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Classical Music: 
New Choices for the 21st Century 

 
 
 

by Charles Berry  
As a composer of classical music, I would like to share my thoughts 

about how I view the current state of classical music. 
 

 
he art of classical music composition is still under a shadow 
of ugliness created by various 20th century ideologies of 
compositional methods and the dogged admiration for 

experiments gone wrong.  John Cage, Pierre Boulez, Arnold 
Schönberg, and the others -- not one of these composers sang the 
last dying note.  Not one of them gave us a useful means for the 
creation of music.  The new methods of composition --12-tone, 
aleatory, minimalism, post-minimalism -- do not provide the wide 
emotional possibilities of expression, which were available in the 
older Classical and Romantic styles.  

Beauty, as a concept, and as an experience of listeners, must 
return to the writing desk of composers, and to our concert halls.  
Beauty can be discussed, and valued, and defined in myriad ways.  
Our customers, the ever-patient, music-loving symphony-season 
subscribers, know Beauty when they hear it.  Beauty encompasses 
a wide range of aesthetic choices.  Few concertgoers would 
mistake Beethoven for Haydn, Haydn for Debussy, or Debussy for 
Scriabin, or Scriabin for Copland, or Copland for Stravinsky.   The 
audience is open to a wide range of possibilities.  The only real 
requirement is a musical language and a form that can be 
apprehended within the duration of the piece (a feat much easier 
said than done, for composers in any century).  The audience 
should not rely on concert brochures to tell them, in words, what 
they should be able to appreciate with their own ears. 

Composers know Beauty when it enters their imaginations -- 
when they allow themselves to write notes on paper, without letting 
their intellects get in the way.  I believe this was the failing of many 
20th century composers -- they let compositional methods over-
ride their innate sense of beauty, proportion, melody, form, 
harmony, and rhythm.  All the individual elements of musical 
composition were passed through a sieve of ideology -- allowing 
precious little beauty into the final draft of the music -- and long-
winded explanations were developed to justify the resulting noise. 

Many professors of composition were hired because of their 
ability to describe, in words, the complicated theories they 
invented.  Beauty has possibly not been discussed seriously 
among professional composers since the 1930’s.  It is much easier 
to discuss compositional methods, or electronics, or acoustics 
properties, than to discuss Beauty.   Since the time of Schönberg, 
most discussions of Beauty were considered irrelevant or 
hopelessly Romantic and even naïve.   

Because Beauty has no specific meaning to anyone, 
discussion of the subject can wander in many directions.  The 
author hopes composers, with wide differences in compositional 
style, will begin to assess their work in relation to Beauty, to think 

privately and honestly about the implications of Beauty, and begin 
to discuss Beauty with other composers, and with music critics and 
conductors.  When Beauty can be talked about, and regarded as 
an essential element of music composition, the art of composition 
will regain a meaningful place in the hearts of audiences. 
 At present, I feel most new compositions have no lasting 
effect on listeners.  If a piece is performed more than once, the 
audience tolerates it -- but feels nothing.  Nothing is accomplished.  
Any discussion of Beauty needs to go beyond compositional 
methods.  Beauty as perceived by an alert concertgoer may be 
contrasted to Beauty as perceived by the composer.  The intention 
of the composer may have little relation the end result in the ears 
of an audience.  I have read articles by Schönberg that describe 
his musical intentions, perhaps his sincere artistic goals.  But, 
those goals did not result in music which audiences request to hear 
again and again, as they do the music of Beethoven. 

The prevailing theory in the 20th century was that this 
disparity was caused by the audience’s lack of sophistication.  A 
few harsh critics declared the cause was the composer’s lack of 
talent.  Neither explanation seems accurate.  Schönberg’s genius 
is easily recognizable in early works such as Verklärte Nacht 
(Transfigured Night).  Audiences are no less sophisticated than 
they have ever been.  It is important to remember, the original 
audiences for Haydn and Mozart were bored royalty.  By 
comparison, we have ideal audiences – who sit quietly and usually 
do not fall asleep.  The explanation of the disparity between 
intention and results can only be found in the self-perception of the 
composer.  How honest is the composer in assessing Beauty in his 
work?  Does the composer care about the symphony-season 
subscribers, or is the most important audience the music critics, or 
the dean of the school of music where he wants a job, or other 
composers?  Which audience is the most important?  Whose 
opinion matters most?  Does the composer hope some enlightened 
future audience will appreciate works that current audiences 
ignore?  How do music producers -- the decision-makers who 
program new works, influence the substance of a composer’s 
work?  The artistic choices any composer makes rely, to some 
degree, on which audience the composer hopes to reach.  The 
audience may change from work to work.  I feel it is important for 
composers to think clearly about whom the audience is.  Couperin 
wrote to please the tastes of The Sun King, Bach needed his organ 
gigs, Scriabin . . . .who knows?!  

Composer Beth Anderson said: “[Sometimes, the music] is 
not focused in the heart of the composer….But, composers have 
written to influence the king, or get the job playing organ at the big 
church, and the outcome has been brilliant."  

 

                 Continued on page 10 
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President’s Greeting 
by Dan Kessner 

 

 

reetings to all, along with a wish for strength to those 
of you closing out another academic year.  As 

planned, I have completed this ritual for probably the last 
time.  I thoroughly enjoyed my semester on the faculty of 
the University of Hawaii, particularly knowing it was a 
one-semester appointment.  Now I have moved into what 
I know I will enjoy even more: retirement from teaching.  
Along with this comes more time to devote to NACUSA 
operations. 

There are two areas which will become my highest 
priorities in the coming months.  First of all, NACUSA 
needs to become a more efficient organization, responsive 
to individual members' and chapters' needs in a timely 
manner.  We have definitely had our problems in this 
area, largely originating in our attempts to make the 
transition to a larger, truly national organization.  In the 
last several months, we have completely redone our 
financial and communication systems.  The process is 
nearly complete, but as many of you know there have also 
been way too many things that have slipped through the 
cracks. 

I have begun working much more closely with our 
new Correspondence Coordinator Margaret Collins Stoop, 
our new Treasurer Dwight Banks, our new Membership 
Coordinator Michael Conti, and our long-time Webmaster 
John Winsor, to ensure that all inquiries are answered 
promptly, checks are cashed right away, and chapters 
receive their funds more quickly.  I don't believe it will 
take much more to get everything in place.  This will 
obviously help us do our real job, that of presenting 
music. 

And on that topic, the other priority item is one I 
mentioned in the last issue: the next National Concert.  No 
one has yet stepped forward volunteering to produce the 
concert.  This amazes me in a way, as it is one of those rare 
opportunities when you can produce a program with the 
funds already in place!  I think the concert should be no 
later than this Fall, so that it doesn't spill over into next 
year’s Young Composers' Competition.  Please let me 
know by late summer if you are interested in doing this.  
Having the event somewhere outside of the Los Angeles 
area would be better.  Again, it entails performing the 
prize winning pieces from last year's competition and 
other works for the same instrumentation by member 
composers from across the country.  It will be paid for out 
of National funds. 

I would like to take the initial step now, and issue the 
Call for Scores (see next page).  This doesn't preclude 
someone else taking the project over in the coming couple 
of months -- it just makes sure that we get things 
happening.  I hope to hear from some of you, expressing 
your interest in producing the next National Concert. 

 

n   a   c   u   s   a 
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NACUSA NATIONAL 
CALL FOR SCORES  

 

The first phase of the Call will be by e-mail, inviting 
information only -- no scores or recordings at this 
time.  All current NACUSA members are encouraged 
to submit information on works drawn from the 
following maximum instrumentation (smaller 
combinations drawn from the list are welcome too): 
 

flute 
clarinet 
saxophone 
guitar 
harp 
percussion 
contrabass 
 

Please include the exact instrumentation, duration, a 
brief note on the relative difficulty, and complete 
contact information for the composer.  Submit this 
information by e-mail to me at: dkessner@csun.edu.  
 

Deadline: September 1, 2006 
 

 

CD Project Update 
by Karen Amrhein 
 

reetings from . . . NACUSA Composers, the premiere 
album released through the NACUSA CD Project, 

debuted in December.  The CD includes music by thirteen 
NACUSA members: Daniel Adams, Aaron Alon, Nurit 
Barlev, Jeremy Beck, Brian Conn, Nancy Bloomer 
Deussen, Chihchun Chi-sun Lee, Dimitar Ninov, Vivian 
Adelberg Rudow, James Paul Sain, Paul Stouffer, Michael 
Sidney Timpson, and John Winsor. 

The 70-minute album was produced for sale at 
NACUSA concerts and online via the national website and 
CDBaby.  It has been distributed to more than a dozen 
radio stations across the country, and submitted for review 
to publications including LaFolia.com, Sequenza21, Strings 
Magazine, and the American Music Center's 
NewMusicBox. 

