






paul Whitty: DE-CODING SKIN [1995]

Like the rings in a tree trunk, the knots and lines in our skin seem to tell us

something of our own identity. But the meaning can seem locked away as if

between the covers of a book in an unknown language. Until we can read the

stories they tell, they are just codes, alien and removed from the human

experiences they seem to record or predict.

De-coding Skin is made from countless permutations and contortions of tiny

cells of notes all colliding, contracting and expanding in high-energy bursts of

information relayed with frantic intensity. In the middle of this frenetic

accumulation of codes is one lone but significant pause that suspends all

activity, revealing the ever-present background to all music: silence.

This moment of suspense has its parallel for Whitty in a chapter of the book

"If on a winter's night a traveller" by Italo Calvino, where the solid reality of

the girders of an iron bridge is contrasted with the dizzying fall into nothing

that lies between them. The central moment of silence in the music is a

revelation of something inexpressible behind the layers of codes, distortions, and

paraphrases in the teeming surface of Whitty's work. The analogy could be

drawn that, in the case of the twisting lines of our fingertips - and we know

this from experience - there is meaning attached to that web of codes but

what it all signifies to us as living, breathing people is something that can



never be told in words. The whorls of our bodies' experience are mute but

telling.

max Wilson: ZEITLIN [ON] [1998]

Denny Zeitlin is an American jazz pianist and practising psychotherapist. Zeitlin

(on) was inspired by his playing, which it resembles in its use of similar chord

formations and melodic contours. The music isn’t taken from any specific

instances in Zeitlin's work, more taking on some of the characteristics of his

music from time to time, particularly in the slow central section, which includes

a brief suggestion of Zeitlin's interpretation of the Thelonious Monk/Cootie

Williams tune 'Round Midnight'.

A standard tune like 'Round Midnight' is conventionally the skeleton for jazz

improvisation. Therefore what constitutes a 'piece of jazz music' is

fundamentally different from the classical approach, where the emphasis is more

usually on the unchanging written score - at least so the definition goes, but in

reality perhaps the two are not so far apart. Classical music does depend on a

written score, but this is only a notation intended to guide performance of a

piece. It cannot be the piece itself, since that is made of sounds and not of

writing. So although the basis for a jazz performance may be passed down

mainly orally, and the basis for a classical one through writing, performers in

each discipline probably have a similar degree of freedom, albeit in different

aspects of performance. Add to that the very narrow range of classical



performance styles we allow, as a result of the mind-lock that has set in in

the face of an unchanging printed page, and it becomes clear that, through

their common musical origins, jazz and classical music are really more similar

than we thought – look at the rich traditions of extemporisation and

improvisation that classical playing once had, and may yet get back.

The natural, fluent musicality that can be heard in Zeitlin (on) bridges the gap

between jazz and classical music as well as showing up the falsehoods in our

understanding of both.

iannis Xenakis: EVRYALI [1973]

In Greek mythology, Evryali was one of the three Gorgons, the others being

Stheno and her more famous sister Medusa. Their hair writhed with serpents

and their gaze turned the living to stone. 'Evryali' can also mean 'the wide

open sea', so in the hideous form of this Gorgon there is a paradox. Her

function as leveller and devourer of life is opposed by an echo of the sea, the

original nourishing bath that supported the beginnings of life. This feminine

creative principle was called Evrynomi, the goddess of all creation who rose from

chaos and first separated the sea from the sky.

But behind every creative act there is the chance of destruction, the ever-

present drive for meaning to dissolve back into the chaos that existed before

it, when creative achievement was still only a potential. For each living cell, or



for each planet capable of supporting life, there are unimaginably many more

that will always remain cold and unbreathing in the mostly empty space that

lies between the distant stars. Hot baths get cold, clocks wind down: this is

the principle of entropy, the inexorable tendency of the universe and any

isolated part of it to dissolve into an increasing form of disorder. We hear this

in the music as the random aggregates of notes, ordered by Xenakis's creative

decisions, constantly fall back into silence. The battle for coherence in Evryali is

condensed into the final fifteen seconds as we hear the music moving

continuously back and forth between opposite poles of quiet/dry and

loud/resonant. At the very end of the piece this contradiction is heard with

absolute clarity from one chord to the next, as if flashing between black and

white. Here there is constant conflict between energy and stasis, between mind

and chaos.

paul Newland: "...BUTTERFLY DREAMING..." [2000]

Newland is fascinated by music that contrasts apparent similarities with real

differences, for example Satie's Trois Gymnopédies. In the Gymnopédies, each

one of the three pieces is similar - almost the same, even - so hearing all

three together gives the impression that the same object is being seen from

three different viewpoints. Another valid analogy is that Gymnopédie 2 is a

memory of the first piece, and Gymnopédie 3 a recollection of both or either,

with all the distortions that remembering entails. In a similar way, the subtle

alteration brought about by memory is drawn attention to in "...butterfly



dreaming..." through Newland's use of repetition. Here repetition breeds

unfamiliarity.

Extremely quiet sounds are contrasted with single stabbing notes played as

forcefully as possible and these moments of violence introduce an element of

criticism and shock to the discourse, taking the music away from the simpistic

realm of the conventionally beautiful. Such brutality is reminiscent of the

rather obdurate and (at first hearing) totally unhelpful side of Zen riddles.

