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ABSTRACT 

In 1904, Amy Beach praised a fellow musician in this way: “As a composer, you give us 

work of remarkable beauty in its themes and their harmonious background, and of solid worth in 

their development.” Earlier in 1897, George Chadwick wrote to the same musician about a piano 

position at the New England Conservatory, “I would like to offer you the position first of all.” 

One might guess Beach and Chadwick were addressing another member of the so-called 

“Second New England School,” a group of figures often credited as a pioneering force in 

American Classical music, but it was actually written to Helen Hopekirk, a first-rate musician 

during that era who is largely ignored today.  

Perhaps due to an emphasis in American music historiography on American-born 

composers and particularly on orchestral works in this period, the “Second New England 

School” has excluded musicians like Hopekirk from its ranks. Through a historiography of the 

group as well as an examination of correspondence, programs, and reception, this paper 

reevaluates and expands the “Second New England School” by expanding its ranks beyond 

considerations of compositional aesthetics. By doing so, this research raises larger questions 

about how historiographical categories are created and about their implications. 
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CHAPTER 1: INTRODUCTION 

By the final third of the nineteenth century, classical music had become well established 

in the United States with the founding of professional orchestras such as the Philharmonic 

Society of New York in 1842 and Boston Symphony Orchestra in 1881. Although these groups 

focused primarily on European works, their existence assisted American musicians in 

establishing careers in music as composers, educators, and performers. Jonathan Kregor has 

written that the establishment of the Boston Symphony Orchestra “offered a hub for a group of 

composers that has come to be known by historians as The Boston Six: Arthur Foote, Horatio 

Parker, Amy Beach, George Whitefield Chadwick, Edward MacDowell, and [John Knowles] 

Paine.”1 The group of composers Kregor mentions here, who began to gain success during this 

era, has now become known as the Second New England School. In the late nineteenth century 

these composers were recognized as important figures in American composition.  

Due to their training in the established Austro-German tradition, the composers of the 

Second New England School not only gained notice in the United States, but they also began to 

achieve an international reputation. Their works exhibited a mastery of the classical-romantic 

musical idiom through forms such symphonies, concertos, masses, and operas. Although they 

admired composers such as Beethoven, Schubert, and Brahms, at least one began to establish his 

own voice as an American composer; Edward MacDowell wrote of the “absolute freedom from 

the restraint that an almost unlimited deference to European thought and prejudice has imposed 

upon us.”2 

                                                             
1 Jonathan Kregor, Cambridge Introductions to Music: Program Music (Cambridge: Cambridge University 

Press, 2015), 240. 
 

2 Lawrence Gilman, Edward MacDowell: A Study (New York: John Lane Company, 1908), 85.  
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Over the last century, these figures have been identified by many different names, in 

addition to the Boston Six and the Second New England School; these names include the Boston 

Academics and the Boston Classicists. These names are often conflated with the terms Boston 

Six and Second New England School.3 In reality, this conflation excludes many other prominent 

figures who could fit neatly into a broader Second New England classification not limited by 

number of members.  

My research in this thesis does not aim to create a new designation for these composers, 

but rather to examine the historiography of what has become known as the Second New England 

School through the lens of a case study of the performance and compositional work of Helen 

Hopekirk, a Scotland-born American pianist, composer, and educator, a figure whom I will argue 

belongs in the Second New England School. 

The details of Helen Hopekirk’s life have been described in various sources, and what 

follows is a brief summary of major points about her life. Hopekirk was born on May 20, 1856 in 

the small town of Portobello, near Edinburgh, Scotland. Active as a pianist from early in her life, 

she would go on to study at the Leipzig Conservatory and befriend fellow students George W. 

Chadwick, the American composer, and Karl Muck, the German conductor who would later lead 

the Boston Symphony Orchestra. She then began to develop a successful career as a pianist, 

performing frequently in England and Scotland and meeting well-known musicians such as Clara 

Schumann, Edvard Grieg, Franz Scharwenka, and Anton Rubinstein. About the latter Hopekirk 

said, “No player ever had the same power over me or seemed so giant-like.”4  

                                                             
3 Brad Hill writes, “As a composer, Foote was a member of the so-called Boston Six, sometimes known 

historically as the Second New England School. (Other composers affiliated with the Boston Six were Paine, 
Horatio Parker, George Chadwick, Edward MacDowell, and Amy Beach).” American Popular Music: Classical 
(New York: Facts on File Inc., 2006), 80. 

 
4 Constance Huntington Hall, Helen Hopekirk, 1856–1945 (Cambridge, MA: By Author, 1954), 3. 
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In 1882 Helen Hopekirk married Scottish businessman William Wilson, with Wilson 

taking care of the household responsibilities and dedicating himself and his resources to her 

career as her concert manager.5 Hopekirk even maintain her maiden name, likely due to Wilson’s 

understanding of the recognition she had already developed in her successful career.6 Having 

gained a successful reputation as an elite pianist in Europe (as will be discussed in Chapter 3), 

Hopekirk followed in the footsteps of many other European pianists of this era and toured the 

United States. Hopekirk’s American tour lasted almost three years, starting in December of 1883 

and concluding in May of 1886. Though her name was virtually unknown in America before she 

toured, Hopekirk established herself as an elite musician in America after successful 

performances in New York, Boston, Chicago, and Cincinnati. 

Hopekirk returned to Europe in 1886 with the intention of studying with Franz Liszt, but 

Liszt died that year.7 Instead she relocated to Vienna to study piano with Theodor Leschetizsky, 

who identified her as “the finest woman musician I have ever known.”8 It is likely that many of 

the compositions Hopekirk worked on during the time between her American tours were later 

performed on concerts and recitals.9  

                                                             
 

5 Laurie Katherine Blunsom, “Gender, Genre, and Professionalism: The Songs of Clara Rogers, Helen 
Hopekirk, Amy Beach, Margaret Lang, and Mabel Daniels, 1880–1925” (Ph.D. diss., Brandeis University, 1999), 
58.  
 

6 Ibid.  
7 Dana Muller, “Helen Hopekirk (1856-1945): A Biographical Study; a Thematic Catalogue of her Works 

for Piano; a Critical Edition of her Conzertstück in D Minor for Piano and Orchestra” (DMA Essay, University of 
Hartford, 1995), 19.  

8 Hall, Helen Hopekirk, 6. 
 

9 In Dana Muller, Helen Hopekirk, 23, the author notes that during Hopekirk’s time in the United States 
from 1890–1892, “Hopekirk made forty-three appearances” and that “she played her own works on sixteen of thirty-
seven non-orchestral concerts.” 
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Following a November recital in Vienna, Hopekirk set out for a second American tour 

from 1891-92. During this tour she again performed with orchestras, chamber groups, and in solo 

recitals, primarily on the East Coast. A major difference between the two tours was Hopekirk’s 

addition of her own compositions to her concerts. Following the final year of her tour she again 

focused on composition, and she and her husband moved to Paris. Under Richard Mandl’s 

guidance she focused largely on orchestration. During this same period, she wrote a large-scale 

work, Conzertstück, which she performed with the Scottish Orchestra in 1894.10 

In 1896, Wilson was crossing a street in Leicester Square when he was hit by a cab, 

which resulted in his hospitalization. As the seriousness of this injury became evident, 

Hopekirk’s profession became responsible for their income. Fortunately for them, George W. 

Chadwick invited her to join the faculty at the New England Conservatory of Music as a piano 

teacher. Hopekirk accepted this offer and they relocated to Boston in fall of 1897. Hopekirk 

began teaching at the New England Conservatory in 1897, where she taught until 1901. At this 

time, she began to teach privately from her household, in addition to her performing and 

composing.  

After 1901 she increasingly scheduled performances of her own works, including Melody 

for Violin and Piano, Pastorale, Legende, and Sundown, and a performance of her Concerto in D 

Major with the Boston Symphony Orchestra in 1900. While Hopekirk and Wilson enjoyed their 

time in America, even becoming American citizens on March 12, 1918, in 1919 they moved 

back to Scotland for a little over a year, departing in the spring. Because the musical scene there 

was not as lively as it was in Boston, the couple returned to Boston in the fall of 1920. 

                                                             
10 Ibid, 24 
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Upon her return to Boston, Hopekirk began performing and privately teaching again. In 

1925 she became a musical advisor at the new Dana Hall Music School in Wellesley, MA. The 

school named its headquarters Hopekirk House, and many of its advanced students studied with 

Hopekirk there. During this time Hopekirk taught and composed, and Wilson focused on writing 

and painting; the two were very happy together. After Wilson suffered a slight stroke, Hopekirk 

cared for him until his unexpected death in 1926; she continued to teach and perform until 1939, 

where at age 83 she gave her final recital consisting of her own compositions at Boston’s Steinert 

Hall.11 

By 1941 Hopekirk’s health had begun to decline, and she attended her final concert in 

1941 to hear one of her pupils perform with the Boston Pops. On November 19, 1945 Helen 

Hopekirk passed away at her home in Cambridge, MA. Throughout her obituary in the New York 

Times her career as a pianist was highlighted, and she was credited as “an early champion of 

MacDowell and of the modern French school of music.” Additionally, the obituary emphasized 

her skill as a composer and alluded to her “many piano pieces, several orchestral works and most 

than one hundred songs.”12  

Despite this storied career, Helen Hopekirk has been almost entirely overlooked in 

studies of music history. Although she received international recognition as a performer and 

composer during her lifetime, modern scholars have focused primarily upon her biography, to 

the exclusion of analysis of her compositions. Two dissertations have explored Hopekirk in some 

detail. Dana Muller’s doctoral essay provided the first biographical study of Hopekirk.13 This 

                                                             
11 Biographical details discussed in the above three paragraphs can be found in several places, including 

Portobello Heritage Trust, “Helen Hopekirk (1856–1945),” 
http://www.portobelloheritagetrust.co.uk/helen_hopekirk.html 

12 New York Times, “Helen Hopekirk, Pianist, 89, Dead,” November 20, 1945. 
 
13 Dana Muller, “Helen Hopekirk,” 19. 
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document, which also cataloged her piano compositions and offered an edition of her 

Conzertstück in D Minor, provides an important starting point for further research on Hopekirk’s 

work. While Muller offers a convincing framework for understanding Hopekirk’s Scottish 

musical identity, my intention is to describe her as an elite musician who was closely associated 

with the figures usually labeled the Second New England School, and I argue that she ought to 

be viewed as having contributed to the development of America’s musical life within the Second 

New England School network.  

In Laurie Blunsom’s dissertation, Helen Hopekirk is placed within “the first group of 

professional women composers in the United States.”14 Because of her reputation as a pianist, 

Hopekirk was able to bring her compositions to the attention of the public through performance 

at a time when relatively few musicians were performing works by women, though “that part of 

her career was often overshadowed by her elite status as a pianist.”15 By not only discussing 

Hopekirk as a pianist, but also recognizing her work as a composer, Blunsom invites a 

reexamination of Hopekirk through a compositional lens. Hopekirk can not only be compared to 

the other female composers of her time, such as Amy Beach, but also to composers who are 

commonly listed as members of the Second New England School. 

Although this thesis uses these dissertations as a point of departure, its intent is somewhat 

different. I not only argue that Hopekirk should be seen as a member of the Second New England 

School, but I also challenge the purely compositional criteria that have been used by scholars 

when assessing the membership of this school, taking into consideration their achievements and 

success in other avenues of music (such as performing, teaching, conducting, etc.) — thus 

                                                             
 
14 Blunsom, “Gender, Genre, and Professionalism” vi. 

15 Ibid., 63. 
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challenging the typical schemes of historical classification and expanding the criteria by which 

musicians are considered a member of this group. I continue to use the term “Second New 

England School” because it is a popular term for the group and not as limiting as a number-based 

term such as “Boston Six.” Also, in my non-traditional approach to the word “School” as broader 

than merely a group of likeminded individuals, I am attempting to change the way music 

historians conceive of musical networks.  
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CHAPTER 2: HISTORIOGRAPHY OF THE SECOND NEW ENGLAND SCHOOL 

Early Classifications 

An exploration of the different historical classifications of this group provides insight into 

the musical work of the various individuals who have been considered members of this network. 

