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Q: I must say that I enjoyed your CD immensely. Because of your wonderful playing, and the use 
of a period instrument, I felt as if I were hearing these pieces for the first time, which, in a way, I 
was. What led you to your interest in period keyboard playing? How was your knowledge and 
technique enhanced at Oberlin, where you earned a master’s degree in the subject? 
 
A:_First of all, thank you so much for your kind words about the disc! When I relearned these 
pieces on the Broadwood, I almost felt as if I, too, was hearing them for the first time. 
The short answer is that I got interested at Oberlin, but the truth is that it goes back further, to high 
school. That’s when I was assigned Rameau’s fifth Pièces de clavecin en concerts for a chamber 
music class, and realized that this was not piano music, and then I got to play harpsichord 
continuo in a chamber orchestra. This all happened at Settlement Music School in Philadelphia. I 
was given the key to the harpsichord room to practice the continuo part, and having this 
unfettered access to a harpsichord was wonderful! I learned a lot. I wish I could remember who 
built that instrument, but I didn’t know to look for such things back then. 
But it was indeed at Oberlin that I decided to specialize in historical keyboard instruments. What 
really prompted that was having a roommate who was getting his master’s degree in Baroque 
violin—I always joke that he was trying to “convert” me, which he eventually did! He lent me 
Bilson’s recordings of the Mozart concertos, and I was amazed at the sound and, of course, the 
playing. The last semester of my Bachelor’s in Music in piano, David Breitman, the fortepiano 
professor, offered a sort of “history of chamber music” course in which we’d examine music from 
Schobert to Schubert, and perform pieces in class. Again, we got a key to the rooms with early 
instruments, and that is when I made friends with the fortepiano. Learning this repertoire with 
colleagues who were playing gut strings was incredibly illuminating. Balance problems vanished. 
Indeed, the instruments blend extremely well together in a way that modern strings and piano 
never do. I also brought in a singer with whom I was performing Schubert songs, and that was the 
final thing that put me over the edge, in a good way! The balance was perfect, and getting the right 
balance at the keyboard itself between right and left hands took no effort. That was my final 
“conversion” moment. I still remember it. It really did feel a bit like Saul on the road to Damascus. 
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Q: Where did that road actually take you? 
 
A:_I decided to apply for the Master’s in Music in historical keyboard instruments, and the world 
that was opened to me was unbelievably rich. I’d already been playing the organ, but now I was 
exclusively playing 17th-century music on the Brombaugh in Fairchild Chapel, a split-key 
instrument in mean-tone that is simply extraordinary. David Boe was a phenomenal teacher, and I 
learned much about articulation from my lessons with him at the Brombaugh. I studied 
harpsichord with Lisa Crawford, who is one of the most important harpsichordists and teachers in 
the field. She and David Boe had both studied with Gustav Leonhardt. David Breitman, a Bilson 
student, taught me invaluable lessons about how to read and interpret these 18th- and 19th-
century scores that we thought we knew so well. The lesson was that we didn’t actually know 
them too well, and that we’d better look to the treatises and learn about performance practice of 
the period. On top of all that, Oberlin has a wonderfully comprehensive keyboard instrument 
collection. I think it’s safe to say that it must have the most comprehensive collection of any 
American conservatory. 
 
Q: How important is it to match the instrument to the composer? 
 
A:_For me, it’s very important. You can’t always do it, of course. Keyboard instruments vary 
greatly by region, and even within region, they can vary greatly by decade. However, if you can 
arrange it, it’s absolutely the best experience. You learn invaluable things about the music. I 
always emphasize that people should be doing their homework in terms of performance practice 
too, because the instrument doesn’t tell you everything. But even without the treatises (C. P. E. 
Bach, Leopold Mozart, etc.) at hand, just sitting down at a good replica or, even better, an original 
instrument like ones the composers knew, will tell you a lot. Playing Haydn, Mozart, Beethoven, 
and Schubert on Viennese pianos from their time brings so many things to light. Alberti bass 
figuration is easy to play, and balance between the hands is easy to achieve. Beethoven’s pedal 
markings make more sense. Schubert’s performance indications (mit Verschiebung, calls for ppp, 
etc.) make more sense. (When Schubert asks for ppp, this is probably an indication to use the 
moderator.) Maybe most importantly, the textures are clearer. The modern piano often makes 
certain aspects of this music muddy. 
 
