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How Does a Composition 
Become Part of the 

Permanent Repertoire? 
 

n this, probably my last President’s Message (though I 
certainly plan to continue to contribute articles), I would 
like to share some thoughts on a question we all think 

about, at least from time to time: how does a composition 
become part of the “permanent repertoire”?  The reason we 
ponder this is obvious: we would like some of our own 
music to achieve this lofty goal. 
 There are several bodies involved in the grand and 
complex selection process that filters the thousands of 
works written during any given period down to the 
relatively small number that receive continuing 
performances into the future: individual performers, 
ensembles, conductors, teachers, critics, scholars, and the 
audience.  
 Here are some examples of how input from these 
sources can affect programming choices.  Consider the case 
of a piano recitalist.  For any given concert, of course it is 

the performer who chooses 
the pieces.  Many, perhaps 
most pianists go with the 
tried and true.  How did 
these pieces become the 
most common choices.  
Audience reaction is clearly 
a major factor.  If one 
pianist receives a standing 
ovation for his performance 

of Beethoven’s Pathetique, while another gets only a 
smattering of applause for her performance of a sonata by 
Clementi, that has to affect future choices.  In fact, of the 
forces listed above, audience reaction is probably the most 
significant.  A performer wants his recital to be a smashing 
success.  Performing works that have a history of success 
makes perfect sense.  Nobody wants to give a recital of 
weak music – music that audiences don’t love. 
 Critics, I think, have some impact on program selection, 
but probably only for a brief period after a work first 

appears.  If a work receives a rave review, other performers 
may be more likely to present it.  Scholars probably have 
even less impact. If a pianist reads, in a book or article, that 
a particular piece is significant music, she may be more 
likely to program it, but again, I think this only holds for 
recent works, pieces that have not yet been evaluated by 
audiences over time. 
 Similarly, if your teacher tells you that Stockhausen and 
Carter are important composers, you may be likely to 
program some of their music in the years immediately 
following your studies.  Later, when you realize that very 
few people in the world respond positively to this music, 
you may choose otherwise. 
 Can you imagine the 
number of “field tests” the 
Beethoven sonatas have passed 
in order to get where they are?  
Well, the piano works of Spohr, 
Weber, Hummel, and all those 
other hopefuls have been 
subjected to exactly the same 
process.  They just didn’t fare as well.  You can observe the 
same process in all periods, all genres.  Thousands of 
symphonies were written in the last half of the 18th century.  
Now we tend to hear pretty much Haydn and Mozart.  
After repeated hearings, they have risen to the top, while 
others have gone by the wayside.  Conductors make their 
choices the same way piano recitalists do.  They want their 
concerts to be successful – to be appreciated, loved.  
Programming a symphony by Stamitz probably won’t 
achieve that, though you may not have known that in 1780. 
 Another huge (and often overlooked) factor is whether a 
performer feels good about playing a particular piece – in 
other words, how idiomatic or gratifying a work is for its 
medium.  Schubert’s Lieder are magnificently conceived for 
voice and piano.  He seemed to have special feel for this 
genre.  However, his Variationen über Trockne Blumen, for 
flute and piano, while a beautiful piece of music, is, in my 
opinion, rather ungainly for the flute, even awkward.  In 
spite of the fact that it is one of the precious few flute works 
by a major 19th century composer, it has not achieved a 
major position in the flute repertoire.  It is not very 
gratifying to play. 
 I have conducted hundreds of contemporary chamber 
ensemble works with students and professionals alike.  We 
have often made programming decisions based upon our 
reactions  to  a  piece  as  players.   The  future  implications  of  
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“I’ll never subject myself to this torture again” vs. “I loved 
playing that piece” are obvious.  
 If you’re looking for an area in which you, as a 
composer, can actually affect the performance potential of 
your music, this is definitely a big one.  Most performers 
won’t touch pieces that make them sound (or feel) bad.  
Even if the musical ideas are strong, if it doesn’t “lie well on 
the instrument,” its chances of success are slim.  So many 
pieces have become once-only events following the all-too-
common rehearsal comment, “this guy doesn’t understand 
the cello at all.” 
 I think it is obvious that, while critics, scholars, and 
teachers can temporarily have some influence on the 
selection process, it is the audience that ultimately provides 
the most significant input, and it is the performer who then 
makes the final choice. 
 So what can a composer do to increase the chances of 
his music joining the ranks of the permanent?  I think you 
already know the answer: write great music.  All right, 
that’s not so easy, and never was.  Beyond that, though, 
you can do some things to help get your music noticed: get 
your music performed (first and foremost) and try to gain 
some recognition in the press or via competitions (a 
temporary benefit at best).  This at least offers the 
possibility of leading to additional performances, so that 
your music becomes part of the selection process.  After 
that, however, it is pretty much out of your hands. 
 But next to writing great music, at which we can only 
succeed insofar as our talent permits, writing music that 
performers will love to play is critical.  If they don’t feel 
good about playing your music, they will not play it.  I’m 
not talking about a “contemporary music concert,” where 
players are normally engaged to play works selected by 
someone else.  The concerts that will continue into the 
future are piano and chamber recitals, string quartet 
concerts, choral concerts, operas, symphony concerts, vocal 
recitals, etc. – the majority of concerts presented in the 
world, in which the performers are choosing what music to 
present.  For a work to become “permanent repertoire,” 
performers must choose it, and often.  If players love to 
play a particular piece, the audience will probably love 
hearing it as well. 
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FROM THE EDITOR 
AL BENNER 
 

f my count is correct, this is number 
50 of the issues I have produced 
over the past 17 years as editor.  