It also reveals the criteria for their inclusion, beginning with their contemporary reception. 

Generally, composition has been the focus of this group’s identification, and it has usually been 

seen as a group of composers working in the northeastern United States who had similar attitudes 

toward writing music in the late nineteenth century. But an understanding of this group simply as 

a “School” of composition does not do justice to the range of activities in which they operated or 

were identified as early on. As we will see in this historiography, whether certain figures have 

been included or excluded from this group has depended largely on the individual attitudes of the 

scholars writing about them, leaving the door open for reevaluating how this network is defined 

and how a woman pianist and composer from Scotland fits into it. 

A review from the Baltimore Sun in 1897 of a lecture on American music that was 

delivered by Horatio Parker highlights two individuals from this group, identified in the review 

as the “American School”: “John K. Paine was mentioned as the head of the American School of 

Music, and along with him George W. Chadwick.”16 As these two figures are identified as the 

“leaders” of American music during that time, a look at contemporary reception offers greater 

insight into their musical communities and the extent to which they were a part of them, and to 

the degree to which they were viewed as important American (and not merely classical) 

composers and musical figures.  

                                                             
16 Baltimore Sun, “Music of America: Mr. Horatio W. Parker, of Yale, Gives a Lecture at the Peabody,” 

March 19, 1897. 
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John Knowles Paine (1839–1906) is often credited at the first American born composer 

to find international success. Paine was also the first professor of music in the United States, 

having “established the music elective system at Harvard and attained the rank of full professor, 

at the same time serving on the faculties of the New England Conservatory of Music and Boston 

University.”17 He was seen through many different musical lenses during his lifetime including 

as an organist, conductor and educator, but he was best known as a composer. Paine was often 

identified as “the eminent composer” in reviews that were not specific to any piece of music.18  

Perhaps the most anticipated premiere of Paine’s compositions was his first symphony, 

conducted by Theodore Thomas on January 26, 1876. John Sullivan Dwight writes the following 

of the performance: 

Each movement being followed by applause lasting several minutes, and most 
spontaneous and sincere, culminating at the end of the work in a storm of bravos and a 
general call for “Paine,” who was led upon the stage by Mr. Thomas, and modestly, with 
evident gratification, bowed his thanks to the still applauding multitude of friends.19 
 

Another reviewer of the premiere writes, “The impression produced upon the audience by the 

work was one of pleasure and satisfaction, and the manifestations of delight were so spontaneous 

and hearty as to prove the feeling to be no mere outgrowth of friendly prejudice.”20  

While many of Paine’s smaller works were recognized and praised by the press, the 

success or failure of his second symphony solidified his legacy as a composer.21 The première of 

                                                             
17 John C. Schmidt, The Life and Works of John Knowles Paine (Ann Arbor: MI, UMI Research Press, 

1980), 99. 
 

18 In a Boston Post review, “Bay State Honored Again: Charles S. Hamlin to be First Assistant to Secretary 
Carlisle,” April 4, 1893, Hamlin is identified as “passionately devoted to music” having studied with “John Knowles 
Paine, the eminent composer.”  
 

19 Schmidt, Life and Works, 113  
 

20 Ibid, 114. 
 

21 Examples of this include Paine’s Centennial Hymn reviewed by the Atlantic Monthly’s July 1876 issue as 
“a very perfect piece of plain choral writing, and we should place it in the foremost rank among the many modern 
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the Symphony No. 2 was given by the Boston Philharmonic Orchestra on March 10, 1880. John 

C. Schmidt’s book The Life and Works of John Knowles Paine quotes reviews from many 

different critics including the following striking ones, first from the Gazette, which called it 

a great advance upon anything [Paine] has previously given to the world in flexibility, 
easy and prolific flow idea, profound, yet graceful scholarship thoroughly under control, 
poetic fancy, refined imagination, and the effect of spontaneity in thought which is 
credited to inspiration. The symphony is delightfully clear from beginning to end.22 
 

The next passage, which addresses the work’s significance for American music, comes from the 

Transcript: 

 
The ovation showed upon the modest composer last evening was but the first fruits of a 
new fame to be won for him by this masterpiece, classic and solid in form and matter, 
and yet enriched with the modern style and vitalized with the modern spirit of musical 
art. As it marks a new departure in his own career, it also marks an epoch in the 
development of art in America and sets the standards of excellence on the very highest 
plane.23 
 

It was also reported that “ladies waved handkerchiefs,” “men shouted in approbation,” and music 

critic John Sullivan Dwight “stood on his seat, frantically opening and shutting his umbrella as 

an expression of uncontrollable enthusiasm.”24 Thanks to the success of his two symphonies, 

recognition and praise would follow Paine throughout the rest of his career. At the time of his 

death in 1906, Paine was already recognized as the first major American classical composer.  

George Whitefield Chadwick was another leader of this generation of American 

composers. Like Paine, he played many musical roles during his lifetime but has since become 

                                                             
attempts at original composition in this style” and Paine’s prelude Oedipus reviewed by the Boston Herald (March 
12, 1882), “Upon the conclusion…, the composer was again and again recalled to acknowledge the appreciation of 
the merits of the music and the playing of it by the audience.” As quoted in Schmidt, 117 and 154.  
 

22 Schmidt, Life and Works, 137. 
 

23 Ibid, 138. 
 

24 Ibid. 
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best known as a composer. While many different accomplishments of Chadwick’s career 

highlight his skill as a composer, perhaps the most notable came in 1894 when he won an award 

from the National Conservatory of Music for his Symphony No. 3; the Boston Globe reported it 

as an achievement for a “Boston Composer” who was, “the well-known composer of this city.”25 

Antonín Dvořák was director of the National Conservatory when this was awarded, only adding 

to its prestige. Upon hearing the symphony, German critic Paul Zchorlrich wrote with high 

praise: “From this symphony, I hold George W. Chadwick to be the most important Anglo-

American composer—Edward Elgar not excepted.”26 Zchorlrich use of “Anglo-American” and 

not just “American” in relation to Chadwick’s identity may provide insight into how much of the 

world may have viewed the United Kingdom and United States as culturally connected, and 

reveals a flexible sense of American identity as a transatlantic phenomenon.  

In the announcement of Chadwick as the new director of the New England Conservatory 

of Music in 1897, the Boston Globe further characterized him in terms of his multiple roles: “As 

wide a reputation he has made as a teacher, Mr. Chadwick is perhaps even better known as a 

conductor and a composer,” and that “as a composer his fame is not limited to the confines of 

this country but has spread throughout the large art musical circles of Europe.”27 Days following 

the Chadwick announcement, the Globe’s article “Boston’s Honored Musician: Tribute to Mr. 

Chadwick’s Ability as Composer and Teacher” further proclaimed Chadwick’s compositional 

importance, and even placed him at the head of a “movement”:  

It is as a composer that Mr. Chadwick is most widely known.... His all-around 
development as a musician, the nice balancing of different classes of attainment, seems to 

                                                             
25 Boston Globe, April 14, 1894. 

 
26 Victor Fell Yellin, Chadwick: Yankee Composer (Washington, DC: Smithsonian Institution Press, 1990), 

100. 
 

27 Boston Globe, February 18, 1897. 
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eminently fit such a young energetic man to be the leader in a movement that, 
successfully carried forward, means so much to music in America.28 
 

In the same review, conductor Walter Damrosch referred to Chadwick’s American identity: “As 

a composer, he too, has high rank among the original talent of the present day,” continuing, 

“Another feature that ought to commend itself is that he is an American composer, and that the 

genuine value of his work in that capacity has commended itself abroad and given our nationality 

recognition in that direction.”29 Chadwick also received praise from fellow composer and 

performer Arthur Foote: “I have the greatest admiration for Mr. Chadwick as a composer. I think 

there is no doubt that he is in the front rank of American composers, and in fact of composers 

anywhere today.”30 Reviews and praise such as this followed Chadwick throughout his career, 

showing that during his lifetime, Chadwick was celebrated as a composer by his 

contemporaries.31 

It is important to note that although both Paine and Chadwick made their careers in New 

England, both trained in Germany. Following their training in the established Austro-German 

tradition, both composers not only achieved success in the United States but also began to gain 

an international reputation while still in some way being defined as American. Their works 

exhibited mastery of the classical-romantic musical idiom through the use of genres such as 

                                                             
28 Boston Globe, February 21, 1897. 
 
29 Ibid. 

 
30 Ibid. 

 
31 Examples of this include Chadwick’s Aphrodite (1910), described in the following way: “The 

reconciliation of the contemporary orchestra’s flexibilities and virtuosities with Chadwick’ unchanging sense of tune 
not lost on reviewers, who unanimously considered Aphrodite a landmark of American compositions” (Yellin, 
Chadwick, 141). Also, Chadwick’s Tam O’Shanter (1914–15), was described this way in a review from the Boston 
Post on June 13, 1915: “Mr. Chadwick’s composition is essentially American in its spirit and wanton extravagance 
and has an indefinable twang that cannot be clearly described, but would have to be recognized by a hearer. There 
are touches that one does not associate with any other composer.” 
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symphonies, concertos, masses, and operas. 

Although only these two composers have been discussed above, many others found 

success during this time in the New England area. George Chadwick wrote an article that was 

published in 1907 in W. L. Hubbard’s History of American Music in which he highlighted a 

“kind of golden age” in American composition from 1890 to 1897. Chadwick identified an active 

social network of fellow composers John Knowles Paine, Horatio Parker, Arthur Foote, Charles 

Loeffler, and Edward MacDowell as a group that would consistently meet to discuss music. 

Chadwick wrote, “Many a night after a Symphony concert, they might have been seen gathered 

about the same table in the Tavern Club, bantering in friendly exchange, rejoicing in each other’s 

successes, and working for them too… ever ready with the cooling compress of gentle humor 

and sarcasm when a head showed an undue tendency to enlarge,” and he spoke of “an 

invigorating atmosphere of mutual respect and honest criticism in which they worked with joy 

and enthusiasm, knowing that if only their work was good enough it would be pretty sure of a 

hearing sooner or later.”32 

Later Classifications 

The first classification of what is now identified as the Second New England School that 

did not come from one of its members can be found in Rupert Hughes’ book Contemporary 

American Composers, which was published in 1900. The third chapter of this book is entitled 

“The Academics,” and it includes various composers who also held academic positions at 

various institutions across the country. Hughes discusses these composers in terms of their 

upbringings, educational training, works, and careers as educators in the United States. In doing 

so, Hughes takes more than just their compositional success into consideration for inclusion. 

                                                             
32 W. L. Hubbard, The American History and Encyclopedia of Music (New York: Irving Squire, 1908), 13.  
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Composers John Knowles Paine, Horatio Parker, George Chadwick, and Arthur Foote are not 

isolated from the long list of composers Hughes highlights, but they are the only members from 

Hughes’ list to be noted as consistently living in New England after starting their careers, 

showing signs of interest in these composers’ geographical home bases that would continue 

later.33 Hughes also includes a chapter dedicated to women composers in America which 

includes Amy Beach and Margaret Lang — both of whom were also based in the New England 

area. Although both these composers are excluded from any sort of classification at this point, 

outside of the fact they are isolated in that study by their gender, the fact they are mentioned is of 

significance as Beach will eventually be considered in other studies alongside the four academic 

composers from New England.  

The importance of these many composers in beginning to establish an America musical 

identity in the classical sphere is reinforced by historian Louis Elson in his book History of 

American Music, from 1905: 

Paine, Chadwick, MacDowell, Strong, Foote, Buck, Parker — the list might be extended 
to very large proportions. One of these composers will, some day, when the inspiration 
seizes him, possibly in the train of some great national events, bring forth the music of 
the true national hymn of America.34 
 

Elson primarily highlights the composers in academic positions but includes the fact that there 

were many other notable composers. The contemporary belief was that these composers would 

develop their own style unique to the United States— though as we will see in later studies, 

                                                             
33 Rupert Hughes, Contemporary American Composers (Boston: L.C. Page and Company, 1900). Other 

composers Hughes highlights in the chapter about academic composers included Dudley Buck, Frank van der 
Stucken, W.W. Gilchrist, S. G. Pratt, Henry Hadley, Adolph M. Foerster, Charles Converse, and L. A. Coerne.  
 

