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The Treasures of Yvar Mikhashoff 

Yvar Mikhashoff (1941-1993) was a multi-talented pianist and composer 
who served on the music faculty at the University at Buffalo 1973-1993. He 
was an imaginative and tireless concert programmer who explored musical 
themes via genres (tangos and waltzes), eras, styles, and composers. He 
expanded the piano repertoire by commissioning new works and made his 
own transcriptions of other literature for keyboard, including his series of 
virtuosic opera transcriptions in the same vein as those by Liszt. He also 
explored lesser-known areas of piano literature as he pursued new 
programming ideas. 

All of this activity drove him to become an avid collector of music, especially 
piano literature. His collection of annotated and marked scores contains 
more than 1200 scores, including many that reflect his working relationships 
with a wide range of composers. The unique nature of the holdings includes 



A THEMA.'l'IC SOWEY OF ·:·u. F!:!ST MOtS!-DIT 
(~1ERSO{) OF THE SCliATA NO. 2 "COlCCP.D, 
MASS., 1640-1360" CF CnARLES IVES. 

by 

• 

I . Introductory r em.arks 
II . Thematic .sur vey . 

the many contemporaneous works reproduced from manuscripts as well as 
many works that were either not widely distributed or collected.  

While Mikhashoff clearly displayed a showman’s flair, he was also an 
extremely diligent performer who closely examined anything he performed. 
This is evident in his study of Charles Ives’s Concord Sonata (Piano sonata no. 
2). He wrote an analytical article about the first and second movements, 
including a color-coded thematic analysis of the entire first (Emerson) 
movement.  



..1 . 

Senry Cawell Is book Charles lyes contains a <:bapter which is by 

ma:ny consid ered an analysis or the SCEata No. 2 "Concord, Mass., 18~ -

/ 
1-860", be t ter knO'.m as t he "Cooeord Son.ita 11

• ifovever, by our standard s 

today, a.Yld by the retr ospective made by Mr. Cowell, i t can be truly 

eau,idered no more tb..a..>t a _pel"\lSal; he r eve aled sCllle yea?'s la ter to Mr, 

John Kirkpatrick that be regarded the chapter as cursory at, best , ~ 

in fa.ot erroneous in a !'undmnental thematic id8'Dti!ica tion . ae states 

that the ~otive ! ound whic h toms the oper.ing ri ve notes o! the bass 

line .is the ba~ of the eritire moeement, in conjunct.1<::n wit h the 

motto theme of the Symphony No. 5 of Bee th<:JVeJ'l. In fact, th e ma,tive 

is of s-i..gnal ilnport.anee, yet is ~ a\e ot sev'ln which 'I/oven tog et her 

fom the fabric or the movement. 

In an attempt to unravel the threads and !arm UI analysis of this 

massi ve .and ca:iplex movement , l have thought t o make this essay more 

a.n explanation of the accanpanying annotated eco1"8 than a wrttum 

analysis . The score is col or- keyed in a IJWlller that will make the 

cccu_-rances and intllrstieings of the vuious themes easily apparen t, 

As Wi31.l, hav:mg spent several days wi th Mr. J ohn !il'kpa.trick in an eff ort 

to gain a greater overall canprehension of the work, 1 will also inter­

spe r se many of Ives 1s ma.rg-;...nal camtents . That is, th~ exist sixteen 

copies of t.rie or1ginal edition of the ~onata that were in Ives pcsse ss'!.ai 

and 1n which he made c or:-ec t ions a."ld emendation s , s=..nce he felt al· .. ays 

that this i.ras a ''work in progress,. and. indeed did contin ue to re - thin k 

ar.d corr ect the sonata 1.1ntil the time o! his de.ath , ln addition , IIIAtlY 

of the actUAl change s in notes and reythms ~ noted ~ this ~tion 

that l !-.ave prepared for f!JY performsnces. ~ of these changes were 

culled frCC11 these many emaooed oopies , many -vere ma.de i::ty Hr. l<Ukp,atrick 

fran m. :ives"s suggest:ioos , m.&ny I adapted for.n H:r. Kirkpatrick's 

l 



if if -if 

sf V f.f V 

Bell could , The tempo at starl'ing may be 
around 72 - 80 = a quo rler note. But even the first • p 1. Throughout this movem ent, and to $Ome exte in e 

