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ABSTRACT

Maurice Hinson is internationally recognized as one of 

the foremost authorities on piano literature. He has 

presented 1ecture-recitals, workshops, and masterclasses 

throughout the United States and in many foreign countries, 

including England, Japan, and Australia. Hinson has written 

five books that catalogue and annotate the repertoire for 

piano, including Guide to the Pianist's Repertoire (1973, 

rev. 1987), The Piano in Chamber Ensemble (1978, Music for 

Piano and Orchestra (1981), Music for More Than One Piano 

(1983), and Transcriptions, Paraphrases, and Arrangements 

(1990), all published by the Indiana University Press. In 

addition, Hinson has written two piano music reference 

guides; many articles for music journals; a chapter entitled 

"Pedaling the Piano Works of Chopin," for Joseph Banowetz's 

book, The Pianist's Guide to Pedaling (1985, Indiana 

University Press); and he is co-author with Wiley M. 

Hitchcock of the article "Piano Music" in The New Grove 

Dictionary of American M u s i c , (1986, Macmillan Press, Ltd.).

Hinson's pedagogical editions of piano music for 

Alfred, Hinshaw, Belwin Mills, and other publishing
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companies are among the most useful and reliable editions of 

their kind available today, particularly in the area of 

intermediate-1evel piano literature. They have been prepared 

from manuscripts or first editions and contain much helpful 

textual information on the composers and musical styles. 

Besides their pedagogical aspects, Hinson's editions offer a 

broad selection of piano literature, including the early 

compositions of major composers, music of eighteenth- and 

nineteenth-century America, music of female composers, and 

music of the twentieth century.

This study examines Hinson's pedagogical collections 

for intermediate-1evel piano students. Chapter 1 discusses 

Hinson's musical background, highlighting important 

experiences that helped to shape his career as a pianist, 

teacher, and music editor. A brief historical overview of 

pedagogical collections is given in Chapter 2, followed by 

an summary of Hinson's editorial output in Chapter 3. A 

comparison of representative scores is included in Chapter 

4, and Hinson's Chopin collections are discussed in 

Chapter 5.
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CHAPTER 1 

BIOGRAPHY

Maurice Hinson's early background and musical 

experiences figured prominently in his development as an 

outstanding pedagogue, author of books on piano literature, 

and music editor. His background includes formal musical 

training that may be divided into three main periods: study 

at the Juilliard School, 1947-1948; undergraduate work at 

the University of Florida, (B.A., 1952); and graduate study 

at the University of Michigan - Ann Arbor, (M.M., 1955; DMA, 

1957). However, even prior to this time, events occurred 

that shaped his musical career.

Hinson was born December 4, 1930, in Gainesville, 

Florida, to Bartlett and Beatrice Hinson. His family was a 

musical one, and he received his first piano lessons from 

his older sister Ruth, who was a piano teacher; she taught 

him to play many popular tunes and hymns.1 At age eleven he 

received his first "official" piano lessons with Claude 

Murphree, professor of organ and keyboard at the University 

of Florida. Murphree assigned Hinson a thorough regimen in

■^Maurice Hinson, interview by author, 30 May 
1989, Louisville, Kentucky, tape recording.
Note: Biographical information in this chapter, unless 
otherwise noted, has been taken from this interview.



scales, arpeggios, and the technical exercises of Czerny and 

Hanon, in addition to the standard intermediate-1evel piano 

repertoire.

At age thirteen the young student enrolled in the 

correspondence course of Chicago's Sherwood Music School. In 

this way, Hinson strengthened his background in theory, 

which enabled him to advance more rapidly during his 

subsequent music studies. Students enrolled in the- 

correspondence course were allowed to take lessons in 

Chicago during the summers, so Hinson began studying piano 

each summer with Leo Podolsky. Hinson describes Podolsky as 

a traditional, we l 1-schooled Russian pianist who spoke with 

a thick accent. Each fall, Hinson would return to studies 

with his regular teacher in Gainesville, having benefited 

enormously from Podolsky's thorough and systematic 

instruction.