34 Louis Elson, The National Music of America (Republished Detroit: Gale Research Company, 1974), 313. 
This volume was originally published by L.C. Page and Company in 1905.  
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contrary to what Elson expected would happen, historians have not credited this group with 

having achieved a uniquely American sound.  

The next classification appears in the fourth volume of The Art of Music, edited by Arthur 

Farwell and W. Dermot Derby. In this volume, Benjamin Lambord writes, as part of a collection 

of essays focused on American music, of a group he identifies as the “Boston Classicists.” The 

composers identified in Lambord’s essay include John Knowles Paine, George Chadwick, Arthur 

Foote, Horatio Parker, Amy Beach, Louis Coerne, James C. D. Parker, George Whiting, George 

Marston, and Margaret Lang. Edward MacDowell is excluded from this group as Lambord 

focuses on composers based in Boston and MacDowell had moved and established himself in 

New York by this time. As Lambord introduces this group: 

The early apparitions of American musical art are now to us only matters of history. 
Whatever influence they may have had on the conditions of their day, our present-day 
musical life has been unaffected by them. For the establishment of that which, for lack of 
better name, we call the American school of composers we again look to New England. 
Through the few composers known as the Boston group America first assimilated into its 
musical life the best traditions of European musical culture and in the labors of these men 
the American community was taught in some degree to look seriously upon the native 
composer and his achievement.35 
 

Lambord then writes that Paine is “first in this list” as the “man who stands as the patriarch of 

American music.”36 After an overview of the success Paine had during his life, Lambord turns to 

Chadwick describing him as “the most representative member of the present Boston colony, as 

well as one of the most eminent of American composers.”37 Continuing with this praise in terms 

of Chadwick’s local and international profile, Chadwick is identified as having “the largest 
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hearing of living American composers. His name has been permanent in the lists of the Boston 

Symphony, while he has had frequent hearing in the other orchestras of America and Europe.”38 

After discussions of Paine and Chadwick, Foote is described as having “long been 

acknowledged in Europe as one of the foremost American composers”; Parker is noted as having 

won the 1911 award from the Metropolitan Opera for his opera Mona; Beach is recognized as “in 

a class by herself as the only American women who has essayed compositions in the larger 

form”; and the others are only briefly mentioned.39 

  Considering these composers in terms of geographical proximity, Lambord teased but 

ultimately disposed of the idea of uniting them under a stylistic umbrella: 

It must not be understood to imply that the art of these writers forms a school in the sense 
of having a common distinctive idiom or style. The group marks in some its members, as 
has been said before, an early era of American composition. The fact that Boston became 
the birthplace of America’s first serious musical art was probably due to the presence 
there of the largest and best permanent orchestra, to the establishment of the first 
university department of music (at Harvard), and doubles also in no small degree to the 
general intellectual life of the New England metropolis.40 
 
In 1929, John Tasker Howard was more conservative in his discussion of the New 

England composers. In his book Our American Music: Three Hundred Years of It, he places 

emphasis on the geographical situation of this group rather than any stylistic similarities. In his 

chapter called “The Boston Group” Howard demonstrates the challenges of crafting a secure 

definition of this cluster of composers: 

They were all the product of the same age — a time when the American composer was 
first having a respectful interested hearing — and when the musical world was under the 
spell of German romanticism. These New Englanders are often called the Boston 
classicists, or the New England academics, yet neither term is quite accurate…it is safer 
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to group these composers for their geographical kinship, and maybe for comradeship, and 
to let it go at that.41 
 

Howard acknowledges the classifications that had been used to group these composers together, 

but it is evident that, from his perspective, there seems to be a flaw in those names. Howard 

highlights George Chadwick, Arthur Foote, Horatio Parker, Arthur Whiting, and Amy Beach, 

discussing them at length as part of his “Boston Group,” but he does not make it clear if there 

was room for other composers to be viewed as members of this group. Unlike previous studies, 

John Knowles Paine is missing from this group as Howard had already included him in the 

previous chapter, “The Parents of our Contemporaries” — claiming he was from a different 

generation that helped set the stage for what he calls the “Boston Group” (also a marked 

difference from today’s common practice of listing Paine alongside the other figures).  

In his 1941 book Our Contemporary Composers, John Tasker Howard discusses the 

same composers with a slight but significant modification to terminology. Howard notes before 

even discussing the group that “the years before 1930 have brought epochal changes in American 

music.”42 Of course, the 1930s saw the rise of modernist American composers like Aaron 

Copland, showing the extent to which contemporary context can affect views of the past. The 

following documents the changes taking place in American music during this era, through 

Howard’s eyes:  

Particularly significant is the gradual disappearance from concert programs of works by 
those composers who link us with our nineteenth-century background, and who date from 
a time, not long distant, when the American composer was a rare specimen whose very 
existence was something to talk about. Throughout the post-War decade these men were 
our leading composers, and it was their music that set the standard of respectability and 
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eminence. Today however performances of Chadwick, Parker, Foote, Mrs. Beach, and 
others of the “New England Group” are infrequent.43 
 

Composer Arthur Whiting is no longer specifically mentioned on Howard’s list, but unlike 

before, Howard’s description of this group leaves room inclusion of other musicians to be 

considered in this “New England Group.” Additionally, Chadwick is singled out as “important 

because he carried the banner of John Knowles Paine, the trail-blazer for all our symphonic 

composers.”44 Both of these facts further demonstrate that this group was losing popularity and 

that its ranks, as historians saw it, were already beginning to shrink. Given Howard’s use of the 

term “New England” to discuss this group, and when taking into account the previous 

description of his “Boston Group,” his classification prefigures the term Second New England 

School, which is now commonly used to describe this group.  

Recent Classifications 

Historian Gilbert Chase was the first to suggest calling this group of composers a 

“school,” although he did not fully embrace that term. In the second edition of his book 

America’s Music: From the Pilgrims to the Present, Chase writes: 

We must attempt to define the prevailing New England attitude toward musical art, that is 
to say, the attitude that dominated the musical thinking of those New England composers 
who, in the final decade of the nineteenth century and the first of the twentieth, succeeded 
in forming a rather impressive school variously known as the “Boston Classicists” or the 
“New England Academicians.” It might be denied that they formed a “school” in the 
strictest sense of the term.... I think it can be shown that it stemmed from a fairly 
homogeneous cultural and aesthetical background.45 
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Although Chase alludes to potentially using the term “school” in a classification, he does not 

follow through in specifically calling them a school, as the chapter’s title is “The Boston 

Classicists.”  

Chase, like many before him, recognized John Knowles Paine as the ancestor of the 

group he classifies as “Boston Academicians” (Chadwick, Foote and Parker are included in this 

discussion). This suggests these composers should be seen as a subgroup of the larger “school,” 

or, alternatively the larger group of “Boston classicists.” Composers Charles Loeffler, Arthur 

Whiting, Amy Beach, Edward Hill, and Daniel Mason are also included among the Boston 

classicists. Chase credits them in giving “the American composer a professional dignity, a social 

and artistic prestige, and a degree of recognition both at home and abroad,” but he also suggests 

that these composers lacked idealism and originality and so “they were not moving with the main 

stream of America’s music, nor were they able to recognize and cherish their native musical 

heritage.”46 One may infer from this statement that Chase believed composers such as Aaron 

Copland and Roy Harris were doing more to identify themselves as distinctly “American” and to 

differentiate themselves from the nineteenth-century Austro-German tradition, which could have 

resulted in the composers from the Paine-Chadwick era being seen as less “American” — even if 

the earlier group was important in establishing a sense of respect for American composers.  

The term “Second New England School” was first used by H. Wiley Hitchcock in his 

1969 book Music in the United States: A Historical Introduction, thus putting this group of 
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American composers on a plane with other musical “schools” throughout history and taking the 

classification a step further than Gilbert Chase.47 As Hitchcock wrote: 

If John Sullivan Dwight and contributors to his journal… were the literary voices of the 
art-music of the age, a group of New England composers was the musical voice. I shall 
call them the Second New England School, grouping them together by virtue of their 
common inheritance, attitudes, and general musical style much as I grouped the late 
eighteenth-century composers of the First New England School. 48 
 

Hitchcock continued by identifying John Knowles Paine as the oldest of the Second New 

England School and teacher to many of its younger members, thereby including him directly in a 

group that Howard had previously considered separate from Paine. Although Arthur Foote, 

George Chadwick, Arthur Whiting, Horatio Parker, Amy Beach, and Daniel Gregory Mason are 

identified as the younger members, Hitchcock calls them “unofficial” members of the group, 

though these composers are still discussed within the section called “The Second New England 

School.” While John Knowles Paine is discussed at length, only Chadwick and Parker are 

discussed from the younger group as they were “most gifted, or at least the strongest, musical 

personalities.”49  

Hitchcock’s study is also significant for another reason. While Paine, Chadwick, Foote, 

and Parker have consistently been identified as members of this group, Hitchcock was the first to 

refer to Amy Beach simply as a prominent composer without emphasizing her gender. Hitchcock 

also included Whiting and Mason in his listing of the Second New England School classification, 
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even though they rarely appear in today’s literature in this context. Strikingly, and in keeping 

with Lambord’s distinction above, the first appearance of the term Second New England School 

excluded composer Edward MacDowell from its ranks; instead Hitchcock identifies him as a 

member of the “New German School” in line with Liszt and Wagner and not specifically as part 

of the Second New England School.50  

Although Hitchcock suggested the term the “Second New England School,” his 

classification was not initially adopted by others. Gilbert Chase’s treatment of this group of 

composers in the third edition of America’s Music, differed significantly from his treatment in 

earlier editions. While in the previous editions the chapter was titled “The Boston Classicists,” in 

the third edition the chapter is named “New England Again.” Chase writes, 

This New England dynasty reaches its culmination in an almost ecstatic surrender to the 
potent spell of European Classic-Romantic tradition.... This attitude was shared by most 
of the “proper” New England composers, from Paine to Parker. Although they have been 
called “Boston Classicists,” a better label would be “Conservative Eclectics.”51 
 

The composers discussed in this group of “Conservative Eclectics” begin with John Knowles 

Paine and include Daniel Mason, Arthur Foote, Margret Lang, Amy Beach, Charles Loeffler, and 

George Chadwick; they end with Horatio Parker. Not only does Chase expand the list of 

composers he identified previously, but Paine is included within his “Conservative Eclectics” 

classification. Most surprising in Chase’s revision, though, is the disappearance of the suggestion 

these composers should be seen as a school, especially as this edition came after Hitchcock 
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created the classification Chase hinted at for this group. Chase concludes the chapter about these 

composers with the following: 

The New England musical movement that we have been discussing flourished from 1880 
to 1920, give or take a few years. It was perhaps not so much a “movement” as an 
ingrained culture and aesthetic climate that brought together a number of gifted 
individuals united by hereditary bonds and common ideas. It was evidently the tightest 
knit group to appear in American art music until that time. In spite of its culturally 
centripetal character, it had some impact abroad, and in the United States its prestige was 
far-reaching.52  
 
More recently, historians have continued to reveal the instability of this group’s 

classification and makeup, as well as a certain sense of them as having had peripheral importance 

in the larger story of American composition. John Warthen Struble used Hitchcock’s Second 

New England School classification in his book American Classical Music: MacDowell through 

Minimalism. Writing barely three decades apart, a major difference between the two authors is 

that Struble does not include John Knowles Paine as a member of the group but rather as the first 

American composer to become “important” in music history in terms of serious classical music. 