others, there ore many passages not to be too even ly ployed 

and in which the tempo is not preci$e or• ilatic ; it var ies usu~ 

ally wi th the mood of the day, os well as that of Emerson, the 

other Conco1d bard s, and the player . A metronome cannot 

measure Emerson's mind and oversoul . ony more than the old 

on page, 
during the 4th brace and the first part of the 5th, the quarter 

not e may have climbed up to over a 100, thoug1h the tempi 

need not be precisely the some, each tim e played. The some 
essay or poem of Emerson may bring a slightly di'fferent feel ­
ing when rcod at sunrise than when read at •~nsel ·. 



Part of his preparation also included a close comparison of the two 
editions of the score (1920 and 1947) as well as acquiring a copy of the 
score as prepared by Ives scholar, John Kirkpatrick. 
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CO ~W,ENT ! I: THIS IS NOT A ,~ICE SONATA FCR A NICE PIANO PLAYER. WHAT DOES IT 

ALL MEAN? '.'/HAT IS BEHIND IT ALL? THE "VOICE OF GOD" SAYS THE MTIST, . 
THE "VOICE OF THE DEVIL" SAYS THE MAN IN THi: FRONT ROW. NO, SIREEI ..... - .• 
IN THIS SONATA THEY'RE ~PITTING ABOUT, THERE IS A DESIGN -- SOMEWHAT MORE 
THAN THERE SHOULD BE, IT SEEME~ TO ME - - AND THE FORM IS OBVIOUS, B,111 IT 
ISN'T DRABBLED ON EVERY MILESTONE ON THE WAY UP OR TO OR ON ~l 
11-l HIS REFLECTIONS EMERSON IS NOT AFRAID TO GO WHEREVER HEISC ARRIED---
TOPA RNA~SUS OR TO "MUSKETAQUID." WE SEE HIM STANDING ON A SUMMIT 
WHERE MANY MEl-l DO t-lOT DARE TO CLIMB, PE(f iNG INTO THE MYSTERIES OF 
LIFE, HURLING BACK WHATEVER HE DISCOVERS THERE - - NOW, THUNDERBOLTS FOP. 
US 10 GRASP IF WE CAN -- NOW PLACING Q UIETLY, EVEN TENDERLY, IN oLl[;"""7 
HANDS, THINGS WE MAY SEE WITHOUT EFFORT --- IF WE WON 'T SEE . 1, scN~ 
MUCH THE WORSE FOR US • • ,BUT IF WE CANNOT FOLLOW ALL THEW • F WE ' \1,1,. 
DO NOT ALWAYS CLEARLY PERCEIVE THE WHOLE PICTURE, WE ARE AT L FREE TO 
IMAGINE IT -- HE MAKES US FEEL THAT WE ARE FREE TO DO SO; P PS THAT IS 
THE MOST HE ASKS. 

f=~ ~ ~s-~ -ltiro'1f-o..Jr '?~ I 
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Script for Mikha9hoff 's Nov~mber 18, ~97~:~r~~:i~am base~ on 
lves's Concord Sonata: Concord.!"ass., 18.f 0-1,86p, a·musical stereopticon 

He utilized all his research in a thematic program about the New England 
transcendentalists, using the Concord Sonata as the centerpiece of the program. 



Sylvano Bussotti and Yvar Mikhashoff at the Almeida Festival, 1986 
Photograph by Sarah Ainslie 

Sylvano Bussotti (born 1931, Creative Associate at the Center of the 
Creative and Performing Arts 1964-1965) composed Le Racine, pianobar pour 
Phèdre in 1980. It is scored for piano, four singers (including the soprano part 
of Phèdre), and six mimes. The piano part is performed onstage, non-stop 
for the 3-hour duration of the piece, by a character in the opera, Monsieur 
Fred. Bussotti wrote the part expressly for Yvar Mikhashoff and Mikhashoff 
performed the premiere at La Piccola Scala December 13, 1980. 