The Juilliard School, 1947

A crucial point in Hinson's musical development 

occurred in 1947, when, as a high-school junior, he 

auditioned at the Juilliard School and was accepted by Olga 

Samaroff, Although he was to remain at the school for only 

one year, his study with the noted pianist left an indelible 

impression. During his workshops and masterclasses, Hinson 

often relates details of his very first lesson with Samaroff 

because of the important effect that it had on his career: 

After playing a Bach prelude and fugue, he was asked by



Samaroff to define fugue. Unable to do so satisfactorily, 

Hinson was instructed to read the book F u g u e , by the English 

author James Higgs, and to be prepared to discuss the 

structure of a fugue at his next lesson. This initial 

emphasis on musical form was a helpful addition to the kind 

of instruction he had received in the past, and later proved 

to have a decided influence on Hinson's teaching, and his 

edi ti n g .

In addition to studying musical form, Hinson learned 

about the advantages of using accurate scores. Prior to this 

time he had mainly used whatever editions were available 

(usually the then-standard G. Schirmer publications), and, 

like many students, believed that everything "had yellow 

covers on it."2 Samaroff quickly required him to purchase 

new scores, and he gradually became firmly convinced of the 

importance of accurate phrasing, dynamic markings, and 

practical suggestions for fingering.

Hinson's introduction to musical style was also quite 

memorable. While studying the Mozart Sonata in B-flat, K.

570, he attended exhibits of eighteenth-century furniture 

and clothing at the Metropolitan Museum of Art. Later in the 

semester, he and other Samaroff students attended a 

performance of The Marriage of Figaro at the Metropolitan 

Opera, the first time that he had seen a Mozart opera. These 

experiences gave him new insights into an era that, for him,

2Maurice Hinson, interview by author.
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had previously existed only on paper. Hinson's later 

inclusion of pertinent historical information in many of his 

pedagogical editions may well be a direct result of 

experiences of this type.

Technical problems were a primary focus during 

Hinson's study with Samaroff. As a remedy for his double

jointed fingers, Samaroff assigned Pischna exercises and 

urged him to concentrate during practice on avoiding any 

collapse of the fingers at the first joint. She also 

encouraged a flexible wrist to maintain the proper sonority 

in chord playing and to produce a sound that was never 

percussive. Hinson's discussion of correct voicing in his 

Debussy collection illustrates the importance of this early 

training.

The use of recordings to facilitate mastery of style 

and technical excellence was also an important aspect of 

Hinson's study with Samaroff. While learning the Liszt 

concert etude, "Un sospiro," he was encouraged to listen to 

two or three recordings by various artists in order to hear 

and understand the overall musical effect of the piece. This 

experience led first to an interest in developing his own 

library of recordings, and later encouraged him to support a 

sizeable expansion of resources in the music library at the 

Southern Baptist Theological Seminary in Louisville,

Kentucky.
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Hinson's skill for describing aspects of musical style

also began to develop during his study with Samaroff. This

was largely due to the fact that Samaroff rarely played for

him during his lessons because of an injury to her right

hand. According to Hinson,

She was getting ready to go on a tour, and she tripped 
over a suitcase, injuring her right hand. From that 
point on, she didn't play [very] much.3

Instead of demonstrating at the piano, Samaroff communicated

musical ideas through the use of verbal descriptions, and

encouraged her students to examine the musical score away

from the piano in order to solve interpretative as well as

technical problems. This emphasis on mental practice

continued in Hinson's later teaching and performing, and is

shown in several of his editions, in which he encourages

mental review of the score as an aid to mastering phrasing

and rhythm.