Struble has the following to say about the Second New England School of composers: 

The prominent figures in the Second New England School were George Chadwick, 
Horatio Parker, Arthur Foote, Arthur Whiting, and Amy Beach. All of them were born 
around the time of the Civil War and most lived into the Great Depression era.... 
Although their work is neither performed or studied much today, the composers of the 
Second New England School serve an important function in turn-of-the-century America 
by broadening and consolidating the public acceptance of native American composition 
initiated by Paine.... However, none of them possessed the originality to break free of 
their own musical educations or to forge a truly individual and significant creative idea.53 
 

While Struble only identifies five composers by name as member of this group, his classification 

does not limit it to just those members. Discussion of this group in detail is limited, though, as 

                                                             
52 Ibid, 392.  

 
53 John Warthen Struble, American Classical Music: MacDowell through Minimalism (New York: Facts on 

File, 1995), 38. 
 



 29 

Struble writes, “in our own time only the work of Chadwick and Beach still receive any serious 

attention.”54 When referencing later composers who began to strive for an American sound, 

Struble notes that this group is sometimes referred to as the New England Classicists, but he uses 

Hitchcock’s classification: “It remained for Edward MacDowell to push American music beyond 

the self-imposed limitation of the Second New England School.”55 This is followed by a 

discussion of MacDowell and Charles Griffes as starting to search for an American sound and 

thus not, in Struble’s eyes, as members of the Second New England School. 

In his book America’s Musical Life: A History, Richard Crawford follows a similar 

approach to Struble in terms of primarily focusing on George Chadwick and Amy Beach, as one 

of his chapters is called “Two Classic Bostonians.” Although the majority of his time is spent 

discussion these two composers, Crawford also states the following: 

There emerged in and around Boston the first real group of American composers since 
the Yankee psalmodists of the Moravians of a century earlier. Several deserve to be 
remembered including John Knowles Paine, George W. Chadwick, Arthur Foote, Horatio 
Parker, and Amy (Mrs. H. H. A.) Beach, all native New-Englanders. And to that group 
may be added New York-born Edward MacDowell, who lived and worked for a time in 
Boston, and Charles Martin Loeffler.... Historians have referred to them collectively as 
the Second New England School, the Boston Classicists, or even the Boston Academics, 
suggesting artists inclined to follow established rules.56 
 

Crawford lists the same composers that Chadwick wrote of in 1907 and previously examined, 

with the addition of Amy Beach, pointing out that for Chadwick her exclusion was a matter of 

social propriety:  

The fraternal bonding pictured here excluded Amy Beach, for social custom would not 
have encouraged the wife of a local physician to spend her Saturday nights with male 
colleagues at the Tavern Club. Nevertheless, those colleagues respected her work. In 
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1896, after a successful Boston Symphony Orchestra performance of Beach’s Gaelic 
Symphony, Chadwick pronounced the composition fine enough to make her ‘one of the 
boys.’57 
 

Knowing that Beach was respected by her colleagues, Crawford does not hesitate to include her 

in this grouping. Crawford does not use any classification of his own for this group, however, 

thus giving no indication of which title of the three names presented he feels works the best for 

these composers. This is also the first time, as far as I have observed, that the musicians 

commonly called the “Boston Six” (Paine, Chadwick, Foote, Parker, Beach, and MacDowell) 

were placed within the same unified group.  

 Despite seeming to limit membership of the group to native-born composers, Crawford 

did provide a doorway for figures identified more as performers than composers to enter its 

ranks; he suggested that the group, included Theodore Thomas, a highly celebrated conductor of 

German birth. Crawford writes: 

Beginning in 1892, the brotherhood also included Theodore Thomas, who, traveling 
between Chicago and his summer home in New Hampshire, often stopped in Boston to 
enjoy this circle of the “boys,” as he called them. From then on Chadwick writes, Thomas 
was often with them in the spring and autumn, to their great delight and edification.... 
There were few places in America where serious musicians could gather regularly and 
informally to share such conversations.58 
 

Thomas was one of the first conductors to program works of American born composers. As the 

leader of the Brooklyn Philharmonic, New York Philharmonic Orchestra, and founder of the 

Chicago Symphony Orchestra, Thomas made it a point to help them become recognized by 

programing their music. By recognizing that Thomas guided the music of his colleagues toward 

recognition through performance, Crawford makes a strong statement that this group is properly 
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understood not just as a group of composers but as a group of multi-faceted musicians, ones not 

necessarily born in the United States.  

  In historian Joseph Horowitz’s Classical Music in America, composers of both the First 

and Second New England Schools are consistently referred to throughout the fourth chapter 

“Composers of the Brahmin Confidential.” To differentiate these two groups, Horowitz writes:  

Billings is the best remembered of the late-eighteenth-century psalm- and hymn-tune 
composers retrospectively dubbed the First New England School.... Mason revered 
Mozart, Haydn, and other European masters — and so did the next notable generation of 
American composers, a full century after the First New England School. This was the 
Second New England School, whose father John Knowles Paine, espoused “adherence to 
the historical forms as developed by Bach, Handel, Mozart, and Beethoven.”59 
 

The author later builds on the Second New England School by writing, “George Chadwick was 

the leader among equals of the New England Composers of the next generation,” and Horowitz 

also discusses Horatio Parker, Arthur Foote, and Amy Beach immediately after Chadwick.60 Of 

note is that, in keeping with an apparent historiographical tradition and Horowitz’s goal of 

differing between New York and Boston, Edward MacDowell is not mentioned with this group 

but rather appears the eighth chapter, “Antonín Dvořák and Charles Ives in Search of American 

Music.” According to Horowitz,  

In Boston, [MacDowell] was perceived as moody and withdrawn. His correspondence 
with his close friend George Templeton Strong — son of the famous New York diarist, 
and gifted expatriate composer — reveals an outsider’s perspective on the close-knit 
Boston scene. Neither MacDowell nor Strong cared for the Boston composers or trusted 
them.61 
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While Horowitz continues to identify through sources, such as letters and diaries, differences 

MacDowell had with Chadwick and Foote, it does not seem any of these opinions were made 

public as Chadwick included MacDowell in his “brotherhood.” With Horowitz’s exclusion of 

MacDowell from the Second New England School, it is clear that even with an established 

classification, opinions on who is and is not included still varies greatly.  

Two recent but brief discussions of the Second New England School focus exclusively on 

women in music and have expanded the term to include composers such as Helen Hopekirk — 

an intriguing addition to a group from which she has typically been excluded. This is significant 

for two reasons. First, with the exception of Amy Beach, women have mostly been excluded 

from this list, perhaps part of a larger tendency in music history to focus on contributions from 

male figures. Second, following Crawford, in making this case Pendle and Howe both point to 

activities beyond composing, further opening the definition of this “school” of figures to move 

beyond compositional style. In Women and Music: A History, Karin Pendle writes:   

Yet support from the women’s movement and the long slow rise of women as composers 
in the nineteenth century prepared the way for emergence of women as composers. 
Among them were Clara Kathleen Rogers (1844-1931), Helen Hopekirk (1856-1945), 
Margaret Ruthven Lang (1867-1971), and Amy M. (Mrs. H. H. A.) Beach (1867-1944). 
These four women were accepted members of Boston’s Second New England School of 
composition, led by composer-teacher John Knowles Paine (1839-1906) of Harvard and 
George Whitefield Chadwick (1854-1931) of the New England Conservatory.62 
 

Beach had previously been recognized as a member of this school, but Pendle adds three figures 

in addition to Beach, two of whom, to my knowledge, had not been previously considered as 

members of this group: Rogers and Hopekirk. Not only does Pendle note they were “accepted” 
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by the leaders of this group, but Pendle expands their acceptance in Boston’s musical scene as a 

whole: 

All four women lived in Boston.... Boston’s intellectual and social elite was proud of its 
own composers — whether male or female — and regularly turned out to hear their 
music. Additional support came from publisher Arthur P. Schmidt, who issued many of 
their works soon after they were composed. Most importantly, ensembles such as the 
Boston Symphony Orchestra, the Handel and Haydn Society, and the Kneisel String 
Quartet performed their works, often more than once.63  

Pendle’s placement of Hopekirk and others in the Second New England School follows logically 

from the shifts in this group’s membership that are seen throughout this historiography, and her 

claim that they were “accepted” into the group invites further investigation.  

Sondra Howe made a similar claim in her book Women Music Educators in the United 

States: A History, writing unambiguously that “Boston’s Second New England School, led by 

composer-teacher John Knowles Paine of Harvard and George Whitefield Chadwick of the New 

England Conservatory, included four women.”64 Howe specifically identified Clara Rogers, 

Helen Hopekirk, Margaret Lang, and Beach and she wrote briefly about each, focusing primarily 

on their educational contributions to Boston during this time.  

Recasting the Second New England School 

Despite the flexibility of the group, examples in recent literature on the Second New 

England School have begun to shrink the larger and broader definition of this group to another 

new, and smaller and exclusive classification, the “Boston Six.” In American Popular Music: 

Classical, Brad Hill writes: 
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As a composer, Foote was a member of the so-called Boston Six, sometimes known 
historically as the Second New England School. (Other composers affiliated with the 
Boston Six were Paine, Horatio Parker, George Chadwick, Edward MacDowell, and 
Amy Beach). 65 

 
While identifying these six musicians as a smaller subset of a large group would seem logical, 

Hill uses the two terms as synonyms. In doing so the author removes any possibility of 

composers who could be seen as members of this school, such as Loeffler, Buck, Strong, or 

Converse, and he suggests the Second New England School was made of only six musicians. 

More and more, the term “Boston Six” has come to be used interchangeably with or in place of 

“Second New England School.” Jonathan Kregor’s Cambridge Introduction to Music: Program 

Music, as seen above, makes a historiographical observation of this: 

The founding of the Boston Symphony Orchestra in 1881 offered a hub for a group of 
composers that has come to be known by historians as The Boston Six: Arthur Foote, 
Horatio Parker, Amy Beach, George Whitefield Chadwick, Edward MacDowell, and 
Paine.66 
 

In only listing six musicians, this use of the term “Boston Six” does not afford the option of a 

broader “Second New England School.” With the two terms having become synonymous, as 

seen in Hill (and perhaps in Kregor), we are far from a clean solution for how to refer to these 

figures in their contexts.  

Turning to textbooks, Burkholder’s History of Western Music leaves matters somewhat 

open. It identifies John Knowles Paine, George Whitefield Chadwick, Horatio Parker, and 

Edward MacDowell as individuals who seized the advantage of classical music being established 

in the United States at a time when “native-born composers were able to pursue careers that 

combined composition with performing and teaching,” and it later continues that “these 
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composers had varying attitudes about nationalism.”67 Amy Beach is singled out from these four 

because she “could not study or teach at the top universities because they excluded women,” and 

“at the time, women were considered incapable of composing in longer forms.”68 While not 

common, there are examples of women studying and teaching at top institutions, and also of 

numerous female composers writing large scale works that were performed during this time.69 

Nonetheless, this text identifies five musicians in this group, identifying them not only in terms 

of composition but also of  academic and performing achievements; perhaps wisely though, it 

does not use a specific classification for them outside of identifying them “as deeply rooted in 

the German traditions (primarily the Brahms wing for the Boston composers, Wagner and Liszt 

for MacDowell).”70  

In Richard Crawford and Larry Hamberlin’s An Introduction to America’s Music, there is 

a chapter about classical music coming of age in the United States, and it largely follows 

Crawford’s earlier work. Demonstrating how time can change a sense of a figure’s importance, 

this text discusses Beach in more length than any of the other composers of the identified group. 

While this text does not limit the Second New England School to just these six composers, it 

does list them as “those who deserve to be remembered,” an oblique suggestion that other 

composers of this time are unworthy of praise. 

                                                             
67 J. Peter Burkholder, Donald Jay Grout, and Claude V. Palisca, A History of Western Music, 9th Edition 

(New York: Norton, 2014), 754.  
 

68 Ibid, 754–755.  
 

69In Martha Furman Schleifer and Sam Denison’s Three Centuries of American Music Vol. 4: American 
Keyboard Music 1866 through 1910 (Boston: G. K. Hall & Co., 1990), xxviii, the authors write, “Composers such 
Margaret Ruthven Lang, Helen Hood, Clara Rogers, and Helen Hopekirk were able to obtain requisite education and 
support to further their art.... They began to write for orchestra, chorus, and large chamber groups.” 
 