Greetings from . . . NACUSA Composers is now 
available for reduced-price purchase by NACUSA 
members.  For further info please contact CD Project Chair 
Karen Amrhein at info@karenamrhein.com. 

 

 

FROM THE EDITOR 
AL BENNER 
 

rticles, articles articles!  I have no 
more.  Everybody thinks somebody 

else will send an article in, consequently, 
nobody has.  I guess the last 3 issues in which I have asked 
for articles have gone unnoticed.  I’m tired of asking.  
Maybe the internet now means nobody wants anything in 
actual print.  I don’t know.  It certainly seems to me that 
those of you in academia would like to have something 
printed next time you come up for promotion or tenure.  
Maybe that’s not such an important aspect anymore.  This 
is the last time I will “browbeat” the membership for 
assistance in filling up the newsletter.  Like last time, this is 
also a 12 page issue rather than the usual 16 because that is 
all the information I received.  One can put in only so 
much filler ‘till it is no longer meatloaf—it is just bread 
crumbs. 
 Some good opportunities are being provided through 
the National Call for Scores and the great job Karen 
Amrhein is doing with the CD project.  I hope each one of 
you takes advantage of them. 

On a personal note, not only did I turn 50 last year (see 
page 12), I have also turned into a LSU Distinguished 
Alumni (see page 9).  It is an unusual feeling to see past 
classmates and previous graduates all together being 
introduced to a “younger” generation.      I am grateful to 
LSU, Dinos Constantinides, and the Louisiana Sinfonietta 
for the opportunity to be included with such a select 
group. 
 Have a good Summer.  V  
 

 

NACUSA’s Texas Chapter presented Felipe J. Ramirez, 
Spanish born pianist widely regarded as one of the most unique 
talents of his generation, highly in demand as a soloist 
worldwide, in two concerts on May 13 at the Modern Art 
Museum of Fort Worth, and on May 25 at the Eisemann Center 
for Performing Arts in Richardson.  The concert was entitled 
“Piano Music from Texas by Legendary Composer-Pianist Scott 
Joplin and Contemporary Composers.”  Those contemporary 
composers included Daniel Adams, Lynn Job, Rafael L. 
Junchaya, Dimitar Ninov, Felipe J. Ramirez, Wieslaw V. 
Rentowski, and James Stakelum. 
 
NACUSA’s East Coast Chapter  final concert this season took 
place on June 5 at the auditorium of Christ & St. Stephen's 
Church in Manhattan.  The program featured music by three 
generations of composers all members of the East Coast Chapter.  
Performers included flutists Lisa Hansen and Margaret Stoop; 
bassoonist Richard Kandetzki; violinists Rachel Golub and Mioi 
Takeda; violist Ah-Ling Neu; cellist Adam Grabois; and pianists 
Allen Brings, Christopher Oldfather and Max Lifchitz.   Being 
performed was Margaret Collins Stoop A Night Song, Ryan 
Jesperson The Women of Leopold Bloom, David Fetherolf 
Somerville Sonata, Elizabeth Bell River Fantasy, and Max Lifchitz 
Yellow Ribbons No. 22 , Transformations No. 2, and Latin American 
Mosaic. 
 

 

All changes to membership status, address changes, or delivery of 
ComposerUSA should be either mailed to the National Office in California 

or sent via the internet to the NACUSA website. 
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Join NACUSA 

 

A non-profit organization -- successor to the 
National Association of American Composers and Conductors 

and receive ComposerUSA 
three times a year! 

 

 
 

Chapter members must also belong to the national 
organization.  Please send one check covering the total dues 

from the national and chapter membership plus any additional 
contribution you may wish to make. 

 

$25 --- National Membership dues  
$25 --- Chapter Membership dues 

(must also pay National dues) 
$15 --- Student/Senior Membership National 
$15 --- Student/Senior Membership Chapters 
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$150 --- Lifetime Membership National 
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$50-74 --- NACUSA Friend 
$75-99 --- NACUSA Patron 

$100+ --- NACUSA Benefactor 
Senior members (65 and over)  

 
 

__________________________________________________  
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__________________________________________________  
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__________________________________________________ 
City        State  Zip 
 

__________________________________________________ 
Phone        E-Mail 

New Member     Renewal     Change of Address 
 

Please make check or money order payable to the 
National Association of Composers/USA 

P.O. Box 49256, Barrington Station, Los Angeles, CA 90049  
 
 

 

Chapter members must belong to the national organization.  
National and chapter lifetime memberships are available to 
individuals (national = $150.00; chapter = $150.00). Joint 
membership is available to additional persons within a regular 
member’s household (national = $15.00; chapter = $15.00).  
San Francisco chapter members pay an additional $5.00 
activity fee.  This fee applies to all categories of membership 
(regular, student, senior, and joint).  NACUSA is a 501(c)(3) 
non-profit corporation.  Donations in the friend/patron/ 
benefactor categories are tax deductible as charitable 
contributions.  Dues aren’t; however, they are generally 
deductible as professional expenses. 
 

MEMBER NEWS 
 

Daniel Adams presented a research paper entitled “Pre-Composition 
 Sketches-One Composer¹s Approach” at the joint conference of 
 the South Central Chapter of the College Music Society (CMS) 
 and the Texas Chapter of NACUSA on March 9. 
Nancy Bloomer Deussen: Feb. 18--All day workshop of Assorted 
 Chamber Works of Nancy Bloomer Deussen, coached by the 
 composer, Northern California Chamber Music Workshop, San 
 Jose State University, San Jose, CA. 
David Rubinstein’s One-Note Concerto was premiered by the 
 Hartford Symphony Orchestra (Connecticut) in it¹s fundraising 
 Gala on May 20. The Hartford Symphony Orchestra conducted by 
 Edward Cumming is marking its 62nd season in 2005-2006 and is 
 widely recognized as one of America's leading regional orchestras.  
 One-Note Concerto, composed in 2003, combines a wide range of 
 melodies that are woven together through the reiteration of a 
 single high “B” on the piano. 
 

COMMISSIONS 
 

Adrienne Albert was commissioned by Drs. Alan Durst and 
Corey  Whitehead to compose a soprano saxophone and 
guitar duet that  will be premiered at Zipper Hall, The Colburn 
School on June 4th,  2006.  Another commission from The 
Gregg Smith Singers for  SATB will be premiered in July of 
2006 at Saranac Lake, NY. 
Al Benner was commissioned by David Winograd of the 
Hudson  Valley Brass Quintet to write a brass quintet 
arrangement of G. F.  Handel’s Marche from The 
Occasional Oratorio to be used as a  processional at several 
graduation ceremonies. 
 

“The whole problem can be stated quite simply by 
asking, ‘Is there a meaning to music?’  My 

answer would be, ‘Yes.’  And ‘Can you state in so 
many words what the meaning is?’  My answer to 

that would be, ‘No.’” -- Aaron Copland 

 

“It’s easy to play any musical instrument: all you 
have to do is touch the right key at the right time 
and the instrument will play itself.” -- J. S. Bach 

 
 
 
 
 
 

 



Vol. 12, No. 2             ComposerUSA                  Page 5 
 

 

DINOS 
CONSTANTINIDES 

 

he music of Greek born composer Dinos Constantinides 
(Boyd Professor of Composition) has been performed 

throughout the world.  He is the recipient of many grants, 
commissions and awards, including first prizes in the 1981 
Brooklyn College International Chamber Competition, the 1985 

First Midwest Chamber Opera 
Conference, and the 1997 Delius 
composition Contest Grand Prize.  
He also received the 1985 American 
New Music consortium 
Distinguished Service Award, the 
1989 Glen Award of l'Ensemble of 
New York, several Meet the 
Composer grants and numerous 

ASCAP Standard Awards.  In 1994 he was honored with a 
Distinguished Teacher White House commission on Presidential 
Scholars. 

He has received rave reviews for his orchestral music 
performed by symphony orchestras such as the English Chamber 
Orchestra, the American Symphony Orchestra, the Shenzhen 
Symphony (China), the Bohuslav Martinu Chamber Orchestra, 
the Black Sea Philharmonic (Romania), Filarmonica “Oltenia” of 

Craiova, Romania, the Annapolis 
Chamber Orchestra and the New 
Orleans Philharmonic.  Other 
performances and recordings (over 
40 CDs) have been done by the 
Slovak Radio Symphony Orchestra 
of Bratislava, the Bohuslav Martinu 
Philharmonic, the Ruse 
Philharmonic Orchestra in 
Bulgaria,the Dubrovnik Symphony, 
the Czech Moravian Philharmonic, 
the Memphis Symphony, the Ku 
Ming Symphony (China), the Rome 

Festival Orchestra, the Prism Orchestra of New York, the Polish 
Radio and TV Orchestra of Krakow, Poland and other numerous 
orchestras in the U.S.A., Australia and Taiwan, Cyprus State 
Orchestra, as well as in Greece by the Thessaloniki State 
Orchestra and the Athens State Orchestra.  