Since beginning my editorship in 1994, I have moved 
from Baton Rouge to Greenleaf (below Green Bay) to 
Natchitoches.  During that time I had two sons who are 
now 16 & 14—both in high school; I will turn 57 in 
January; and I received a DMA from LSU, founded 
Conners Publications and CP Press Publications, taught 
at St. Norbert College (De Pere, WI) and am in my 13th 
year of teaching at the Louisiana School for Math, 
Science and the Arts—heading the Instrumental, Theory 
and Composition Areas.  The Presidents of NACUSA 
during this time were Marshall Bialosky, Deon Nielsen 
Price and Dan Kessner.  In other words, 50 issues cover a 
long time.  I am not announcing my “retirement” at this 
point, but I can only see myself doing this for another 2-3 
years if that long.  At some point the number of issues 
will be more than I am old—and that certainly is 
enough.   
 After editing 50 issues, I am taking the liberty of 
saying I will no longer rewrite your own publicity flyer, 
newsletter, or website information to fit the format of 
ComposerUSA.  If you want your information to be 
included, then send it to me in a format that I can use 
without trying to determine what from your website, 
flyer or newsletter to copy, rewrite, and spend a lot of 
time reformatting.  Of course, if you are only sending it 
to me for my own personal information, I enjoy reading 
about your adventures. 
 I want to put out another issue at the beginning of the 
year—so any personal information that covers through 
the end of 2011, send it to me ASAP.  And of course, 
anybody that wants to write an interesting article for our 
readers, please do so.  Dan has done a great job over the 
last several issues by providing us important thoughts in 
the format of an article through his President’s Message.  
If I get the next issue out as planned, then I am almost 
caught up to the schedule I am supposed to keep as 
editor.  My apologies to all for my erratic schedule, and I 
thank you for your patience. 
 My best wishes for you and your family during the 
upcoming Thanksgiving and holiday season.    
 

 

National Elections  
 

ACUSA’s Advisory Board is now 
accepting nominations for the 

open positions of President, 
Secretary and Treasurer.  The 
positions will start work on January 
1, 2012 and will last for four years.  
If interested, please contact Joe L. 
Alexander, chair of the National 

Advisory Board, by calling 318-614-1010 or emailing him 
at alexanda@latech.edu. 

LETTERS 
 

Editor’s note: This letter was originally sent to 

Dan Kessner.  Permission was granted to 

reprint it here.  It has been edited slightly. 
 

I recently came across your article in the Spring 2011 edition of 

ComposerUSA, and was intrigued at your views as this is a topic 

which I have found myself thinking about more and more (and 

something we all as American musicians, especially composers and 

conductors, would do well to understand more fully).  

 It is true that we have had a shorter history than the countries of 

Europe from which the majority of our classical musical heritage has 

come; however at the same time, the modern European nations we 

take for granted today were mostly unified only in the latter 19th 

century - that is to say, „German music‟ is much older than Germany.  

 It is also true that times of survival generally push the arts to the 

realm of luxury, but they also serve to define that art and often move 

it to the next level of evolution.  I think of the letters soldiers wrote to 

their families during the Civil War, now treated as masterpieces of 

American literature, or how Shostakovich‟s work was changed by 

having developed alongside the oppression of the Soviet system (and 

how someone like Prokofiev had developed along a completely 

different path having been in a different environment). 

 So of course there were many hardships, from the first settlers at 

Jamestown on through the colonies, American Revolution, 

Appalachian expansion, Civil War & slavery, western expansion, 

gold boom and bust, the World Wars, the dust bowl, up to the rise of 

modern suburbia and the environment we now find ourselves...but to 

put it in those terms it would seem that art would never have a time to 

develop, and yet it has.  Our struggles make our art, as do (possibly 

more than) our successes.  

 As for the difference between us and the Europeans, it is true that 

Europe had always had a strong position of 1) state support of the 

arts, especially music (from the royal courts to the modern social 

state) and 2) music education at a young age (which I agree with you 

is one major way we can aid it here).  And while #1 might seem 

desirable, one need only look at how an overreach of state spending 

is quickly bankrupting the European nations one by one (it is 

interesting to see that, at the present moment, it appears Germany will 

be the last one of the major nations standing; that is, remaining 

fiscally viable).  Italy is broke and soon France will be too, and 

England, well....we've all seen the news.  No one will walk through a 

sea of violent protesters to visit the Royal Albert Hall...talk about 

tough situations putting the kibosh on the arts. 

