


Disc A
Piano Sonata #7 (20.45)

I 3.44
II 4.59
III 4.21
IV 4.07
V 3.33

Piano Sonata #9 (32.58)
I 16.04
II 7.40
III 9.14

Disc B
Piano Sonata #8 (48.46)

in one movement

realised & performed by



As a raindrop slides down a window there is no single solution to where the drop will end up, or
the path it will take to get there. The raindrop is a constrained open system, where open-ness
does not equate to random-ness, and the specific tuning of the constraints is the crux of it. For
the raindrop, how it strikes the window provides the initial momentum, which is modulated by
the surface of the glass. But these are not the only forces. There is also history, the friction of a
lived experience. Window and rain are a system, the surfaces and buildup of residues that guide
and constrain, creating a dynamic topology of obstacles and slipways, a game of snakes and
ladders. Each successive raindrop is influenced more by the trails left by previous drops, that
which accumulates from their weight and stickiness as it interacts with time and surface. Like
water, music too is sticky, it has weight and attraction, it leaves parts of itself behind in the
listener, and is pulled to nearby music to form sonic aggregates, rivulets of memory shaped by
interaction of material and environment. As a dynamic system, music is open, even leaky. From
every note and phrase there seeps meaning and memory, making connections and pulling
together people and ideas. To extend this analogy into the world, just as water permeates all
living things, so does music: at the very least, in the Cagean sense that music’s possibility lives in
all vibration. In performance, music pools in the player’s memory, in the history of their fingers,
flowing and connecting the continuum of their experiences, and informing their performance in

the moment.



Whatever new work comes under their fingers is
channeled into this history, a new tributary of
the player’s musical life. This channeling may be
true of Eric Craven’s music more than most. His
non-prescriptive notation allows various levels of
freedom for the performer, removing specificity
to afford different paths and trajectories, points
of slippage and flow into new musical areas where
the player’s memory and repertoire can have a
material impact on Craven’s music.

Craven’s non-prescription is a type of open
notation, and as such it is characterised by a
porousness that takes this water analogy further
than fixed notation will allow: or if not
“further” per se, because this is not a linear
scale, then perhaps fractally “deeper” is a better
way to think of this, as a music more connected,
more overlapped, extending possibilities for
variation between and beyond the planes of
what appears on the page.

Craven’s music invites the performer into a
maze that is inwardly extendable to infinite
levels, where the material and the performer are
entangled, a process of folds and folds and folds
again, successively revealing new paths through
the act of playing.



Non-prescriptive music is Craven’s condition for presenting his ideas as notation, with the
attendant injunction that it must be “realised” to be meaningful. He uses standard musical
symbology, but selectively leaves out certain information, thinning the notation to create more
space for possibility; ‘suggesting’ a course, rather than ‘fixing’ a musical object. This act of
suggestion interacts with the memory and taste of the performer to afford multiples. Each
gesture on the page may lead to not one musical object but many, overlapping in lines of
possibility. Craven himself likes to describe this notation as “data”, information passed to the
performer as material to be acted upon. This conception implicitly recognises that the data is not
the piece, just an opening-gambit to push the performer towards somewhere, some musical
response that they can only discover through the act of playing. As Craven puts it, the score is
there “to present data that has the potential to act as a source for many outcomes”. This is
similar in many ways to the goals of Experimental Music, the tradition arising out of John
Cage’s work in the 1960s. Philip Thomas, the pianist and Cage specialist, would describe this
approach to notation as a “prescription for action”. Thomas differentiates between fully notated
music as projected, and music that requires decisions on the part of the performer as investigative.
Of course there are vast tracts of similar territory between the two concepts because in all cases
the music must be interpreted to lead to a performance. However, the distinction raised by
Thomas hinges on a concept of this interpretative act as either being fundamentally about
presentation or about construction. The more the notation is open, then the more this becomes a
co-construction between composer and performer, a system trying to reach some as-yet-
undefined equilibrium.



Eric Craven’s Non-prescriptive notation comes in three flavours of
increasing reduction. On this CD, sonatas no.7 & 9 use the two
extremes of non-prescription, with some movements in “Low-
order” and some in “High-order”. Music using Low-order
Non-Prescription (LoNP) has fully written-out pitches
and rhythms but gives no information on tempo,
dynamics, phrasing, or articulation. This lack of an
emphatic layer to the notation is “filled in” by the
player, deriving both from their repertoire
memory, and the musical shapes implied by
the given notes. As such, successive
performances of Low-order music allow
for very different characterisations of
the piece that bring out inherent on-
the-page structures in different ways.