Hinson performed with other students in recitals that 

Samaroff called musicales. There were no written critiques 

of the performances, but influential members of New York 

society were often invited, and the atmosphere was quite 

formal. These occasions enabled Hinson both to receive 

patronage for his studies and to be introduced to critics 

and agents prior to his official performance debut. At the 

musicales, Hinson first heard some of Samaroff's most 

accomplished students, including William Kapell, Rosalyn

3Maurice Hinson, interview by author.



Tureck, Sidney Weissenberg (Alexis Weissenberg), and 

Claudette Sorel. He later came to know each of these 

musicians personally and to appreciate the important impact 

of Samaroff's instruction on their careers.

Hinson's year of study with Samaroff came to an abrupt 

end on May 17, 1948, when she died suddenly of a stroke, 

less than a month before Hinson's June 11 debut at New 

York's Town Hall. Determined to go ahead with the 

performance, Hinson took four or five lessons from Edwin 

Hughes, a former associate of Theodor Leschetitsky. The 

debut took place on schedule, and Hinson received favorable 

reviews in several newspapers, including the New York S u n .

University of Florida, 1948-1952

Hinson's career was now at an important crossroads. He 

had the choice of remaining in New York and continuing his 

piano study or returning to Gainesville, Florida, so that he 

could complete his final year of high school and move on to 

college. It was the latter that his parents favored and that 

Hinson chose. Hinson was fortunate to have attended a 

progressive laboratory school in Gainesville prior to his 

studies with Samaroff. The school accepted his year of study 

at the Juilliard School, allowing him to graduate with his 

class. He began work on his undergraduate degree in music at 

the University of Florida in Gainesville in the fall of 

1948. At the time Hinson was upset over having to end his
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study at the Juilliard School, but he later realized this 

was a wise course.

Hinson first began teaching piano privately while 

pursuing his undergraduate degree at the University of 

Florida. During his first year of teaching, Hinson gave 

lessons in the students' homes, using his bicycle as 

transportation; his number of students grew to about twenty- 

five. Later he was able to work in one location. He 

developed a keen interest in teaching because of his desire 

to "see a student grasp an idea, to see the idea grow, and 

to help cultivate that idea."4 By keeping a card file on the 

pieces he taught, Hinson recorded those that were 

particularly useful in teaching certain concepts, as well as 

the ones that his students enjoyed most. Over the years, 

this file grew to more than 400 cards and served as a 

foundation for his books on piano literature and editions.

Upon graduation from the University of Florida in 

1952, Hinson entered the army under the R.O.T.C. program and 

served a two-year period during the Korean War. One of these 

two years was spent in Nancy, France, where he was able to 

continue his piano study at the Conservatoire Nationale with 

a fine teacher, Gaston Bollen, who had previously taught at 

the Paris Conservatory for a number of years.

4Maurice Hinson, interview by author.
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University of Michigan, 1954-1957 

After his term of military service was completed, 

Hinson began work on a master's degree in performance and 

composition at the University of Michigan, where he studied 

piano with Joseph Brinkman. Hinson's first book, Guide to 

the Pianist's Repertoire (1973, Indiana University Press) is 

dedicated to both Brinkman and Samaroff because Hinson 

attests that these two individuals were the ones most 

responsible for shaping his career as a pianist and teacher.

While studying composition at the University of 

Michigan under Ross Lee Finney and Leslie Bassett, Hinson 

learned to analyze and think as a composer, and now 

recommends that his piano students study composition.

Upon completion of his masters degree at Michigan, 

Hinson was offered teaching positions at three different 

schools: the University of Minnesota, Wichita State 

University, and Southern Baptist Theological Seminary. He 

decided not to accept any of these positions, and remained 

at the University of Michigan until he had completed his 

Doctor of Musical Arts degree. In 1957, he became one of the 

first pianists at the university to complete that degree. 

Seventeen faculty members attended his oral exams, which 

carried a great deal of importance since a lengthy research 

paper was not required. After completing the DMA, Hinson 

accepted a position teaching piano at Southern Baptist



Theological Seminary in Louisville, Kentucky, where he has 

remained to the present.