70Burkholder, A History of Western Music, 754. 
 



 36 

The first American classical composer historian whom Douglass Seaton discusses in his 

Ideas and Styles in the Western Musical Tradition is Edward MacDowell, identifying him as 

“trained both in France and Germany,” and as demonstrating “that an American could become a 

fine composer in the European post-Romantic style, but he was nationalistic only in some of his 

characteristic and programmatic works.”71 Seaton’s discussion of MacDowell before any of the 

other Boston-based composers contrasts with every other source to this point — a surprising 

gesture, but perhaps as a way of distinguishing him from the Boston-centered composers (as 

others have also done). MacDowell therefore is considered before composers such as Paine and 

Chadwick as opposed to after them. Additionally, Seaton highlights MacDowell as the one who 

“proved” European traditions could be made American in nature. Following his brief discussion 

of MacDowell, Seaton writes, “A group of American composers who also followed the pattern of 

study in Germany have become known as the Second New England School (by contrast to the 

First New England School, of whom William Billings was the most prominent).”72 Composers 

initially identified include John Knowles Paine, who Seaton writes, “composed with 

considerable craftsmanship in a style that did not go beyond that of German Romantic 

symphonists,” George Chadwick, again discussed within the traditions of German romanticism 

but also with “hints of nationalism,” including “American folk-melodic idioms” and “African 

American song,” and Horatio Parker, who like Paine is identified primarily as having extended 

the German romantic style.73 Of note is that Arthur Foote is not listed with this group. It is only 

after Chadwick, Parker, and Paine are discussed as holding a “special significance” in history 
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due to their academic affiliation that Amy Beach is added “to the men of the Second New 

England School,” as “the first important American women composer.”74  

Likely due to the emphasis in American music historiography on American-born 

composers and particularly on large-scale orchestral works, John Knowles Paine, George 

Chadwick, Arthur Foote, Horatio Parker, Edward MacDowell, and Amy Beach have all 

solidified their place in American classical composition as either the Boston Six or the core of 

the Second New England School. And while the Boston Six may deserve their recognition as 

pioneers in American classical music, I contend that the narratives created by this historiography 

both leave out and invite consideration of many other significant musicians of this era. As 

previously mentioned, the solution to this, I propose, is by not viewing this group only as a 

cluster of composers, but, rather by expanding the criteria to include success in various aspects 

of music — including, but not limited to, performance, teaching, and conducting. The following 

will serve as a case study of one such musician, whose career as a pianist has overshadowed her 

successful career as a composer as well: Helen Hopekirk. Until the recent examples above from 

Pendle and Howe, Hopekirk has been almost completely excluded from the standard narrative of 

American music in the late nineteenth and early twentieth centuries. The following chapters will 

present evidence suggesting that based on her work as a performer, teacher, and composer, 

Hopekirk deserves consideration as a member of the Second New England School.  
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CHAPTER 3: HOPEKIRK THE PERFORMER 

Overview 

While members of the Second New England School are commonly known today for their 

contributions to American composition, during their time they were also respected performers. 

To establish a frame for arguing for Hopekirk’s place in this network, in part because of her role 

as a performer, I briefly discuss Arthur Foote and Edward MacDowell, as both, like Hopekirk, 

established themselves as pianists. While Foote and MacDowell have traditionally been 

considered members of the Second New England School because of their compositions and not 

because of their other musical activities, the expansion of the school’s focus by scholars such as 

Crawford, Pendle, and Howe invite a focus on the musical work of these figures that helped 

establish them as part of larger musical networks.  

Foote began touring as a pianist in 1876 and his tours continued until 1909, including 

some that were “a week or so to the Midwest and New York.”75 Foote also appeared as a soloist 

with the Boston Symphony Orchestra numerous times, including his debut on November 10, 

1883, and “reviewers described him as an intellectual player, yet one able to perform with 

intensity and power. They agreed that he had thoroughly studied the four works and mastered 

their structures and expressive details.”76 Similarly, MacDowell was praised as a charismatic 

pianist throughout his lifetime: “Critics commented on the clarity of his technique and of the 

thunderous power he could summon. They also referred to his stage presence, with his jet black 
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hair and piercing blue eyes.”77 Having reputations as pianists during this time would have also 

provided the benefit of composers getting to perform their own works early in their careers as 

well, not to mention the added income generated from performance.   

Helen Hopekirk was also known during this era as an elite pianist. Identified early as a 

child prodigy, Hopekirk began studying at the Leipzig Conservatory to further her training, and 

she performed frequently in England and Scotland. Having already gained a reputation in 

Europe, Hopekirk would follow in the footsteps of many other European pianists of this era and 

tour the United States. 

First American Tour: 1883–1886 

Helen Hopekirk’s first American tour began with anticipation in New York. On 

December 2, 1883 the New York Tribune introduced her to audiences with the following: 

“Madame Helen Hopekirk is a pianist of whom many pleasant things have been said by the 

critics of Scotland and England.... She has arranged for a series of four musical recitals to be 

given in Steinway Hall.” Although Hopekirk had achieved great success with European 

audiences, critics in the United States were more cautious when it came to first promoting her to 

American audiences.  A small audience attended the first of the four recitals, but that would be 

the only small audience Hopekirk had for these recitals after the New York Tribune’s review on 

December 22, 1883: 

A new candidate for public favor appeared in the Musical arena on Thursday afternoon in 
the person of Madam Helen Hopekirk, an earnest young piano-forte player. Her appeal 
for recognition was made in the most distinguished way imaginable — through a recital 
at Steinway Hall. Few musicians venture upon such trying grounds now a days, and the 
fact that Madam Hopekirk has done so is prime evidence of her serious-mindedness and 
lofty aims. 
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This review continued: 

Mme. Hopekirk has a warm fancy, considerable independence of feeling, splendid 
technical skill, an excellent memory, and an ardent love for her profession. These things, 
when coupled with earnestness, make up the majority of the qualities which we look for 
in an interpreting artist. 
 

Not only was Hopekirk’s skill as a performer recognized, but this critic also established her as an 

elite musician by highlighting that her premiere took place at Steinway Hall, something we can 

determine was special from the statement that an appearance there was “distinguished.”78 

Hopekirk’s first performance, and likely its reception, would also spark the growing interest and 

curiosity of New York audiences: “The second recital of Mme. Helen Hopekirk took place at 

Steinway Hall yesterday afternoon. It was attended by an audience of three or four times as 

numerous as the first.”79 For this recital, “Mme. Hopekirk confirmed our first impression of the 

excellence of her gifts,” truly solidifying her skill and status as one of the leading performers 

touring the United States.80  

After the final recital of Hopekirk’s premiere concerts, the New York Tribune reported the 

following on February 5, 1884: 

The work which Mme. Helen Hopekirk has done in her pianoforte recitals at Steinway 
Hall was beautifully crowned at the last of them yesterday afternoon.... Mme. Hopekirk 
has made a profound impression upon the portion of our musical public who are fond of 
the pianoforte. 
 

Hopekirk’s first series of performances at Steinway Hall and the recognition she received in New 

York from critics and audiences would follow her throughout her American tour and result in 

praise in every city in which she appeared. The city where she had arguably the most success 
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was Boston. Before Hopekirk arrived in America, musical life in Boston had erupted through 

events such as the founding of music departments and educational institutions, the establishment 

of the Boston Symphony Orchestra, and the flourishing of American orchestral composition. 

Hopekirk thrived in Boston during her American tour and critics and audiences alike supported 

her.  

Josephine Allen, a friend of Hopekirk’s, recounts this after having seen her perform: 

Helen Ives and I went to her second recital last Tuesday and were perfectly carried away 
with her. Her playing was beautiful. She has wonderful technique and understands 
everything she plays so thoroughly. The lights and shades and little touches of feeling she 
puts in make pieces exquisitely complete and perfect. Her memory too is marvelous. She 
sat there quiet and simple for two hours without any notes.81 
 

Perceptions of Hopekirk’s skill — albeit stated in a way that seems to read as sexist through an 

early-twenty-first-century lens — are reinforced by a critic of the Boston Globe, who commented 

on November 18, 1885, “Few women who appear before the public have as good a memory as 

she has.” The Boston Globe also recognized the quality of Hopekirk’s playing as well as her 

versatility: 

Mme. Hopekirk displayed the same vigor and delicacy, the same intelligence and taste as 
at her previous public appearances, whether interpreting the rich harmonies of Sebastian 
Bach, or the rich harmony of Chopin. Yesterday’s program offered sufficient variety 
never to be tiresome.82  
 

The recognition Hopekirk received in Boston was very similar to that in New York. Her ability 

to win audiences over through consistently performing at a high level helped make her successful 

in those cities. The Boston Globe reported, “Helen Hopekirk’s last matinee was largely attended 
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although the storm was severe.... Hopekirk left town Wednesday for Chicago, where she will 

give a series of similar recitals.”83 

Although Chicago was still developing its musical identity during this time, audiences 

were excited to see her perform, especially with the recognition she received in the musical 

centers of New York and Boston. A report from the Chicago Daily Tribune on December 27, 

1885, read as follows: 

The programs are out for four piano-forte matinees to be given by Helen Hopekirk, 
whose recitals have been so highly praised by the press of New York and Boston. 
Judging from the programs this pianist must be of unusual powers. In the four recitals she 
proposes to play fifty-eight compositions.... Although in amount these programs are 
sufficiently compressive, they are not heroic as to their demands upon the player.  
 

With only four concerts in Chicago, Hopekirk’s performance of fifty-eight different pieces 

continued to demonstrate her staggering ability. If no pieces were repeated on any of Hopekirk’s 

Chicago concerts, there would be an average of fourteen pieces each night. Even with so much 

repertoire, Hopekirk’s performance did not disappoint, as the Chicago Daily Tribune reported on 

January 1, 1886: 

The audience was large, for a holiday occasion, and included nearly all of the best-known 
music lovers of the city…. Mme. Hopekirk’s program was extremely exciting, in as much 
as it was almost wholly made up of purely musical pieces…. From an artistic and popular 
point of view the recital was a great success. 

Although critics did praise the amount of repertoire Hopekirk performed, there was a slightly 

negative tone toward the difficulty of the music. Chicago’s critics wanted some of the more 

technically demanding pieces such as the “bravura pieces of Liszt,” as one review in the Chicago 

Daily Tribune from December 27, 1885, pointed out. Despite such complaints, audiences clearly 

enjoyed Hopekirk’s performances. 
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 After Hopekirk’s performances in Chicago, she continued on her tour and performed in 

Cincinnati for the first time. John van Broekhoven invited Hopekirk to play a concerto with the 

Cincinnati Philharmonic in addition to the recitals she gave.84 As the Cincinnati Enquirer 

reported: 

Madam Hopekirk, as before announced, and Mr. Tim Sullivan will be the soloists.... 
Although her name and fame as a pianist of rank are familiar, this is the first time [she] 
has visited Cincinnati. The Saint-Saëns concerto — the one in G minor — that she has 
selected may be deemed her pièce de resistance in as much as it was introduced by her in 
Leipzig immediately succeeding its publication.  
 

The day after this performance, the headline in the Cincinnati Enquirer read “Philharmonic 

Orchestra and Madam Hopekirk’s Success,” and critics praised Hopekirk’s performance by 

highlighting that she “shone forth the thorough, finely schooled musician.”85 In addition to 

soloing with the Cincinnati Philharmonic, Hopekirk also gave four solo recitals. Not only were 

these recitals well attended by audiences in Cincinnati, but critics also noted Hopekirk’s skill as a 

pianist: 

Madam Helen Hopekirk had an audience of fully three hundred. It was in numerical 
strength and discriminating character an emphatic compliment to her qualities as a well 
sustained artist, whose musical intellectuality is only equaled by her finished control of 
mere mechanical resources upon which, in the make-up of great instrumentalists, so 
much depends.86  
 

The same can be seen in how the Cincinnati Enquirer reviewed “Madam Hopekirk’s Farewell” 

on March 4, 1886: 

[Hopekirk] gave the last of her four recitals yesterday afternoon in College Hall in the 
presence of the largest audience (paying, of course) that we have ever seen gathered in 
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any occasion…. Not only were the seats, with rare exception, all occupied, but many 
people stood…. In many respects was the most superb display of her powers as an 
interpretive artist…. Her presence here has been for the betterment of the community, 
and it is with sorrow that we bid adieu.87 
 

Although Hopekirk’s performances had been noted in the past for being well attended and even 

making impressions on audiences, the praise received in Cincinnati was in a league of its own. 

