QoL

Contact: A Journal for Contemporary Music (1971-1988)

http://contactjournal.gold.ac.uk

Citation

Potter, Keith. 1971. ‘Review of Two Recent Piano Recitals’. Contact, 3. pp. 35-38. ISSN
0308-5066.

Goldsmiths

UNIVERSITY OF LONDON


http://contactjournal.gold.ac.uk

@ W e m e A e W e e W e -

Some 4hough.ts on Cantemporary Pianoc lfusic
prompted by two recent recitals

In the space of four dsys I had the unisue opportunit; of hearing

the major plana works of the twn moet inportant single figures of the svont.
garde in music today. (m Yoverber 7th I heard Aloys ¥Yontarsky play the c-zplete
pien> pieces of Stockhausen {in London, ales, not in Sirmingham). And or the

£allowing Wednesday the young American-born pianist Richard Zernas playecd

Cage's Sonatas and Interludes for prepared piano, preceded dy two short +srks
by Srahan Fearn end Richerd Orion, in a recital at the Rarber Imstituie,
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It is significant that these piano works, both of considerable
importance in the history of 20tk century music, were writien in their
respective composers! earlier years: Jonatas and Interludes in 1946-48
and Stockhausen's Klavierstucke mainly during the early fifties, That is,
during the period when both composers were writing totally determined and
chiefly conventionslly notated zusic, Cince then, of course, both have "gone
indeterminate”, although it is perhaps not generally realised that they have
since returned to fully-notated compositions.

o 'Yay we therefore expect further solo pianc works frox these compccers
along similar lines to their earlier works? Stockhausen's eleven piano pieces
were, after all, originally conceived as part of & projected set of twentr-one,
abandoned after the compeserts difficulties in completing IX and X and nis
desertion of total serialism per se, However, I see the possible new works

as being radically different from the earlier ones, end by no means simply

-

_a return to earlier technisues and practices, I think both comprsers will

£ind undretored use of the keyboard too limiting for their expresaive neazds -
elthough I hope I may be proved wrong, Soth eomposers are too strongly creziive
musicdans to sink to the naive itwangings and thumpings of the inside of the

piano which characterise so much contemporary piano music - but then genius

has a2 way of using hackneyed and even unpromisirg material in new ways,
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- : ~The use of electronic manipulation holde out more promisge, I
think. although Stockhausen's recent "Mantra™ for two pianos is &

. - d4sappointing work - due partly to its strange lack of resource and

“wariety in the use of electronic manipulation of piano sound., (Ring

- modulators by themselves become boring after a surprisingly short time,)
The promised mesmeric effect of this work just was not achieved as far

as I was conccmed; thus the above criticism would seem to hold good.

" Contonporary piano mio. o put 1t bluntly, needs a good kick
_4n the pants and a composer of exceptionsl talent to take stock of the
problems - limitations, implied conventions ‘and all -~ and create something
really startling {and probably quite simple in its basic idea when we &l l
get to thinking about it), ifter all, the 1960's was prodably the first
deceds in the history of the plano in which ro work of any lasting
significance was written for it as a solo instrument,
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That new music for the piano is not completely dead was, however,
proved by the inclusion of the pieces by Hearn and Orton in Richard Bernas!
Birmingham recital. The former's Piano Piece II, a musical graphic score,
cen be played in many different ways. Mr. Bernas chose to play it softly
and serenely and revealed his very personal identification with the piece,
which, like the Orton, was written for him. Orton's "Pid3ce de Résistance"
was & magical exploration of simple and occasionally chromatically altered
chords and melodic fragments in a very tonal F major, in which each chord
progression, each crescendo and diminuendo, was crucial and sometimes
devastating - an exploration of subtle nuances and the gradual evolution
from a static state which characterises much of the New Music,

KEITH POTTER




	Contact_Issue03_000.tif
	Contact_Issue03_000a.tif
	Contact_Issue03_001.tif
	Contact_Issue03_002.tif
	Contact_Issue03_003.tif
	Contact_Issue03_004.tif
	Contact_Issue03_005.tif
	Contact_Issue03_006.tif
	Contact_Issue03_007.tif
	Contact_Issue03_008.tif
	Contact_Issue03_009.tif
	Contact_Issue03_010.tif
	Contact_Issue03_011.tif
	Contact_Issue03_012.tif
	Contact_Issue03_013.tif
	Contact_Issue03_014.tif
	Contact_Issue03_015.tif
	Contact_Issue03_016.tif
	Contact_Issue03_017.tif
	Contact_Issue03_018.tif
	Contact_Issue03_019.tif
	Contact_Issue03_020.tif
	Contact_Issue03_021.tif
	Contact_Issue03_022.tif
	Contact_Issue03_023.tif
	Contact_Issue03_024.tif
	Contact_Issue03_025.tif
	Contact_Issue03_026.tif
	Contact_Issue03_027.tif
	Contact_Issue03_028.tif
	Contact_Issue03_029.tif
	Contact_Issue03_030.tif
	Contact_Issue03_031.tif
	Contact_Issue03_032.tif
	Contact_Issue03_033.tif
	Contact_Issue03_034.tif
	Contact_Issue03_035.tif
	Contact_Issue03_036.tif
	Contact_Issue03_037.tif
	Contact_Issue03_038.tif
	Contact_Issue03_039.tif
	Contact_Issue03_040.tif
	Contact_Issue03_041.tif
	Contact_Issue03_041a.tif