Southern Baptist Theological Seminary,
Louisville, Kentucky. 1957-present

Hinson's duties at Southern Baptist Theological 

Seminary included teaching private piano and courses in 

piano literature and piano pedagogy. He was not yet involved 

in the kind of research that led to his books on piano 

literature, but he continued to update the repertoire card 

file that he had begun while teaching piano in Gainesville, 

FIorida.

In 1963, Hinson received a telephone call from Irwin 

Freundlich, who had been his piano literature teacher at the 

Juilliard School. Freundlich asked Hinson to help him update 

his book, Music for Piano (1954) because his former 

collaborator, James Friskin, at the advanced age of 77 

years, was unable to undertake such an ambitious task. 

Freundlich proposed that he and Hinson divide the work 

between them, rather than collaborate on the entire book. 

Formerly, Freundlich had researched music from the pre- 

Baroque period and the twentieth century, and Friskin had 

studied music of the Baroque, Classic, and Romantic eras. 

This time, Freundlich wished to reverse the assignments, 

preferring to update Friskin's research himself, while 

Freundlich's earlier work would be revised by Hinson. After 

receiving a sabbatical from Southern Baptist Theological
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Seminary, Hinson began researching pre-Bach and twentieth- 

century keyboard music at the Library of Congress in 

Washington, D.C., periodically sending sections of the work 

to Freundlich for review.

About a year later, Hinson received another call from 

Freundlich, who complained that he did not have sufficient 

time to write because many of his students were entering 

important international competitions, thus requiring him to 

spend much more time coaching and traveling. He warned 

Hinson, "I have a feeling that you are going to have to 

write this book, and if you want me to be involved, maybe 

you'd like me to edit it."5

When asked of his reaction on receiving this news,

Hinson responded:

Well, I just about flipped my lid. I asked him, "Do you 
really think that I can do it?" And [Freundlich] said, 
"Yes, I am convinced from what I have seen this past 
year that you can do the whole book."6

From that time forward the book became Hinson's own project,

and ten years later, in 1973, Guide to the Pianist's

Repertoire was published by Indiana University Press,

quickly becoming a standard reference source for piano

literature. A supplement followed shortly, then the Piano

Teacher's Source B o o k . (1974, Belwin Mills) and The

Pianist's Reference Guide (Alfred, 1987), followed by the

5Maurice Hinson, interview by author.

6Ibid.
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second edition of the Guide to the Pianist's Repertoire 

(1987, Indiana University Press) were published. Hinson's 

first book was so successful that he was encouraged by the 

Indiana Press to write four more books: The Piano in Chamber 

Ensemble (1978), Music for Piano and Orchestra (1981), Music 

for More Than One Piano (1983), and Transcriptions, 

Paraphrases, and Arrangements (1990). In addition, Hinson 

has written "Pedaling the Piano Works of Chopin," a chapter 

in Joseph Banowetz's book The Pianist's Guide to Pedaling 

(1985, Indiana University Press) and co-authored with Wiley 

M. Hitchcock the article, "Piano Music," for the New Grove 

Dictionary of American Music (1986, Macmillan Press Ltd.).

Hinson's many journal articles and years of successful 

teaching at Southern Baptist Theological Seminary have led 

to the latest important step in his career, music editing. 

His current and future projects include editions of piano 

music for Alfred and other publishing companies, as well as 

scheduled updates of his books. (The third edition of the 

Guide for the Pianist's Repertoire is scheduled to be 

released in 1997.) Hinson has also completed work on two 

videotapes about keyboard music of the classical and 

romantic periods, which will be released in the fall of 

1994. He is extremely active and in high demand as a 

clinician (see Appendix II, pages 114-116 for a 

representative list of Hinson's activities). It is not 

surprising that reviewers and pianists, including Robert



Weirich and Bradford Gowen, have dubbed him, "The 

Indefatigable Maurice Hinson."7

7Robert Weirich, review of Masters of the Piano 
F a n t a s y , e d . by Maurice Hinson, American Music Teacher 
(December/January, 1990/91): 60; and Bradford Gowen, review 
of Schumann Fantasiestiicke, Op. 12, Sinfonische Et u d e n ,
Op. 13, and Fantasy in C major, Op. 15, ed. by Maurice 
Hinson, Piano and Keyboard (September/October, 1993), 58.