The freedoms afforded by this notation are
exploded in Craven’s High-order Non-Prescription
(HoNP). Here, the only data is a stream of notes and
chords, no rhythm, articulation, tempo etc: there are only
black noteheads, with no stems to imply duration or groupings.
More radically, HoNP cedes considerable control to
the player by allowing them to reorganise the data as
they choose. The notes on the page may be repeated,
re-ordered, or even ignored altogether, the vertical
and horizontal elements may be aggregated or
disaggregated at will. This is a risky strategy,
requiring considerable investment on the performer,
because they have to be willing to “take the reins” of
the piece. Craven has set up a game and the player
needs to be invested in joining in. In this way, his
music is very much about community or “synergy”,
a shared experience where player and composer
investigate the quilting points between their
respective musical histories.



The third notational type is Middle-order Non-Prescription (MoNP), a later development used
exclusively in Sonata no.8. Here, short musical fragments with pitches and rhythms are left
disconnected and free-floating on the page, with no implied ordering. The fragments are
musically specific as in low-order notation, but have the total open-ness to re-ordering that
High-order notation allows. This is not a middle-ground in the sense of a compromised position,
but more of a third way that carries the creative tension of ideas crossbred to allow a new
approach. Sonata no.8 came about after the release of the Set for Piano (Métier CD MSV 28525),
when Craven was contacted by an American organist asking for a new piece. MoNP is the result
of thinking through non-prescription from the perspective of organ improvisation. A sideways
compositional leap that led to the most expansive performance on this CD.

The low-order notation can be described as being “open” by providing a certain shape that can
be manipulated, filtered through the nuances of the performer to fit with their musical
predilections; “wearing” the music until it fits. The Middle- and High-order Non-Prescription are
more than simply the next levels upwards in a game of loosening the performers’ shackles. In
these orders, an ontological break is made, a paradigm-shift from the world of interpretation into
the world of “making”. For Craven, this is not so much about opening the music up to the whim
of the performer, but more of a provocation to performers to truly “play” with the material, to
own it and give it life. The unpredictability of this is precisely what excites and attracts Craven
to this compositional strategy. It makes the music about the interaction of ideas and people,
leading to possibilities that the composer could not imagine.



While my initial framing of Craven’s work was
in the field of experimental music, relating it to
composers such as John Cage and Christian
Wolff, this is not Craven’s own background
and does not provide the seed for his
exploration of open works. A more “true”
frame is provided by the context of the
freedoms normative to Jazz performance,
improvisation upon a given set of data. The
great piano improvisers of Jazz have a central
place in Craven’s own musical background.
Their genius was the ability to take a given
tune as data and craft something entirely new
and personal from it, this is where Craven’s
Non-Prescription truly comes from. The link to Experimental Music makes sense because,
contrary to early Jazz, here the notation is the starting point for open-ness.

However, improvisation has no place in most Experimental Music: John
Cage famously railed against those performers who thought his scores
were an excuse to do what they liked. Craven’s scores keep this sense of
the performer being constrained by the score-object, but positively
reinforces improvisation as the engine to take his seeds and create new
forms. The freedom allowed by High- and Middle-order Non-
Prescription is reminiscent of the common trope in many of Christian
Wolff’s scores where a score instruction is immediately followed with the
suggestion to ignore that instruction should the player choose to. For
Wolff, this arises partly from his political convictions, forged in the
Peace Corps in 1960s USA. He gives the player permission to make
choices against the “authority” of the score, allowing the player to know
what is right for them in the act of performance, rather than deciding
everything from the distance of the composer’s pen and paper. Eric
Craven’s freedoms have some roots in a similar place. He describes his
dissatisfaction with the insularity of his musical education: the pressure
of having to play music the “correct” way, the closure of creative
avenues in the name of interpretive tradition and examinations.



Craven’s musical background includes the great names of Classical piano history, but his love for
Brahms, Schubert, and Chopin was difficult to maintain against this pressure, so he found his
true education in jazz. Stride, boogie, Brubeck, Basie, and Lousier were his “elysium”, allowing
him to develop his own voice. He refers to Jacques Lousier’s work specifically as having a strong
influence on his own music:

[I developed] a jazz/straight crossover style of composition which I think now was a possible
first indication of the non-prescriptive journey that I was to take years later.