As the Director of the prestigious Louisiana State University 
Festival of Contemporary Music for 22 years, Constantinides 
presented the top composers of the continent including Carlos 
Chávez, John Cage, Milton Babbitt, Karel Husa, and Ernst 
Krenek among others.  

He has written over 230 compositions, most of them 
published, for all mediums including his opera Intimations 
winner of two Awards, his opera Antigone and six symphonies of 
which the 2nd Symphony earned him the Artist of the Year 
Award of Louisiana. 

Constantinides has served on the Board of Directors of many 
national societies in the U.S.A., including the Society of 
Composers (SCI), College Music Society, National Composers of 
U.S.A. and Music Teacher National Association (MTNA).  He is 
a member of ASCAP and has been an evaluator for the 

MacArthur Foundation and the National Endowment for the 
Humanities. 

He was educated in Greece at the Ioannina, Greek, and 
Athens Conservatories and in the USA at the universities of 
Indiana, Michigan State and the Juilliard School.  His teachers 
included Tony Schultze, Marios Varvoglis, Yannis Papaioannou, 
Leda Kouroukli, Olga Menjou, George Lykoudis, Ivan Galamian, 
Dorothy DeLay and Josef Gingold.  Constantinides was a 
member of the violin section of the State Orchestra of Athens in 
Greece for over 10 years, and played in the Indianapolis 
Symphony and Baton Rouge Symphony (Concertmaster) in the 
USA for many years. 

He is presently Boyd Professor, the highest academic rank at 
Louisiana State University, head of the Composition area, and 
Music Director of the Louisiana Sinfonietta. 

 

DAN PINKSTON 
 

an Pinkston was born December 1, 1972 in Abidjan, Ivory 
Coast.  The son of American missionaries, he returned to the 

united States to study music at Ouachita Baptist University.  
Pinkston continued his composition study at Southwestern Baptist 
Theological Seminary in Fort Worth, Texas, earning a Master of 
Music degree in 1997, and a Doctorate of Musical Arts Degree in 
2000. 

Pinkston is currently assistant professor of music theory and 
composition at Simpson College in Redding, CA.  Previously, he 
taught as adjunct professor of music theory and composition at 
Dallas Baptist University and Southwestern Baptist Theological 
Seminary, teaching courses in 20th century theory, composition, 
guitar, and music technology. 

Among Pinkston’s many compositions are a setting of four 
New Testament canticles for choir and orchestra.  Entitled 
Canticles, this piece includes Nunc Dimittis, for which Pinkston 
won the 2000 American Choral Director’s Association Brock 
Memorial Composition Contest.  The Nunc Dimittis is published 
by Warner Bros. Publications under the Lawson Product Line. 
 Other composition awards include the 1999 AustinProChorus 
Composition Contest, the 2000 Delta Omicron International 
Music Fraternity Composer’s Contest, and the 1998 American-
Romanian Team for the Arts Composition Contest.  Recent 
commissions include the Concerto for Clarinet for clarinetist 
Michael Thrasher, Victimae Paschali Laudes for Renaissance 
Consort of Ft. Worth, and the Delta Omicron Thor Johnson 
Commission for a work for clarinet and piano that was premiered 
at the 2003 Delta Omicron Convention.  ASCAP Standard 
Awards have been granted since 2001. 
 Many of Pinkston’s woodwind hymn arrangements have been 
published, including Three Hymns for Clarinet and Piano 
(Morning Star Music Publishers), Nothing but the Blood of Jesus 
(Light of the World Music), and He Leadeth Me (Light of the 
World Music). 
 Pinkston and his wife, Lori, live in Redding, California. 
 

“If a composer could say what he had to 
say in words he would not bother trying to 

say it in music.” -- Gustav Mahler 

T 

MEET THE 
COMPOSERS 

 D 
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PERFORMANCES 
 

Daniel Adams: Mar. 10— 
Premiere of Ambivalence 
Recalled for flute solo by 
guest artist Danilo Mezzadri 
on a concert presented at 
the joint conference of the 
South Central Chapter of the 
College Music Society 
(CMS) and the Texas 
Chapter of NACUSA, Texas 
State University, San 
Marcos.  Also performed on 
Mar. 9 at the same 
conference was Embracing 
Personal History for violin 
solo by Texas State 
University Faculty Artist 
Paula Bird. 
March 7—Premiere of Concerto for Timpani, Percussion, and 
Winds, Robert McCormick performing the solo timpani part with 
the USF Wind Ensemble under the direction of William Wiedrich, 
University of South Florida Center for Visual and Performing Arts, 
Tampa, FL. 
Mar. 6—Premiere of Concerto for Marimba and Percussion 
Ensemble by the USF Percussion Ensemble, conducted by 
Robert McCormick, solo marimba by student percussionist Beran 
Harp, University of South Florida Center for Visual and Performing 
Arts, Tampa, FL. 
Feb. 10--Between Stillness and Motion for piano solo, was 
performed by Jeri-Mae G. Astolfi at the Region VI Conference of 
Society of Composers, Inc. held at Rice University in Houston, TX. 

 

Adrienne Albert: May 29-June 8—Nightfall for bassoon and piano, 
 Kimberly Buchar Kelley, bassoon, The Glickman-Popkin Bassoon 
 Camp in Little Switzerland, NC 

May 15—Winter Solace for alto saxophone and piano, Nathan 
 Heald, alto sax, California State University, Fresno, Fresno, CA. 

May 11—Sunswept by Susan Greenberg, flutist with the Los 
 Angeles Chamber Orchestra, and Delores Stevens, piano, co-
 director of Chamber Music Palisades Mu Phi Epsilon Los Angeles 
 Alumni Chapter Concert, Pacific Palisades, CA. 

May 5—Nuevo Tango by Alan Durst, soprano saxophone, and 
 Corey Whitehead, guitar, Fresno Art Museum, Bonner Auditorium,
  Fresno, CA. 

Apr. 21—Sam’s Dance by Alice Lenaghan, flute, and Jana 
 Olvera, piano, on a series titled “Who's Afraid of Modern Music,” 
 Davis Chamber Music Group, Unitarian Universalist Church of 
 Davis, Davis, CA. 

Apr. 2—Reflections for soprano saxophone and piano, Alan 
 Durst, soprano sax, Cal State Fresno, Fresno, CA.  Also on Apr. 1 
 by Marcus Zellous, soprano sax, and Natasha Kislenko, piano, 
 California State University, Fresno, Fresno, CA. 

Apr. 2—Weaver of Dreams for SATB and piano, Homer High 
 School Choir and Community Choir, Mark Robinson, director, 
 Kenai High School, Kenai, AK.  Also on Apr. 1 by the same group 
 in Homer, AK.  On Mar. 5 this same group toured Italy and 
 performed Weaver of Dreams in various cities including Rome. 

Mar. 27—Doppler Effect by David Shostac, principal flute with the 
 Los Angeles Chamber Orchestra, David Low, cello, and Natalie 
 Dalschaert, piano, Rancho La Puerta, Tecate, Mexico. 

Mar. 26—Climate Control for French horn and piano, Jacqueline 
 Shannon, horn, Mu Phi Epsilon Conference, Cal State Dominguez 
 Hills, CA. 

Mar. 23— Reflections for saxophone quartet, students of Alan 
 Durst performing, Cal State Fresno, Fresno, CA. 

Mar. 19—Doppler Effect by Alicia Kosack, flute, Kimberly Buchar 
 Kelley, bassoon, and Ken Osowski, piano, Recital Hall, Music Arts 
 and Communication Building, York College of Pennsylvania, York, 
 PA.  Also on Feb. 19 by Alicia Kosack, flute, Kim Buchar Kelley, 
 bassoon, and Rebecca Wilt, piano, at the Mid Atlantic Flute Fair, 
 Dulles, VA. 

Mar. 12—Doppler Effect by Guy Few, trumpet, Nadina 
 MackieJackson, bassoon, and Stephanie Mara, piano, Kitchener  

 
 

 

Waterloo Chamber Music Society, Kitchener, Ontario, Canada.  
 Premiere on Feb. 24 by Guy Few, trumpet, Antonio Gonzales 
 (from Mexico), bassoon, and Naomi Edemariam (from Canada), 
 piano, Rolston Recital Hall, The Banff Centre, Banff, Canada. 