CHAPTER 2

AN OVERVIEW OF PEDAGOGICAL EDITIONS 1893-1974

Maurice Hinson's editions of pedagogical literature 

can best be examined when compared to editions published 

previously. These include two G. Schirmer collections, the 

International Library of Music (1956, University Society, 

Inc.), John Thompson's Modern Piano Course (1943, Willis), 

and Denes A g a y 's Music for Millions series (1959, 

Consolidated Music Publishers), as well as collections and 

editions by George Anson, Howard Ferguson, Willard Palmer, 

and Jane and James Bastien.

The catalog of the G. Schirmer publishing house 

primarily includes collections of music by a single 

composer, appropriate for serious study by college students 

and professional performers. However, a few early volumes 

include repertoire for study by intermediate-1evel piano 

students. Two of these collections are Selected Sonatinas. 

Books I-III (18 93), and Selected Piano Solos by Romantic 

Composers, Books I-III (1943). Each collection includes 

pedagogical features that have been incorporated and 

expanded in more recently-published collections. Selected 

Sonatinas. Book III contains practice suggestions

13



14

appropriate, in particular, to the study of sonatinas 

(including hints for determining the form of each piece) and 

a discussion of sonata-al1egro form. In addition, 

information about the forms of several pieces is supplied in 

the scores, using initials, such as M.T. (main theme). 

Suggested realizations for the ornaments are provided in 

footnotes.

In 1920, an important series was published in the 

United States that was much more comprehensive than the 

Schirmer collections. Entitled the University Course of 

Music Study - Piano Series (1920, University Society), this 

six-volume series represented a concerted effort by leading 

pedagogues, including Rudolph Ganz and Edwin Hughes, to 

provide a means of granting school credit for music study. 

Each volume of the series covered a different grade level:

(1) Introductory Division
(2) Intermediate Division
(3) Junior Graduate Division
(4) Senior Graduate Division
(5) Post Graduate Division
(6) Artist Division

The volumes are actually folders that contain repertoire of 

increasing difficulty, organized in chapters of three to 

four pieces each. Each of the folders contains about thirty 

chapters. In the lower grades, technical exercises precede 

the music, and a short written exam on the material 

concludes the chapter. In addition, short biographies of 

various composers appear on the back cover of each chapter.
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In the more advanced grades a limited amount of textual 

material is included in each chapter.

The University Course gradually evolved into a series 

that was designed to function as a home music library. The 

revamped series retained its graded organization, but in the 

new International Library of Music (1956, University 

Society) the repertoire was divided into eight voluzmes, 

containing thirty to one-hundred compositions each. An 

important difference between the International Library of 

Music and its predecessor is that in the new series, the 

repertoire and technical exercises appear in separate 

additional volumes (bringing the total number of volumes to 

fifteen), rather than being systematically coordinated as 

before. In keeping with its encyclopedic nature, the textual 

information in the International Library of Music is not 

limited to piano music. A history of opera, a music 

dictionary, and short essays on such subjects as "Negro Folk 

Song and the Negro Composer" and "Women in Music" are also 

included in the series. (Ironically, repertoire selections 

in these two areas are very limited.) Other areas are 

sparsely represented: American music is limited to a small 

number of compositions by Edward MacDowell and some 

traditional folksong literature, and twentieth-century 

repertoire is limited to frequently performed pieces by such 

composers as Debussy, Shostakovich, and Prokofieff.
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John Thompson's Modern Course for the Piano (193 6-