 I‟d like to point you to two articles I read recently, posted on 

Cornell's conductors' blog - it was labeled “two articles, one to make 

you hopeless and one to give you hope” about the future of the arts in 

general and in America.  One is a 3-page article from the NY times 

about just how US orchestras got into their financial troubles, and of 

course highlights the differences in the funding sources in the US and 

Europe.  Of course, someone like me thinks that while the US model 

is failing and will fail, the modern European model is no better and a 

truly modern, honest and creative system would serve orchestras the 

best.  The second article was written by Tony Woodcock, president 

of NEC (full disclosure--my alma mater '07 MMus/composition) 

about the curious model the Berlin Phil was based on and how it can 

be applied further.  I found both very interesting and though 

provoking, and hope so do you.  

 article 1 (3 pages, page link is very small at bottom):  

[www.nytimes.com/2003/06/29/arts/music-how-to-kill-orchestras] 

 article 2:  

[necmusic.wordpress.com/2011/04/28/the-coolest-band-in-the-world] 

 Thanks for your time, and for writing.  Letting you know that, as 

you said, people are actually reading your words! 

Patrick Valentino 

M.Mus. Orchestral Conducting Candidate, Ithaca College 

PatrickValentinoMusic.com 

 I 

N 
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PERFORMANCES 
 

Daniel Adams: Apr. 5--Premiere 

 of Protagonist for percussion 
 quartet featuring tom-tom 
 soloist, Celebration Series 
 Concert, USF Percussion 
 Ensemble, director Robert 
 McCormick, Univ. South 
 Florida Concert Hall, Tampa. 
 Mar. 26—Etude in Two 
 Places for snare drum solo 
 by Bobby Lopez, International 
 Conference on the 
 Sustainability of Modern 
 Music with the NACUSA 
 Texas Annual Conference, 
 Texas State University, San 
 Marcos, TX.  And on Mar. 25, 
 Double Helix for piano duo, Melinda L. Hudson and Anggraini 
 Dinata, at the same conference. 
 Mar. 5--Birds Sing in Other Places for viola sextet by the viola 
 section of the Malmo Opera Orchestra, Malmo, Sweden.  
 Mar. 4--Serpentine Glow for alto flute by Shannon Small, College 
 Music Society South Central Chapter Conference.  
 

Al Benner: June 19--Fugue in C minor by Carson Cooman, organist, 
 Church Service, Cathedral Church of St. Paul, Boston, MA. 
 June 14—Premiere of Go, Tell It on the Mountains on the 
 Summer Library Concerts by the Louisiana Sinfonietta, Dinos 
 Constantinides, director, Kelly Smith Toney and Stefka Ilieve, 
 violins, Maria Alexander, viola, and Susannah Montandon, cello, 
 Zachary Branch Library, Zachary, LA.  Also played June 14 at the 
 Jones Creek Regional Branch Library, Baton Rouge, LA; June 15 
 at the Delmont Gardens Branch Library, Baton Rouge, LA; June 
 16 at the Central Branch Library and the Central Branch Library, 
 Baton Rouge, LA; June 17 at the Greenwell Springs Road 
 Regional Branch Library, Baton Rouge, LA; June 20 at the EBR 
 Main Library, Baton Rouge, LA; June 21 at the Bluebonnet 
 Regional Branch Library, Baton Rouge, LA; and June 23 at the 
 Baker Library, Baker, LA. 
 May 15--St. Norbert College Alma Mater by the SNC Concert 
 Choir and Band, SNC Commencement. Schuldes Sports Center, 
 St. Norbert College, De Pere, WI. 
 

Dinos Constantinides: Sept. 16--Sonata for Violin and Piano by 
 violinist Hubert Pralitz and pianist John McQinn, NACUSA, Texas 
 Chapter Convention, Dallas, TX. 
 Sept. 12—Premiere of Piano Concerto by Michael Gurt and the 
 LSU Symphony Orchestra, Carlos Riazuelo, conductor, Louisiana 
 State University, Baton Rouge, LA. 
 Sept. 11--Music for Bill for Alto Saxophone and String 
 Orchestra, Theodore Kerkezos, alto sax, Louisiana Sinfonietta, 
 LSU School of Music Recital Hall, Baton Rouge, LA. 
 Sept. 7—Premiere of Percussion Quartet by the LSU Percussion 
 Quartet of Brett Dietz, Baton Rouge, LA. 
 June 14—Premiere of The Magic Snake on the Summer Library 
 Concerts by the Louisiana Sinfonietta, Dinos Constantinides, 
 director, Judy Constantinides, reader, Kelly Smith Toney and 
 Stefka Ilieve, violins, Maria Alexander, viola, and Susannah 
 Montandon, cello, Zachary Branch Library, Zachary, LA.  Also 
 played June 14 at the Jones Creek Regional Branch Library, 
 Baton Rouge, LA; June 15 at the Delmont Gardens Branch 
 Library, Baton Rouge, LA; June 16 at the Central Branch Library 
 and the Central Branch Library, Baton Rouge, LA; June 17 at the 
 Greenwell Springs Road Regional Branch Library, Baton Rouge, 
 LA; June 20 at the EBR Main Library, Baton Rouge, LA; June 21 
 at the Bluebonnet Regional Branch Library, Baton Rouge, LA; and 
 June 23 at the Baker Library, Baker, LA. 
 June 6—Premiere of Concerto of Psalms for two violins and 
 orchestra, Renata Arado amd Espen Lilleslatten, soloists, and the 
 Distinquished Concerts Orchestra International, Jonathan Griffith, 
 director, Avery Fisher Hall, Lincoln Center, New York, NY.  On the 
 same concert was Beijing-China, a work that was played in 
 Uruguay with La Filarmonica de Montevideo on July 27, and July 
 30, Argentina with the Orquestra Sinfonica de Buenos Aires. 