When we look at English music of the period by Clementi, Dussek, Cramer, et al., we also see 
how well they fit on the English pianos of their time, which were vastly different from their 
Viennese counterparts. Playing those works on a Viennese piano usually feels a bit unsatisfying. 
The reverse is also true. I always feel that clarity and finesse are lost when playing Viennese works 
on English pianos. The only composer who somewhat bridges this divide is Beethoven. Not 
because he owned a Broadwood, though! He’d written the majority of his keyboard works before 
receiving the Broadwood, and he was deaf when it arrived. This is because he was very influenced 
by the works of composers working in England, mentioned above, especially Clementi. 
 
Q: Related to that question, did Haydn play a Broadwood in London? How do you think that 
influenced his “London” Sonatas? What did he play in Esterháza? 
 
A:_Haydn most certainly did play Broadwoods in London. During his first sojourn there, 
Broadwood offered Haydn space in his workshop. Eventually, Haydn found the neighborhood too 
noisy and decided to work elsewhere, but this was where he spent his time right from the 
beginning. It also seems clear to me that that Therese Jansen Bartolozzi, the woman for whom he 
wrote Hob XVI: 50 and 52, had an English grand (rather than a square) as well. There were other 
fine builders in London; Haydn eventually bought a square from Longman and Broderip, for 
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instance. But Broadwood was the Steinway of his day. He literally had the royal stamp of 
approval; the nameboards of his instruments mention the endorsement of the royal family. It is fair 
to say that he set the standard for other London builders. 
 
In the case of Haydn’s London piano works (sonatas, piano trios, and canzonettas) it is clear that 
the instrument inspired him a great deal. Suddenly he writes with much thicker textures than 
before. Suddenly there are indications for pedal use. Viennese pianos of his time didn’t have 
pedals for lifting the dampers: They either had hand-stops or knee levers. In addition to being the 
only sonata with pedal markings, Hob XVI: 50 also includes the only high As Haydn ever wrote! 
That’s because the Viennese pianos he knew usually ended at F(f3), sometimes G (g3). 
Unfortunately, we don’t know enough about the instruments Haydn had at Esterháza. We know 
that by 1784 Haydn published a set of sonatas expressly for the fortepiano, but I do not believe 
that he didn’t get his hands on a piano until the 1780s, as some seem to believe. I tend to agree 
with Sandra Rosenblum that the Esterházys would have had pianos at their lavish court early on, 
perhaps as early as 1771. At that time he may have had access to a square piano rather than a 
grand, but we just don’t know for sure. 
 
However, I always want to emphasize that in addition to being inspired by the instruments, Haydn 
was also inspired by the players. Therese Jansen Bartolozzi was clearly a powerhouse pianist. She 
was a student of Clementi, and was well known in the London scene despite the fact that she was 
probably not allowed to give public performances. She was of German extraction, and she and 
Haydn were good friends. He was even a witness at her wedding during his second visit. The 
works he wrote for her (Hob XVI: 50 and 52, and the piano trios Hob XV: 27-29) not only require 
a brilliant technique, but require a musical and theoretical understanding that would have been 
beyond most amateurs of the period. These works are practically symphonic in scope. By contrast, 
the works he wrote for Maria Hester Park (Hob XVI: 51) and Rebecca Schroeter (XV: 24-26 ) are a 
bit less demanding. Jansen must have loved playing double thirds! There are a lot of double third 
passages in “her” sonatas, and this is interesting because her teacher Clementi was famous for 
these. 
 
Q: What is the difference, for you, between playing on a well restored original keyboard versus a 
good modern reproduction? 
 
