
GHEORGHE COSTINESCU

Gheorghe Costinescu, born in Bucharest in 1934 and residing in 
New York since 1969, has been active as a composer, conductor, 
pianist, musicologist, and educator. 

After studying privately with Pascal Bentoiu and earning an M.A. 
in composition from the Bucharest Conservatory under Mihail 
Jora, he continued his studies with Karlheinz Stockhausen in Co-
logne and Luciano Berio at The Juilliard School in New York. In 
1976 he received a Ph.D. with Distinction from Columbia Univer-
sity, where he studied with Chou Wen-chung.

His chamber, choral, orchestral, and stage works have been per-
formed in major cities in Europe and the United States, and at the 
Royan, Shiraz–Persepolis, and Tanglewood festivals. 

His stage work The Musical Seminar, a winner in the League-ISCM 
National Composers Competition, was premiered at Lincoln Cen-
ter in New York City; the German version of the work was pro-
duced by the State Opera of Stuttgart, and the British premiere 
took place at the Royal Scottish Academy of Music and Drama in 
Glasgow.   

Costinescu has received grants and awards from the American 
Academy of Arts and Letters, the National Endowment for the 
Arts, the New York Foundation for the Arts, the American Mu-
sic Center, Meet the Composer, and the Ford Foundation. He 
was a Fulbright Scholar and also received the Romanian Acad-
emy’s George Enescu prize; The Juilliard School’s Alexandre 
Gretchaninoff Memorial Prize; and fellowships from MacDowell 
Colony, Yaddo, and the Virginia Center for the Creative Arts. 

For his drawings in musical scores, he was awarded a Creative 
Artists Public Service fellowship in Graphics, New York State. The 

Awardees Exhibition took place at the Pratt Graphic Center Gal-
lery, New York City. 

His theoretical writings include articles on contemporary music, 
essays on comparative aesthetics, and A Treatise on Musical Pho-
nology.  

Gheorghe Costinescu has held teaching positions at The Juilliard 
School, Columbia University, and the New School for Social Re-
search. In 1982 he joined the faculty and subsequently directed 
the electronic music program at Lehman College of the City Uni-
versity of New York, where he became Professor Emeritus of Mu-
sic in 2003.

His Multimedia Retrospective at Merkin Concert Hall, New York, 
May 5, 2015, was covered by New York Classical Review under the 
title “Craft and Virtuosity Spotlighted in the Fascinating Music 
of Gheorghe Costinescu”  “...a composer with a rare range of 
creativity.”

Note
This DVD album contains works representative of 

Gheorghe Costinescu’s activity as a composer, performer, 
graphic artist, and maker of short films.

                                             
1. INVENTIONS No. 5 and No. 6 for the piano  
      from Evolving Cycle of Two-Part Modal Inventions for Piano     
      (1964)

These are the last two inventions of a cycle consisting of an intro-
ductory one-part invention followed by six two-part inventions 
grouped into three pairs. The first of each pair is rather slow and 
in a more-or-less minor mode, while the second is faster and in a 
more-or-less major mode.
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The aim of the cycle is to use some aspects of the Baroque two-
part invention to explore the expressive potential of Romanian 
folk music, while tending to achieve a gradual transition to a con-
temporary type of keyboard composition.

Invention No. 5 is based on the Phrygian mode (E F G A B C D) and 
explores the use of wide intervals and prolonged rests, the latter 
already anticipated in the Introductory One-Part Invention.

Invention No. 6, the strictest and freest of all, is based on an ellipti-
cal tone-semitone mode with the minor third missing: E F G# A# 
B C# D. The piece is structured by using all forms and transposi-
tions of a “modal twelve-tone row” which, being placed within a 
seven-tone scale, uses one of the tones (G#) four times and an-
other (A#) three times: G# A# B G# A# G# D G# A# C# F E . While this 
structuring secures the formal cohesion and the modal character 
of the piece, the frequent use of disjointed intervals, contrasting 
dynamics, repetitive or fragmented patterns, and all ranges of 
the keyboard tends toward apparent improvisational expression 
and freedom from traditional “invention.”