The score is the start of a developing conversation. The notation in Craven’s music is sufficiently
loose to allow the performer to interpret according to their own tastes and experiences, they find
in his notation the necessary hints and fleeting references to what they musically “know” and
use these to seed an improvisation, “riffing” on the objects given in the notation, allowing the
weight of their fingers’ histories to pull the music. While it may seem that ultimately this leads
to a free improvisation that leaves Craven’s authorial intent as a distant precursor, if anything,
subsequent readings of the score deepen his hold on the performer. The nuances of the notation
become more powerful, the connections already made in the score become more compelling. The
spacing between objects, the weight of the pen-stroke, all become a notational body-language,
subtly hinting and directing without ever specifying. The water metaphor I drew upon at the
start of this essay still holds, Craven’s music allows player and score to spill over into something
else.



Sonata no.7
This piece is structured as an arch, taking influence from the Classical arch sonata form. The fast
outer movements share the same material based on the musical interval of the fifth, and could
essentially be played back-to-back: Craven describes the 5th movement as a continuation of the
argument in the 1st. The 2nd and 4th movements are more meditative, and the central 3rd

movement inverts both material and forms of the outer movements, acting as a keystone.

The 1st and 5th movements use Low-order Non-Prescription, where the pitches and rhythms are
given but nothing else. These outer pillars of the work are described by the composer as being in
the moto perpetuo style. The score page is a near-constant stream of quavers in both hands,
broken in odd places that make it seem less like a smoothly balanced motor and more like a
machine in tension with itself, a jagged metallic form driven in several directions at once. There’s
a tinge here and there of Bartok’s piano writing, his barbaro style with its fleeting ostinati and
spiky harmony. Present also is the feel of György Ligeti’s moto perpetuo works which seem like
they could continue forever, and can only come to an end — as he notes in the final bar of his
String Quartet no.2 — “as though torn off”. In Craven’s moto perpetuo, the chaotic rhythmic
profile is supported by the kaleidoscopic harmony which is both static — built as it is almost
entirely of fifths — but also constantly in flux, rarely settling for long on one harmonic centre.

With the rhythm and harmony so ambiguous, the
real anchor of these movements is the motivic
writing, the constant sense of the rhythms being
different-but-the-same. Like an Escher tiling
pattern, the sequence of quavers-with-occasional-
rests is in constant turmoil, with each successive
phrase seeming to return to a twisted version of a
previous phrase. Unlike in the classical theme and
variation form, there is no “object” here which is
varied, no “original” to return to, just the organic
shifting and stretching of musical muscles driving
materials variously under tension and repose. This
motivic flexibility gives Craven’s work its backbone,
simultaneously giving it shape and driving it to
change.



The middle movement is described by Craven as the fulcrum of the whole sonata. Here, what
was a turbulent flow in the outer movements now stutters, the energy remains but is focussed
inwards on several types of material that circle and interrupt each other. In this recording, Mary
Dullea’s playing delineates the material through articulation: from the staccato grace-note
figures of the opening motif, to the harsh ringing cluster chords that soon work their way into
the argument and eventually finish it. Harmonically, where the outer movements are built
mostly from fifths, this movement flips between fifths and their inversions, the traditionally
unstable interval of a fourth. In Craven’s ever-shifting harmony the difference becomes one of
hue rather than identifiable colour, a harmonic obliquity. The open harmony of fourths and
fifths is further undermined by major and minor seconds that leak in from the 2nd and 4th

movements. As the movement goes on, the harmony becomes more and more about false
relations — especially cluster-like chords featuring minor ninths — until the movement’s final
chorale of bare major-minor chords.

The rhythmic elements are similarly frustrated
in this central movement. There are still
passages of flowing movement, but these are
undercut by grace-note figures and sudden
changes of tempo. The notes on the page
appear to be evenly paced but for the switches
between quavers and semi-quavers, with
Dullea exaggerating the shifts into jarring
cuts. Her playing gives the movement a sense
of driving energy, but the turbulent flow that
characterises the outer movements here takes
on a gestural, almost declamatory tone.

The 2nd and 4th movements are High-order
Non-Prescription. The notation has no
specific rhythmic information save for the
temporal implications of the spacing of
noteheads on the page, and occasional arrow
symbols that suggest a specific figure might
be repeated; a nudge from the composer.



