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THE MUSIC

Where does music find its resonance? Its purpose? Its meaning? Is it in the chiming propinquity of notes that find 
themselves aligned next to each other? Or in the connective spaces and silences in between? Does either assumption 
presuppose that the composer’s intentions are rooted in one or the other? In the relationship between both? Or even, 
more ambiguously and elusively, somewhere else yet to be revealed and discovered? 

And where, and on whom, does the onus lie to determine the point and purpose of music – is it the composer’s 
responsibility, the performer’s, the listener’s? 

Sounding superficially simple in its communicative immediacy – “approachable” as lazy critical shorthand might have it – 
Eric Craven’s music carries itself with a veiled gnomic quality wholly distinctive to the composer that can’t help, or prevent, 
itself from posing more questions than it provides answers.  

Informed and intrigued by his fascination with the macro- and micro-perspectives of science, his music veers between 
contrasting scales of the massive and the miniature, between approximations of, as he puts it, “cosmology with my large-
scale sonatas and quantum science with my very short pieces”. 

That sub-atomic dimension was explored in Entangled States (also available on Métier) and it’s to there he returns in this 
first volume of 25 Pieces for Pianists (a second volume will feature a similar number). Ostensibly designed with what might 
loosely be described as pedagogical intentions – a central impulse being to encourage and excite both a honing of 
technique and a quickening of the impulse towards interpretation – in their condensed, concentrated form (the shortest 
lasts less than 90 seconds, the longest a whisper under five minutes) they invite the performer to look at the same object 
simultaneously, as it were, through both ends of a telescope. “To see”, as William Blake put it, “a World in a Grain of Sand.” 

While the ear readily attunes itself to the limpid, lyrical accents that crest and glint on the Pieces’ economically pointed 
surface, underneath flow cross-currents of submerged ideas. By turns playful and pointed, enticing and inquisitive – and 
even, as the occasion demands, provocative – they reveal a composer as interested in the quotidian realities of turning 
marks on a page into meaningful musical expression as in creating the conditions for a pianist to transform it into 
something altogether different. Music as base metal; performance as alchemy.  

Composed over a two-year period from 2017, the compendium’s matter of fact title points to another of Craven’s 
preoccupations as a composer: “Every note, every phrase must be there for a purpose. An immediacy has to be 
established. There has to be a clarity of ideas and a clarity of the expression of those ideas”. 



Despite the declared specificity, Pieces for Pianists has been designed with a discretely radical objective in mind: to 
encourage the pianist to make as full and individual a use of the score as possible by inviting a determinedly personal 
response to each piece unmediated by inherited orthodoxies and learned responses to ‘the repertoire’.  

If they are underwritten by the notional utility of pedagogy, in execution, and certainly under Craven’s long-time creative 
associate Mary Dullea’s dexterous fingers, what results plays with the composer’s sense of scale – the cosmological and 
the quantum – to telling effect; which is not to downplay their central and controlling intention of encouraging, stretching, 
testing and rewarding pianists (of all ages and abilities) who are open to the notion of interpretation as a collaborative 
enterprise.  

Indeed, Craven’s ambition for these variegated and flexible pieces – “to use traditional materials in a new contemporary 
manner” – can be seen as more than merely a creative credo. It also serves as a summons to pianists to go beyond 
commonplace interpretation to something more interrogative. The central challenge Craven posits is not the absence of 
indicative markings, but the mirage-like appearance of the score as a blank canvas. One that entices and tempts the pianist 
towards, as Mary Dullea remarks in her appreciation elsewhere in this booklet, “unravelling and building a narrative for 
your own piece”. 

Craven’s aspiration towards a modernity of expression in keeping with the here and now – one recognisable to and 
digestible by performers of any age and experience – prompted him to formulate an approach to composition that he 
describes as “Non-Prescriptive Music”.  