A:_In a way this is difficult to answer. There are so many fine builders out there these days, but I 
must admit that it is always magical to play an antique. It really isn’t about the mystique of 
wondering who may have played it. It is largely about the keyboards and how they respond, and 
these physical sensations are very difficult to describe. In a word, they usually respond better. This 
has been my experience no matter the instrument. Antique clavichords, organs, harpsichords, and 
fortepianos have all yielded this experience. Then there is the sound, which is completely 
impossible to describe. 
 
With antique pianos, trills are easier to pull off. Passagework feels effortless. When I studied in 
Holland, I got to play a six-octave Viennese piano from c. 1820 every day. It was incredible. 
Learning Schubert and late Beethoven on that instrument was simply an invaluable education in 
and of itself. It was in Holland that I also played a Broadwood grand for the first time. My teacher 
Stanley Hoogland had one, and it was so funny to have everything I’d ever read about English 
pianos come to life before me. The damping is less efficient; the sound is louder, but less refined; 
etc. My other Dutch teacher, Bart van Oort, had encouraged me to learn a Clementi sonata in 
order to have some English repertoire under my belt, and I have to say that practicing it on the 
Viennese was never fun. Playing it on a Broadwood was a LOT of fun. From that moment I really 
hoped that one day I’d be able to play Haydn’s London works on such a piano. 
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Not many builders copy English pianos. The only one I know of is the man who also built my five-
octave Walter replica, Chris Maene of Belgium. He copied a Clementi grand that he owns, and the 
results were stunning. Malcolm Bilson owns that instrument and has recorded on it. There are 
many replicas of the 1795 Walter in the Nuremberg Museum, and what is interesting is how much 
they differ from one another. Ten different builders can copy the same instrument and achieve 
different results, which tells you that in the end, to paraphrase Gertrude Stein: A builder is a 
builder is a builder. Everyone will apply their own aesthetics to whatever they create. With that in 
mind, I think it’s very important to get your hands on antiques when you can, and also support 
builders who are trying so hard to bring us these instruments. Without restorers like Edwin Beunk, 
Edward Swenson, and Dale Munschy, and builders like Phillip Belt and Chris Maene, many of us 
wouldn’t be here. Dale Munschy (based in Boston) did wonderful work bringing this Broadwood 
to life, and I feel incredibly lucky finally to have the chance to play Haydn’s “London” music on 
this instrument. It has taught me so much! One day I’ll have to come up with a truly “English” 
program that features works by Clementi and Dussek. 
 
Q: As a wine fancier, I am familiar with the special language used to describe different wines. I was 
amused to hear a friend of mine who roasts and sells coffee beans use a similar set of adjectives to 
describe his product. Given that, to my ear, there is a far greater difference in the way different 
keyboards from the late 18th century sound (Walter vs. Graf vs. Broadwood, etc.) compared to 
modern pianos. I wonder if there is a particular way that experts such as yourself describe that 
sound. 
 
A:_Ha! That’s a great question! This is different, but I have often described the Viennese piano as 
“Sachertorte” and the English piano as “meat and potatoes.” I’ve also said the Viennese is a like a 
small speedboat and the English is like a big battleship. These analogies have largely to do with 
construction and response. It’s very easy to be suave on the Viennese piano. Conversely, the 
English is good at bombast, and playing suavely takes a lot of work. Then there’s “steering.” The 
sudden dynamic shifts Beethoven calls for are easier on the Viennese, I find. But the big boat 
quality of the English works very well for things like the opening of Hob XVI: 52, and the finale of 
the C-Major Piano Trio XVI: 27, written for Bartolozzi. Perhaps I would say that the Viennese 
sound is somewhat nutty and fruit-filled, where the English sound is more woody and savory. 
 