As if to emphasise the call to creative interpretation, both
movements are represented by the same pages of score, marked
“II and IV”, to be played twice in the piece, and challenging the
performer to take different routes through the data. The lack of
surface information in HoNP does not preclude motives both
gestural and structural which can be found through bringing the
note patterns under the fingers and allowing memory to shape
interpretation. HoNP notation contains so little traditional
“data” that any repetition at all gives the player something to
hold on to and amplify. The repetition seeds the player’s musical
imagination, gives them the anchor they need to structure that
moment. Of course different players will find different anchors.
Some suggestions leap straight off the page, others are groupings
and textural elements that allude to forms that may in the stream
of notes-on-paper, selectively amplifying certain characteristics to
give them shape.

Sonata no.7 is a classical arch form with a twist of non-
prescription that adds an oblique sense of multidimensionality.

The movement structure gives the piece a beautiful
tension. 1st and 5th movements are a continuous
realisation of a musical idea, but interrupted by the
nested arch of movements 2-4, and ultimately opposed
by their twisted reflection in the “fulcrum” of the 3rd

movement. The 2nd and 4th movements act as points of
repose against the faster movements around them. As a
reference point for Craven’s piece, this form is
exemplified by Bartók’s String Quartet no.5 with its
two slow movements that calm and stretch the motivic
material from the faster movements into his “night
music” style. Craven’s arch form take this
transformation further as the High-order Non-
Prescription of movements 2 and 4 allows for an
infinity of connections between movements to be
realised.



If the 7th Sonata is a maze in the form of an arch, then Sonata no.8 must be a hall of mirrors, a
vast array of “parcels” of sound that may be played in any order. The Middle-order Non-
Prescription notation used throughout presents the player with snippets of music, each
presented as singular objects on the page separated by whitespace. These snippets, which
Craven refers to as “events”, are written in low-order notation with only pitches and rhythms
given, but are allowed the freedom to vary or ignore that is granted to high-order notation. As
Craven explains it:

Each event may serve as a catalyst for further melodic and rhythmic development.
This process defines and is the essence of Middle-Order Non-Prescription. To
promote the events as starting points for exploration, the majority are presented with
melodic and rhythmic structures that are not complex.

The score is about 40 pages long, and each page contains on
average 10-12 events, most of which are in middle-order
notation with a smattering of High-order events; including one
High-order event which takes up an entire page. In these
recordings, the piece was realised using large sheets of card on
which many pages could be fixed, allowing the performer to
move between events continuously.

The design is intended to be open ended to such a
degree that the performer can impose his/her own
structure on the given data. For the first time I chose to
write an extended work that eschews, deliberately avoids,
form or the implication of any form. Initially I found
that to be a very strange uncomfortable experience.
Again, the exciting thing was that development,
although in a very different sense, was foremost in my
considerations albeit it in an inverted nihilistic anti-
development sense, not based on thematic or rhythmic
ideas but the idea of presenting the data in such a way
that the performer is left free to knit the given events
together in ways that suggests themselves during
preparation/performance.



This higher-order non prescriptive music
allows the performer’s memory an even more
active role in co-constructing the music. The

notation is a skein of ideas on a page, each
datum is a possible connection with many

loose connections between them, amplifying
some possibilities and dampening others.

Mary Dullea’s performance on
this CD stretches to a heroic 48
minutes, an archipelago of motives,
islands of extended repetition and motivic
cycles separated by wandering harmonies.

The form that emerges is one of agglomerations,
where ideas connect and break locally over short
stretches of time, occasionally picking up new
connections. Like a wave crashing, the
collection of ideas soon coalesce into form, only
to be undermined by another twist, dissolving
back into time. Hints of Craven’s other works
are always just below the surface, blending with
Dullea’s inspiration into a Proustian journey
that takes the listener everywhere and nowhere.



Sonata no.9 is a clear development of Sonata no.7, but in a very
different colour. While the arch structure is retained, the
classicism of no.7 is exchanged here for a romantic lyricism that
sees the former’s concise five-movement arch re-worked as an
expansive three movement form. Craven’s motivic writing still
dominates, now given greater scope by the languorous melodies to
spin ideas onwards and inwards. Shades of Debussy and Scriabin
haunt the harmony, major chords in parallel motion, fragments
of whole-tone scales and similar constructions that begin in one
key but wander off into alien territory. And within this, the
fourths and fifths that give Sonata no.7 its distinctive colour can
be heard as a shadow.