Yvar Mikhashoff as Monsieur Fred 
in Sylvano Bussotti's Le Racine, pianobar pour Phedre 

Photograph by Lelli and Masotti 
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PICCOLA SCALA 
"NOVECENTO / OTT ANT A" 

SABATO 13 DJCEMBRE 1980 • ORE 20.30 
T E RZA RAPPRESENTAZJQNE 

BUSSOTTIOPERABALLET 

LE RACINE 
PIANOBAR POUR PHEDRE 
Un prol ogo, tre att l e un int ermezzo 

Libretto (da Je an Racine) e muslca di 

SYLVANO BUSSOTTI 
(EdJzlonc Ricordi) 

Monsieur Fred ; pianiste du Racine IVAR MIKHA SHOFP 
Armel; son jewt e t !Cve, tourn e !es pages au Racine MAURO MARCHE'IT I 

{vocc bian ca) 
Julien : vicil assassin , souffl eur , travcsti; dlrlgc le Racine PAOLO RlCCU CCl 

(attore-mlm o~ 

Bob Lennof ~ ~~~~k)~fnet;jc~~~un•\ ~~ ~=~!~~ f~/~6; Nfl~~[O RXJtCf8~~6kA 
Hipre ly!e~n:~e~s~~~~ rcd,:~g !aac~ni a(:i~~r cti:~:~ ) :sg~i BATTEDOU 

x1~c~J:~~?c~t7t~u~:Hdf°1
yat:Sa~!ie~~ dRa~~~in(ba~~:~ X£~~~!:5~o L1bi'illfJ.1 

FUORI AB80NAMENIO 

Mada me PhCdre; be~e-mCre d'~ippolyte; patronn e du Racin e ELISE ROSS 

Les gar1,;ons dtsoR~J~! UMBERTO BERGNA F EDER ICO BETfl 
CLAUDIO CALCAGNf VINCENZO CAPUTO 

Direttore dell:i produziClne 
ENRICO TRANCHINA 

GIANNI BELLINI 

Vl'ITORI O D'AMATO LUCA TODINI 
LUCA VEGGETI' I 

Concertatore e direttore 

MASSIMO DE BERNART 
Regla, scene e costumi di 

SYLVANO BUSSOTTI 
con immagin l dl LUCIANO MORINI 

Dirett orc dcll'allestimento scenico 
GIORGIO CRISTIN! 

Maestro collaborn lore Maes tro mrnmentatorc 
JOHN FfS HE R CES ARE ALFIER I 

Scene realizzate dalla BOTTEG A VBNEZIANA 
dirctt a da GIUSF.l'PE RANCH ETTI 

DANIELE PADIN 

Respons abllc archlvio musicale Accordntorc 
CORRADO ABRIAN I ANGIOLINO LEALI 

Costrutt orl 
ALBERTO VENEZIANO SER GIO SASTORATO 

Costwni c acconciature realizzate da 
ANNAMODE , Roma 

Scultorl 
PAOLO GNOLO ANTON IO GIANCATERINO 
Elmi e corazze 

ANNAMODE - STAMJGNA 
Parrucchc 

ROCCHETTI -CARBON t 

Calzature 
ANNAMOOE-ARDIT ( 

Pnrrucchiera 
ADALGISA FAVE LLA 

·s ,vlinj!! 
FRANCO FREDA 
Direu orc di seem, 

GIULIO TREVISAN! 