 

 May 6--Transformations by oboist, Spyros Kontos, and pianist, 
 Leto Thomou, Corfu, Greece. 
 

Karel Husa: July 26—Sonata for Piano NO. 1 by Justin Krawitz on a 
 lecture-recital, Cape Town University, South Africa.  Also by the 
 same performer and place on June 12. 
 June 25—Pastoral for string orchestra by the Smithtown High 
 School Orchestra, J. Cotignola, conductor, Smithtown, NJ. 
 June 4--Music for Prague 1968 by the University of Cincinnati 
 Wind Ensemble, Rod Winther, conductor, Cincinnati, OH. 
 

Daniel Kessner: Aug 7--Suite for Violin, Clarinet, and Guitar by 
 Beth Ilana Schneider-Gould, Jana Starling, and Matt Gould, 
 ClarinetFest 2011, the annual convention of the International 
 Clarinet Association, California State University, Northridge.  Also 
 on July 27 by the same players in Phoenix, AZ, premiere on July 
 23 by the same players. 
 July 31--Epigraph Sonata, for flute and piano, by the Duo 
 Kessner, Temple Emanuel, Beverly Hills, CA. 
 June 21--In the Center, chamber cantata for mezzo-soprano, 
 string quartet and piano by Kristyna Valouskova and Collegium 
 Arion; Circle Music I, for flute and piano, and Epigraph Sonata, 
 for flute and piano by the Duo Kessner, Archbishop’s Palace, 
 Forfest Kromeriz, Czech Republic,  
 

Dimitar Ninov: April 11--Recitative and Toccatina for clarinet and 
 piano, by Vanguel Tangarov and Ekaterina Tangarov, Texas State 
 University.  
 Mar. 26—Premiere of Sonatina Pastoral  for oboe, bassoon, and 
 piano, by Trio 488 at the NACUSA Regional Conference at Texas 
 State University, San Marcos.  
 Mar. 22—Premiere of In the Sea Garden, by a chamber 
 ensemble with Methody Tzvetanov (conductor) at the ―New 
 Bulgarian Music‖ Festival, Sofia, Bulgaria.  
 Mar. 14--Piano Album, by Lili Getova and Galina Apostolova at 
 the ―New Bulgarian Music‖ Festival, Sofia, Bulgaria. 
 

Deon Nielsen Price: Sept. 24--Interruptions for 2 pianos and violin 
 by Wang Haibo and Deon Price, piano, Luo Peng, violin, Renmin 
 University Shaw Hall; and Sept. 25, National Center for the 
 Performing Arts Recital Hall, Beijing China. 
 Sept. 4--Silver and Gold by Alexandr Haskin, flute, Mary Au, 
 piano, Richard Nixon Library, Loma Linda, CA and Sept. 5, 
 Brentwood Village, Los Angeles, CA 
 Aug. 27--Women in Christ’s Line by the composer, piano, 
 Steinway Concerts at the Ranch, Culver City, CA. 
 June 25--Angelic Piano Pieces by the composer, piano, Steinway 
 Concerts at the Ranch, Culver City, CA 
 Jan. 29--States of Mind for String Orchestra: Meditation and 
 Transformation by Culver City Symphony Orchestra, Frank Fetta, 
 conductor, The American Beat - Women Composers,Veteran's 
 Memorial Auditorium, Culver City, CA. 
 Jan. 23--2 Movements for Soprano Saxophone, Violin, Cello 
 and Piano: La Campana & Carefree by Douglas Masek, 
 saxophone, Lorenz Gamma, violin, David Speltz, cello; Bryan 
 Pezzone, piano, NACUSA. Santa Monica Library, MLK Auditorium 
 Santa Monica, CA. 
 

RECORDINGS 
 

Carson Cooman announces his first album devoted to solo organ  

 music, Wild Sunrises, performed by Harry Lyn Huff on a 1921 E. 
 M. Skinner organ of Old South Church in Boston, Raven Records 
 (OAR-932). 
 

Daniel Kessner: A new CD, Daniel Kessner: Chamber and Solo 

 Works, has just been issued by Centaur Records, including the 
 composer's String Quartet No. 2, Natural Cycles for bass flute 

 and piano, Toccata for Piano, Genera, for flute/alto flute/bass 

 flute and clarinet/bass clarinet, and String Quartet No. 3.  
 Performers include Dolly Eugenio Kessner, piano, the compoer, 
 flutes, Julia Heinen, clarinets, and others. 
 

Deon Nielsen Price: Nobody Knows de Trouble I See, arrangement 
 sung by Darryl Taylor, countertenor and Brent McMunn, piano on 
 How Sweet the Sound (Albany Troy 1244). 

N          A          C         U          S          A 

 
 

The following reflects 

performances that took place 

through Spetember 2011 
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PUBLICATIONS 
 

Al Benner: Lips to Kiss (Shakespeare) for voice and piano [CP#374], 

 and Reflections upon a Windowsill for oboe and string quartet 
 [CP#295], for flute and string quartet [CP#294], for oboe and string 
 quintet or orchestra [CP#127]; and flute and string quintet or 
 orchestra [CP#126], by Conners Publications. 
 