The outer movements are almost Wagnerian in their ability to
continuously vary the material in an almost “endless” melody.
The central movement is a High-order Non Prescriptive piece
with which Dullea chooses to violently oppose the flow of the first
movement.

Where the first movement smoothes the harmony
into a soft focus of bell-like sonorities, the same
clashing intervals here have their spikes emphasised.
A staccato character reigns over this movement,
alternating with short runs of notes and edgy chords.
The final movement brings both ideas into the same
space, inhabiting and itching at the tension between
them. The lyricism of the first movement is still
present in the flowing shapes, but like the central
movement of Sonata no.7 they are never allowed to
settle. Where the first movement smoothed over its
edges with resonance, the third forces them out,
breaking repeated patterns with jutting angular runs
and staccato clusters. Even the ending achieves only
a kind of melancholy settlement where the elements
co-exist in alternation.

Scott Mc Laughlin, 2014



ERIC CRAVEN
Any biography of this composer will not be too substantial or informative. He
leaves very little musical footprint and offers no history other than he taught
music and maths in secondary schools in his home town of Manchester. He has
composed music since his teenage years but has rarely sought to introduce his
music to a wider audience either through performance or publication, until
recently, encouraged by Mary Dullea and Divine Art/Metier Records, the first
album of his music SET for piano, performed by Mary, was released by Metier and
published by its associate Brandon Music.

His preference is to work in isolation
without reference to or connection with
any other musicians.

In the March 2013 edition of "The Wire" Philip
Clark includes Eric Craven in an article "Composers
Anonymous". He might just as well have added
"invisible" to that title. For many years Craven 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.



MARY DULLEA
As soloist and chamber musician, Irish pianist Mary Dullea performs internationally at venues
worldwide, from Ireland and the UK to China, the USA and around Europe. Festival

appearances are also numerous and include many major events. Her frequent broadcasts
include BBC Radio 3, Radio 4, RTHK, RTE Lyric FM, WNYC, Radio New Zealand and

Sky Arts, Irish, French, Austrian and Italian television. She was the Irish representative
at EU 12 and 15 Piano Extravaganza Concerts in Salle Pleyel Paris, Palais des Beaux-

Arts Brussels and in Luxembourg. Concerto appearances include RTE Concert
Orchestra, KZN Philharmonic Orchestra and the BBC commissioned and broadcast

piano concerto by Rob Keeley with Lontano.

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. She has commissioned and premiered works from composers as
varied as Michael Finnissy, Johannes Maria Staud, Michael Nyman, Donnacha Dennehy and
Gerald Barry– notably with her piano trio, The Fidelio Trio and with violinist Darragh Morgan.
Mary’s CD releases have appeared on nine labels so far. Since 2008 she has been the curator of
Soundings new music festival at the Austrian Cultural Forum, London. She is currently Artist-
in-Residence at St. Patrick’s College Drumcondra, Dublin City University with The Fidelio Trio.
In February 2015 she will serve on the jury of ‘Schubert und die Musik der Moderne’
International Chamber Music Competition in Graz, Austria.

Mary studied at The Royal College of Music, London on the
Edith Best Scholarship with Yonty Solomon. She holds a
MMus in Contemporary Music Studies from Goldsmiths
University of London and a PhD in Performance from The
University of Ulster which focused on repertoire
utilising both the inside and outside of the piano.

Mary is the Director of Performance at The University of
Sheffield and is also on the teaching staff of the Royal Welsh
College of Music and Drama.

www.marydullea.com



Mary Dullea

Eric Craven



ERIC CRAVEN
MARY DULLEA
SET FOR PIANO
METIER MSV 28525

“more than a modicum of musical interest
– I was intrigued ... I recommend it”
Robert Matthew-Walker
(Musical Opinion)

‘Set’ is published by Brandon Music Ltd www.brandon-music.net/BML

the divine art recordings group

Almost 400 titles, with full track details, reviews, artist profiles and audio samples, can be browsed
on our website. Available at any good record store or direct from our online shop.

UK: Divine Art Ltd.
email: uksales@divine-art.co.uk

USA: Diversions LLC
email: sales@divineartrecords.com
www.divineartrecords.com

Also available in digital download through iTunes, Amazon mp3, & Classics Online
and many other platforms

Listen to Divine Art group recordings at www.classicalvermont.com

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.