ir~~:fto~~n(:~~!.,1
1~ti Calictac~. s~~';i~~"i.ist

i Cn)ia;f;;vs :;~ tl rin Ca'A'id~'cu1:~o'!l0r
1 

~~~,t~ie· t~~';l~~iJ: C:i"tu~r-i1~!~Jdtsti C~n~~~iomA~~;~cl 

,a.,AelNAXIOH■ ■ •TAMl'A A ltT I 91tAl'ICtl■ CON!'ALOHl■JU • MILI\NO 

Yvar Mikhashoff’s copy of the full score of Le Racine, pianobar pour Phèdre 
from which he performed the piano part. Mikhashoff marked the score in 
preparation for performance and in many places attached rewritten versions 
of passages. Many of these are Mikhashoff’s attempts to clarify Bussotti’s 
original notation, sometimes involving enharmonic changes to pitches and 
the notation of rhythms. 
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Yvar Mikhashoff and Haline Moretti in performance of 
Sylvano Bussotti 's Pianobar pour Phedre at the Almeida Festival 1986 

Photograph by Sarah Ainslie 

In addition to re-notating portions of Bussotti’s score for the purpose of 
legibility, Mikhashoff also prepared a transcription for solo piano in the form 
of a suite of music from Le Racine, pianobar pour Phèdre. He recorded three 
movements from the suite during recording sessions August 19-20, 1992 at 
the University at Buffalo’s Slee Hall. The recording was released as part of 
his two-CD set titled Opera: Virtuoso opera fantasies, paraphrases & transcriptions 
(Mode Records 2006).  

A patron’s request for the score of the entire suite prompted a search of 
Mikhashoff’s collection and revealed that in all likelihood, Mikhashoff never 
prepared a full score of the entire suite. He fully transcribed some of the 
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movements for the solo piano version, but must have performed the other 
portions of the recorded suite directly from Bussotti’s original score. 



Lukas Foss and Yvar Mikhashoff 
Photograph by Irene Haupt 

Lukas Foss’s Solo for piano is among the solo piano works 
commissioned by Mikhashoff. The copies of the score that Mikhashoff 
kept provide an excellent example of the relationship between a performer 
and composer and the process of working together on a work from first 
draft to final published version. Mikhashoff re-notated Foss’s original 
notation in many passages to clarify it for pianists. The scores and 
accompanying letters from Foss to Mikhashoff also indicate that the title of 
the work evolved during the process. 
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pol.hiss. pe~le ( kave. ) 
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LuRas Foss's Solo for piano as re-notated by Yvar Mikhashoff 
and further marked with corrections by Foss 



Yvar Mikhashoff and Giacinto Scelsi 
Unidentified photographer 

Mikhashoff also worked closely with Italian composer, Giacinto Scelsi, 
performing five world premieres of Scelsi’s works. Mikhashoff’s collection 
contains four unpublished solo piano works by Scelsi. They are not titled but 
bear stamped numbers. In order to identify the works it was necessary to 
contact Friedrich Jaecker, a composer and musicologist who has researched 
Scelsi’s music at the Fondazioni Isabella Scelsi in Rome, home of Scelsi’s 
archives. According to Jaecker, the works are most likely drafts of works that 
were never authorized for performance (indeed, working with pianist Ivan 
Ilic, we have been unable to get the authorities at the Fondazione to 
authenticate the pieces or grant permission to perform them). 

Professor Jaecker explained that, “Scelsi improvised on the piano or on the 
ondiola (an ancient keyboard) and his collaborators "transcribed" it into 
scores. So Tosatti, Filippini and others were more than copyists but less 
than composers. In any case, Giacinto Scelsi can be considered to be the 
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FROM THE ESTATE OF 
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"author" of his works.” Jaecker identified Vieri Tosatti identified as the 
copyist of these four pieces. 
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FROM THE ESTATE OF 
YVAR MIKHASHOFF 

Mikhashoff’s collection includes another unusual work by Giacinto Scelsi, 
also identified for the Music Library by Friedrich Jaecker. His description 
of the score for horn and bass: 

The partition is written by Riccardo Filippini, a student of Vieri Tosatti 
and today completely unknown. It is a new version of the unpublished 
orchestral work Kamakala, which I found in the Scelsi archive in Rome 
and which was premiered 2014 in Berlin. The partition of Kamakala is 
written by Tosatti probably in the years around 1957/58, the duo version 
is written probably in the years after 1972 (in this year Filippini began 
to work for Scelsi). I found also the tape recording referring to this piece. 
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PIANO PIECE FOR DAVID TUDOR #3 

Slowly, on three finger of each hand, simulate slow jumping grasshoppers. 

Advance from the rear of the piano 1 id to the front. (There are two 
young fast ones !). They occasionally crossover. Near the middle of 