By its own self-defining ordinances, it is an idea that generously opens wide the door to absolute individuality of 
interpretation, Craven placing as much emphasis on the importance of the performer’s personality and unique engagement 
with his music as on the carefully considered and deliberately crafted landscapes he creates and notionally owns. 

The 50 miniatures that comprise Pieces for Pianists were sparked by an encounter between Craven and the recorderist 
John Turner at a memorial concert for the pianist Anthony Goldstone at his alma mater, Manchester Grammar School, in 
late 2017. Craven’s music, Turner politely suggested, would be performed more frequently if it wasn’t so difficult.  

Turner may have had a point. Perhaps he had in mind Craven’s wonderfully eclectic and free-spirited Piano Sonatas – 
arguably his signature works, with the Eleventh Sonata currently underway. Articulating the defining ambivalence at the 
heart of his music between acknowledging the past and a conviction in the importance of the new, they condense and 
compress his perpetual struggle to admit what has come before (as allusions to Wagner, Scriabin, Tippett and various 
points in between readily testify) without ever risking brute acquiescence to it. They also, and seditiously so, seek to forge 
a new and shared paradigm in which all participants – composer, performer and listener – can contribute on an equal basis. 



The same principle – albeit expressed in a less contested way – also serves as a paradigm for these condensed Pieces for 
Pianists in which simplicity is all but not everything. 

“My intention,” Craven notes, “was to reward any pianist with even modest standards of ability with almost immediate 
success. In both volumes [each of 25 pieces] there is a slowly increasing gradation of technical difficulty, but there is very 
little that will be beyond the capabilities of those who, because of life’s vagaries and vicissitudes, have perhaps not 
achieved the levels of pianistic excellence they once promised themselves.” 

Equally, he adds, they are also composed with the more advanced pianist in mind, one who wishes to explore unchartered 
territory outside the conventional repertoire as they continue to develop their own perspectives and abilities. 

Encouraging that sense of freedom, and in an attempt to reward the inquisitiveness that engenders it, Craven has framed 
each piece in what he describes as “low-order format”. 

“Which might sound formidable, but it really isn’t. What it means is that for each piece the parameters of tempo, dynamics, 
phrasing, pedalling and instructions, re the articulation of the notes, are omitted from the scores.” 

Craven’s non-prescriptive music also employs “middle order” and “higher order” strata. The former is characterised by 
short fragments of data – referred to by the composer as “events” – that can be presented in either “low” or “higher” 
systems of notation. Each event serves as both an invitation and provocation to the performer to assemble their own 
structure from, and find their own journey through, the available material.  

“The events can be realised in any order and may be repeated, omitted or played partially. Together they constitute a sonic 
jigsaw of endless permutations.” 

The application of “higher order” is achieved by the stripping away of all defining parameters except for pitch. As before, it 
is posited on the notion of offering and accommodating whatever licence a performer may require in order to realise a 
particular piece in a particular moment. The result radically positions Craven not as the sole determinant of a performance, 
but, crucially, as the enabler of the performer. 

As educational philosophies go, it is a bold conceit, one, more significantly, informed by an intrinsically democratic notion. 
In essence, Craven’s non-prescriptive music surrenders the historical primacy of the composer by inviting the performer to 
become a part of the compositional process. In that much alone, it can claim uniqueness as a pedagogical tool.  



Not for Craven the prescribed pontifical obligations of Bach’s The Well-Tempered Clavier or the donnish scholasticism of 
Bartók’s Mikrokosmos, long revered contributions to the education of pianists. If Craven’s miniatures can claim any lineage, 
perhaps there is some glancing affinity to be asserted with John Cage’s anarchic interventions, the cryptic experimentation 
of Kaikhosru Shapurji Sorabji, or Howard Skempton’s 100-plus pieces for piano – “the central nervous system” of his music 
– similarly technically challenging but immensely rewarding to perform. Associations, Craven, always wary of being defined 
by reflex association, would undoubtedly refute. 