Q: Getting back to Papa Haydn—what do you think is lost when his piano  
 
A:_I think what is lost is subtlety and intimacy. Haydn’s music is very speech-like and rhetorical. 
His music is full of small phrases with precise articulation marks that are hard to pull off on an 
instrument that’s designed to produce a lyrical, long line. Balance is always an issue too. I 
remember being frustrated at the modern piano trying to get the balance right. The “noisy” left 
hand figurations you often see in music from this period (Alberti bass, etc.) are always too loud on 
the modern, but trying to soften them and put them “in the background” also saps them of their 
rhythmic energy. 
 
What is gained on the modern piano is volume and gloss. The modern piano is very glossy. On the 
modern piano you want things smooth and glossy, so in slow movements you find yourself 
sometimes eschewing the slurs and just playing things smoothly and prettily. That sound is also 
nice, though I don’t think it fits the aesthetic of the time. And getting back to volume; gaining 
volume is a not a bad thing. Our modern concert halls are huge compared to 18th- and early-
19th-century halls, so if you’re a concert pianist who loves Haydn, it’s good to have a piano loud 
enough to fill the space. That’s just reality. 
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It’s very interesting to note here that for the most part, the only Haydn sonatas you regularly hear 
on a modern piano recital are Hob XVI: 50 and 52. These are the ones written for the virtuosa 
Therese Jansen, and the ones written for the Broadwood. This is interesting because the school of 
piano building that really led to the modern piano was the English school, not the Viennese. These 
are the works that feel most satisfying to modern players, because of the virtuosity and the 
keyboard texture. Even some of Haydn’s “Viennese” works probably sound puny to a lot of 
pianists who solely play the modern piano. 
 
Q: Beethoven gets a lot of credit for his role in the evolution of piano design, but hearing your 
Haydn on the Broadwood makes me wonder if Haydn should get more credit. Your thoughts? 
 
A:_Oh, no! Don’t get me started on the Haydn/Beethoven thing! This is actually one of my secret 
bugaboos. What I really think is that Haydn should get more credit for certain things that 
Beethoven learned from him, like the technique of monothematic composition. I almost fell out of 
my chair when I read the work of a Beethoven scholar who said that this use of small motivic cells 
is found “only occasionally in Haydn.” That is crazy. We find this technique in Haydn’s works 
from the very beginning. Also, Haydn wrote a number of wonderful “moto-perpetuo” works like 
the finales of Hob XVI: 52 and Hob XVI: 32 (B-Minor Sonata, 1776) that clearly inspired 
Beethoven.As far as actual piano design and technique, this is harder to say. Haydn actually wrote 
more keyboard/piano sonatas than both Mozart and Beethoven, but they were both keyboard 
virtuosos in a way that Haydn was not. He once said, “I was no great wizard on any instrument.” 
Having said that, it is clear to me that Beethoven studied Haydn’s keyboard works a good deal, 
and you occasionally see little things that prove it. If you compare just measures 41–42 of the first 
movement of Haydn’s Hob XVI: 52 to the opening of Beethoven’s Sonata in B♭, op. 22, you will 
basically find the same music. I often imagine Beethoven reading through Haydn’s work and then 
setting off on an improvisation of those two bars which yielded op. 22. 
 
Q: I was interested to read that Haydn used a damper pedal marking for the first time in the C-
Major London Sonata. Surely, he expected pianists to use the pedal before that, or perhaps not? 
Why do you think he wanted to make the use of the pedal part of the score in this case? 
 
A:_I touched on this briefly already. The question of “pedal” in Viennese works is somewhat 
fraught. An organologist by the name of Michael Latcham published an article in Early Music in 
1997 stating that he though Mozart’s Walter had hand-stops rather than knee-levers for raising the 
dampers, and this caused a bit of a firestorm in the fortepianist community. This piano has knee-
levers now, but Latcham thinks that they might have been added to the instrument after Mozart’s 
death. If that were the case, it would radically change the way fortepianists would pedal in Mozart. 
There’s much more to this discussion that I won’t wander into now, but it is just an example of the 
difficulty we have in pinning down this issue. The truth is that it simply cannot be pinned down, 
because keyboard instruments of that time were not uniform in the way they are now. Some 
pianos had hand-stops, and some had knee-levers. The more interesting question to ask, and the 
one you must ask, is: How do we think composers and performers of the time regarded the effect 
of the “undamped register,” as C. P. E. Bach referred to it. Was it a sound effect to be used only 
occasionally, or was it an integral part of piano playing? 
 