“…’Evolving Cycle of Tow-Part Modal Inventions’ alternates spare 
percussive textures with onslaughts of brittle fury. Pianist Walter 
Pate effectively brought out the emotion contained within the hard 
edges.”
                                                            – Ed Roberts, The Washington Post

2. VOICES WITHIN for solo violin (1989) 

The title alludes to the contrasting statements separated by 
long rests at the beginning of the piece, suggesting an inner 
dialogue between various moods, feelings, and states of mind. 
These “voices” can also be placed within the instrument itself. As 
an example, after a moment of extreme technical challenge, the 

violin strings temporarily “talk” to each other in more relaxed and 
melodious terms.

As the piece progresses, the initially disparate “voices” join to-
gether in a continuous sound stream, first in a rather clashing 
manner, then in a non-confrontational way. The music was com-
posed to suit the virtuoso talents of violinist Sherban Lupu, to
whom the work is dedicated.

“Gheorghe Costinescu’s 1989 Voices Within is a stunning work. It 
begins with the usual abrupt, truncated modernist gesture, but 
then unfolds in a manner that, while immersed in this tradition, 
also shows a highly personal take on it. Costinescu weaves––that’s 
the right words, there are so many simultaneous strands at any 
moment––a texture that is constantly mutating, surprising, richly 
detailed, polyphonic.”
                                                                             – Robert Carl, 254 Fanfare

“…a work of remarkable passion and invention. …sophisticated 
magic.”
                                                            – Ed Roberts, The Washington Post

3. SONATA FOR THE PIANO (1957, revised 2007-08)

The first version of this piano sonata was composed in 1957 in 
Romania. Fifty years later, it was revised – or better, re-composed 
– in the United States. “Re-composed” means here updated, re-
structured, and expanded.

Of the three movements of the work – Moderato energico, An-
dante poco rubato, and Presto con fuoco – the first and third are 
structured more-or-less according to the classic sonata form; the 
second uses a combination of ternary and variational forms.

Since recording the last movement for the Romanian Broadcast 
in 1957, I had none of the movements performed in public, feel-
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ing that their full potential was not yet realized; the Sonata’s main 
themes, some rather pungent and chromatic, others more lyrical 
or with modal inflections, kept following me until 2007, when I 
felt urged to complete the work as I first imagined it. 

It came, however, as a surprise that the last movement, especial-
ly the coda, turned out to integrate, in addition to echoes from 
the preceding movements, elements of ragtime and jazz. These 
emerged as if pointing to the end of the long journey of compos-
ing this work. 

“...the music puts what feels like dense experience and powerful in-
tellect into exhilarating, physical action.” 

                                                     – George Grella, New York Classical Review

4. ESSAY IN SOUND for the piano (2011)
                            
“Essay in Sound” for the piano reflects the way I play, think of, and 
feel about the instrument. The grammar of the work differs from 
the principle of building a musical edifice starting from a single cell 
or idea. Here, several short, apparently disparate statements are in-
troduced, each expanding on its own terms, while merging into a 
more-or-less continuous discourse of all entities. 

5. WHY DO YOU WAIL… / CE TE LEGENI… for soprano and  
     piano (2002)
   
This is a bilingual song in English and Romanian, composed for 
the soprano Lucy Shelton. It is based on a poem by Mihai Emi-
nescu. 

Throughout the work, half-spoken statements in English alter-
nate with corresponding fully-sung statements in Romanian; 

the translation thus precedes the original. Toward the end, both 
kinds of statements tend to blend into a similar songlike ex-
pression. 

The aim of using a detailed treatment of the phonetic content 
of the words is to enhance the specific sonic character of each 
language. 

6. NINE PORTRAITS FROM THE WILD for soprano and piano 
     (2014)

A little event triggered my decision to write the text and com-
pose the music for a song cycle featuring creatures from the wild. 
During a walk through Riverside Park in New York City, I saw a 
butterfly taking off from a flower. It looked as if the flower itself 
had become airborne by using its petals as wings.

Various other flying, hopping, running, crawling, or swimming 
creatures came to mind, with the traits that commonly define 
them and make us associate them with certain types of people 
or human behavior.

