute justice to a work, so much so 

that the divide between performer and work is almost indistinguishable. To take on this 

 
143 Suzanne G. Cusick, “Gender, Musicology, and Feminism,” in Rethinking 

Music, ed. N. Cook and Mark Everist (Oxford: Oxford Press, 1999), 476. 

 

144 Suzanne G. Cusick, “Gender and the Cultural Work of a Classical Music 

Performance,” Repercussions 3 (1994), no. 1: 92. 

 

145 Kristin Hohenade, “A Matter of Choice,” Los Angeles Times, May 24, 1998, 

accessed February 8, 2022, https://www.latimes.com/archives/la-xpm-1998-may-24-ca-

52975-story.html?_amp=true. 
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role, women must disappear into the folds, a problem considering how much this musical 

culture focuses on their gendered bodies and existence.  

 To combat this, women pianists “slip inside the skin” of a piece not only 

metaphorically but physically, through the clothing that they choose to wear. For 

example, Uchida chooses to wear the same outfit in every performance, “I’ll tell you a 

secret. Basically I wear a uniform: wide pants, a teensy little chemise and an enormous, 

semi-translucent top.”146 Her word choice is telling. Uniforms help people to blend in, 

removing traces of their individuality. The repetition of Uchida’s clothing choices 

detracts from the impact of her appearance.  

“One should never be known for anything but the music,” she says. “Wrong 

people come to the concerts, because they want to see you as the glamorous 

whatever. I want people to come to listen to my music and that should be quite 

clear from the start. I can see to it that I don’t invite a misunderstanding, and for 

that you have to choose what to do but also what not to do. Life is all a series of 

decision-making.”147 

 
Uchida equates appearing glamorous with inviting misunderstanding. In her eyes, it is 

dangerous to appear in any way that draws attention to how she looks. To appear too 

“glamorous” would be incongruous with the task at hand (making music). 

It is worth noting here that Uchida does not consider herself a feminist. “For me, 

what counts is judging things on their merit […] I don’t go for colour, race, or sex. I’m 

not a feminist. If there is a heaven – I’m not a Christian – and if I arrive at the gate and 

 
146 Ibid. 

 
147 Ibid. 
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they ask me what I am, all I will say is, ‘Musician.’”148 Though Uchida does not consider 

herself a feminist, the urge that she feels to transcend her gender through musical 

performance reflects the impact that second-wave feminism likely had on her own 

relationship with femininity. The erasure of one’s gender was a trademark of second-

wave feminism, the “frumpy” dresses and glasses of the 1990s equated with asexuality. 

Women who participated in second-wave feminism were forced to give up their 

femininity in order to be feminists. 149 

Hélène Grimaud is similarly attuned to the influence that attire has over the way 

her performances are received. Her strategy is much the same as Uchida’s, “What people 

don't realize is that what seems an advantage [looking attractive] is really a disadvantage 

at the piano,” Grimaud says. “You're not taken as seriously.”150 In wearing clothing that 

would be considered more “masculine,” or “androgynous,” Grimaud is knowingly 

working to subvert the stereotypes that would typically be attributed to someone of her 

gender.151 In their quest to create what Suzanne Cusick would consider a “faithful 

 
148 Andrew Clark, “Lunch with Mitsuko Uchida: The Japanese Concert Artist 

Explains Why She Feels European,” SLATE, October 16, 2011, accessed February 8, 

2022, https://slate.com/culture/2011/10/mitsuko-uchida-talks-affirmative-action-and-

why-she-feels-european.html. 

 

149 Elizabeth K. Keenan, “‘Who are you Calling Lady?’: Femininity, Sexuality, 

and Third-Wave Feminism,” Journal of Popular Music Studies, 20 (2008), no. 4: 288.  

