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Dramatizing the Structure

QX Crirrorp CurzoN, who played yesterday afternoon in the Town
Hall, is far and away the most satisfactory interpreter I know of the
piano’s Romantic repertory. Horowitz may play Liszt with a more diabolic
incandescence, and anybody can fancy himself a specialist of Chopin.
But Schubert and Schumann are composers whom almost nobody plays
convincingly anymore. Certainly no one brings them to life with quite
the delicacy and the grandeur of Mr, Curzon,

He prefaced them yesterday afternoon with a Mozart sonata, as if to
show us how his special treatment of the Romantics had been arrived at.
If T understand correctly, he has approached them not so much with a
romantic feeling about them as with a taste for classic rhythmic and dy-
namic layouts. His Mozart sonata (the G-minor, K, 457) was treated as a
symphony. Huge varieties of shortness in the articulation of notes, of
color in the sound, of loudness levels sharply differentiated gave it the
variety and the proportions of an orchestral score. Metrical steadiness
without the imposition of any regular downbeat gave freedom to the
Mozart stresses (as written), gave rhythmic perspective and objectivity
to the musical shape. He exposed the work as a wide and solid building,
made no effort to use it for personal meditation.

The Schubert Sonata in D, opus 53, a far wider and more personally
conceived structure, he walked around in. He did not get lost in it or
allow us to forget its plan, but he did take us with him to the windows
and show us all its sweet and dreaming views of the Austrian country-
side, some of them filled with dancing folk. The terraced dynamics and
the abstention from downbeat pulsations, just as in the Mozart piece,
kept the rendering impersonal at no loss to expressivity. On the con-
trary, indeed, the dramatization of it as a form, the scaling of its musical
elements gave it evocative power as well as grandeur of proportion. And
its enormous variety in the kinds of sound employed, its solid basses, and
a dry clarity in the materials of its structural filling prevented monotony
from becoming a concomitant of its vastness.

With the Schumann Fantasy in C, a work of intense personal lyricism
and very little shape at all, Mr. Curzon’s objective, orchestral approach
turned out, surprisingly, to be just what was needed. It interfered at
no point with eloguence or poetry. It merely held the piece together, gave
it a color gamut, provided a solid setting and a rich frame for the pas-
sionate feelings that are its subject. Again the impersonal, the dramatic
approach gave power to the work and breadth to its communication. By
sacrificing all improvisatory, all minor-poetry attitudes, he gave us the
piece as a large composition and as great poetry.
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