To add visual expression, the score’s printed text for each portrait 
is followed by directions for gestures, supported by a few draw-
ings above or under the music.

The song cycle is dedicated to Lucy Shelton.

 “...the composer has as much charm and humor as he does deter-
mination and intensity.” 
                                            – George Grella, New York Classical Review

Text of Nine Portraits from the Wild by Gheorghe Costinescu
Text 1 adapted from a poem by Aram Saroyan
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1. Cricket
Saroyan’s many repetitions of crickets are here reduced to seven and made 

singular, with nonsemantic text added.

Teketèk-ketekèt
Tiketìk-ketikèt

Cricket

Cricket

Cricket
Cricket
Cricket
Cricket

Cricket (whispered)
.………
Tiketìk!

(regular voice)

2. Bullfrog
Fròg-croack fròg-croack,

Fròg-croack cròack-oke frog

Bùllll-frog,
Llll-lèaping frog

Plunge in pònd:

plòp!

3. Snail-Likeness
Slow like a snail,
slimy like its trail;

Owning a dome,
always home

4. Cheetah-Champ
Gets its prey,

8 9

no delay;
Isn’t kidding, doesn’t cheat;

Cheetah’s champ: fastest on its feet!

5. Fishing-Fish
fff-shhh-fff

Made to swìmmm
at its whìmmm,

shhh-ffff-shhh
Moves aròunnd,
without sòunnd;
(half whispered)

f-shhh-f-sh
Fìshhhhh, f-fishing ff-fìsh-sh(u)sh-sh(i)sh?!

(regular voice, appalled)

Shùshhhhhhhhhhhhh!
(finger on lips)

6. Butterfly
Butterfly––––––––––––– aiaiaiaia-i––––– eieieieie-i––––––

Flying flow––er –––––– aiaiaiaiai-w-er–––––– ∂  i ∂  i ∂  i ∂  i ∂  i-er ––––––––––––

7. Sneaky-Snake
Sss-snèaky

sss-snàke sss-stàaalks-s
and s-snàps-s;

Sss-swirls…and shhh-shàpes-s
the letter èSsss–ss(u)ss–ss–

s(u)s-s-s(u)s-s-ssss(u)ssss 

8. Elephant-King
U–LO O–LE ELI ILE* elephant
See what facts are relevant
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and are pointing to one thing:
who should be wild creatures’ king?

U–LO E–LO
Not a dictator

and not a predator;
trunk and tusks, stately walk,

U–LO E–LI
known for memory,

and for bravery;
weight and poise,

mighty noise; 
piercing voice,

used with choice,
and with traction,
prone to action,

not to talk!
E–LA U–LO

All these point to one thing:
U-LO O-LE ELE-I LI

He shall be wild creatures’ king!

ILE ULO ELO–– LA!

*The capitals U O A E I in the non-semantic text are pronounced as in Italian or 
German.

9. Mockingbird
Mockingbird mocking-birrrrrrrrrrrrrrrrrd!

The best you’ve heard. 
(matter-of-factly)

Mocking this, mocking tha–t,
mocking everything, e–veryone, good to look a–t;

Loves-z butterflies-zz… eating them… what a twist! 
                          (tenderly)                                  (indignant)          (disappointed) 

But what an ar––––––––––––––––––––––––––––– 
                          (admiringly) (a–– ---)

(kind of soprano-coloratura vocalizing, first on the vowel “a,” then on com-
binations of other vowels and consonants, some of them heard in the pre-
ceding texts, such as “aiaiaia, eieieie, ulo-olei, lilili-lelele-lololo, tiki-toka-
teketeke-tukutuku, sss, fff, shhh, trrr,” etc., plus some bird-like whistling)

what an ar––––––––– tist! 
                                                                    (matter-of-factly)

7. ONE MINUTE TRIBUTE: 9/11/2001  
     for percussion quartet and animated photograph   Short 
     film (2015)

I composed the music with this title for the 9/11/2001 Remem-
brance that took place on the Lehman College Campus/CUNY, 
Bronx, New York, on September 11, 2002. It was performed under 
my direction by the Lehman Percussionists. Among the instru-
ments used, the side drum emerges with a leading pattern that 
confers upon the piece a rather solemn, ceremonial character. 