Daniel Kessner: Symphony for Percussion and A Knocktet, an 
 octet for percussion, published by Keyboard Percussion 
 Publications, a Division of Marimba Productions, Inc., Asbury 
 Park, NJ. 
 

Dimitar Ninov: Nostalgic Bossa, Dreaming, and Jazz Solace – 

 three piano pieces, volume 1, book 3 of the Contemporary 
 Collage: Music of the 21

st
 Century. The FJH Music Company, 

 2010.  The Independent Phrase and the Universal Sentence: 

 Suggested Classification of Basic Formal Structures, article. 
 Journal of the 8

th
 International Conference of Music Theory and 

 Analysis, Belgrade, 2010. 
 

MEMBER NEWS 
 

Daniel Adams led a discussion on the topic of ―Cultural Responses to 
 Economic Challenges‖ at the College Music Society South Central 
 Chapter Conference, Mar. 4, and will serve as Chapter President 
 for the next two years.  Adams presented a paper entitled 
 Molecular Diffusion as a Structural Metaphor in Two Original 
 Percussion Ensemble Compositions on the 13

th
. Annual McCleary 

 Interdisciplinary Symposium held at Texas Southern University on 
 March 24.  In the paper, Adams discussed the compositional 
 origins of his Diffusion One for marimba quintet and Diffusion 
 Two for snare drum quartet.  A biographical entry on Adams is 
 included in Composers in the Classroom: A Bio-Bibliography of 
 Composers at Conservatories, Colleges, and Universities in the 
 United States compiled by James Floyd and published by 
 Scarecrow Press.   
 

Al Benner received his 18
th

 consecutive ASCAPlus Award. 
 

Dinos Constantinides received an ASCAPlus Award. 
 

Dimitar Ninov gave a presentation on The Craft of Harmonization at 
 the 9

th
 International Conference in Music Theory and Analysis in 

 Belgrade, where he also delivered an invited lecture on sonata 
 form at the University of Arts. 
 

BROADCASTS 
 

Deon Nielsen Price had numerous performances on WPRB. 
 CLASSICAL DISCOVERIES, Marvin Rosen, host.  On Mar. 16,  
 Clariphonia, Berkeley A. Price, clarinets, Church of the Lighted 
 Window Chamber Orchestra, Deon Price, conductor, on recording 
 of same name (Cambria CD-1125) and June 8, Allegra Barbara, 
 Deon Nielsen Price, piano, on Sun Rays II: City Views (Cambria 
 CD-1122).  And from the  Dancing on the Brink of the World 
 (Cambria CD-1170), July 4, Gateways, National Symphony 
 Orchestra of Ukraine, Berkeley A. Price conductor; on Aug. 5, 
 Transformation for string orchestra, National Symphony 
 Orchestra of Ukraine, John McLaughlin Williams, conductor; and 
 on Sept. 11, America Themes, National Symphony Orchestra of 
 Ukraine, Berkeley A. Price conductor. On WOMR, THE LATEST 
 SCORE, Canary Burton, host, May 31--Dancing on the Brink of 
 the World, National Symphony Orchestra of Ukraine, John 
 McLaughlin Williams, conductor, on recording of the same name 
 (Cambria CD-1170); and May 31, America Themes, National 
 Symphony Orchestra of Ukraine, Berkeley A. Price conductor, on 
 Dancing on the Brink of the World. 
 

NACUSA Web Radio 
NACUSA Audio on Demand 
http://www.music-usa.org/nacusa/ 

 

                       

NACUSA CONCERT 
 

East Coast Chapter  

Summer Fest! 
 

Monday, June 13, 2011, 8:00 PM 
Christ and St. Stephen’s Church, New York, NY 

 

Portraits . . . . . . . . . . . . . . . . . . . . . . . . . . . SCOTT WHEELER 
Olga Vinokur, piano 

 

Luces de Media Noche . . . . . . . . . . LUIS JORGE GONZALEZ 
Alejandro Cremaschi, piano 

 

Spirit Labyrinth . . . . . . . . . . . . . . . . . . .STEPHEN SHUKIN YIP 

Megan Levin, harp 
 

Yellow Ribbons No. 47 . . . . . . . . . . . . . . . . . . . MAX LIFCHITZ 
Ann Ellsworth, French horn 

 

Cinco Preludios . . . . . . . . . . . . . . . . . . . . . . . . .MAX LIFCHITZ  

Max Lifchitz, piano 
 

La Guitarra . . . . . . . . . . . . . . . . . . . . . . .BARBARA K. WESBY 

Carla Wesby, soprano; Georgette Ionesco, flute 
Edward Brown, guitar; Barbara Wesby, percussion 

 

 