Even the New York press tracked her work in other cities; on March 28, 1886, the New York 

Tribune wrote, “Mme. Hopekirk is on the eve of returning to her native Scotland and just 

concluded a brilliant season in Boston and the West.”88  

 Hopekirk’s return to Boston would conclude her nearly three years of touring and 

performing throughout the United States. A majority of these final concerts had “an audience of 

excellent quality and good numbers” reported the Boston Globe on April 28, 1886. After so 

many successful performances around the United States, one Boston critic summed up her time 

in America with the following review, which is worth quoting at length because of its effusive 

praise for Hopekirk: 

 Two years ago last autumn Helen Hopekirk was announced as the soloist at one of the 
symphony concerts. The name was new to many of the audience, although known to 
many others who kept apace with the musical world of Europe. Music hall was filled on 
the evening of her first appearance. The orchestra had played, and now the grand 
Steinway piano was rolled to its place, and after a moment of breathless waiting the artist 
appeared. A quaint little figure stood before the waiting audience; it was clad in a soft, 
clinging robe that draped the lithe form to perfection; a pair of steadfast brown eyes 
looked out from under a fringe of brown hair, a grave smile parted the mobile lips, as the 
public greeted her with a quick, welcoming applause. The magnetism of that young girl 
penetrated the concert room, and everyone was won to friendliness even before she 
touched the keys of the piano. Her playing was a revelation; it was so exquisite, so much 
a reflection of the personality of the artist that even the most sever forgot to criticism, and 
all were carried away by the emotion and refinement of feeling that the playing evinced. 
When she rose from the piano she was met by storms of applause. The Artist had 
completed the conquest begun by the woman. 

 

                                                             
87 Review in the Cincinnati Enquirer, March 4, 1886. 
 
88 Review in the New York Times, March 28, 1886.  



 45 

 Her Boston triumph has been repeated wherever she has appeared. Coming in the quite 
modest manner that she did, quite unheralded, she has won a success that is most 
phenomenal. 

 
 More than almost any artist who has visited this country, she has won not only the 

admiration, but the affection, of those who have been privileged to see her and to know 
her in the retirement of private life. She has a many-sided, perfectly poised nature. With 
an enthusiasm for her art, such as all genuine artists have, she is not absorbed by it, but is 
broad in her sympathies and catholic in her tastes. Her world is a wide one, and admits 
much into it. The friend of poets and artists of the day, she has a fine literary appreciation 
and keenly exquisite artistic tastes. She knows the best American writers well — as well, 
indeed, as those, of England, and many of them are her personal friends. In every city 
which she has visited she has been sought by people of distinction, who have recognized 
in her a strong and winning personality, and have done full justice to her intellectual and 
artistic powers. Yet there is nothing assertive about her, she goes her own way quietly, 
does nothing for effect, and is as simple, as natural and as bonnie as the heather that 
covers her Scottish moor. She is too true as artist to be spoiled by all the admiration and 
praise she has received, and those who have known her longest and best say that is 
impossible.89  

 
Having started with virtually no name recognition, it is evident that Hopekirk was not only able 

to win over American audiences with her technical ability, but also to establish herself as a 

formidable musician to be remembered for a long time to come. This reputation would play an 

important role during her second American tour, as well as ten years later, when she would 

permanently move to Boston after receiving George Chadwick’s invitation to teach at the New 

England Conservatory.  

Meanwhile, the Scotsman immediately noted the significance of Hopekirk’s return to 

Europe on May 31, 1886 writing, “The reappearance of Madame Helen Hopekirk in her native 

city, after an absence of nearly three years in America, is an event of musical importance.” 

Hopekirk’s return to Europe marked the end of her touring career for four years, though she 

continued to perform and be recognized for her skills as an elite pianist while in Europe.  
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Second American Tour: 1891–1892 

After Hopekirk’s five-year break from touring, she returned to the United States and 

continued to build upon the reputation she had earned during her first American tour. Hopekirk’s 

first performance of this tour was with the Boston Symphony Orchestra, the ensemble with 

which she performed Tchaikovsky’s Piano Concerto No. 1 in B-flat Minor. A Boston critic wrote 

of her performance: 

Mme. Hopekirk, who made her popularity assured before leaving America, had a hearty 
greeting upon making her entrance to play the Tchaikowsky Concerto.... The grand, 
broad masterly fashion in which she read the opening allegro commanded instant 
attention, from the beginning to the end she held her audiences spellbound by the 
splendid playing.... No artist could desire a more spontaneous recognition than that 
shown at the conclusion of Mme. Hopekirk’s playing last evening and the ovation she 
gained was honestly won.90 
 

It is clear from this review that Hopekirk’s popularity continued from where it left off, and her 

reputation as a pianist continued to grow. One of the more interesting concert reviews was in 

relation to her performances with the Boston Symphony Orchestra on December 11, 1891, when 

a critic from the Boston Post wrote the next day: 

The third concert of the philharmonic was given yesterday afternoon.... Mme. Hopekirk 
played the Rubinstein concerto superbly. Her touch is accurate and her conception of the 
composer’s meaning is clear and concise. She has a brilliance of execution and strong 
powers of imagination, and her playing is utterly devoid of anything weak or feminine in 
nature. 
 

Like most every other review of Hopekirk, the critic praises her performance. Unlike most 

reviews we have seen to this point, Hopekirk is viewed here in terms of gender. This could be 

interpreted in many different ways, but it seems to have been a way of recognizing Hopekirk’s 

talent as on par with any other pianist of this time, male or female.  
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Hopekirk’s reputation and talent led to her becoming the piano soloist for the Boston 

Symphony Orchestra during its tour in April of 1891, where she played Tchaikovsky’s Piano 

Concerto No. 1. The Boston Globe recounted this of the performance in Baltimore: “Mrs. Helen 

Hopekirk was the soloist of the evening, and her rendering of the Tchaikowsky concerto was 

especially brilliant.” The next day the Globe allotted space for discussion of the performance 

from Washington D.C.: “Mrs. Helen Hopekirk played the Tchaikowsky Concerto with more 

brilliancy than at Philadelphia, if such were possible.91” 

Although the reviews and perception of Hopekirk as a concert pianist were just as 

positive during her second American tour, there were two major differences between her first 

and second tours. Perhaps the most important of these was Hopekirk’s additions of her own 

compositions to performances. The audiences of Chicago were the first to hear Hopekirk as a 

composer. In late February of 1891, Hopekirk scheduled three recitals, marking her return to the 

city after four years. The Chicago Tribune not only highlights Hopekirk’s “power and good 

facility of execution” as a performer, but it also made note of a sufficient number of works that 

were “rarely played.” Among these were Hopekirk’s Reverie (1915) and Serenade (1909) which, 

the critic wrote “are pleasing, both being melodious and dainty.”92 Perhaps of note is that the 

critic uses the term “powerful,” typically coded as masculine, when describing Hopekirk as a 

performer, while the use of “dainty,” typically coded feminine, is applied to Hopekirk as a 

composer. In accounting for this difference, one could speculate that at the end of the nineteenth 
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century, critics were willing to recognize women performers as equal to men but did not view 

women composers the same way.  

The first performance in which Hopekirk had one of her large-scale works performed was 

in March of 1891 with the Kneisel Quartet in Boston, and the work was her Sonata in E Minor 

for violin and piano (1891).93 The Boston Globe titled its review of this event “Composition by 

Mme. Hopekirk Has Its First Hearing,” and the critic wrote the following: 

Despite the inclemency of the weather a large and enthusiastic audience was present to 
listen to the last concert of the season by the Kneisel Quartet.... The opening number, a 
new sonata by Mme. Hopekirk, was finely performed by Mme. Hopekirk and Mr. 
Kneisel, and was given good recognition by the audience.94 
 

The positive review, coupled with Hopekirk’s composition being performed with one of 

Americas leading violinists in Franz Kneisel, speaks volumes to her reputation as a musician. Of 

note is that the title of the review highlights Hopekirk as a composer as opposed to a performer 

for what may have been the first time in her career. Hopekirk’s compositions ranged far beyond 

works for piano, however, as she also wrote many songs. In one account, “eminent tenor” Mr. 

Charles Webber and Hopekirk joined together for a recital and his “contributions were simply 

delightful,” among which were compositions written by Hopekirk.95  

The examples above highlight Hopekirk’s desire to branch out from her wide recognition 

as a performer, and they were not the only times Hopekirk performed her own works. Hopekirk 

performed her own compositions on half of her chamber or solo performances during this tour.96  
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The second major difference between Hopekirk’s second tour and her first was the clear 

building and solidifying of relationships that began with prominent musicians in America. As 

already noted, Hopekirk’s Sonata in E Minor for violin and piano had its premiere with Franz 

Kneisel in March of 1891. Franz Kneisel was not only the founder of the Kneisel Quartet but was 

also the concertmaster and assistant conductor of the Boston Symphony Orchestra for twenty 

years. Hopekirk would also connect with other leading musicians when she performed at the 

New England Conservatory in December of 1891. The Boston Post wrote: 

Miss Helen Hopekirk visited the New England Conservatory yesterday at noon, by 
invitation of Mr. Louis Maas, who was a classmate of Miss Hopekirk in Europe. Miss 
Hopekirk was shown through the building by Mr. Carl Faelten, director.... After this 
inspection the party entered Sleeper Hall, which was filled with the students and their 
friends. Mr. Faelten introduced Miss Hopekirk, who arose amidst great applause, and was 
presented with a bunch of beautiful roses. Miss Hopekirk then played.... She was heartily 
applauded. Accompanying the pianist was Mr. Arthur Foote.97 
 

The most prominent musician mentioned in this review is Arthur Foote. Foote, as discussed 

above, is considered part of the Second New England School and was a noted pianist himself.98 

Foote and Hopekirk had very similar careers, as both were better known during their lifetime as 

performers but were also very active composers and educators. If we consider relationships as a 

criterion for membership in a group, as Richard Crawford’s discussion of New England 

composers suggests we should (see Chapter 2), then Hopekirk’s growing network adds support 

to her place in Foote’s group of composers.  

Although not specifically mentioned above, it is very probable that Hopekirk also would 

have reconnected with George Chadwick during this visit. Like Louis Maas, George Chadwick 
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was a classmate of Hopekirk’s at the Leipzig Conservatory in Germany. The biggest piece of 

evidence that these two did reconnect comes when Chadwick became the director of the New 

England Conservatory in 1897. At the time, he wrote to Hopekirk about a piano position at the 

New England Conservatory. In the letter, Chadwick explained that he had recently been 

appointed to lead the New England Conservatory and wrote that the conservatory was without a 

head for the pianoforte department. Chadwick writes, “I would like to offer the position to you 

first of all,” continuing later in the letter that he would be honored in “adding an artist of your 

remark to our cavalry to say nothing of the sentiment of attaching an old Leipzig schoolmate.”99 

The fact that Chadwick offered this position to Hopekirk above others shows the level of respect 

she had earned as a pianist and as an educator. Hopekirk accepted the offer from Chadwick and 

begin teaching in the fall of 1897 after relocating to Boston with her husband.  

During her American tours, Hopekirk was able to further solidify her position as an elite 

pianist of this time, and she gained recognition in the United States. Hopekirk’s ability to 

constantly win over American audiences led to the addition of her own compositions to her 

recitals and the solidifying of relationships with other leading American musicians — thus 

placing her within the network of the figures known as the Second New England School. In 

doing this, Hopekirk set the stage for her career in the United States as a pianist, composer, and 

educator.  
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CHAPTER 4: HOPEKIRK THE COMPOSER 

In a 1907 interview with Olin Downes, Hopekirk discussed her time in America, to that 

point, in terms of her multiple roles; calling composition “her little outlet,” she added, 

“Teaching, composition, playing – each is a relief and a beneficial change from the other.”100 

 But as much as she may have seen it as an “outlet” at the time, Hopekirk’s music may 

be viewed as an important contribution to the growing field of American composition in the late–

nineteenth and early–twentieth centuries. This is evident in particular though her incorporation of 

folk music from the British Isles in her compositions. This allows us to view Hopekirk through 

the lens of the Second New England School and invites us to understand her music in a dialogue 

with established members such as Amy Beach, in whose music this practice is also observed. 