 

150 Stephen Wigler, “A Repertory of Discord; Female Musicians Have Long 

Since Mastered the Piano, a Machine From the Industrial Age. But Even the Greatest 

Soloists Haven’t Conquered a Centuries-Old Legacy of Stereotyping and Sexism,” The 

Baltimore Sun, February 2, 1992, accessed March 1, 2021, 

https://www.baltimoresun.com/news/bs-xpm-1999-02-14-9902140311-story.html. 

 

151 In an interview published in Clavier Companion’s May/June 2010 issue, 

Nelita True describes the pushback she faced as a young woman trying to pursue a career 
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performance,” Uchida and Grimaud make to rid themselves of the problematic dichotomy 

between musical performance and gender.152  

 Pianist Yuja Wang sits on the opposite end of the spectrum, rousing the suspicion 

of her critics with the overtness with which she displays femininity.  “Concertgoers think, 

Classical music—it’s really serious. There are lots of rules, and the dress code, which I 

broke, was one of them. It’s irrelevant to what we’re doing. It’s just a piece of cloth, but 

once it’s on my body, it boosts my confidence, and that translates to the music.”153 

Wang’s assertion that her clothing “boosts” her confidence is telling. It is reflective of her 

generation and the effects that third-wave feminism had on how people view their gender 

and sexuality. In third-wave feminism, women work to reclaim “femininity.” Rather than 

view femininity as a liability, these women view it as a tool for empowerment.154  

 
as an accompanist. She describes a tenor voice teacher who is to have said, “What? Walk 

out on stage with a woman in a gown? Are you kidding? The eyes wouldn’t be on me!” 

In his eyes, the act of her wearing a gown (an article of clothing specific to her gender) 

invites objectification, upending the power dynamic between soloist and accompanist. 

Helen Smith Tarchalski, “An Interview with Nelita True: Part II,” Clavier Companion 2 

(2010), no. 3: 56, https://web-s-ebscohost-

com.libproxy.temple.edu/ehost/pdfviewer/pdfviewer?vid=3&sid=f4639980-f40d-4ff3-

925e-5de3ea124402%40redis. 
 

152 Suzanne G. Cusick, "Gender and the Cultural Work of a Classical Music 

Performance," Repercussions 3 (1994), no. 1: 92. 
 

153 Brianna Kovan, “Piano Phenomenon Yuja Wang is Breaking Classical Music 

Taboos,” Elle, May 24, 2017, accessed February 8, 2022, 

https://www.elle.com/culture/music/news/a45507/yuja-wang-piano-phenomenon/. 

 
154 Elizabeth Keenan references Liz Phair and Madonna’s marketing strategies as 

proponents of third-wave feminism. She argues that the two artists’ decisions to 

deliberately package their sexuality for commercial gain were a way in which they could 

take back power from the male gaze. Elizabeth K. Keenan, “If Liz Phair’s Exhile in 

Guyville Made You a Feminist, What Kind of Feminist Are You?: Heterosexuality, Race, 

and Class in the third-wave, ” Women & Music: A Journal of Gender and Culture 14 

(2010): 14. 
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This is not how it is typically received however. Let’s look at the equivalent to 

Wang amongst men in the classical piano community, Jean-Yves Thibaudet. Here are just 

a few of the headlines surrounding Thibaudet and his attire, “For Jean-Yves Thibaudet, 

Clothes Make the Man,” “One of the World’s Best-Known, Best-Dressed Pianists, Jean 

Yves Thibaudet, Joins Symphony This Weekend,” “A Classical Gas: Music: Pianist Jean-

Yves Thibaudet Uses Elegance and Style to Make Concert-Going a Colorful 

Experience,” “A Frenchman in Red Socks: Jean-Yves Thibaudet Defies Convention and 

Those Damn Penguin Suits.” Here, challenging the convention is fun and admirable, 

without being dangerous to him or the audience.155 Compare this to Wang’s, “Yuja Wang 

and That Little Orange Dress. Discuss,” “Yuja Wang Interview: ‘I Can Wear Long Skirts 

When I’m 40’,” “Meet Yuja Wang: The Pianist Whose Skimpy Outfits Are as Closely 

Watched as Her Concertos,” “Classical Gasp: Was Yuja Wang’s Racy, Form-Fitting 

Mini-Dress Inappropriate?” While there are titles of articles that champion Wang’s attire, 

these make up the worst, the words “closely watched” and “inappropriate” are distinctly 

negative. She is being policed.  