The most apposite, if not immediately obvious (or altogether defensible) comparison may well be Robert Schumann’s 
Album for the Young. Composed in 1843 with hindsight-benefitted cognisance that his piano cycles of the previous decade 
had been received by public and pundits alike as much with puzzlement as acceptance, Schumann struck out in an entirely 
new direction to create programmatic music with an avowedly pedagogical intent conceived with the younger performer 
in mind. 

Substitute the reception of Schumann’s piano cycles for Craven’s piano sonatas, and the intent of the latter’s Pieces for 
Pianists begins, devoid of any equivalence with the elder composer’s concern for the then fashionable Hausmusik, to come 
fitfully into focus. 

It’s a mark of Craven’s determined originality (and his refusal to impose in any way upon the performer, beyond requiring 
them to respond to what’s contained within the stave) that he refuses to assign titles, key signatures, tempo marking, 
indications of pedalling, dynamics or any other controlling scripture, preferring instead to simply describe them as an 
incremental numerical sequence – Nos.1, 2, 3 and so on to No.50. 

Even the delineations of bars, Craven adds, “is solely for convenience, to facilitate reading rhythm in manageable bar 
lengths. They have no function as metric accentuation”.  

Such emancipation from the fiats of form and function points, in itself, to the sense of non-determinative freedom that 
defines Craven’s music and imbues these miniatures with larger horizons than they may initially appear to describe or 
contain.  

If anything, the reverse pertains. The collection is marked by a sprightly diversity of style, genre and mood that the 
composer appositely likens to “a smorgasbord, a kaleidoscope”. Its defining diversity and playful assertion of each work as 
a tabula rasa to be overwritten by the performer, amounts, he pointedly adds, to “a private game that I played”. 

It’s that very notion of game-playing that infuses these delicately but deliberately proportioned pieces with an intent that 
matches their artisan precision. Like the best educational tools, they invite the perpetual pupil to surprise and surpass the 
master that begat them. 



Evidence of such openness is there to be heard in the insistent, cartoon-like vivacity of No.1, an exercise in virtual 
perpetual motion that incites the performer to surprise themselves not only in meeting its technical demands but in 
asserting sufficient creative lebensraum to realise and release their own creative impulse.  

No.2 is cut from an altogether different cloth, its texture more tightly woven, its expressive idiom more controlled. Here 
freedom of expression is mediated by the insinuation that discipline is as much a freeing consideration as unmitigated self-
expression. 

The third Piece carries itself with a diaphanous, Debussyian looseness that seems to first seduce and then persuade the 
performer to considerations of poetic exploration and release, whereas No.4 is cast in a more discernibly atomised fashion 
that obliges a greater degree of intellectual and emotional involvement. 

No.5 introduces a lyrical tone that allows pause for thought and reflection even as it gently draws one through its 
diamante-lit surface to darker currents beneath. The result conjures a dream-like state that manages, Janus-like, to impel 
the performer to consider a journey that is moving in two opposite directions at once. 

The liquescent sixth Piece carries itself with a poised crystalline delicacy that shifts osmotically into a suspended realm of 
tremulous, Ravelian incorporeality while the seventh ripples with uneven, irregular metres (at least in Dullea’s 
performance) deftly laced with fantasy and a concentrated simplicity that calls to mind the expressive austerity of Arvo 
Pärt’s Für Alina.  

No.8 returns to the limpid atmosphere of No.6 even as it ventures deeper into a realm that seems to share the dark 
enchantment of Debussy’s Pelléas et Mélisande, No.9 tempering its excursion into the sepulchral with a bright, measured 
buoyancy that can surely claim some kinship with Bach.  

No.10 disguises its incremental increase in difficulty with the gloss of a discretely enticing melody, one that disintegrates 
and dissipates as it proceeds to present the performer with an increasingly more sub-atomic proposition as they work their 
way through Craven’s slowly evaporating tonalities. 