1944, Willis) was one of the most widely-used piano courses

in America until the pedagogical materials of Jane and James

Bastien were published in the 1960s. The series includes

five different levels of repertoire and supplementary

technical exercises. Unlike the University Course and the

International Library of M u s i c , the Modern Course includes

method materials for beginning piano students (volumes 1-

3). In the technique books, Thompson included original

compositions, simpler etudes by such composers as Gurlitt

and Streabbog, and simplified versions of advanced

literature, such as Liszt's Hungarian Rhapsody No. 6 and

Mussorgsky's "Hopak." In the higher levels, he also

attempted to introduce advanced-1evel studies, such as

Chopin etudes, by including one-page excerpts of this

literature. On the first page of many scores, limited

textual material is found. For example, the following

information is included with the Brahms Waltz in A-flat

major, Op. 39, No. 15:
The waltzes of Brahms, like those of Beethoven, have for 
their inspiration the old German 'Landler' or peasant 
dance and should be played in forthright fashion, at 
once simple, direct, and sincere. Avoid sedulously any 
attempt to impart subtlety or sophistication to these 
measures. Save such effects for the valses of Chopin, 
for example.8

8John Thompson, Modern Piano Cou r s e . Vol. V, 
(Florence, K Y : Willis, 1944), 38.
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When examined from a present-day editorial 

perspective, the Thompson series exhibits several 

weaknesses, including omission of catalog numbers and the 

inclusion of extensive editorial markings that do not adhere 

to modern performance practices. Further, Thompson's heavy 

use of transcriptions and simplified versions, while in 

vogue at the time, is no longer considered acceptable by 

modern pedagogues.

Denes Agay's Music for Millions (1959-1976,

Consolidated Music Publishers), is a six-volume graded

series containing early to late intermediate-1evel

repertoire in a variety of musical styles. The volumes are:

V o l . 17 Easy Classics to Moderns 
V o l . 27 More Easy Classics to Moderns 
V o l . 37 Classics to Moderns in the 

Intermediate Grades 
V o l . 47 Early Advanced Classics 

to Moderns 
V o l . 67 Classics to Moderns -

Sonatas and Sonatinas 
V o l . 77 Classics to Moderns -

Themes and Variations

Essentially only an anthology, textual information is

extremely limited. Typical of editions of the period,

editorial markings are extensive, overly-romantic in effect,

and indistinguishable from the original markings. Opus

numbers and other pertinent information vary in their

accuracy and completeness. The wide variety of repertoire

from each period is the series' greatest strength. In

addition to short pieces by Bach, compositions by Scarlatti,

Rameau, and Telemann are offered. Character pieces by
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Schumann and Tchaikovsky, as well as contemporary works by 

Debussy, Kabalevsky, Bartok, and Dohnanyi are also included.

George Anson's twenty-four-volume repertoire series, 

Anson Introduces (1959-1975, Willis), reflects a trend 

toward graded repertoire books containing works of a single 

composer, along with limited information about the composers 

and selections. In comparison to the large volumes of the 

Music for Mil l i o n s , Anson's volumes are much smaller, 

containing as few as four or five pieces and apparently 

chosen because of their suitability as stylistic models 

and/or their technical accessibility. His Sonata Sampler in 

three volumes offers excellent examples of the editor's 

approach. Each volume contains baroque, classical, romantic, 

and contemporary sonatas, including composers such as 

Scarlatti, Clementi, Beethoven, and Kabalevsky. The preface 

to each volume contains a brief discussion of sonata-al1egro 

form; and printed on the first page of each piece is 

pertinent information about the composer and the work, 

including an outline of the form (see Example 1, page 19). 

Anson's editorial markings are not distinguished from those 

of the composer, but do not seem to be as numerous as in 

some earlier editions. The scores are notable for their 

clear, clean print. Repertoire choices include less familiar 

pieces, such as Gurlitt's Sonatina in A minor, Op. 76, No. 5 

(Book II) and Schumann's "To Julia" Sonata, Op. 118