Karin Pendle invites a closer look at Hopekirk’s compositional aesthetic when she writes: “Her 

interest in folk songs from her native land led to her collection Seventy Scottish Songs (1905), 

which she arranged for voice and piano. That interest was also reflected in her original 

compositions, many of which... show distinct Scottish influence.”101 

In the preface to Seventy Scottish Songs, Hopekirk writes the following: 

Of Scottish folk-songs here gathered together, I feel it is unnecessary, even were it 
possible, to enter into a detailed history. The origin of many has been long since lost sight 
of, owning to their having been orally bequeathed from one family or generation to 
another, and also to the confusion of races in the country.... To many, mention of Scottish 
music merely recalls to mind a few melodies such as Auld Lang Syne, Blue Bells of 
Scotland, Annie Laurie etc. They, and such as they, are only a small part, and not the 
most beautiful or significant by any means.102 
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After an exploration into some of the historical significance of Celtic songs, Hopekirk not only 

discussed the desire in Ireland to “revive the old legends, and preserve the ancient characteristics 

of the people” but also notes composers that have sought this “Celtic spirit” in their own 

compositions.103 Edward MacDowell is individually highlighted by Hopekirk and described in 

the following manner: 

And had not Edward MacDowell, in his later style, given unique and beautiful expression 
in music to the Celtic spirit? Celtic Scotland and Ireland may well claim him, although 
born in America, as the one who has artistically expressed the old poetic atmosphere. In 
his Celtic Sonata, one feels wrapped in the elemental atmosphere of the old heroic times, 
with all the largeness, and pathos, and tragedy of ancient love music that is born of the 
Celtic past; he has allowed his race to speak clearly through him.104 
 

Hopekirk and MacDowell both explored a “Celtic spirit” in their music, which, as I explore later, 

was considered to be in line with the idea of an “American” musical style.  

 This collection of songs was sent to many friends Hopekirk had in Boston, including 

George Chadwick and Clara Rogers, both of whom wrote to her with their thoughts on the 

collection. Chadwick enjoyed Hopekirk’s work saying, “Nothing could have pleased me more 

than the book of Scotch songs, with the delightful and original works.”105 Chadwick wrote in a 

letter the following day, “The first thing I did after our Christmas tree… was to play your lovely 

songs. They are very characteristic of you and they have a lot of atmosphere, in the best sense, 

and they are sane and original.”106 Clara Rogers, an educator, singer, and composer, wrote to 

Hopekirk praising the work she had done: 
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I wanted to make myself acquainted with your work, and I can assure you that I never 
went through seventy songs with more eager interest, or more genuine admiration for 
the artistic and masterly way in which they are treated.... I think you have a fine 
collection of well-chosen and well treated songs.107 
 

Hopekirk writes that her goal with the Scottish songs included was to “give a general idea of 

Scottish folk-song, the best known Lowland airs had also had to be included, but I hope that 

some, when searching for old favorites, will now and again meet with present little surprises in 

these quaint old Gaelic songs, which surely they will come to love.”108 The praise of both 

Chadwick and Rogers suggests that she achieved her goal with the collection; additionally, both 

compliment her composing and arranging.   

 Although Hopekirk’s heritage played a significant role in her composition, she also wrote 

in traditional styles as well. Her music can be found in various collections of American piano 

music. In American Keyboard Music 1866 through 1910, the fourth volume of Martha Furman 

Schleifer and Sam Dennison’s Three Centuries of American Music, Helen Hopekirk’s music can 

be found alongside that of Amy Beach, George Chadwick, Arthur Foote, John Knowles Paine, 

Horatio Parker, Edward MacDowell, Frederick Converse, Margaret Lang, and many others. 

While Hopekirk is not included in the “Boston Classicists” section, which included Amy Beach, 

but rather the “More Women” section, Hopekirk and the other women of this section are still 

highlighted as important composers during this era. Hopekirk’s selections include her Gavotte 

(1884), described as “reminiscent of seventeenth century gavottes in its use of counterpoint and a 
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Arizona Special Collections, Tucson, AZ. 
 

108 Hopekirk, Seventy Scottish Songs, xi. 
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drone bass in the middle section,” and Sundown (1909), described as “highly chromatic and 

lushly scored for piano.”109  

A comparison of Helen Hopekirk’s Gavotte and Amy Beach’s Op. 54 No. 2 Gavotte 

Fantastique (1903) helps to demonstrate the similarities these composers share, in this case in 

their treatment of a dance, the Gavotte, that saw a resurgence in the late nineteenth century.110 

While it may seem insignificant that Hopekirk wrote in this genre, as it was such a common form 

at the time, the fact that she did so emphasizes her place in a transatlantic musical community, 

not simply an American, European, or Scottish one. Similarities are to be expected in such 

pieces, but the fact that both make almost identical formal and stylistic choices shows that their 

music is part of the same aesthetic universe and speaks to the value of my broader view of the 

Second New England School. Both composers use a minor key (B minor for Hopekirk, D minor 

for Beach), and both pieces are in a ternary form with a smaller rounded-binary form in the A 

sections, and pastoral B sections.111 The melodic similarities in smaller details also highlights 

their shared style. For instance, their primary thematic material is made up of quick, primarily 

stepwise melodic material made up of short fragments, often using staccato articulation, and 

accompanied by simple figures, as seen in examples 4.1a (Hopekirk) and 4.1b (Beach): 

 

 

 

                                                             
109 Sylvia Glickman, ed., Three Centuries of American Music Vol. 4: American Keyboard Music 1866 

through 1910 (Boston: G. K. Hall & Co., 1990), xxviii. 
 

110 Meredith Ellis Little and Matthew Werley, “Gavotte (Fr.; Old Eng. Gavot; It. gavotta),” Oxford Music 
Online. 
http://www.oxfordmusiconline.com.ezproxy4.library.arizona.edu/grovemusic/view/10.1093/gmo/9781561592630.0
01.0001/omo-9781561592630-e-0000010774 (accessed April 6, 2019).  
 

111 On the stylistic characteristics of gavottes during the genre’s resurgence, see ibid.  
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Example 4.1a: Hopekirk, Gavotte, mm. 1–12. 

 

 

Example 4.1b: Beach, Gavotte Fantastique, Op. 54, No. 2, mm. 1–10 
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Also to be expected, the contrasting B sections in Hopekirk and Beach’s pieces modulate to a 

major key (both Hopekirk and Beach use D major), and the melodic material of both is more 

pastoral in nature, with gentle stepwise melodies and a drone-like bass, as seen in examples 4.2a 

(Hopekirk) and 4.2b (Beach): 

 

Example 4.2a: Hopekirk, Gavotte, mm. 33–44. 

 

 

Example 4.2b: Beach, Gavotte Fantastique, Op. 54, No. 2, mm. 33–44. 
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Following the B section, both pieces return to their respective minor keys and the primary 

melodic material returns.  

The similarities between Hopekirk and Beach’s gavottes should come as no surprise, but 

the fact that an established composer of the so-called Second New England School, Amy Beach, 

composed one years after Hopekirk, invites an understanding of Hopekirk’s music within the 

Second New England School network. And although this was not the most prominent or popular 

form of the late nineteenth century, composers such as Arthur Foote and Horatio Parker also 

wrote gavottes; for instance, Arthur Foote’s Gavotte, as part of his Gavotte and Eclogue Op. 8, 

No.1 (1885–86), exhibits the same characteristics. In writing her Gavotte, Helen Hopekirk 

adopted a style that resonated with her wider compositional network.112 

A comparison of Helen Hopekirk’s Sundown and Amy Beach’s Scottish Legend, Op. 54, 

No. 1, helps to further show the similarities these composers share, in this case in their 

engagement with ideas of folk sensibility from the British Isles — a sensibility that helps place 

Hopekirk, like Beach, in the realm of American composition. While Beach’s composition 

suggests a more direct connection with her heritage, Hopekirk’s composition relies on the poem 

it is based upon by the English poet William E. Henley (1849–1903). The programmatic name of 

Hopekirk’s work, along with the poet’s text (seen at the top of example 4.3a) suggests 

reminiscence of the sunsets Hopekirk would have grown up observing on the British Isles. 

Although Hopekirk writes in F-sharp major and Beach in D minor, both pieces open with 

straightforward melodic material that primarily uses notes of their respective pentatonic scales. 

Hopekirk and Beach both enhance their melodies with full chords that make use of the range of 

                                                             
112 Examples of this also include Arthur Foote’s Morceaux, Op. 3: No. 2, (1877–80), Serenade in E, Op. 25 

No. 5 (1891) and Horatio Parker’s 5 Morceaux caractéristiques Op. 9: No. 5 (1886) 
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the piano and perhaps hint at a lush image of the Scottish countryside, as seen in examples 4.3a 

(Hopekirk) and 4.3b (Beach):  

Example 4.3a: Hopekirk, Sundown, mm. 1–16 
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Example 4.3b: Beach, Scottish Legend, Op. 54, No. 1, mm. 1–11 

 

As with their Gavottes, the resemblances between Hopekirk’s Sundown and Beach’s 

Scottish Legend should come as no surprise, as many composers wrote music with folk-like 

qualities. But it again highlights the stylistic similarities between Hopekirk and Beach in a way 

that points to bigger issues. As a response to Antonín Dvořák’s thoughts on what made music 

“American,” Amy Beach made it clear that music that referenced the British Isles was a way of 

expressing her American identity (to be discussed in more detail in Chapter 5). Because Beach’s 

Symphony in E Minor, Op. 32 Gaelic (1894) was, as will be discussed later, her musical 

response to Dvořák’s Symphony No. 9 in E Minor (From the New World), we can understand 

Scottish Legend, written nine years later, as a further expression of Beach’s idea of American 

music. The stylistic similarities that Hopekirk’s Sundown shares with Beach’s Scottish Legend 

invites the possibility that Hopekirk’s music may have been understood in the same light and as 
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part of the developing ideas of what “American” music was in the United States at the end of the 

nineteenth and beginning of the twentieth centuries, an idea that will be explored further in 

Chapter 5.  

 Similarly, Hopekirk’s music is included in Sylvia Glickman’s collection of pieces, titled 

American Women Composers: Piano Music from 1865-1915. The music of several other notable 

women who lived in and around Boston during this period appear in the collection, including 

Amy Beach, Clara Rogers, and Margaret Lang. Glickman writes, “This edition of piano music by 

American women composers of the late 19th Century presents seventeen works by fifteen 

composers, examples of music of a transitional period in the development of American 

music.”113 Of note is that the only two composers who have multiple works included are Amy 

Beach and Helen Hopekirk. Hopekirk’s pieces include Prelude, described as “a somber, richly 

romantic work,” and Dance, described as “a moderately paced, serious piece with a strong 

Scottish flavor.”114 

 Hopekirk’s Serenata, composed in 1921, was written at a period when Hopekirk was 

established as a composer. Musical America discusses the release of this piece at length:   

To her other piano suites Mme. Helen Hopekirk has now added her Serenata (Boston 
Music Co.), which is not a single movement serenade at all, but a serenade in the sense of 
the serenades for string orchestras by Fuchs, Reinicke, and Jadassohn et al. In other 
words it is a suite and is five movements. There is nothing indicated on the title page 
about the work being in the ancient manner, but one discovers shortly after one has 
worked into the opening movement, a broad Maestoso in C Minor, 4/4 time, that Mme. 
Hopekirk is giving us old forms with new material. 
 