Feb. 25—Japanese Gardens by The Newstead Trio, Michael T. 
 Jamanis, violin, Sara Male, cello, and Xun Pan, piano, Sturges 
 Center for the Fine Arts, San Bernardino, CA.  Also Feb. 23 by the 
 same group in the Performing Arts Center, Borrego Springs, CA. 

Feb. 3— Reflections by Richard Heinberg, violin, and Ralph 
 Kessler, piano, Walnut Creek, CA.  
 

Karen Amrhein: May 20-21--Little Nemo in Slumberland by the 
 Harford Ballet Company, with chamber orchestra conducted by 
 Harlan Parker, in the Amoss Center at Harford Community 
 College, Bel Air, MD. 

Apr. 15--Two, for Moonlight for flute and guitar by The Billington 
 and Gonzalez Duo, at The Barnacle Historic State Park, Coconut 
 Grove, FL. 
 

Beth Anderson: Apr. 24—Quilt Music by pianist Artis Wodehouse at 
 Merkin Hall, New York, NY. 
 Mar.—Nightsong by soprano Francoise Vanhecke and viola and 
 piano at a festival from Lysight in Brussels. 
 Mar. 29—Premiere of Winter Solstice by the Silsbee Project 
 (soprano, Penny Kimbell, mezzo-soprano, Cynthia Mellon, piano, 
 Sarah Meneely-Kyder and friends) on the Women’s Work series at 
 Greenwich House Arts, Manhattan, NY. 
 Mar. 7—Cat Songs for baritone and piano and Pennyroyal Swale 
 for string quartet at the Lipinski University of Music in Wroclaw, 
 Poland. 
 Mar. 1—August Swale by the Quintet of the Americas on the 
 Women’s Work series, Greenwich House Arts, Manhattan, NY. 
 

Al Benner: May 28--G. F. Handel’s Marche (arr. brass quintet) by the 
 Hudson Valley Brass Quintet, Graduation Commencement 
 Exercises, Vassar College, Poughkeepsie, NY.  Also on May 24 
 by the same group on the Graduate Commencement Exercises, 
 State University of New York at New Paltz, New Paltz, NY.  
 Premiere was on May 19 by the same group at the Undergraduate 
 Commencement Exercises, State University of New York at New 
 Paltz, New Paltz, NY.  

May 14--St. Norbert College Alma Mater by the SNC Concert 
 Choir and Band; Kari Devine, conducting, 2006. SNC 
 Commencement, Schuldes Sports Center, St. Norbert College, De 
 Pere, WI. 

May 4—Blessed Sacrament, Fugue in A minor, Backwoods 
 Hoe-down and Three Random Pieces by Austin Kim, violin, and 
 Samuel Feske and Katelyn Woodard, cellos, Louisiana 
 Composers Consortium Concert #24, Recital Hall, Howard Center 
 for Performing Arts, Louisiana Tech University, Ruston, LA. 

Apr. 30--Premiere of Three Random Pieces (arr. string trio) and 
 Blessed Sacrament by Austin Kim, violin, and Samuel Feske 
 and Katelyn Woodard, cellos, LSMSA Chorale/String 
 Ensemble/Wind Ensemble/Encore! concert, Treen Auditorium, 
 Louisiana School for Math, Science and the Arts, Natchitoches. 

Apr. 24--Louisiana Sunshine (orchestra) on the Side-by-Side 
 Educational Concert, Rapides Symphony Orchestra, Joshua Zona, 
 conducting, Coughlin Saunders Performing Arts Center, Alexandria. 

Apr. 11—Premiere of A Psalm of Life (voice/piano) on the 2006 
 Colloquia Series—Lisa M. Benner Faculty Recital, Lisa Benner 
 (soprano) and Patrick Widhalm (piano), Treen Auditorium, 
 Louisiana School for Math, Science and the Arts, Natchitoches. 

Mar. 9—Premieres of Blessed Sacrament and Fugue in A minor 
 (string trio), along with Backwoods Hoe-down by Austin Kim, 
 violin, and Samuel Feske and Katelyn Woodard, cellos, Louisiana 
 Composers Consortium Concert #23, Treen Auditorium, Louisiana 
 School for Math, Science and the Arts, Natchitoches, LA. 

Feb. 5--Illumination (string orchestra) atThe LSU 61st Festival of 
 Contemporary Music, A Concert of Distinguished Alumni 
 Composers, Louisiana Sinfonietta, Dinos Constantinides, 
 conducting, LSU School of Music Recital Hall, Louisiana State 
 University, Baton Rouge, LA.   
 

Join NACUSA 
 

 
 

The following reflects 
performances that took place 

through May 2006 
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Nancy Bloomer Deussen: Apr. 22--Ascent to Victory by the Mission 
 Chamber Orchestra conducted by Emily Ray, Le Petit Trianon,  San 
Jose, CA. 
Daniel Kessner: May 12--River of Time (2001) by the Cal State 
 Northridge Symphony Orchestra, John Roscigno conductor, at the 
 CSUN Performing Arts Center. 

May 2--Equali VI performed by the Cal State Northridge  Percussion 
Ensemble, John Magnussen conductor, in the CSUN  Music Recital Hall. 

Mar. 3--Premiere of String Quartet No. 3 (2004) at the annual Cal  State 
Northridge Faculty Composers’ Recital, CSUN Music Recital  Hall. 

Feb. 27 - Premiere of Interconcerto (2005), version for Richard Kravchak, 
Julia Heinen, clarinet, and the University of Hawaii Wind Ensemble, Grant 
Okamura conductor.  
Feb. 8, 11--Micro-Images (2004) for solo flute, at Cal State Long Beach 
and Cal State Northridge by British flutist Carla Rees. 

Joseph Nocella: Mar. 12--Saxophone Sonata by Samuel Lorber, 
 saxophone and the composer, piano at the Swarthmore Friends  Meeting 
House on the Swarthmore College Campus sponsored by  the Faculty 
Concert Series of Suburban Music School. 
Deon Nielsen Price: May 15--Angelic Piano Pieces, the composer, 
 piano, Stetson University, DeLand, FL.  Also on Mar. 26, California  State 
University, Dominguez Hills, CA. 

Mar. 9--To All Women Everywhere, song cycle, Lynda Sue  Marks-
Guarnieri, soprano; Berkeley Price, clarinet, the composer,  piano, Los 
Angeles, CA. 

Mar. 5--Ein Haus des Betens and A House of Prayer, West Los 
 Angeles German Choir (SATB), the composer, conducting, Los  Angeles 
CA. 

Jan. 21--Yellow Jade Chinese Banquet by Berkeley Price,  clarinet; the 
composer, piano, on a Chinese New Year  Celebration, Kodak Theater, 
Hollywood, CA  
William Price: May 4--Interstice: Grist for the Mill for digital media, 
 SHSU Electronic Music Concert, Sam Houston State University, 
 Huntsville, TX. 

Apr. 18--Boogaloo: Rough and Tumble on the SFASU  Percussion 
Ensemble Concert, Stephen F. Austin State  University, Nacogdoches, TX. 

Mar. 11-- Tantric Dreams of a Lotus Blossom with Deborah  Mauldin, 
dancer, on the BAMA Mix Collaboration Concert,  Children's Dance 
Foundation, Birmingham, AL. 

Jan. 26--Remembrance II for alto saxophone and piano and  Hook, 
Line and Sinker for clarinet, saxophone, and piano, by  Brian Utley, 
saxophone; Christopher Ayer, clarinet; and Kae  Hosoda-Ayer, piano, Stephen 
F. Austin State University,  Nacogdoches, TX. 

Dec. 11--Elegy: The Magnolias at Twilight for string orchestra,  by 
the Louisiana Sinfonietta, Dinos Constantinides, conductor,  Louisiana 
Sinfonietta Concert, Louisiana State University Recital  Hall, Baton Rouge, 
LA. 
Godwin Sadoh: Feb. 19-- Glory Be to the Lord [from “25 Preludes  on 
Yoruba Church Hymns”], by organist Wendy Covell, First  Parish Unitarian 
Universalist Church, Arlington, MA.  Also by  organist Candace Goff, on Jan. 
22, Grace Lutheran Church, Des  Moines, IA. 

Feb. 4--Ore Ofe Jesu [from “Nigerian Suite No. 1”], by organist  Carson 
Cooman, Trinity Episcopal Cathedral, Pittsburgh, NY. 

Jan. 21-- A Suite of Nigerian Folk Songs for String Quartet by  the 
Louisiana Sinfonietta, LSU School of Music Recital Hall, Baton  Rouge, LA. 
Alex Shapiro: Feb 18–Shiny Kiss by flutist Erin Lesser of the The  American 
Modern Ensemble, in New York, NY.  Also on Feb. 15  by Erin Lesser in 
Bronxville, NY. 