And suddenly, with No.11, the briefest of the 25 Pieces here, we are translated to a discernibly more dissolute state, one 
that smacks of the provocative disconnected Darmstadt dyspepsia of early modernism as Craven subtly but pointedly 
ratchets up the stakes for what is to follow. 



It is answered by the sparse tentativeness of No.12, an exercise in qualified minimalism that seems borrowed from John 
Cage or La Monte Young in poetic mood, subsequently apostrophised by the surprising, pleasingly melodious jazz accents 
of No.13 which serve to illustrate the musical Catholicism that informs and underpins Pieces for Pianists.  
No.14 takes the implicit libertarianism of jazz to spin out double challenges for left- and right-hands required to work 
simultaneously independently of and in concord with each other. And as this first volume gets into its determinedly 
heuristic stride, the ensuing three Pieces (Nos.15-17) acquit themselves with a greater, mounting urgency filtered through 
a sustained and concentrated intensity. The cumulative effect is to offer a timely reminder of Craven’s notion of “a 
smorgasbord, a kaleidoscope”. Here, the onus on determining mien and meaning palpably shifts from composer to 
performer. 

If No.18 asserts its own individuality, in terms of tenor and timbre if nothing else (at least not conspicuously so), it also 
prepares the ground for the pirouetting jeu d’esprit of No.19, a free-flowing exercise in musical callisthenics designed, one 
suspects, with ulterior motives in mind. They begin to come into focus in the peristaltic ambulation of No.20 where 
precisely delineated notes require the performer to adopt a more sophisticated sense of engagement to understand and 
unravel their disguised intentions. It is no accident that this most convoluted of the 25 Pieces here is also the longest.  

The acidic, Satie-sour quality of No.21 plays – that most defining of Craven’s creative conceits – with the very jazz mores 
its siblings have just indulged, insistently bending them now into the more formal (albeit loosely defined) strictures and 
inherited attitudes of the classical repertoire. 

After such concentrated miscegenation, No.22 is cut from a less tightly woven and textured cloth, its hint of cheery, 
nursery-room jauntiness masking its hidden tutorial in allying technical ability with interpretative courage. 

No.23 spins off, unexpectedly, stridently, into altogether freer terrain. Particular and pointed, in the pointillistic precision 
of its intricately designed nexus of motifs shifting in and out of focus with all the unpredictable kinetic freedom of atoms in 
constant, occasionally colliding motion, it exacts a greater discipline from the performer than has hitherto been required. 

The penultimate piece, No.24, extends the quantum liberality of its predecessor even while reigning in and confining its 
collisions of individual notes, loosely-jointed phrases and jangling note clusters to coalesce into a fractured intimation of 
something whole and complete.  

This first volume of Pieces for Pianists concludes with No.25, a questive, as yet unresolved, amalgam of all that has come 
before with elusive hints of a still forming melody that prepares the ground for what is to follow. As with its predecessors, 
its essence is a conviction in simplicity of expression couched within a set of endless variables that guarantees no two 
performances will be alike. In establishing such freedom for the performer, Craven, at a single stroke, accommodates both 



the quantum and the cosmological with a compressed gravity that shimmers with multiple interpretative possibilities. 

Revealingly pinned to the door of Craven’s studio – his “laboratory” – is a quote by the theoretical physicist Jim Al-Khalili 
that also serves as the key to unlock these multi-faceted miniatures: “The quest for the ultimate truths is always a quest 
for beauty and simplicity”. 

© Michael Quinn, 2020 

Eric and Mary 
“piecing” scores



AN APPRECIATION
What a treat that Eric has titled this new piano collection ‘Pieces for Pianists’. It is open-ended, non-hierarchical, inclusive and, 
commensurate with his approaches to non-prescriptive notation. It presents simply that – pieces to be played on the piano.  