In 2015 I completed the short film with the same title, combining 
the recording of the percussion work and my animation of Tribute 
in Light, photographed by Dan Nguyen in 2009.

“Unlike the many literal, maudlin musical commemorations of 9/11, 
this piece was succinct and left the listener to provide their own, per-
sonal response.”
                                                     – George Grella, New York Classical Review

8. DOTS, LINES, AND PATCHES 
     for recorded electronic sounds (1973) with animated film   
     by Michele Gagné (2013) 

I completed this work at the Columbia-Princeton Electronic Mu-
sic Center in New York City in 1973. It is based on the syntax of my 



Two-Part Modal Invention No. 5 for piano, the latter being rebuilt 
and expanded through the exclusive use of analog electronic 
equipment.

The work was premiered at the Electronic Music Festival, Colum-
bia University, 1977.

9. TAI CHI ON THE HUDSON 
     for string quartet and animation  Short film (2015)

The animated images and the written text of this film are based 
on the free Tai Chi class led by Silvana Pizzuti, part of the Summer 
on the Hudson Series in New York City, 2014. 

After drawing each position of the Yang Long Form which I prac-
tice, I composed music for string quartet to fit the positions, 
movements, terminology, and (as far as possible) the spirit of this 
martial art. 

The work is dedicated to Silvana Pizzuti.

10. PHONETIC-MUSICAL EXERCISE & PIANIST’S STUTTERING  
        ARIA for piano and voice; excerpt from the stage work 
        The Musical Seminar (1982)

In the play, five instrumentalist-singer-actors, additional 
dancer-actors, and musicians explore various aspects of spoken 
languages, musical styles, and the musical phenomenon in 
general. 

In this video excerpt, as presented with me playing the piano 
and performing the vocal parts, the ensemble practices “pho-
netic-musical consonance-dissonance” in voiced and whis-

pered emissions. Suddenly, the pianist has “s-s-something to-
to-to say.” As the other musicians make fun of his stutter, he 
asserts himself, initiating a frantic dialog with the now-stutter-
ing ensemble.

11. ANIMATED SOUNDS  Short film (2011)   
        Animation of composer’s drawings on score, with audio 
        from live recording; excerpts from The Musical Seminar 
       (1982)

These excerpts consist of a few scenes from the stage work brief-
ly introduced in the preceding DVD item. The excerpts use an au-
dio from the 1982 Tanglewood Festival performance of the work 
and animation of my drawings in the musical score. The purpose 
of these drawings is to depict and stimulate the performers’ ac-
tions on stage.

The first scene is the opening of the play: four of the five main 
musicians join the Trombonist who, already on stage, is sound 
asleep and snoring. The next scene, from the part of the play in 
which the musicians practice musical styles on a given theme, is 
dedicated to Arnold Schoenberg. It features the organist-soprano 
feeling “much better since this theme became a row.” In the scene 
that follows, three critics (or academics) lecture in English, Ger-
man, and French about musical creativity, innovation and tradi-
tion, and the “absurd necessity” of various esthetical movements. 
Then a polyglot crowd invades the stage, shouting contradictory 
slogans about orientations in the arts. The clashing crowd mem-
bers start to agree with each other: they come to shout the word 
“ism,” which becomes “sm––” and then just “m––.” The moo-ing 
crowd walks more and more bent-over until literally crawling off 
the stage.

Finally, a loud hammering is heard backstage, and the electroni-
cally-produced sounds of the “Crickets of New England” bring the 
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play to a close: the Trombonist leaves the stage, and the remain-
ing musicians fall asleep on their instruments, while the cricket 
sounds and the lights are dying out. 
                                                                                                           
                                                                                                       Notes by the Composer

The Musical Seminar
Reviews, Comments by Other Composers, & Awards

Reviews:
 
On the premiere of the first version at Alice Tully Hall, Lincoln 
Center, New York City, 1971

“His [Costinescu’s] idea of language and music is not Verdi’s, or Puc-
cini’s, or even Berg’s. Rather he breaks down the language into its 
constituent vowel and consonant sounds. ... a Joycean trip through 
music... . the five Juilliard musicians had a lot of fun (the composer 
was at the piano) and created a good deal of pandemonium.”
                