Feb 4–Bioplasm by the Los Angeles Flute Quartet on the Santa  Clara 
University New Music Festival in Santa Clara, CA.  Also on  Jan. 31 by the 
Los Angeles Flute Quartet on the Composers, Inc.  series in San Francisco, 
CA.  

RECORDINGS 
 

Adrienne Albert: Western Suite for Orchestra was released on ABC 
 Classics with the Tasmanian Symphony Orchestra conducted by  Sean 
O'Boyle.  Titled “Soliliquy,” it is one of the first releases  under the new ABC 
Atmospheres Series. 
Songs of Light, Songs of Shadows, music by Timothy J. Brown,  has 
recently been released by Capstone Records.  The first song  cycle uses 
texts by Mark Doty, and is performed by Justin Ryan,  baritone; Mary Jo 
Peña, piano; Michi Wiancko, violin; and Javier  Diaz, percussion.  The 
second cycle is scored for baritone and  piano only, and uses poems by Pablo 
Neruda which make  reference to light or darkness.  The Neruda pieces are 
set in  Spanish.  The CD was recorded at The Looking Glass Studios in 
 New York City, and is available at www.capstonerecords.org. 
 

PUBLICATIONS 
 

Al Benner: A Psalm of Life for voice and piano [CP#331] and an 
 arrangement of G. F. Handel’s Marche for brass quintet [CP#333]  by 
Conners Publications. 
 

William Price: Remembrance for trumpet and piano; Memphis  Skies for 
brass quintet; and Three Diminutive Movements for  solo tuba by 
Cimarron Music Press, Ledyard, CT. 
 

Godwin Sadoh: Clap Your Hands for SATB with piano; Ose Baba  for SATB 
with piano; Keresimesi Odun De for SATB with piano;  Gbo Ohun Awon 
Angeli for SATB with piano; Akoi Wata Geri for  SATB with piano; Ise 
Oluwa for SATB with piano; Kabiyesi  Hosana for SATB with organ; 
Nigerian Suite No. 2 for organ solo;  and Twenty-five Preludes on 
Yoruba Church Hymns for organ  solo, by Wayne Leupold Editions, N.C.  
Also, the following  published scholarly articles: "The Creative Experience of 
a  Contemporary Nigerian Composer," Living Music, vol. 20, no. 1  [Spring 
2005]: 6-9; "A Historical Survey of Congregational Singing  and Hymnody in 
Nigeria," The Hymn, vol. 56, no. 3 [Summer  2005]: 31-38; and "Fela 
Sowande: The Legacy of a Nigerian Music  Legend," The Diapason, vol. 96, 
no. 12 [December 2005]: 22-23. 
 

BROADCAST NEWS 
 

Three cuts from Greetings from . . . NACUSA Composers (the  NACUSA 
CD Project album) were broadcast in April on WDAV-FM  89.9, Davidson, 
N.C.: Brian Conn: “Hostias” from Requiem was  broadcast on April 8; 
Nancy Bloomer Deussen: “In Movimento”  from Trio for violin, cello, and 
piano was broadcast on April 7; and  Vivian Adelberg Rudow: The Bare 
Smooth Stone of Your Love  was broadcast on April 6. 
 

Daniel Adams: Mar. 4--Shadow on Mist for flute and percussion 
 ensemble was broadcast on The Power of Percussion as part of  the 
“Works for Me” series on Radio Hong Kong hosted by  Christopher 
Coleman.  Shadow on Mist is recorded on the  Capstone Records and is 
performed by Kim McCormick, flute, and  the McCormick Percussion 
Ensemble, conducted by Robert  McCormick. 
 

Karen Amrhein: Little Nemo in Slumberland was broadcast on  WDAV-
FM 89.9, Davidson, N.C., on April 19th and January 31st,  and on WBJC-
FM 91.5, Baltimore, MD on January 13th.  The  Hamilton Street Concerto 
for guitar and chamber orchestra was  broadcast on WDAV on April 17th 
and February 4th.  Both  recordings feature the Slovak Radio Symphony 
Orchestra, under  the direction of Kirk Trevor. 
 

William Price: Apr. 19--A Crime of Passion, Ignorant Bliss #3,  Spline, 
Interstice: Grist for the Mill, 2 Days in the Tank, Tantric  Dreams of a 
Lotus Blossom, and Let Freedom Ring (all for  digital media) on 
Art@Radio Broadcast, MBC, Baltimore, MD.   Apr. 3--Tantric Dreams of a 
Lotus Blossom on Foldover, Radio  Broadcast, WOBC 91.5 FM, Oberlin, 
OH, Tom Lopez, host.  

Mar. 20--Three Short Pieces for digital media and 2 Days in the 
 Tank,  Foldover, Radio Broadcast, WOBC 91.5 FM, Oberlin, OH.  
 Feb.7--A Prayer for the Forgotten for saxophone quartet on 
 “Resonance: Chamber Music, Vol. I,” Canary Burton, host, The  Latest 
Score, WMOR 92.1FM, Provincetown/Cape Cod,  MA. 

 
 

AWARDS 
 

Daniel Adams received an ASCAPLUS Award from the American  
Society of Composers, Authors, and Publishers. 

 

NATIONAL ASSOCIATION OF COMPOSERS, USA 
 

“Music creates order out of chaos: for rhythm imposes 
unanimity upon the divergent, melody imposes 
continuity upon the disjointed, and harmony imposes 
compatibility upon the incongruous.” -- Yehudi 
Menuhin 

http://www.capstonerecords.org
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NACUSA CONCERTS 
Virginia Chapter 

NACUSA Concert 
 

Saturday, February 25, 2006, 12:00 PM 
Turner Auditorium, Chowan College, Murfreesboro, VA 

 

Performers 
Jena Chenkin, viola; Marlene Ford, horn; Robert Ford, trombone; James 
Guthrie, cello; Arkady Heifets, violin; James Herbison, cello; Lori Shipley, 

flute; Elaine Swinney, violin; Beth Tomassetti, piano; Jeanette Winsor, piano; 
John Winsor, clarinet 

 

B-flat Clarinet Sonata . . . . . . . FLOYD CARLESTON BARNES 
John Winsor, clarinet 

Jeanette Winsor, piano 
 

Two Duos for Viola and Cello . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
. . . . . . . . . . . . . . .JERALDINE SAUNDERS HERBISON 

Jena Chenkin, viola 
James Herbison, cello 

 

The Norwegian Lady (1996). . . . . . . . . . . . . . .JOHN WINSOR 
Rita Addico-Cohen, soprano 

John Winsor, clarinet 
James Herbison, cello 
Jeanette Winsor, piano 

 

Ave Verum Corpus . . . . . . . . . . . . . . . . . JAMES M. GUTHRIE 
The Chowan Singers 

Gregory Parker, director 
Paula Presnell, piano 

 

The Labyrinth at Chartres (2003) 
The Seven Last Words of Christ (2005) . . . . . . . . . . . . . . . . . . . . . . . 
. . . . . . . . . . . . . . . . . . . . . . . . . W. JŐRDAN FITZHUGH 

The Con Brio Choir of Grace Episcopal Church 
Greta Reed, conductor 

 

 

Texas Chapter 
NACUSA Concert 

This concert was part of the First NACUSA Texas Conference,  
held at Texas State University in San Marcos, Texas,  

from March 9 through March 11, 2006. 
 

Thursday, March 9, 2006, 2:30 PM 
Evans Auditorium, Texas State University, San Marcos, TX 

 

Ave Maria (1999) . . . . . . . . . . . . . . . . . . . . . . . .ROB DEEMER 
Texas State Wind Ensemble 

Rod Schueller, director 
 

Mosaics (1999) . . . . . . . . . . . . . . . . . . . . . TIMOTHY KRAMER 
Texas State Wind Ensemble 

Rod Schueller, director 
 

Arcangelo Red (2005) . . . . . . . . . . . . . . . . . . . . . . . LYNN JOB 
Lori Wooden, bassoon 

 

Three Essays (1997) . . . . . . . . . . . . . . . . . . . . . . NEIL FLORY 
Eileen Meyer Russell, trombone 

 

Jazz Set . . . . . . . . . . . . . . . . . . . . . . . . . . .WILLIAM O. SMITH 
Sandra Mosteller, clarinet 
John Cipolla, bass clarinet 

 

Colonnades . . . . . . . . . . . . . . . . . . . . . . . . . . MARK FRANCIS 
Stephen Hager, French horn 

Jack Laumer, trumpet 
 

Embracing Personal History (2003) . . . . . . . . DANIEL ADAMS 
Paula Bird, violin 

   
 

East Coast Chapter 

Annual East Coast Chapter Spring Concert 
 

Monday, March 13, 2006, 8:00 PM 
Christ and St. Stephen’s Church, New York, NY 

 

Night Flight (2002) . . . . . . . . . . . . . . . . . . .GEOFFREY KIDDE 
Geoffrey Kidde, flute 

 

Duoloque 8 (2002) . . . . . . . . . . . . . . . . . . . . . .ALLEN BRINGS 
Deborah Wong, violin 
Adam Grabois, cello 

 

Songs for the Occasion (2004) .STEFANIA M. DE KENESSEY 
Sahoko Sato, mezzo-soprano 
Stefania de Kenessey, piano 

 

Spectrum (1998) . . . . . . . . . . . . . . . . . . . ELLIOT SCHWARTZ 
John Boden, horn 

Richard Francis, cello 
Scott Vaillancourt, tuba 

 

Implications (1979) . . . . . . . . . . . . . . . . . . . . . . MAX LIFCHITZ 
Max Lifchitz, piano 

 

 

NACUSA members at IAWM 
Congress in Miami 

 

or several years, NACUSA has been affiliated with the 
International Alliance for Women in Music (IAWM).  