What is notable here is that Thibaudet’s style is championed, his attire a welcome 

embellishment to the concert experience while Wang’s choices are questioned and 

 
 

155 Note the question posed by Scott McBride Smith in a 2012 interview 

published in the Clavier Companion: “Your sense of style and elegance often draws 

comments. How does this fit into your artistry?” Thibaudet shares that in the beginning 

(over twenty-five years prior) he was criticized for his clothing choices. Scott McBride 

Smith, “An Interview with Jean-Yves Thibaudet,” Clavier Companion 4, no.1 

(January/February 2012): 16, https://web-s-ebscohost-

com.libproxy.temple.edu/ehost/pdfviewer/pdfviewer?vid=6&sid=a4e9aaa2-26fb-42a2-

bcc8-c062fec22809%40redis. 
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criticized, her clothing taking center stage. In choosing to overtly display her femininity 

however, Wang subverts the gender system within our society, drawing attention to her 

appearance while also taking ownership of the work and its presentation. Take this 

review in The New Yorker for example:  

As she performed, the thigh, splayed by the weight of the torso and the action of 

the toe working the pedal, looked startlingly large, almost fat, though Yuja is a 

very slender woman. Her back was bare, thin straps crossing it. She looked like a 

dominatrix or a lion tamer’s assistant. She had come to tame the beast of a piece, 

this half-naked woman in sadistic high heels. Take that, and that, Beethoven!156 

 

Rather than disappear into the music, Wang conquers the work, all the while demanding 

acknowledgment of her gender through her choice of attire. It seems that Wang is 

successful in this regard. The above review sexualizes Wang (“dominatrix,” “lion tamer’s 

assistant,” her “almost fat” leg), while simultaneously depicting her in a position of 

power: Wang has “tamed” Beethoven. Her appearance forces the audience to contend 

with their sexist expectations about piano soloists and to say what they’re thinking about 

women who dress “like that”). 

All of the women featured in this chapter are at the top of their field, their 

interviews and stories invaluable. Many of these interviews and stories were published or 

took place from the 1970s onward. This is in line with the start of second-wave feminism, 

a movement which made it more acceptable for women to discuss one’s gender and the 

difficulties one faced because of it. Their words prove that the gendered narratives 

disseminated by reviews and magazines are not only embedded in literature but also 

internalized by women pianists. 

 
156 Janet Malcom, “Yuja Wang and the Art of Performance,” The New Yorker, 

accessed March 1, 2021, http://yujawang.com/yuja-wang-art-performance/. 
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CHAPTER 6: CONCLUSION 

Between 1950-2019, 21% of the piano concerti performed in the New York 

Philharmonic Subscription Season Concerts were performed by women. Between 2010-

2019, 4% of the piano concerti performed in the New York Philharmonic Subscription 

Season Concerts were performed by women. Four percent! Differing rates in 

performances of Beethoven, Brahms, Mozart, Chopin, and Ravel concerti over a period 

of seventy years show that repertoire is gendered, while reviews published in the New 

York Times of New York Philharmonic Subscription Season Concerts suggest a 

correlation between the frequency with which women pianists perform a given composer 

and the existence of gendered language in the review.  

Articles published in both The Etude and Clavier Companion/Piano Magazine 

illustrate that there are those who believe that the segregation of repertoire based on 

gender is a necessary part of artistic development. These articles, in conjunction with the 

reviews published in the New York Times, serve as a foundation for understanding 

gendered narratives prevalent in twentieth to twenty-first century piano performance 

culture. That these narratives are undeniably heard and felt by women pianists is 

confirmed in interviews and articles which cover infantilization, sound production, attire, 

and work-life (childcare) balance. 