the li d, RH jumps o~er LH toward the center, then both together. 

Once they both jump together. Finally, one jumps in the piano, 

then the other jumps inside the pianoj~in ~tone ... "most of them 
were very old grasshop pers" ... 801/ 

PIANO PIECE FOR OAVIO TUOOR #2 

Sit down at the piano, prepare to play, in the usual way, begin to 

lift the lid, with care. Stop when i t's halfway up, realizing that 

it made a sound, act a bit surpr i sed. Try now to 1 ift it more 
carefu lly, with two hands, positioning hands di f fe rent ly each time. 

Then, after an attempt with both hands near the bottom, move to the 

top and l ay head near ly on the 1 id with _ear nearl y on the lid as you 
attempt t o lift it without any sound - - you are listening att entively, 

with face to the audience. At this point you feel anger, changing to 

disappointment. Sit up, look at the lid , make a few half-hearted 

attempts, with two finger of the LH, then in a very dejected gesture 
of just touching the 1 id with two finger of LH, pause, then tap the 

lidwith an exhalati on and sigh and a gesture of resignation; stand 

upquick ly and BOW. 

PIANO PIECE FOR DAVID TUDOR #1 

Climb to pulpit. Lift haybale so it appear s to the audience , l ift it 

and fling i t to the stage. Go downstairs resolutely with the bucket 

of water (which is actua lly empty). Place the bucket in front of 

the kidney of the piano; ,:tml' right foot, from the back, position- ha.y 
~ under the pian o, the assumed eati .ng position. Go and get the 

piano bench and place it near the end of the piano, between the pf 

and the audience on a 45° angle; sit and stare at the hay, waiting 

CONT. .... 

One of the interesting works acquired by Mikhashoff is La Monte Young’s 
Piano pieces for David Tudor. Mikhashoff was co-director of the North 
American New Music Festival from 1983 until his death in 1993. The music 
of La Monte Young was featured on the April 7, 1990 concert with Young 
in attendance and conducting two of his eleven works performed on the 
program. Mikhashoff performed the Piano pieces for David Tudor on that 
program. This copy seems to be a unique holding. 



.••• CONT. PIANO PIECE FOR DAVID TUDOR #1 

for the eating to begin. Cock head slightly when you perceive that 

the piano will not eat. Lift the 1 id, get the bucket of water, walk 

to piano and pretend to pour, methodically and carefully in two 

different places. ·lJraw back -- it is not dr inking ! Step back and 

aggressively throw water i nto piano. Sla m bucket down. Grab some 

hay, walk around to the keyboard. Thrust lid open, aggressively, from 

the back of the piano, offer the hay bunch to extreme high register . 

Hold position. Stuff in hay and -Jam the lid shut. BOW. 
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The high percentage of photocopies in Mikhashoff’s collection is perhaps 
an indication of Mikhashoff’s appetite for collecting unusual music. If music 
was not commercially available, he would often request and purchase copies 
from libraries or people who held copies. That is the case with a packet of 
scores copied from the Percy Grainger Museum in Melbourne, Australia. 
Grainger is chiefly remembered for his popular settings of folk music, but 
he also had an interest in the experimental realms of music as represented in 
the scores acquired by Mikhashoff. 



ZAPPA 

SINISTER FOOTWEAR 

for · special orchestra 

Two Piano Reduction 

PRO?ERTY Of 
IJl 1NTtRCONT1NENTJJ. ABSURr:mtS Lm D. 

P.O. ldl5S5 
NOllll HOUYWIIOI. CA 11111-lffl 

This score of the two-piano reduction by Arthur Jarvinen of Frank Zappa’s 
Sinister footwear is marked throughout with performance indications. 
Although the score currently appears to be available for purchase, no 
libraries are listed as holding it in WorldCat, making this a unique copy.  



For more information about the life and career of Yvar Mikhashoff, please 
refer to the Music Library’s online guide to Yvar Mikhashoff Resources at 
https://research.lib.buffalo.edu/mikhashoff 

https://research.lib.buffalo.edu/mikhashoff
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	Sylvano Bussotti (born 1931, Creative Associate at the Center of the Creative and Performing Arts 1964-1965) composed Le Racine, pianobar pour Phèdre in 1980. It is scored for piano, four singers (including the soprano part of Phèdre), and six mimes. The piano part is performed onstage, non-stop for the 3-hour duration of the piece, by a character in the opera, Monsieur Fred. Bussotti wrote the part expressly for Yvar Mikhashoff and Mikhashoff performed the premiere at La Piccola Scala December 13, 1980. 
	Figure
	Yvar Mikhashoff’s copy of the full score of Le Racine, pianobar pour Phèdre from which he performed the piano part. Mikhashoff marked the score in preparation for performance and in many places attached rewritten versions of passages. Many of these are Mikhashoff’s attempts to clarify Bussotti’s original notation, sometimes involving enharmonic changes to pitches and the notation of rhythms. 
