his son Soulima, is fiemly in his neo-
yle and made for as smooth a transi-
h3sible from 1781 e 1931, Hamelin
gnes were in thelr element with the
hythms and acerbic harmonies in
s favorlte of his compositions,
s3v's En Bianc et Noir finished off the
of the program in a very different har-
id textural idiom, Again, the pianists’
e was remarkable, especially in the
risoluto single line played by both
gously in the first movement. T have
tial studio recordings where these
| not always as perfectly together as
v in this concert. With an exceptional
empo flexibility, the

* mensional sound
crongly influenced by World
cecand movement's Imposing
psed on ‘A Mighty Foriress [s Our
won over at the end by a subtie
p La Marselllaise, all carefully and
finced. Debussy’s third movement is
| 1o Stravinsky, and, in a nice pro-
t touch, 1 discovered that the flrst
joe of the plano version of The Rite
pas played by Debussy and Stravin-

<h almost all ballets first appear in
« version so that choreography and
may begin while the orchestration
L Seeensky’s four-hands version
Sy has taken on a life of its

at the core of the duo piano
stravinsky noted that this first pub-
pon (1913) could be played atone or

1 Record Guide

promizes Rave 10 be made because the score.
cannot be played as written, At two pianos,
with planists of this caitber, there are st some
choices to be made, but nothing important is
missed, and the sonle effect of two planos is
better sulted to the music, especially in a large
place like Carnegie Hall.

Two seasons ago 1 was very impressed by
Martha Argerich and Daniel Barenboim, who
recorded this in concert. Andsnes and
Hamelin gave & performance that [ would have
expected from the elder due about 25 years
ago; it had more overt virwosity and plenty of
on-the-edge-ol-your-seat excitement. The
final Sacrificial Dance bullt to a_tremendons

climax and brought the audience immediately
to it feat,

The encores were all lghter Stravinsky:
‘Madrid' (one of Pour Etudes for orchestra,
transeribed for two pianos by Soulima Stravin-
sky), plus ‘Circus Polka' and 'Tango’ (both
arranged for two planos by Victor Bzbin). The
audience wore Itself out with curtain calis. As |
walked out into a very warm New York
evening, the memories of pagan Russla lin-

gered,
JAMES HARRINGTON

Barbara Nissman, piano
Troy NY

Ginastera, Bartok, and Prekofieff were the
enticements for the March 19 recital of planist
Barbara Nissman, presented by Troy (NY)
Chromatics &t the Troy Savings Bank Music
Hall, But it was Liszt’s Sonata that anchored
the afternoon and proved the most surprising
piece on the program. Nissman's interpreta-
tlon of the Liszt revealed rich, overlooked pas-
sages and thereby emphasized her extraordi-
nary talent,

Maost readings of the Liszt seem to be exer-
clses in weight and speed by overeager virtu-
0sos, Nissman, 72, clearly felt that she had
nothing to prove. She certainly knows the
plece well enough, having recorded It several
times over the course of her long career. In
brief opening remarks to the audience, she
described the sonata as a touchstone in her life
and "& barometer that gives me an ldea of
where I'm headed® For the next 50 minutes or
s0, she headed to & heavenly place.
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Nissman certalnly held her own in terms of
sheer volume and velocity, but she was unusu-
ally generous with calm and serenity as well.
Midway she displayed a joyful sense of aban-
don. For the audience it was a journey of con-
tinuel discovery, Besides the familiar stormy
dlalegs, the music contained suggestions of
hymns, marches, and lullables. Where have
those things been hiding?

Though the Liszt wasn't the concert open-
er, evervthing else seemed to follow In its path,
First up was Ginastera’s Sonate No. 1. This was
also familiar ground for Nlssman, who knew
and worked with the composer, In fact, his last
piece, the five-minute long Sonata No, 3, was
dedicated to her. As for the No. 1, most of its
four movements are raucous, driving, and very
Latin. Inside the countless percussive chords
with thelr blunt modern harmonies, Nissman
brought out en inner cavern of sound.

After intermisslon came two short works
by Bartok The explosive Aliegro Barbaro was &
tour de force, But by this point we were already
familiar wlth Nissman's grand technique.
Agaln, the gentler music was the most capti-
vating. [n the ‘Musiques Nocturnes' from the
Out of Doors Suite, which Nissman described
as a kind of orchestra of insects, there were
tender flecks of color and beautiful fragile tex-
tures. She certalnly never plucked or stroked
any of the plano strings, yet she somehow pro-
duced incredible moments of buzzing and
vibrating.

Prokofleff’s Sonata No. 6 was the finale to
the ambitlous program, The oversized coun-
terpoint in the opening Allegro was complex
but also clear It felt lixe Nissman was driving
simultaneously in three or four divergent and
interlocking lanes of traffic, (There were no
colllsions.) The closing movement was big on
display but had the familiar and relentless
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feeling of being on trial with little chance of
salvation, After the hope and beauty that came
earlier in the concert, (twas a bltof & downer,
Two encores made up for that Liszt's Con-
solation No, 3 is a ravishing tribute to Chopin
and finally gave Nissman a chance to play
some sustained legato. After thay, she returmed
to where she started with a little song tran-
scription by Ginastera
[OSEPH DALTON

Emanuel Ax, piano
Fochester NY

Emanual Ax, like Murtay Perahia, is a planist [
view through a "before and after” perspective:
Perahia’s fulcrum was a hand operation in
1992, after which he couldn't play for several
years; Ax's was a later-in-Jife interest in newer
music, “Before] both ardsts seemed restricted,
contained, reserved in thelr breadth of expres-
slon; "after’ they seemed set free. Thelr range
of colers and emotions have made them far
more engaging and, Indeed, personal

On April 17 at the Eastman School of
Music’s 444-seat sold-out Kilbourn Hall, it
immediately became clear that form and flow
were Ax's sine gua non concerns; the structure
of every work he played was never In doubt.
How puzzling then, that he sounded distinetly
like the pianist of yore.

From Schubert's second set of Impromp-
tus, D 935, to Chopin's four ITmpromptus and
Sonata No, 3, his characterlstic mellow tone
was immediately familiar, but this time its
source became clear: chords and arpegglos
exquisitely balanced for his purposes (to pro-
duce absolutely clear, even arpegglos), a light
use of rubato, and a constant use of pedal with
lifts that articulated the melody line (but noth-
Ing else—no bass notes, no counter-melodies
in the arpeggles). He never varied this basic
approach; his balances emphasized nothing in

particular, and, in fact, the one basic tone color

never varied all evenlng. (While listening the
next morning to the DG recording of Mikhail
Pletnev's 2000 Carnegie Hall recital, [ said,
“We didn't hear tone colors like that last night)
ta which my spouse replied, *No, we didn’t!")
Even near the end of the ‘Grand Valse Bril-
lante’ (one of his two encores), he brought out
only the melody line, failing to project its par-
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