Having worked on Eric’s music and notation for many years now, deciphering and divining my own realisations, this collection is 
one that is intended to be welcoming, stimulating and will prove endlessly rewarding. Previous works of Eric’s, such as the 
sonatas, have involved the construction of enormous structures, and these universes allow for the most miniscule of detail within.  
The thrill and focus is experienced in how your eye is drawn across the pages, the narratives you create as you become more and 
more familiar with the designs and the data (because it is information!) on the scores.  

But these short pieces are assembled in such a way that, upon familiarity and experimentation, it will be revealed that they gently 
increase in difficulty as the volume progresses, and within a few pages each. 

Now, what might those difficulties be? Is that difficulty the ‘amount’ of notes or the geographical topography of the keyboard?  
Answers to these questions are to be found while spending time with them.  There might well be a ‘realisation’ (meaning 
performed version) that you more or less fix upon or arrive at but within that are the explored parameters of tempo, articulation, 
dynamic, textural voicing, pedalling and phrasing. And these grow and evolve with practice. In forging a familiarity with the notes 
on the page, and the decisions taken after much experimentation, your realisations might well combine with previous playing 
experiences; music heard, music remembered and clues uncovered that unlock a strong possibility for your own path with a piece.  

There isn’t a right or a wrong way to do this. And how rewarding this process indeed is when you appreciate and recognise a 
growing confidence in decision- making, improvisation processes and working within the temporal limits of duration. This duration 
is not only how ‘long’ a piece is to last but also intersects with the point reached in more conventionally notated music where you 
might have decided that it has been ‘learnt’ and ‘rehearsed’ adequately in order to have confidence in your ‘interpretation’.  

So these pieces, as well as being full of character and quirks, can realise connections with keyboard literature and styles that are 
up to you to discern and follow, if you so choose, and allow you to truly evaluate your reading and practising processes and your 
development as a reflective-practitioner. Realising a notation which only provides pitch and rhythm in the most evident sense 
allows you opportunities to enrich your experiences, your understanding of your creative processes and your confidence in 
making decisions, from articulation through to pedalling.  

What I hope will be of particular interest for all pianists here, is the opportunity to really discover more about your connections 
with music and fluidity at the keyboard, as you go many steps further in making all sorts of decisions for yourself. What you see 
on the page is freed of other notational information so you should, for example try a passage; with and without pedal; fast, slow 
or in between; legato or staccato, and so on.  If you then hear hints of Prokofiev or Ravel, Bach or Bill Evans in your realisation, it 
is not pastiche; it is unravelling and building a narrative for your own piece. 

Go and unlock your own musical past, and future. © Mary Dullea, 2020 
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MARY DULLEA   
As soloist and chamber musician, Irish pianist Mary Dullea leads a diverse performance career internationally. Her frequent 
broadcasts include BBC Radio 3, Radio 4, RTHK, RTÉ Lyric FM, WQXR, Radio New Zealand and Sky Arts, Irish, French, 
Austrian and Italian television. Concerto appearances include RTÉ Concert Orchestra, RTÉ National Symphony Orchestra 
and KZN Philharmonic Orchestra. Mary’s CD recordings include releases on labels such as NMC, Delphian Records, 
Resonus Classics, Altarus, Col Legno, MNR, Naxos, Lorelt and Divine Art/Métier. Recent collaborations include premiere 
recordings of Philip Glass for Orange Mountain Music, Kevin Volans Piano Trio No. 3 Le Tombeau des Regrets,  a second 
instalment of French piano trios for Resonus Classics, a Gerald Barry portrait CD of solo piano and chamber music and her 
most recent Métier release, a program of music by Iranian composers Farhat and Tafreshipour.  