	Figure
	Figure
	In addition to re-notating portions of Bussotti’s score for the purpose of legibility, Mikhashoff also prepared a transcription for solo piano in the form of a suite of music from Le Racine, pianobar pour Phèdre. He recorded three movements from the suite during recording sessions August 19-20, 1992 at the University at Buffalo’s Slee Hall. The recording was released as part of his two-CD set titled Opera: Virtuoso opera fantasies, paraphrases & transcriptions (Mode Records 2006).  
	A patron’s request for the score of the entire suite prompted a search of Mikhashoff’s collection and revealed that in all likelihood, Mikhashoff never prepared a full score of the entire suite. He fully transcribed some of the 
	movements for the solo piano version, but must have performed the other portions of the recorded suite directly from Bussotti’s original score. 
	Lukas Foss’s Solo for piano is among the solo piano works commissioned by Mikhashoff. The copies of the score that Mikhashoff kept provide an excellent example of the relationship between a performer and composer and the process of working together on a work from first draft to final published version. Mikhashoff re-notated Foss’s original notation in many passages to clarify it for pianists. The scores and accompanying letters from Foss to Mikhashoff also indicate that the title of the work evolved during 
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	Figure
	Mikhashoff also worked closely with Italian composer, Giacinto Scelsi, performing five world premieres of Scelsi’s works. Mikhashoff’s collection contains four unpublished solo piano works by Scelsi. They are not titled but bear stamped numbers. In order to identify the works it was necessary to contact Friedrich Jaecker, a composer and musicologist who has researched Scelsi’s music at the Fondazioni Isabella Scelsi in Rome, home of Scelsi’s archives. According to Jaecker, the works are most likely drafts o
	Professor Jaecker explained that, “Scelsi improvised on the piano or on the ondiola (an ancient keyboard) and his collaborators "transcribed" it into scores. So Tosatti, Filippini and others were more than copyists but less than composers. In any case, Giacinto Scelsi can be considered to be the 
	Professor Jaecker explained that, “Scelsi improvised on the piano or on the ondiola (an ancient keyboard) and his collaborators "transcribed" it into scores. So Tosatti, Filippini and others were more than copyists but less than composers. In any case, Giacinto Scelsi can be considered to be the 
	"author" of his works.” Jaecker identified Vieri Tosatti identified as the copyist of these four pieces. 

	Mikhashoff’s collection includes another unusual work by Giacinto Scelsi, also identified for the Music Library by Friedrich Jaecker. His description of the score for horn and bass: 
	The partition is written by Riccardo Filippini, a student of Vieri Tosatti and today completely unknown. It is a new version of the unpublished orchestral work Kamakala, which I found in the Scelsi archive in Rome and which was premiered 2014 in Berlin. The partition of Kamakala is written by Tosatti probably in the years around 1957/58, the duo version is written probably in the years after 1972 (in this year Filippini began to work for Scelsi). I found also the tape recording referring to this piece. 
	Figure
	One of the interesting works acquired by Mikhashoff is La Monte Young’s Piano pieces for David Tudor. Mikhashoff was co-director of the North American New Music Festival from 1983 until his death in 1993. The music of La Monte Young was featured on the April 7, 1990 concert with Young in attendance and conducting two of his eleven works performed on the program. Mikhashoff performed the Piano pieces for David Tudor on that program. This copy seems to be a unique holding. 
	Figure
	The high percentage of photocopies in Mikhashoff’s collection is perhaps an indication of Mikhashoff’s appetite for collecting unusual music. If music was not commercially available, he would often request and purchase copies from libraries or people who held copies. That is the case with a packet of scores copied from the Percy Grainger Museum in Melbourne, Australia. Grainger is chiefly remembered for his popular settings of folk music, but he also had an interest in the experimental realms of music as re
	This score of the two-piano reduction by Arthur Jarvinen of Frank Zappa’s Sinister footwear is marked throughout with performance indications. Although the score currently appears to be available for purchase, no libraries are listed as holding it in WorldCat, making this a unique copy.  
	For more information about the life and career of Yvar Mikhashoff, please refer to the Music Library’s online guide to Yvar Mikhashoff Resources at 
	https://research.lib.buffalo.edu/mikhashoff 
	https://research.lib.buffalo.edu/mikhashoff 