Call for Scores East Coast NACUSA Chapter 
Plans are being made to sponsor one concert in New York City during 
the 2012 spring season.  The event will mark and celebrate NACUSA's 
79th season.  The program will feature works by composers who are 
current members of the East Coast Chapter of the National 
Association of Composers, USA. Composers interested in 
participating in these programs are invited to submit scores for 
consideration.  Please submit works to: MAX LIFCHITZ, Chair;  
Program Committee; P.O. Box 5108; Albany, NY 12205-0108. 
 Compositions for voice, solo instruments and/or chamber 
ensembles will be considered.  All scores should be clearly labeled 
with the name, address, current phone number and e-mail of the 
composer.  Please submit xerox copies of scores only.  Do not send 
parts.  Include a brief up-to-date biographical sketch.  If available, 
please also send a CD recording of the submitted work(s).  Submitted 
materials cannot be returned. 
 Composers will be responsible for engaging and paying their 
performers.  Composers will also be responsible for supervising 
rehearsals and performance of their work.  The East Coast Chapter of 
NACUSA can only assume responsibility for expenses involved in 
renting the hall, printing programs and publicity.  
 Current members of NACUSA's East Coast Chapter will be 
considered for inclusion.  Only members who have paid their dues for 
2011-12 will be considered.  Scores should be accompanied by a 
check for $25 to cover East Coast Chapter dues.  Please make check 
payable to the National Association of Composers, USA.  In the lower 
left corner of the check, please indicate that it is for East Coast 
Chapter dues.  Prospective members are encouraged to submit works, 
but should do so with accompanying membership fee.  The deadline 
for the receipt of scores is November 15, 2011.  Composers whose 
works are selected will be notified by January 15, 2012. 
 

Call for Partnership 
After parting company with his composer, a writer director with a 
finished musical comedy script is now looking for a composing partner 
to replace the original one.  A great collaborative opportunity for 
creative freedom in matching your music to lyrics that the author will 
rewrite to adapt as needed.  The play was already in readings and so 
had some interest when negotiations broke down, so prospects are 
good.   
 Described most accurately as a pop musical with an engaging 
story arc and character depth, the comedy is not a review and a cut 
above typical dinner theater - a fun, accessible romp with minimal 
sets, cast and instruments.  
 Only those who have done this kind of work for the stage need 
send some samples and biographical info.  From there we would 
contact, interview, send the script, move to contract and begin the 
process of putting the music back together.  Though located in 
Michigan, the author can and will come to work with the composer 
wherever that ends up being.   
 If interested, contact Tim Jeffrey <tjeffrey@thejeffreyporch.com> 
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FORFEST  Continued from backpage 
 

solo piano by Zourabichvili, and Epigraph Sonata for Flute 
and Piano by Kessner, composed in 2010, were events that  
this authors’ concert of the two friends transformed into an 
unforgettable experience. 

 Let guitarist William Feasley 
forgive me for not taking any written 
notes during his appearance.  No, I 
hadn’t lost my notepad.  But looking 
at his concert program, I wanted just 
once only to listen – to allow the 
quiet, beautiful tones to run their 

own course, as if it were a cleansing bath.  I think that a 
reviewer can occasionally afford such a luxury, without 
assessing, without seeking out adjectives, without thinking 
about the balance or comprehensibility of the article.  Allow 
the reviewer not to do his job in this case, and simply let the 
sounds wash over him.  I did it and felt blissfully. 
 Earlier, I had the impression that the artist could not 
immediately find his correct position of peace and security.  
But then in Impetus, by Vojtěch Mojžíš from Prague, which 
was featured in the author's presence in the world 
premiere, I was tuned in to just the right wave.  Other 
compositions, too, created a constellation of idyllic 
tranquility.  The program consisted of works that stroked, 
calmed, rather than trying to solve anything: El Tango Negro 
by Marcel Ferraris, Caprichos de Goya by the American 
composer of Italian origin Mario Castelnuovo-Tedesco, and 
Homenaje a un Cubanaso from Cuban-American composer 
Jose Lezcano.  The Pateroller Sonata from one of the most 
respected of Hollywood composers, Peter W. Madlem, was 
dedicated to William Feasley. 
 This year FORFEST was -- in terms of style and creative 
poetics -- amazingly monolithic.  There were no 
appearances by creative exhibitionists from the ranks of 
conceptualists, nor minimalist artists, nor any neo- nor 
post-Darmstadt composers.  There was, therefore, a lack of 
challenging genres and stylistic pluralism, although the 
solid colors featured this year was not a bad thing.  What 
touched me deeply was an extraordinary degree of 
spirituality in some of the other programs and 
compositions.   
 Especially strong was the author's concert of professor 
of the Janáček Academy of Performing Arts in Brno, 
František Gregor Emmert (b.1940), a humble, quiet, 
discreet, magically inventive personality, a composer of 
passionate faith.  Fortunate indeed were those who heard 
Veronica's veil, dramma intimo, for solo violin, performed by 
by violin-magician Milan Paĺa, Slovakia -- who was 
practically Professor Emmert’s Court Violinist -- or Hlas 
plesania a spasenia / Voice of praise and salvation, for soprano 
and violin (in an amazing performance by Janka Tajovska 
Krajčovičová and Milan Paĺa again). 
 Also impressive was the author's concert of the First 
Lady of the Czech composition scene, Professor at the 
Academy of Performing Arts in Prague, Ivana Loudová, 
which included her String Quartet No. 2, In memory of 
Bedrich Smetana, which was created in her earliest years as a 
composer (in a phenomenal performance by the FAMA 
Quartet from Prague - David Danel, first violin), the Sonata 