Several current and former NACUSA members participated 
in the very successful IAWM International Congress on 
Women in Music at Florida International University in Miami, 
May 10-13, 2006. 

NACUSA composers whose works were performed 
during the ten concerts included Maria Niederberger (TN): 
Soliloquy: 1841 Lives (Cindy's Lament), Paul Green, clarinet; 
Ruth Schonthal (EC): The Canticles of Hieronymus, Margaret 
Mills, piano, and 5 Oceanic Preludes (#1 #2, #3), Daniel 
Venegas, piano; Hsaio-Lan Wang (Nat.): Hard-boiled 
Wonderland for video and digital music, Daniel Zajicek 
(images); Elizabeth Bell (EC): Perne in a Gyre, Lisa Cella, flute; 
E. Michael Richards, clarinet; Airi Yoshioka, violin; and a 
cellist; and Deborah Kavasch (Nat.) The Fox and the Grapes, 
sung by the composer.  Jeannie Pool (LA) presented her full-
length documentary film: Peggy Gilbert and Her All-Girl Band, 
which included 36 minutes of Pool's original music. 

Deon Price (LA, TN, TX, EC) performed with Berkeley in 
the Price Duo Three-Piece Suite by Madeleine Dring and Tibet 
Scene and Zhaxi Island Rhapsody by Li Yiding.  David Zea (LA) 
made an impressive display about his archival work on the 
music of Catherine Urner and her mentor Charles Koechlin.  
Carol Worthey (LA), as a member of the IAWM Board, 
moderated a lively panel discussion on the state of 
contemporary music by women in many parts of the world. -- 
reported by Deon Nielsen Price 

                                    

F 
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by Shane Monds 
 

A Concert of Distinguished  
Alumni Composers; 
Louisiana Sinfonietta, Dinos 
Constantinides, director, 
Baton Rouge, LA; The LSU 
61st Festival of Contemporary 
Music; February 5, 2006 

 

he Louisiana State 
University School of 
Music Recital Hall 

was especially blessed on a 
Sunday afternoon during the 

first week of February when the Louisiana Sinfonietta 
presented a string orchestra concert featuring seven works 
by seven different distinguished LSU Alumni.  This concert 
marked the beginning of the Louisiana State University’s 
61st Festival of Contemporary Music and brought not only 
music to the recital hall but honor and praise.  These 
composers each carry a number of recognitions from both 
national and international organizations, and to be in the 
presence of such a coterie of professors/composers that 
were able to attend was quite a special occasion. 
 Opening the concert was a composition by Hubert Ho 
titled Conversations for String Orchestra.  This piece was first 
premiered by the Louisiana Sinfonietta in 1993 and 
received later performances that following year in the 
Kennedy Center, Washington D.C.  The piece seemed to 
seek a true conversation between instruments and motives.  
Often one set of strings would present his motif and a 
counter melody would appear in another set of strings.  
This feeling of answer without imitation is quite intriguing 
and undoubtedly where the piece gets its title. 
 Following Ho’s piece was Night Music by David Penri-
Evans; it was given a short introduction by the composer 
giving some insight to the music beforehand.  The piece 
itself was somewhat sentimental in nature and traditional in 
orchestration.  Its overall form although unclear seemed to 
be in a five-section form where the first section appeared at 
the end, thus resembling arch form.  It seemed to be sincere 
emotion and composed mostly on intuition and aesthetic 
thus giving the audience a real sense of the composer’s 
feelings. 
 Much like the piece that preceded it, Al Benner’s 
Illumination is quite emotional.  It was originally the Tenth 
Anniversary Commission of the Sinfonietta and premiered 
by that group in 1991.  It is a spiritual piece influenced by 
the music and philosophy of Charles Ives.  Although it 
incorporates several well-known hymn tunes, it 
predominantly focuses on one particular one.  The overall 
form is in three sections, where each preceding section is 
about half the length of the prior one.  The opening section 
contains very “jumbled” snippets of the main hymn tune 
while exploring various contemporary string sounds.  The 
middle section is a fugue with the actual hymn tune played 
backwards.  The final section seems to be the first time the 
audience fully recognizes the hymn tune as Benner exposes 
it with a lush string sound.  This gives the piece some final 
emotional definition after following the semi-stream of-
consciousness sections. 

 Richard Adam’s In Good Times concluded the first half 
of the program, and although the preceding pieces were 
somewhat reminiscent of tonality, this one showed almost 
complete tonal writing.  This piece was light-hearted and 
somewhat lively.  Its brevity (being only 5 or 6 minutes) 
added to its effervescent quality and gave the listener a 
cheerful ear before intermission. 
 Suite North by Aris Carastathis began the second half of 
the program and was a wonderfully crafted piece.  It was 
commissioned by Music Canada 2000 Festival Inc. and was 
premiered in Canada on October 1, 2000.  The most 
intriguing quality of this piece was its effectiveness in 
capturing the feeling of an icy northern area.  Thin violin 
melodies seemed to resemble the cold and its desolation. 
 Following Suite North was a world premiere piece by 
Vernon Taranto.  Three Frenzied Bagatelles were nothing 
short of miniature masterpieces.  His atonal language came 
through quite effectively on this piece, but still contained a 
strong sense of motivic direction.  The title bagatelle and 
brevity of each movement harkened back to Webern’s Opus 
5 (Five Pieces for string quartet) where the atonal language 
finds quite a bit of lyricism in a short non-serial form. 
 Closing the concert was Stephen Lias’s Pursued, which 
was originally intended to be a world premiere as well.  A 
surprise award by the Kremlin Chamber Orchestra 
provided the premiere performance of this work a week 
after it arrived in Baton Rouge.  This piece, much like the 
piece that closed the first half, was quite strong tonally and 
was somewhat similar to film music.  Its effort to create the 
feeling of “being pursued” was accomplished with ease by 
the composer as the audience felt clear direction and intent 
in the piece. 
 Overall, the concert praised LSU and its School of 
Music for producing a fine set of composers and an adept 
ensemble.  The concert was quite successful, and it marked 
the beginning of another remarkable Festival of 
Contemporary Music. 
 

 
  

L to R: Dr. David Penri-Evans, Dr. Stephen Lias,  
Dr. Dinos Constantinides, Dr. Vernon Taranto, Jr., 

and Dr. Al Benner 
 

Concert 
Review 

 
T 
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Classical Music  Continued from page 1 
 

 On a practical level---I believe composers need to please the 
audiences of our time as much as Haydn needed to please his 
royal benefactors.  Thankfully, few of us need to compose toe-
tapping march music for Stalin, as Shostakovich did (his life 
depended on it.)  I do not think the composers of the 20th century 
avant-garde concerned themselves with the economic facts: 
Symphony subscribers keep the lights turned-on in Symphony 
Hall.  

The future of orchestral music cannot rely forever on the works 
of the past.  I believe we need to write music that is within certain 
parameters of harmony, melody, and rhythm (meaning, perhaps: a 
lot of chords built on triads, using dissonance sparingly).  The 
parameters are very wide, and loosely based on the audience's 
past experience.  Several weeks ago I made a list of the 100 most 
requested classical works from radio-station listener-response 
polls.  For the most part, listeners all choose the same pieces.  To 
me, this indicates there is a common language in these works -- 
which reaches everyone.  New works can expand on that common 
language and remain within the parameters of what audiences 
might enjoy.  I have not reached any final conclusion about which 
parameters of harmony, melody, rhythm, or form need to be 
retained, and which can be tossed.  My sense is something must 
be retained, for a new work to be understood and enjoyed by an 
audience.   