"...butterfly dreaming..." was composed in Hiroshima and the score is prefaced

by two haiku, reflections on (memories of?) a famous line by the Chinese sage

Chuang-tzu (Zhuang-zi) who is known in Japanese as Sōshi:



The world

Is after all as the

butterfly

However it may be

Nishiyama Sōin, 1605-1682

You are the butterfly

And I the dreaming

Of Soshi?

Matsuo Bashō, 1644-

Am I a man who

being a

Or am I a butterfly



myself to be a

Sōshi, c.369-286 BC

michael Finnissy: EADWEARD MUYBRIDGE - EDVARD MUNCH [1997]

The 15th of June 1878 was a clear and sunny day in Palo Alto, California,

when Eadweard Muybridge photographed the first serial set of still pictures of

fast motion. The quick successions of images he made of subjects such as horses

and wrestlers in motion were presented in their natural order, thus showing

movements too fast to see with the human eye. The opening section of

Eadweard Muybridge - Edvard Munch takes musical fragments of history (Bach



and Sullivan, though both oddly sounding like stereotypic blues or ragtime) and

presents them in a manner analogous to Muybridge's photographs, with the

abruptly interrupted phrases of music recalling the thick black lines interrupting

the staggered images.

Each image of arrested movement was intended as scientific documentation of

the physical, thus reducing the immediacy of living motion to an abstract

preserved record, more or less like dispaying an insect in a jar of alcohol or a

butterfly on a pin. However, looking back today on the still photographs, a

curious effect can be felt by the viewer. Even though intended as abstract

documentation, the pictures can seen almost aggressively immediate, fizzing

with implied kinetic energy. They also gain emotional attributes as the camera's

tendency to misrepresent comes into action: in some ways, the camera can only

lie since it makes such a restricted picture of an event or scene, always staring

fixedly ahead. Photographs actually have enormous potential to obscure fact

because of this one-eyed view. They can also pass out of fact or realism and

develop new, more general meaning for us. So Muybridge's unmoving wrestlers

gain the ability to move us as they seem to be in the same instant lifelessly

transfixed in the past, alive with energy, and locked in some intimate embrace.

Conveying such highly personal metaphysical qualities was Edvard Munch's

deliberate aim in photography as well as more famously in painting. A neurotic

anxiety and psychological intensity is present in photographs he took from 1902

to 1908, blurry portraits of himself surrounded by personal effects in a



sanatorium, which convey a sense of psychic unveiling as thye try to go beyond

the mere physical. This atmosphere of domestic psychological drama, quiet and

benign yet full of dangerous tension beneath the surface, pervades the main

part of Eadweard Muybridge - Edvard Munch. On and under the surface of the

musical memories of the piece, as with the photographic memories that inspired

it, we find frozen life waiting to breathe again.

morton Feldman: PALAIS DE MARI [1986]

Palais de Mari was Feldman's last piano piece. It is named after an

archeological find of the 1930s in which inscriptions and huge archives were

discovered in two superimposed palaces in the ancient city of Mari. Mari lay on

the right bank of the Euphrates River in what is modern-day Syria.

Even the same sound heard twice would not be identical because it would be

coloured by our memory of the first. The shifting patterns and minutely

altered recurring phrases of Palais de Mari emphasise that there can be no

true repetition, a glad fact when we look back at some historical events.

Examining the accumulated clutter of the past has become obscured by breakage

and the passage of time. As Feldman's music passes us through its own stream

of memories we can see the analogy with sifting through our own personal

archive of buried symbols and experiences, not always a happy process but for

ever a necessary one if we are to pass on to the future.



A world as extremely quiet and slow as that of Feldman's music is one removed

from the ephemeral sensations of mundane life, a world where our everyday

senses have little function because the impressions received are almost on the

edge of audibility. Like in a world in near darkness, sight is useless so touch

must take over. The tiniest feelings are now magnified and the rhythms of

breathing and heartbeats take the place of words. Where time once passed,

time now passes away faced with such slowness.

The saddest thing about today is that when tomorrow comes it will be lost

forever. The pain of parting from the past weighs heavy in our hearts. When,

along with the Feldmans and many others we know, the first thousands of

Russian and East European families came to Ellis Island in New York they had

left behind what they could not carry, but they brought with them what they

needed the most because such important things could be carried in their hearts

and minds.

There is sadness in memory, but there is potential for such joy with the

understanding that it brings; yesterday will always be replaced by today and

tomorrow. Palais de Mari is ultimately a hopeful work, full of awesome beauty

and feelings of intense physical and spiritual intimacy.
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P h i l i p H o w a r d

Philip Howard was born in the UK in 1976. Early success came at the age of 15

when he won the BBC Young Musician of the Year Composer Award, in the

first year of the award and as the youngest entrant. He later went on to

study composition and piano at the Royal Academy of Music in London, from

where he graduated in 1998. His teachers were Alexander Abercrombie, Graeme

Humphrey and Michael Finnissy.

Philip won First Prize at the International Gaudeamus Interpreters’

Competition 2003, held in Rotterdam. He was the first British winner of the

competition since 1968.

He has a close relationship with the piano music of Feldman, Xenakis, and

Finnissy, and gives strong support to the music of his contemporaries, as can be

heard both on this disc and in the concert hall. He also plays the music of

earlier generations, seeing contemporary music not as something separate from

history but rather as the most recent part of a continuous process.

'Decoding Skin' is Philip Howard’s debut album.
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