                                           – Harold C. Schonberg, The New York Times

 
On the premiere of the final version at the Tanglewood Festival, 
1982 

“... a one of a kind, exhilarating and marvelously flaky work of ge-
nius.”
                                                           
“This reviewer may be found on various rooftops, proclaiming it the 
find of the ‘80s.”
                                                              – Richard Buell, The Boston Globe

On the production at the Triplex Theater, New York City, 1988

“Mr. Costinescu’s music serves to augment verbal description. It is a 
kind of thesaurus in sound – providing a musical enhancement for 
us to look up when words will not quite suffice. ... One is entertained 
by ‘The Musical Seminar’... Indeed, it gives us much to think about.”
              
                                                    – Bernard Holland, The New York Times 

On the premiere of the German version at the State Opera of 
Stuttgart, 1989

“Costinescu has managed to do something like square the circle for 
musical theater. ... a multilayered human – all-too-human – ‘Tema 
con variazioni’ on a theme by Anthony Newman; ... something like 
the Diabelly Variations of the 20th century. The music of the world of 
the last thousand years has found its voice in Costinescu.”
     
                                               – Dieter Koelmel, Stuttgarter Nachrichten
 
“This extraordinary composition, interpreted by extraordinary mu-
sicians, dealing with style itself, styles of music, and much more 
besides, falls somewhere between chamber opera, theater of the 
absurd, and a kind of thinking man’s slapstick. One experiences 
these ninety minutes, which easily upstage any thriller, with great 
suspense and even greater delight.”
                           
                                                           – Mirko Weber, Stuttgarter Zeitung

On the British premiere at the Royal Scottish Academy of Music 
and Drama, Glasgow, 1992

“... a superb sense of timing and of instrumental/vocal effect, and, 
blessedly, a sense of humor. The Musical Seminar was always swift 
and funny as well as intellectually coherent.”

                                                                                               – Neil Mackay, The Scotsman



On a new production at the Royal Scottish Academy of Music and 
Drama, Glasgow, 1995

“The Musical Seminar... is literally a staggering achievement both 
textually and musically and in this production by Paul Stebbings, it’s 
a knock-out.... It is by far the most hilarious and entertaining eve-
ning this reviewer has enjoyed in a decade.”
                            
                                                                 – George Wilson, The Scotsman
 

Comments by Other Composers:

“Gheorghe Costinescu is an exceptionally interesting composer, a 
brilliant musician and has a wonderfully cultivated mind.”
                                                                                   
                                                                                   – Luciano Berio (1971)

“I found Mr. Costinescu and his music full of vitality, with a special 
theatrical flair.”
                                                                         – Leonard Bernstein (1975)

“There is no question in my mind that Gheorghe Costinescu’s ‘The 
Musical Seminar’ is a masterpiece of its kind, perhaps even a work 
of genius. I am certainly happy to be counted as one of its staunch-
est admirers and believe that its composer is a man of remarkable, 
perhaps even unique talents.”
                                                                            – Gunther Schuller (1984)

Awards:

Winner in the League-ISCM National Composers Competition, 
1986 

National Endowment for the Arts Producers Grant, 1986

CAPS Fellowship in Graphics, New York State Council on the Arts, 1978 
(The Awardees Exhibition took place at the Pratt Graphics Center 
Gallery, New York City.)