A sought-after interpreter of new music, Mary’s expansive repertoire covers the standard piano literature as well as an 
ever-increasing amount of 20th- and 21st- century compositions, many of which are dedicated to her. Her piano trio, 
Fidelio Trio, are passionate advocates for piano trio repertoire around the world. They were shortlisted for the Royal 
Philharmonic Society Awards Ensemble Prize and have been Gramophone Magazine Editor’s Choice for their recordings. 
The trio have appeared at prestigious venues around the globe including Shanghai Oriental Arts Centre, Wigmore Hall, 
Purcell Room Southbank Centre, Casa da Musica Porto, Morrison Artist Series San Francisco, Andy Warhol Museum 
Pittsburgh, National Centre for Performing Arts Mumbai, Beijing Modern Music Festival, National Concert Hall Dublin, 
Kilkenny Arts Festival, Brighton Festival, Cheltenham Festival and Gümüşlük International Classical Music Festival. They 
have collaborated with actor Adrian Dunbar, writer Alexander McCall-Smith and poet Sinead Morrissey. Constantly 
commissioning new works, composers that the Trio have worked closely with include Johannes Maria Staud, Donnacha 
Dennehy, Joe Cutler, Judith Weir, Piers Hellawell, Ann Cleare and Charles Wuorinen, to name but a few. 

Mary was the curator of ‘Soundings’ (an annual UK/Austrian collaborative new music festival) at the Austrian Cultural 
Forum London from 2008 to 2016. She has served on the jury of ‘Schubert und die Musik der Moderne’ International 
Chamber Music Competition in Graz, Austria. In 2014 she founded 'Chamber Music on Valentia' an annual chamber music 
festival in Co. Kerry, Ireland, with the aim of bringing chamber music performances of international standing, innovative 
programming and outreach and engagement programmes to this unique place. 

Mary’s own studies were at The Royal College of Music, London on the Edith Best Scholarship, Goldsmiths, University of 
London (M.Mus in Contemporary Music Studies) and her Ph.D in Performance is from Ulster University. Mary was on the 
piano faculty of the Royal Welsh College of Music and Drama for 9 years. She previously held the position of Director of 
Performance at the University of Sheffield and since 2015 she has held this position at Royal Holloway, University of 
London where she is also Reader in Music. 
www.marydullea.com 



More recordings by Mary Dullea from Métier include: 

Michael Finnissy: Mississippi Hornpipes (with Darragh Morgan – violin) MSV 28545 
Paul Whitty: Thirty-Nine Pages (with Darragh Morgan – violin) MSV 28509 
Eric Craven: Set for Piano MSV 28525 
Eric Craven: Piano Sonatas 7,8, & 9  MSV 28544 
Eric Craven: Entangled States MSV 28571 
 ‘Gothic’ – New piano music from Ireland MSV 28549 
‘Persian Autumn’ – music by Hormoz Farhat and Amir Mahyar Tafreshipour MSV 28610 

and several recordings with the Fidelio Trio. 
Volume 2 of Pieces for Piano (and the published score) will be available in the late summer of 2021 



ERIC CRAVEN 

In the March 2013 edition of The Wire Philip Clark includes Eric Craven in an article titled "Composers Anonymous".   At 
that time, he might just as well have added "invisible" to that title.   Eric had left very little musical footprint and in his 
introvert modesty still offers little history, other than he taught music and mathematics in secondary schools in his home 
town of Manchester.   He has composed music since his teenage years but, until recently, rarely sought to introduce his 
music to a wider audience either through performance or publication. His preference has always been to work in isolation 
without reference to or connection with any other musicians.  In the September 2015 issue of Gramophone, Philip Clark 
gave more than equal consideration to Craven in an article which discusses new ways and innovations by Wolff, Feldman 
and Finnissy. 

In 2011, the late and deeply missed Anthony Goldstone, who had kept in touch with Eric since their college days, 
introduced him to me and after some encouragement and the addition of magic by Mary Dullea, the first album of 
Craven’s music, SET for piano, was released on Métier, followed in 2014 by a recital of three piano sonatas – to substantial 
critical praise – and another brilliant and inspired cycle, Entangled States. 