In discussing Beauty, distinctions need to be made between, 
popular appeal, current fads, and enduring value.  John Williams, 
Jerry Goldsmith, and other film composers deserve admiration for 
their highly skilled craftsmanship.  John Williams, in particular 
invents melodies that hundreds of thousands of people enjoy and 
recognize.  This kind of accomplishment is worthy of respect, but 
is not as valuable as the accomplishment of Bach or Mozart.  John 
Williams himself would be this first to acknowledge this fact. 
 Instant appeal is not a primary element of Beauty.  Sometimes 
a work of Art has that instant appeal, sometimes it does not.  The 
current “-ism,” in fashion with critics, or in academia, is also an 
inaccurate means to judge Beauty.  Talking with composers over 
70 years of age---I realize how quickly fads fade, even in Classical 
Music.  Our elders have witnessed four or five major “artistic 
revolutions” come and go during the last 70 years.  The best of 
these composers followed their own innate instinct, and defined 
Beauty in their own way -- completely apart from the fads.  

Below I have attached quotes from composers and music 
critics, regarding Beauty and the history of musical fads of the 20th 
century.  We, the currently active composers, have a responsibility 
to ourselves, and to our audiences to think carefully about what we 
create, and why we create. 
 

“I am not a “modern composer” in the strictest sense of the 
term, because my music, far from being “revolution,” is 
“evolution.”  I have never attempted to overthrow the accepted 
rules of harmony and composition.  On the contrary, I have 
always drawn liberally from the masters for my inspiration.  (I 
have never ceased studying Mozart!)..Great music, I have 
always felt, must come from the heart.   Any music created by 
technique and brains alone is not worth the paper it is written 
on.  Music, I feel, must always be emotional first, and 
intellectual second.  That is why, in composing, I have never 
been tempted by the radical style of the young and very 
interesting composers.  And so, although as experiments there 
may be something to say in defense of all this music, it is, in 
my opinion, an artistic failure.  Then, besides being cerebral, 
‘modern music’ is for the most part, very ugly.  And music, I 
insist, must in spite of everything be beautiful.”  
-- Maurice Ravel, composer c. 1935 

 

"As to beauty in music, I try very hard to inject elements of it in 
every work. Music for me is not cerebral.  Rather, it is visceral 
and I agonize over every note.  Without beauty, music is 
empty." -- Benjamin Lees, composer 2003 (letter to author) 

 

“A composer writing for a larger hall loses a good deal of the 
freedom afforded by the smaller one.  Melodies, in order to be 

understood, must be written so that the physical and mental 
distance between the performers and the listeners cannot 
distort them.  In rhythm, metrical structures will push 
themselves into the foreground, due to their greater 
intelligibility.  Thus rhythmic patterns which, in order to be 
grasped intelligently, require a keen analytic mind on the part 
of the listener, ought to be avoided.  Rapidly moving harmonies 
or harmonies of too great a complexity are not advisable, for 
the same reason.  It is striking to see how sensitive our 
classical masters were in this respect. The technique of their 
symphonic works is essentially different from that of their 
chamber music, although the basic material is identical.” 
-- Paul Hindemith, composer, 1949 

 

[NOTE:   Hindemith noticed, and greatly admired, the sensitivity of 
Haydn, Beethoven, and other old master composers, regarding the 
acoustic properties of large and small performance halls.  Some 
contemporary composers -- with all the science of acoustics, and 
sound engineering at their fingertips -- manage to ignore basic 
properties of sound.  Melodies and harmonies get meddled in a 
large space -- music must be written to accommodate that physical 
fact.] 
 

“Real music soars above class society.  Musical careers have 
a lot to do with class and money, but they don’t influence 
society’s acceptance of the music. . . . [Regarding self-
promotion] . . . It takes just as much intelligence to invent a 
synthesizer, or to make a crowd-pleasing poster for your 
concert, as it does to make beautiful music.  But doing those 
other activities does not make you a composer, though they 
may add to your career, or your savings account.  Being a 
composer of playable music still does not guarantee beauty.  
That’s a problem you have to solve for yourself.    

 

"Beauty got a bad name some time after the First World War.  
Musical craft (ear training, orchestration, the real reasons for 
voice leading, etc.) was hardly taught in the 1960’s and ‘70’s, 
probably because of the revolt against a tradition that could 
allow the war in Vietnam to happen.  Beauty seemed low in 
value in relation to life itself.  But life goes on, and ugliness, 
and lack of skills, and nihilism are no excuse...”  
-- Beth Anderson, composer 1980 

 

“. . . researching a study of 20th century music, I arrived at the 
reluctant conclusion that Boulez, above all others, was 
responsible for breaking the pact between creator and 
consumer. . . . From the moment he burst onto the Paris scene 
in 1945 with an anti-Stravinsky demonstration, Boulez was 
noted for the violence of his gestures.  [For Boulez,] all music 
composed before1900 was mere “nostalgia.”  Boulez 
maintained that it was a composer’s duty to pursue the “music 
of the future” without regard to contemporary taste.  Enchanted 
by the icy purity of Anton Webern’s serialist method of 
composition, he decided that mathematical science held the 
key to musical progress. 

 

“Now that his star is falling, you can see the damage he 
caused.  Many composers are emerging from undeserved 
neglect.  Major 20th century figures--Hindemith, Martinu, Weill, 
Barber -- are back on the concert menu.  Andrzej Panufnik, 
effectively banned for nine years on the BBC [due to Boulez],  
experienced a revival before his death last year.  Britten and 
Shostakovich now represent centrality, Boulez and 
Stockhausen, the periphery.” 
-- Norman Lebrecht, music critic 1992 

 

[NOTE:  One strong personality affected the programming of new 
music in England and France.  Boulez, as Music Director for the 
BBC, decided who would be heard, and who would not.  Times 
change.] 
 

“Music is an art.  It is a very special and very sacred art.  Being 
as aware of this as I am, it is disturbing to me to realize the 
position that music holds in the world today. . . . How painful it 
is for me, when I talk with young people today who are 
convinced that minimalism is something to be taken seriously,  
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or that John Cage’s music is actually worth listening to.  John 
Cage’s music is all about philosophy, not about inspiration and 
depth.” 

 

“After realizing that there was always an expectation for 
stylistic improvement, to further art music along, and that older 
styles were considered archaic for no concrete reason, I 
realized that during the 1980’s, this ‘improvement’ had become 
a style known as minimalism.” 

 

“I believe it is time to abandon this concept of stylistic 
improvement as a criteria for which a piece of music is 
accepted or not.  It is a false sense of improvement that 
continually gives birth to avant guard, and other superficial and 
degenerate artistic movements that imply a rejection of the 
past.” -- Don Robertson, composer 2000 

 

[Compare Don Robertson’s view of John Cage’s music, with John 
Cage’s own words -- an excerpt from a letter written to the author 
in 1982.] 
 

“I rediscovered the traditional purposes for making music a) to 
imitate nature in her manner of operation, and b) to sober and 
quiet the mind thus making it susceptible to divine influences.  
Thus I was freed from self-expression.  Music became a 
discipline, a way of life.  I have noticed very few people are 
interested in New Music.  I was 50 years old before there was 
any supportive acceptance of my work.  I am now much older 
but my work remains controversial as your feelings testify.”  
-- John Cage, composer 1982 

 

My correspondence with John Cage, confirmed my belief that he 
was more a philosopher and a writer, than a composer.  He was a 
brilliant and gentle man.  His music was not intended to be 
meaningful, or moving, or listened to with any seriousness.   
Young composers who admire his music, risk deluding 
themselves, believing there is musical and/or spiritual value -- 
where there is nothing at all.  This was John Cage’s whole point -- 
we create our own perception of value.  That philosophy does not 
often translate into beautiful or lasting music.  I do believe Cage’s 
Sonatas and Interludes for prepared piano, and some of his 
percussion music expresses his goal, “to quiet and sober the 
mind.”  

An interesting fact: At the Arnold Schönberg Archive at UCLA, 
librarians have gathered Mr. Schönberg’s papers, manuscripts, 
voice-recordings, lectures, etc., and enshrined everything down to 
the smallest cocktail napkin.   

In this respect, John Cage was correct.  We create our own 
perception of value.  In business school, Marketing Directors learn 
the term “Customer Perceived Value.”  Attractive packaging, and 
the careful use of words, makes all the difference.  Call a bottle 
cap a Work of Art, and put it in a Museum. 
 