I am of the belief that C. P. E. Bach, Haydn, and Mozart did not think of the “undamped register” 
as something to be used constantly. For one thing, they were all brought up playing the clavichord, 
harpsichord, and organ. I think for them it was a special effect used in certain circumstances, and 
the passages in question in Haydn’s Hob XVI: 50 are very much the type of passages where pedal 
would have been used, a relatively harmonically static place where the overlapping of tones 
creates an ethereal and gossamer effect akin to what is produced on a hammer dulcimer. With the 
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London-based pianists, who always had pedals, this was different. It was said of Dussek that he put 
his foot down at the beginning of the concert, and lifted it at the end. And again, this use of 
continuous pedal that we’re trained to do on the modern stems from this English way of playing. I 
must admit that I cringe when I hear people playing the five-octave Viennese piano with a lot of 
pedal. Viennese pianos didn’t have pedals until after 1800. For Haydn, I think this moment of 
notating the pedal was a performance indication that he didn’t expect people would do on their 
own if not notated and a celebration of the effect itself. On the Viennese, it is fun to not only lift 
the dampers but use the moderator in those places. 
 
Q: One last “pedal” question. Even a beginner pianist knows that when the damper pedal is held 
down, the sound quickly becomes a blurry mess. Can you explain how the damper pedal differs in 
effect on an 18th-century instrument? 
 
A: As I said, one point we have to consider is the difference in Viennese pianos that didn’t have 
pedals in the 18th century, and English pianos, which did. That is largely an aesthetic difference. I 
don’t think Viennese builders didn’t know how to craft pedals—they did so eventually! I just think 
that many Viennese keyboardists started out more like harpsichordists, who do everything with the 
hands. I think that even if you have a pedal, you should learn to overhold like on a harpsichord 
first. I think English builders and players liked the voluminous sound, and their Viennese 
counterparts preferred the speaking, crisp sound. Even for Schubert, a 19th-century Viennese 
composer who played pianos with pedals, you have to wonderful about his pedal usage. Why 
does he tell us “con pedale” in the opening of the G♭-Major Impromptu? Wouldn’t we always use 
pedal for that piece? Maybe not, if he thought he had to tell players to use it. 
I think a lot more thought needs to be put into pedaling, even by people who are now specializing 
in the fortepiano. It’s clear that all these composers with knee-levers and hand-stops would have 
raised the dampers, but we need to think about how and when they would have done it. 
 
Q: ACIS seems like an excellent label. Do you have future recording plans with them, or with 
anyone else, for that matter? Wish list recordings? 
 
A:_ACIS is a wonderful label! The owner, Geoffrey Silver, is a bit of a polymath. He’s a singer and 
conductor, and is one of the best producers I know. He lets you play when you need to play, and 
lets you rest when he hears your fatigue. He is extremely good at helping you get the best from 
yourself, and achieving your vision. He is also a photographer and graphic designer as well, so all 
his CDs have his aesthetic stamp, visually. Other artists on ACIS include the period instrument 
ensemble Quicksilver, organist Isabelle Demers, and baritone Dashon Burton. He is interested in a 
wide range of repertoire and performers, and the label is shaping up to be quite interesting. 
I would very much like to record the Schubert impromptus on a Viennese piano from the period 
(1820s), also on ACIS. However, I’m also interested in making more “Haydn in London” discs with 
the Broadwood, because there is more repertoire to tackle. There are six piano trios (Hob XV: 24-
29) and the canzonettas, all wonderful works which sound fantastic on the Broadwood, and which 
have not often (or ever, in the case of the trios, I think) been recorded on such an instrument. I 
hope I can make it all happen! 
 
 
 