for Violin and Piano ( with Anna Veverková and Jan Dušek), 
and Planet of Birds II, for violin and electronics, dedicated to 
the memory of the author's teacher during her study in 
France, Olivier Messiaen.  
 This year’s festival was also graced by the return of 
Slovak pianist Elena Letňanová, formerly head of piano 
department at the University of Dayton, Ohio, where she 
settled after the forced emigration from communist 
totalitarianism.  Maybe some readers remember her recital 
at Carnegie Hall where she performed as the first Slovak 
artist.  Her program at FORFEST included works of three of 
perhaps her favorite contemporary authors: Semplice by 
Slovak composer Roman Berger, 6 Epigrams by Slovak 
composer Miro Bázlik, and Brittle Relations by Peter 
Graham from Brno. 
 The concert of the ensemble Convergence  (Kristýna 
Valoušková - soprano, Zuzana Bandúrová - flute, Ondřej 
Štochl – viola) presented a unique and compelling 
performance of De Profundis by Slovak composer (living in 
Switzerland) Iris Seghy, a work with a warm, peaceful and 
resistant beauty revealing a deep intimacy of our dialogue 
with the Friend-God. 
 In addition to many others, the final concert of 
FORFEST, with the Wallinger Quartet, was spiritual in the 
best sense: the 5th String Quartet ("Tribute to Antonín 
Dvořák") by composer Jiří Matys of Brno, the 2nd String 
quartet by another Brno composer, Pavel Zemek, whose 
surprisingly gripping work is worthy of a separate study, 
and the 5th String Quartet by David Matthews of England, 
who was present at this year’s Festival.  
 FORFEST featured also the opening exhibition of glass 
objects of Slovak-Czech artist Marek Trizuljak, works on 
paper by the Italian artist Tommasina Squadrito (she was 
present at many of the concerts), paintings by Dana 
Puchnarová from Prague, and Bohuslav Reynek’s books of 
poetry, along with photographs by Daniel Reynek.  
 The festival was also the venue for a biennial three-day 
Colloquium on the universal theme of spiritual currents in 
contemporary art.  FORFEST was held under the personal 
patronage of the Mayor of the City of Kroměříž, Daniela 
Hebnarová, as well as the Minister of Culture of the Czech 
Republic, Jiří Besser, the Czech Commission for UNESCO, 
and the Archbishopric of Olomouc.  

 

 

Support New American Music 

Join NACUSA 
A non-profit organization -- successor to the 

National Association of American Composers and Conductors 

and receive ComposerUSA three times a year! 

 
 

Visit the NACUSA website for more information.  

http://www.music-usa.org/nacusa 
 

“Members 80 years or older will be awarded life 

membership with a waiver of all dues.  Members aged 

65 to 79 will have the reduced senior rate.”   
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American Music Center and  
Meet The Composer Merge 

into New Music USA 

 
he American Music Center (AMC) and Meet The 
Composer (MTC), two of America‟s three leading 
organizations in the field of new music, have merged 

into a new advocacy and service organization.  New Music 
USA will reach composers, performers, and listeners in all 50 
states and project a more visible and audible profile for new 
American music all over the world.  
 New Music USA will operate in two broad program areas: 
grant-making and media.  The media programs will embrace 
new media in its many forms as a vehicle for connecting 
musicians and audience members.  The grant-making 
programs will build on the rich histories of support within 
each organization by working to galvanize composers, 
ensembles, and communities to create, embrace and 
disseminate the varied and vibrant new music of today.  The 
American Composers Forum will take on AMC‟s former 
membership services, addressing the stated desire of 
composers across the country for a single comprehensive 
membership resource.  
 Based in New York City, New Music USA is expected to 
open for business before the end of 2011 with Ed Harsh, 
current President of Meet The Composer, as its President and 
CEO.  He will work in tandem through the end of the year 
with American Music Center‟s President and CEO, Joanne 
Hubbard Cossa, who has already announced that she will 
retire in December.  
 “The merger of Meet The Composer and the American 
Music Center brings together the collective vision and newly 
focused intensity of two organizations with a great and 
intertwined history,” explains Harsh.  “Joining forces will give 
us powerful new capabilities both to support the artists who 
create new work and to grow the market for that work.” 
 “We‟re not just combining forces here, we‟re combining 
passion,” adds Cossa.  “We‟ll be multiplying more than 
financial clout; we‟re also multiplying our shared dedication to 
the art form, to those who make it, and to those who enjoy it.” 
 After the merger was approved by AMC‟s members and 
the court, New Music USA will be led by a single board 
comprising members of AMC‟s and MTC‟s current boards.  
MTC chairman Frederick Peters is being tapped as chair, and 
composer Steven Stucky, AMC‟s current chair, is slated to 
serve as vice chair.  
 The work of New Music USA will be grounded by an 
endowment of approximately $16 million.  AMC‟s 
Counterstream Radio and the Online Library are being folded 
into NewMusicBox to make a single mega-information media 
site, and MTC‟s Meet The Composer Studio will continue to 
develop, illuminating the life and work of composers in new 
ways.  New Music USA‟s media programs are projected to 
receive more than 65,000 page views monthly.  On the grant-
making side, the new organization will continue all of MTC‟s 