 

About the author, Charles Berry 
 

My first memories of Classical Music come from when I was seven 
or eight years old, lying near the family stereo, listening to 
Mendelssohn’s Italian Symphony, and the complete Symphonies of 
Beethoven with Arturo Toscanni and the NBC Symphony Orchestra, 
and the Tchaikovsky Violin Concerto, with Jasha Heifetz, Fritz Reiner 
and the Chicago Symphony Orchestra.  I was in awe.  I heard none of 
the details of composition that I hear now.  I was in awe of the beauty, 
the power, and the dignity of the music.  These were examples of 
Great Art.  This did not need to be explained to me.  I felt it.  I felt the 
same way when I saw works by Michaelango, and drawings by 
Leonardo da Vinci.  These were examples of the greatness humans 
can achieve.  Artists and musicians became my heroes. 

I showed no particular talent as a musician.  In fact, in 3rd grade, 
in a fit of frustration, I tore up my piano lessonbook.  I wrote my 
teacher a short note:  “You tried.  I quit.”  Just the same, I sang in 
choirs throughout grade school, junior high, and high school, and 
played cello for five years.  In high school, my instrument became the 
guitar.  I wanted to be a folksinger, like Bob Dylan. 

In my twenties, I found myself at the University of California, 
studying music history, and music composition with a quiet British 
composer, named Peter Racine Fricker.  I had heard an LP record of 
his First Symphony.  When I met him for the first time, I said:  “Thank 
you for writing that Symphony.”  (Until that moment, I never thought I 

would be able to say anything to anyone who had composed a 
Symphony.)  For his part, Mr. Fricker smiled.  No one had every 
thanked him like that.  As if he had done me a personal favor.  Mr. 
Fricker wanted to teach me the intricate details of serialist music, and 
teach me to discipline my wandering musical imagination.  I was not a 
good student. I was full of enthusiasm with a very short attention span.  
My most memorable study at the University, was finding the original 
hand-written manuscript for Bernard Hermann’s music to the movie 
“Psycho.”  The score to the shower scene was written in red pencil. 

In 1982, in San Diego, I met Paul Creston.  I studied composition 
with him for one year.  Sitting in his living room, I tried to be calm, 
when he played tapes of his orchestral music--live recordings with 
Eugene Ormandy, George Szell, and Arturo Toscanni.  (He knew the 
men who had been my childhood heroes.)  Paul Creston did not talk 
much about his career, preferring to focus on immediate problems--
teaching me about form and orchestration, and his own methods for 
harmonic and melodic construction.  Much later, after his death, I 
discovered how lucky I was to learn from him.  During the 1950’s and 
early 1960’s he was the most performed American Symphonic 
composer--as well-known to audiences as Copland, Barber, and 
Menotti.  His career was eclipsed by a younger generation.  

My favorite story from Paul Creston, occurred at a composer’s 
conference in New York.  Paul Creston, Carl Ruggles, and Edgar 
Varese went out to lunch together.  Creston and Ruggles ordered 
sandwiches.  Varese ordered a complete, and expensive dinner.  After 
eating, Varese disappeared to the Men’s Room, and never came 
back--leaving the big bill to Creston and Ruggles. 

For a time, I hosted a Classical radio program on KBOO, 
community radio, in Portland, Oregon.  I called-up famous composers, 
and interviewed them over the phone.  I edited the interviews, added 
excerpts of their music, and broadcast the half-hour programs, which 
included George Crumb, John Cage, Benjamin Lees, Karel Husa, Ned 
Rorem, George Rochberg, and William Schuman.  (Now, I was getting 
to know my heroes, talking with them.)  William Schuman sang 
melodic excerpts from his Symphonies, over the phone.  George 
Crumb’s cuckoo clock chimed in the background.  I heard traffic noise 
through the open window of John Cage’s New York apartment window.  
Ned Rorem went on about his sex life, as always.  Later, in Santa 
Cruz, California, I got to know the Hungarian cellist and composer, 
George Barati.  He was also a longtime conductor for the Honolulu 
Symphony.  He told me how, in his younger days, he played in a 
Sunday afternoon string quartet, with Albert Einstein -- during his years 
at Princeton University.  He also knew Bartok and Kodaly, and sang in 
a choir conducted by Rachmaninov.  He told me of visits with 
Stravinsky and Schönberg. 

In the 1990’s I presented performances of my music in San 
Francisco with George Barati, Lou Harrison, and an electronic 
composer, Charles Amirkanian.  During this time, I also met Alan 
Hovhaness on several occasions.  He told me how he lost the 
manuscript to an entire symphony when a mugger grabbed his 
briefcase.  Hovhaness stuck a thumb out in his suitcoat pocket, saying 
he had a gun and was not afraid to use it.  The thief ran off with the 
symphony in the briefcase.  Though he searched for the music in 
nearby dumpsters, Hovhaness never found that symphony.  

These experiences form a panorama in my mind of 20th century 
American Classical music.  I believe each of the composers I have 
known, was doing his best to add a unique voice to the culture of the 
world.  Big egos--yes, some of them were not shy.  But in the end--
humble or not, each was aspiring toward an indefinable Beauty.  Each 
hoped he might, at some moment, create a work of Great Art--like 
those works I experienced as a child, listening to Beethoven. Each of 
these men also had heroes, and aspired to add his imagination to the 
collective achievement of humanity.  Regardless of how I view their 
accomplishments, regardless of the enduring value, or lack of value in 
their music--I am forced to admire the determination that caused these 
men to dedicate their lives to Music.  I am grateful to each of them. 
 

 “A painter paints pictures on canvas.  But 
musicians paint their pictures on silence.” 

-- Leopold Stokowski 
 

"Whether I was in my body or out of my 
body as I wrote it I know not.  God knows.” 

-- G. F. Handel 
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[Franck]ly Speaking 
 

esar Franck (1822-1890) spent most of his life 
teaching and playing the organ.  He was a shy 
person and not comfortable on the concert stage.  

He had, however, great influence on many young 
composers of the time — especially after he was 
appointed professor of organ at the Paris Conservatory 
in 1872.  It is said he rose at 5:30 am and worked on his 
compositions until 7:30 am.  After that, his day of 
teaching and playing the organ began.   

Since Franck had little time to 
compose, he was a careful worker.  
As such, his output is not very large 
compared to other composers of his 
time.  He is probably best known for 
his one symphony, one string 
quartet, one violin sonata, and the 
Variations symphonique for piano and 
orchestra.  Of course there were 
other works — symphonic poems, 
choral pieces, organ pieces and 
piano compositions, among others. 

From The Golden Encyclopedia of Music of Norman 
Lloyd (Golden Press: New York, 1968; p. 194), it is 
written “Franck had very little fame while he lived.  His 
pupils worshipped him, but other musicians did not care 
for his music, and even walked out on it when it was 
performed.  The few concerts of his works that were 
given were poorly rehearsed and poorly performed.  
Even this did not seem to worry the almost saintly 
Franck.  His only real public success came from the 
performance of his String Quartet in the last year of his 
life.” 

I turned 50 last year.  And as may also be the case for 
some of you at that age, it caused me to reflect on my 
compositional career — what it has been — and what I 
hope to accomplish in the future.  Past readers of 
ComposerUSA will know that I was a businessman for 

many years before I turned back to music and composing 
in my mid-30s.  Life has taken many twists and turns for 
me.  From a family and job situation aspect, it is 
excellent; as for my compositional career, well, I struggle.  
And being honest with myself, much of it is probably my 
fault.  But here’s where I get inspiration from Franck for I 
can really relate to the paragraph above.  (OK, maybe I 
am not saintly.) 

Unlike Franck, up until this point I have not been a 
very dedicated composer — at least in the sense of 
writing every day.  I like to think, however, when I do 
compose, I am at least a meticulous writer.  I can claim 
about 70 titles to date, mostly small chamber music.  Like 
Franck, I characterize myself as shy.  I am not a very 
aggressive promoter of my music.  I have been fortunate 
to have a few “advocates” — the dominant one being 
Dinos Constantinides — that at least provide me with 
some performance opportunities.  Of course, I 
established the Louisiana Composers Consortium as an 
avenue to get performances and in Louisiana I would 
like to think I am somewhat known.  More recently my 
compositional opportunities have taken the path of 
arranger — but that is fine with me.  But like it was for 
Franck, nobody is beating down my door to play or 
commission my music. 

Most of Franck’s best compositions were written after 
he turned 50 and his greatest ones after turning 60.  That 
gives me hope.  I have yet to write a symphony, but 
Franck didn’t write his until he was 66.  His music, 
although not very well accepted in his lifetime, is at least 
played and performed now with great success.  I have 
several works from the past that I consider to be very 
good, and I am optimistic that perhaps, like Franck, my 
major output will now come after I am 50.  If I continue 
to be “underplayed” and “underappreciated,” I will 
think of Franck and draw inspiration from a fellow 
composer whose life somewhat mirrors mine.  Over a 
hundred years after his death, he is being recognized for 
the talent he was; how I would like to come back in a 
hundred years and see where I stand.  V 
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