The Maestoso is followed by an exquisite Minuet, G Major, Allegretto moderato. There 
is next a Sarabande, Andantino, E Minor, then an Arioso, Andante, 6/8, A Minor and last 
a Rigaudon, Allegro, ma non troppo, E Major. The thematic material throughout the work 

                                                             
113 Sylvia Glickman, American Women Composers: Piano Music from 1865-1915 (Bryn Mawr, PA: 

Hildegard Publishing Company, 1990), 2.  
 

114 Ibid, 4. 
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is of a very praiseworthy type, quite the kind of the material that these old forms call for. 
It is in her masterly treatment of the themes that Mme. Hopekirk shows what she can do. 
No detail escapes her; and she has fashioned her Serenata with the same care that we 
have noticed in her work on previous occasions. The classic feeling she can call up and 
with it a classic attention to contrapuntal items, here, and everywhere. It is a joy to meet 
with the work of a contemporary composer, who, in the rush toward new musical 
utterance, has neither forgotten nor neglected the very pillars of our musical art, the old 
classic forms. Mme. Hopekirk is not surpassed in America by anyone to-day in the ability 
to say fine straightforward things, as she has said them here in her Serenata. It is not 
unduly difficult from a technical standpoint, though it requires a performer of 
unquestioned musicality to play it properly.115 
 

This review not only highlights the quality of Hopekirk’s new Serenata but also gives insight 

into how Hopekirk was viewed as a composer during her lifetime; of note is that toward the end 

of this excerpt she is singled out among composers in the United States for her skill with 

classical forms and conventions.  

In addition to the concerts on her tours, Hopekirk’s compositions were also performed by 

the Boston Symphony Orchestra. The largest of these works was Concerto for Piano in D Major, 

In the Mountains, an unpublished and now lost work that was performed on two separate 

occasions, December 27, 1900 and April 15, 1904. Other pieces that were performed include her 

Pastorale, Conzertstück in D Minor for Piano and Orchestra, Legende, Sundown, Reverie, and 

Cronan, which were performed between 1900 and 1916, totaling eleven separate programs. By 

comparison to other members of the Second New England School, George Chadwick’s 

compositions are found on more than one hundred programs, Edward MacDowell’s 

compositions on more than forty programs, John Knowles Paine’s compositions on nineteen 

programs, Arthur Foote’s compositions on eight programs, Horatio Parker’s compositions on 

five programs, and Amy Beach’s compositions only on two programs. While Hopekirk’s music 
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was not as frequently performed as Chadwick, MacDowell, or Paine, Hopekirk did have more 

performances by the Boston Symphony Orchestra, than Foote, Parker, or Beach.116 

 Although Helen Hopekirk had gained a reputation as an elite pianist during her two 

American tours, she also developed a reputation for herself as composer on par with, and even in 

some cases exceeding that of her Second New England School colleagues. Amy Beach’s praise 

of her as a composer reflects the viewpoint many of the Boston audiences likely shared: “As a 

composer, you give us work of remarkable beauty in its themes and their harmonious 

background, and of solid worth in their development.”117 With works that were consistently 

heard by the Boston audiences, there is little doubt Hopekirk, as a composer, gained the respect 

of contemporary composers and of the Boston public.  

                                                             
116 This information about the frequency of performances of these composers’ works was accessed through 

the Boston Symphony Orchestra’s online performance history search (http://archives.bso.org). 
 

117 Letter from Amy Beach to Hopekirk, April 17, 1904, Papers of Helen Hopekirk, University of Arizona 
Special Collections, Tucson, AZ. 
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CHAPTER 5: HOPEKIRK’S IDENTITY AND THE CHALLENGES OF CATAGORIZATION 

Hopekirk was identified as early as 1899 in the press as an American composer. In a 

portion of The Etude entitled “American Composers,” Helen Hopekirk is listed along with 

figures such as George Chadwick, Arthur Farwell, Henry Hadley, Margaret Lang, and John 

Knowles Paine.118 Lacking from the list are many composers typically associated with the 

Second New England School, including Arthur Foote, Horatio Parker, Edward MacDowell, and 

Amy Beach. While this printed list was very likely incomplete due to space in the paper, 

Hopekirk’s inclusion and classification as American speaks volumes as to how she was viewed 

in America at this time. 

Musical America also viewed Hopekirk as an American composer. From June 1909 to 

April 1910, the journal did a special series entitled “Women Composers of America,” and 

Hopekirk was one of the forty-five artists spotlighted. The section for her, published on 

September 4, 1909, was titled “Mme. Helen Hopekirk, of Boston, Who Has Written Ambitiously 

in the Larger Forms of Music,” instantly identifying her specifically as a Bostonian. Hopekirk is 

described as “one of the most brilliant pianists on the concert stage,” and strikingly as having an 

“equally great reputation as a composer.” While there are numerous reviews of Hopekirk as a 

performer, reviews of her as a composer are scarcer. This review, though, suggest that she was 

celebrated and viewed in much the same light. 

Hopekirk is even identified as an American composer in a few of the books previously 

examined in the historiography section of this thesis (see Chapter 2). The volume Music in 

America from The Art of Music, edited by Arthur Farwell and W. Dermot Derby (1915) (which 

                                                             
118 As seen in a section of The Etude, Vol. 17/6 “American Composers.” (June 1899), 202.  
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first used the classification “Boston Classicists”) includes a subsection specifically dedicated to 

“Women Composers.” This section concludes with the following:  

A complete list of American women composers would be of astonishing length, and 
beyond the scope of the present work. Helen Hopekirk, of Boston, should be mentioned, 
who has contributed to song and pianoforte literature much of worth, of beauty and 
charm, not untouched in its imaginative quality by the composer’s Celtic derivation.119 
 

While this section’s author is only identified as A. F., it is probable that the initials stand for one 

of the book’s editors Arthur Farwell, who is later identified as “a composer who may well be 

called representatively American,” or perhaps Arthur Foote, who was previously identified in the 

Music in America volume as a leading composer.120 Either one of these musicians would have 

been acquainted with Hopekirk, as they were both Boston based. Identification of Hopekirk as an 

American composer by someone directly connected with her further suggests “American” as one 

of multiple, overlapping national identities for Hopekirk.  

Today’s classifications of Hopekirk also leave the door open to identifying her firmly as 

an American figure. The most recent edition of the online version of The Oxford Dictionary of 

Music identified Hopekirk as “American pianist, composer, and teacher of Scottish birth.”121 An 

analogous situation is that of Theodore Thomas, who is listed as “American conductor of 

German birth.”122  

                                                             
119 A.F., Music in America, 405. 
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121 Pamela Fox and Laurie Blunsom, “Hopekirk [Wilson], Helen,” Oxford Music Online. 

http://www.oxfordmusiconline.com.ezproxy2.library.arizona.edu/grovemusic/view/10.1093/gmo/9781561592630.0
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122 Ezra Schabas. “Thomas, Theodore (Christian Friedrich),” Oxford Music Online. 
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 While Helen Hopekirk has been viewed as an American composer by contemporary 

composers, critics, and historians, “American” identity in music was a contentious matter in the 

late nineteenth and early twentieth centuries. Hopekirk’s music may be viewed as her implicit 

entry in the debate over what was to be understood as “American” in music. During this time, a 

debate was sparked by Antonín Dvořák during his time at the National Conservatory of Music. 

Dvořák has the following to say about American music: “I am now satisfied... that the future 

music of this country must be founded upon what are called negro melodies.... There is nothing 

in the whole range of composition that cannot be supplied with themes from this source.”123  

 Dvořák’s comments were reprinted in the Boston Herald a week after they first appeared 

in the New York Herald, and members of the Second New England School rejected Dvořák’s 

idea that drawing on the folk music of black Americans would necessarily result in an expression 

of an American compositional style. These views were made clear in the following passages, 

quoted here from Adrienne Fried Block’s landmark article “Dvořák, Beach, and American 

Music.” The first quotation comes from John Knowles Paine: 

If Dr. Dvořák has been correctly reported, he greatly overestimates the influence that 
national melodies and folk-songs have exercised on the higher forms of musical art.... 
The time is past when composers are to be classed according to geographical limits. It is 
not a question of nationality, but individuality, and individuality of style is not the result 
of imitation — whether of folk songs, negro melodies, the tunes of heathen Chinese or 
Digger Indians, but of personal character and inborn originality.124 
 

In the next passage, Chadwick questioned the musical fitness of the melodies Dvořák suggested 

but also points out his own lack of familiarity with them: 

                                                             
123 Adrienne Fried Block, “Dvořák, Beach, and American music,” ed. Richard Crawford, R. Allen Lott, and 

Carol J. Oja, A Celebration of American Music (Ann Arbor, MI: University of Michigan Press, 1993), 257. 
 

124 Ibid, 258. 
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I am not sufficiently familiar with the real negro melodies to be able to offer any opinion 
on the subject. Such negro melodies as I have heard, however, I should be sorry to see 
become the basis of an American school of musical composition.125 
 

Unlike Chadwick, Amy Beach did not challenge the quality of these melodies, opting instead to 

define American music as more multifaceted than Dvořák suggested:  

Without the slightest desire to question the beauty of the negro melodies of which 
[Dvořák] speaks so highly of, or to disparage them on any account of their source, I 
cannot help feeling justified in the belief that they are not fully typical of our country.126 
 

While Paine, Chadwick, and Beach are not the only figures to comment in response to Dvořák, 

these composers did not agree with the idea that Dvořák’s “negro melodies” were the future of 

American music. Beach’s further commentary appeals to the ancestry of many Americans in her 

own region: 

To those in the North and the West there can be little, if any, association connected with 
negro melodies. In fact, excepting to those especially interested in folklore, only very few 
of the real negro melodies are even known.... We of the North should be far more likely 
to be influenced by the old English, Scotch, or Irish songs, inherited with our literature 
from our ancestors.127 
 

To Beach, heritage played a large role in what she connected with and identified as her version 

of American music. Although it could be said that Hopekirk never directly commented on 

Dvořák’s ideas, she did comment on American musical identity, as Victor Fell Yellin has noted: 

Her edition of Seventy Scottish Songs (1905) forms her most important contribution to the 
recital-song repertory and reflects her interest in folk material. The same interest may be 
noted in her opinions concerning the future of American music. Writing of mother’s 
songs, she commented, “It is from these that the American folk music must come, not 
from the negros and Indians.”128 
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Hopekirk’s thoughts on the future of American music were thus quite similar to Beach’s, whose 

Symphony in E Minor (“Gaelic”) was a response to Dvořák’s Symphony No. 9 (“New World”). 

As seen above, Hopekirk was intensely interested in incorporating her Scottish heritage into her 

music. Even if Hopekirk did not incorporate that music for the express purpose of creating an 

American musical style, the fact that she engaged with those materials in her compositions, 

around the time of this debate, places her and her work in the landscape of the comments that 

members of the Second New England School made about the topic.  

 While there is no denying that Hopekirk was of Scottish descent, it is plausible she 

considered herself American by the end of her career, as she emigrated to the United States in 

1897 and remained there for a majority of the forty-eight years before her death. Another 

consideration is that of her career, which paralleled most of the American born members of the 

Second New England School. Hopekirk’s original education was German, studying in Leipzig 

alongside Chadwick, and France (MacDowell spent time training in Paris). After her studies, she 

remained in Europe to build a reputation in music before moving to the United States. While in 

America, Hopekirk’s life as a musician thrived in multiple capacities. Respected as a performer, 

composer, and educator, Hopekirk became recognized as a force in American performance and 

composition, raising the question of why she was never consistently identified as a member of 

the Second New England School, and of what has made such a small group of musicians the 

focus of discussions of early American classical music.  

 One possible answer, I would contend, is the recognition that many of those figures 

received in their time as the first professors of composition, and the credit they have received as 

America’s first orchestral composers. Chadwick’s singling out of Paine, Parker, MacDowell, and 

Foote in his 1907 essay, combined with his declaration that Beach was “one of the boys,” 
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demonstrates that they held themselves as the elite composers of American music, and history 

has continued this narrative. While the “Boston Six” may deserve their recognition as pioneers in 

American classical music, the case of Helen Hopekirk reveals that she belongs in this august 

company. 
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