The research that I have undertaken serves as a gateway for further exploration. In 

the early stages of this project, I collected data on concerts from the Boston Symphony 

Orchestra archives as well as reviews from the Boston Globe. In the end, I decided to 

proceed with a more concentrated location (New York, New Jersey, and Pennsylvania) 

but would be interested in applying my methods to a broader geographical area. Other 
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areas of interest include representation of women pianists in solo recitals and chamber 

music performances, the examination of newspaper style guides and how they affect 

music reviews, and a series of interviews with arts organizations on the processes 

involved in contracting soloists.157 

While there are those who still insist on perpetuating sexist narratives, there has 

been a marked shift within the arts towards a greater awareness of inclusivity.158 In 2020 

(the one hundredth year anniversary of women’s right to vote), the New York 

Philharmonic announced a multi-season initiative titled Project 19. In honor of the 

Nineteenth Amendment, the orchestra will be performing newly commissioned works 

written by nineteen women.159 The 2019-2020 season was marked by the inaugural 

edition of the Women in Classical Music Symposium as well as the Philadelphia 

Orchestra’s introduction of WomenNow, an initiative centered on featuring women 

composers, women performers, women conductors, and pieces which tell women’s 

stories.160  

 
157 Remy Tumin, “The Elements of the Stylebook,” New York Times, accessed 

April 4, 2022, https://www.nytimes.com/2018/03/22/insider/new-york-times-

stylebook.html. 

 

158 Norman Lebrecht’s 2021 article, “Spare Us the Skintight Sonata,” suggests 

that Yuja Wang might find better success long-term by covering up and playing mid-

period Beethoven sonatas, “sugar-free.” Norman Lebrecht, “Spare Us the Skintight 

Sonata,” The Critic, last modified November, 2021, accessed February 15, 2022, 

https://thecritic.co.uk/issues/november-2021/spare-us-the-skintight-sonata/. 

 

159 New York Philharmonic, “Project 19,” accessed April 1, 2022, 

https://nyphil.org/concerts-tickets/explore/project-19. 

 

160 For the “Women in Classical Music Symposium,” see, Dallas Symphony 

Orchestra, “Women in Classical Music Symposium,” accessed April 1, 2022, 

https://www.womeninclassicalmusic.com. For WomenNow see, Margie Smith Holt, 

https://thecritic.co.uk/issues/november-2021/spare-us-the-skintight-sonata/
https://nyphil.org/concerts-tickets/explore/project-19
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Over the last few years, piano compositions written by Florence Price and 

Margaret Bonds (two twentieth-century black women composers) have made their way to 

the forefront of the classical musical canon. Once neglected, these two composers’ works 

now have an influx of interest due to conscious efforts on the part of presenters and 

performers to highlight and promote underrepresented groups. This effort is no more 

prevalent than in the work undertaken by the Boulanger Initiative (founded in 2019).  In 

addition to commissioning and performing works by women composers, the Boulanger 

Initiative provides consulting services to those looking to perform works written by 

gender-marginalized composers. Their project “Redefining the Canon” involves 

partnering with orchestras to provide them with alternative excerpts to standard audition 

repertoire. It is their hope that the introduction of these works throughout audition cycles 

will lead to more diverse programming.161  

The last two years (2020-2021) have been filled with social unrest: COVID-19, 

the movement for Black Lives, which gained enormous international traction in 2020 

after the murder of George Floyd, the Me Too Movement, and with it, change. Though it 

will be years before we are able to fully understand the social impacts the last few years 

have wrought, I am eager to see where the future leads us.  

 

 

 

 
“WomenNow,” last modified September 10, 2019, accessed April 1, 2022, 

https://www.philorch.org/your-philorch/learn-more/Blog/womennow/. 

 

161 Ashley Killam, “Redefining the Canon,” accessed April 1, 2022, 

https://www.boulangerinitiative.org/redefining-the-canon. 

https://www.philorch.org/your-philorch/learn-more/Blog/womennow/
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