and AMC‟s current core programs, which are projected over 
the next year to affect about 1,600 composers and ensembles, 
to result in 145 commissions or premieres of new works, and 
to support about 15 new recordings.  
 The three national organizations currently serving the new 
music field are the American Music Center, Meet The 
Composer, and the American Composers Forum (ACF).  With 
the realignment into two organizations, AMC will transfer its 
membership services to the Minnesota-based ACF, headed by 
President and CEO John Nuechterlein.  The ACF will thus 
become the leading national new music membership 
organization and provider of professional development to 
composers, while continuing its own work in commissioning, 
residencies, and its innova® recording program. 
 “The American Composers Forum has had a successful 
history of partnering with our New York colleagues to provide 
a comprehensive slate of services to the field,” comments 
Nuechterlein, “and we‟re delighted that relationship will 
continue. We‟re committed to ensuring a vibrant ecosystem of 
support for both our members and their communities.” 
 “The members have spoken and we are responding to their 
needs,” AMC‟s Cossa continues.  “AMC and ACF jointly 
surveyed their constituents in 2008 and 2010, and easier access 
to benefits was a clear issue.  By working with the ACF, we 
can now offer composers, performers, scholars and arts 
professionals one-stop shopping for information and other 
services.” 
 All members will have access to a comprehensive 
opportunities database, member profile pages, and 
professional development resources, as well as the ability to 
upload works into the Online Library, without having to 
belong to two different organizations.  
 Town Meetings for the new music community were held 
around the country, in order to answer questions and gather 
feedback.  The first of these meetings took place in New York 
City on Friday, April 1, at the Thalia Café at Symphony Space. 
Subsequent meetings were in San Francisco on April 15 and 
Chicago on April 29.  The leaders of all three current 
organizations, Cossa, Harsh and Nuechterlein, took part.  
 The rich history of the American Music Center, Meet The 
Composer and the American Composers Forum is filled with 
luminaries of the new music world.  “Nearly every notable 
composer working in America has been involved in these 
organizations,” notes Harsh.  “Aaron Copland was among the 
American Music Center‟s founders in 1939.  Our three 
organizations are a virtual „Who‟s Who‟ of music in America.”    
“All of us at MTC are proud to be part of this historic merger,” 
comments Peters.  “New Music USA will bring together the 
unique strengths of its two constituent organizations to 
develop audiences dynamically by underwriting the creation 
of new music and the musicians and ensembles that perform 
it.”  
 "New media is the vehicle for creating new markets for 
new music, and it will be a privilege to carry this important 
work into the future with colleagues as dedicated as Fred 
Peters and Ed Harsh," remarks Stucky. 
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Festival FORFEST 
Czech Republic 2011 
 

by Jan Grossmann 
Czech composer and Associate Professor of music theory and composition, 
Faculty of Humanities, University of Žilina, Slovak Republic. 
 

To the readers of Composer/USA: 
The name of FORFEST is already not unknown.  About this 
international festival of contemporary music and art we 
have already reported several times.  Forfest is a unique 
event in Europe because of an extraordinary spiritual 
dimension of many of the compositions introduced there.  
The festival takes place annually in late June in the 
picturesque Moravian town of Kroměříž – a town known 
for its precious cultural and artistic monuments registered 
on the UNESCO list.  Some of the readers of 
Composer/USA have had the opportunity to be guests of 
FORFEST.  Soaking up the atmosphere, meeting with 
friends on the same wavelength -- they have had a chance 
to look around in Kroměříž, to see rare works of art, 
architectural monuments, unique Baroque-garden 
architecture and collections of rare music scores in the 
archives of the Archbishop’s Castle.  
 There was occasional participation of American 
composers, performers, and conductors even in the early 
years.  Later, however, more and more American artists 
have become artistic collaborators at FORFEST and bearers 
and propagators of its ideas.  Of course the festival is 
dominated by composers and artists from Central Europe, 
mainly from the former Czechoslovakia.  However, while 
many foreign artists receive grants from their native 
countries to participate in FORFEST, many artists are 
content with a modest fee, and are still coming to Kroměříž 
with beautifully prepared, representative programs.  
 Among the U.S. artists of the 22nd year of the festival: 
multi-flutist, composer, conductor, Professor Emeritus of 
Music at the California State University, Northridge, and 

President of the National Association of Composers/USA, 
Daniel Kessner, his consort, a major pianist, harpsichordist 
and chamber musician, Dolly Eugenio Kessner, and 
renowned guitarist William Feasley.  Their compositions 
have enriched this year’s programming in addition to those 
of Dan Locklair and Peter W. Madlem.  
 Among the exceptional events at this year’s Forfest were 
the realization of the chamber cantata by Daniel Kessner, In 
the Center, for mezzo-soprano, string quartet and piano 
(Kristýna Valoušková and Collegium Arion, with first 
violinist David Mimra, pianist Helena Fialová).  This 
composition was premiered at FORFEST 2000.  I knew it 
also from the composer’s CD, but this time it was like a 
different composition: masterfully secure, tectonically 
balanced, with surprising turns of expression and dramatic 
moments of expression of angelic purity and peace. 
 No wonder that after the last prolonged tone, the 
applause truly exploded. In the Center almost overshadowed 
the compositions performed by the Duo Kessner earlier on 
the concert: first from another foreign author, a leading 
French composer of Georgian origin, Nicolas Zourabichvili 
de Pelken.  Grande Quinsonnade by Zourabichvili for solo 
flute is a work of prevailingly sorrowful and meditative  
character, but also organically utilized tightrope-walking   
of technical finesse.  In particular, the amazing, 
transcendental, magical and darkly dense Terra Oscura for  
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