For many years, as Michael Quinn describes in his essay, Eric has exclusively focused his attention upon the development 
of the compositional and performance techniques associated with his Non-Prescriptive style of music which, in essence, 
seeks to realign the relationship between composer and performer. This new collection of Pieces, like SET and Entangled 
States, reflects Eric Craven’s fascination, which I share, for the wonders of modern quantum physics and its related 
theories about the underlying and very weird nature of existence – in which he sees a parallel to the relationship between 
composer and performer. Introvert he may be but his music is the opposite, clear and understandable, bold and extrovert. 

Stephen Sutton, CEO, Divine Art Recordings Group 



THE COVER ART 

It was my final day at a school sited among the tree lined avenues of Wythenshawe.   It was my final school assembly.   I was 

leaving bound for greener more elysian pastures.   For two years at the behest of the headmaster – a man of conviction – I had 

sat at a piano and played quiet, introspective rather dull music while the school gathered.   But not today.   The assembled 

school and staff were startled by my hammering frenetically, playing loud strident shouty music. Cacophony filled the hall.   

Soon both pupils and staff were laughing and cheering. 

Several hours later Alwyn Eggington, the Art teacher, presented me with a wonderful sketch which fully caught the moment. 

Decades later Peter Vodden, my chum, has worked on that original sketch.   He has got rid of much of the original picture, 

including the headmaster's head with a speech bubble saying "Thank you Mr. Craven, that's just what we need to start the day" 

and has added some colour. 

Eric Craven 

Recorded at the Menuhin Hall, Cobham, Surrey on 18-19 December, 2019 
Recorded and edited by Adaq Khan 
Photo on page 11 by Alex Van Ingen 
Photo of Mary Dullea on page 14 by Eoin Schmidt-Martin 
Photo of Eric Craven (back cover) by Peter Vodden 
Cover image by Peter Vodden  
Booklet and packaging design by Stephen Sutton (Divine Art) 
Programme notes by Michael Quinn and Mary Dullea 
Pieces for Pianists is published by Divine Art Edition
All texts and images are copyright and used with permission - all rights reserved 
℗ 2021 Eric Craven 
© 2021 Divine Art Ltd (Diversions LLC in USA/Canada) 



MORE CRAVEN ALBUMS 

SET for piano 
MSV 28525 
“” 
Musical Opinion 

Entangled States  
MSV 28571 

“Vital & Delightful” 
Fanfare

Piano Sonatas 7, 8 & 9 
MSV 28544 
 “Fascinating & captivating” 
The Classical Reviewer 

The score of Pieces for Pianists vol. 1 is 
available as a PDF download from the Divine 
Art website (catalogue number EDN 80020) 

and PDF or print from 
Naxos Sheet Music Publishing 



�

A full list of over 600 titles, with full track details, reviews, artist profiles and audio samples, 
is on our website. Our recordings are available on disc or download at all good dealers or direct 

from us. Direct customers get discount vouchers and rapid shipment. 
The Divine Art store offers all titles in lossless flac and high quality mp3;   

most new titles are also available in 24-bit studio HD quality. 

Diversions LLC (Divine Art USA)  email: sales@divineartrecords.com
Divine Art Ltd (UK)  email: uksales@divineartrecords.com 

www.divineartrecords.com 

Most titles also available in digital download and streaming through Primephonic, Qobuz, iTunes, Amazon,  
theclassicalshop.net, Spotify and Divine Art  

Samples from every album can be accessed on the Divine Art Records YouTube channel 

https://www.facebook.com/DivineArtRecordingsGroup https://www.youtube.com/divineartrecords

WARNING:  Copyright subsists in all recordings issued under this label. Any unauthorised broadcasting, public 
performance, copying or re-recording thereof in any manner whatsoever will constitute an infringement of such copyright. 
In the United Kingdom, licences for the use of recordings for public performance may be obtained from Phonographic 
Performance Ltd, 1, Upper James Street, London W1R 3HG.