PERFORMERS

Gheorghe Costinescu, conductor (track 7) piano (track 5) 
piano and voice (track 10)  Bio above

Vesselin Gellev, violin (track 2), was born in Bulgaria and has 
been a featured soloist with the Spoleto Festival Orchestra, New 
Haven Symphony Orchestra, Juilliard Orchestra, and the London 
Philharmonic Orchestra, among others. As violinist of the An-
tares quartet, he won First Prize at the 2002 Concert Artist Guild 
competition in New York. As Concertmaster of Kristjan Järvi’s Ab-
solute Ensemble, a Grammy-nominated, genre-blending “classi-
cal band,” he has recorded several CDs, appeared in venues like 
the Sydney Opera House, Concertgebouw, and Wiener Konzer-
thaus, and collaborated with many world-renowned artists, as di-
verse as Paquito D’Rivera, Goran Bregovic, L. Subramaniam, and 
the late Joe Zawinul. He has also performed as Guest Leader with 
a number of orchestras, such as the BBC National Orchestra of 
Wales, Royal Philharmonic Ochestra, Royal Scottish National Or-
chestra, Mahler Chamber Orchestra, and the Orchestra of the Ac-
cademia Nazionale di Santa Cecilia in Rome. Vesselin received his 
Bachelor’s and Master’s Degrees from The Juilliard School in New 
York and, prior joining the LPO in 2007, held the position of Con-
certmaster with the New Haven Symphony Orchestra, and the 
Spoleto Festival Orchestra in Italy. He has led the LPO in numer-
ous concerts and several recordings for the Orchestra’s own re-
cord label, most recently on the Official Thames Diamond Jubilee 
Pageant CD. An avid chamber musician, Vesselin also performs 
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regularly in the LPO’s Chamber Contrasts series at Wigmore Hall. 
He holds the position of Sub-leader (2007) Chair supported by 
John and Angela Kessler at the London Philharmonic Orchestra. 

Stephen Gosling, piano (track 3, 4, and 6), is a ubiquitous pres-
ence on the New York new music scene, and has also performed 
throughout the United States, Europe, Latin America and Asia. 
His playing has been hailed as “brilliant,” “electric,” and “lumi-
nous and poised” (The New York Times), possessing “utter clarity 
and conviction” (Washington Post) and “extraordinary virtuosity” 
(Houston Chronicle). A threefold graduate of the Juilliard School 
of Music (DMA, MM, BM), he was for three years pianist of the As-
pen Contemporary Ensemble, and appeared in several seasons 
of the Summergarden series at MOMA. He has also performed at 
the Kennedy Center in Washington, D.C., the Grant Park Festival in 
Chicago, the Bang on a Can Marathon, Bargemusic, the 2011 Great 
Day in New York festival, and the PAN festival in Seoul, Korea. Mr. 
Gosling has collaborated with numerous American and European 
composers, including John Adams, Milton Babbitt, Piere Boulez, 
Elliott Carter, Brian Ferneyhough, Oliver Knussen, Steve Reich, 
Poul Ruders, Charles Wuorinen, and John Zorn. He is a member of 
both Ensemble Sospeso and the New York New Music Ensemble, 
and has performed with Orpheus, the Chamber Music Society 
of Lincoln Center, Speculum Musicae, DaCapo Chamber Players, 
the Orchestra of St Luke’s, Continuum, the Leagueof Compos-
ers/ISCSM Chamber Players, and Da Camera of Houston. He has 
additionally been a frequent guest artist of many other groups, 
including the New York Philharmonic, Duch Radio Philharmnoic, 
and the American Composers Orchestra. He has been heard on 
the NPR, WNYC, and WQXR radio networks, and has recorded for 
New World Records, CRI, Mode, Innova, and Rattle Records.

David Hoose, conductor (track 11), obtained his BMus in Com-
position and Theory from Oberlin Conservatory; graduate stud-
ies in composition at Brandeis University; Conducting Fellow at 

Berkshire Music Center. He studied conducting with Gustav Mei-
er; composition with Richard Hoffmann, Walter Aschaffenberg, 
Arthur Berger; horn with Robert Fries, Barry Tuckwell, Joseph 
Singer, Richard Mackey.

David Hoose holds the current positions: Cantata Singers & En-
semble (since 1984), Music Director; Collage New Music, Music 
Director. Rose City International Conducting Workshop, faculty. 
Past positions include Tallahassee Symphony Orchestra, Music 
Director; Brandeis University Orchestra, Music Director; Longy 
School of Music, faculty; Emmanuel Music, Music Director ad in-
terim; Cantiones Sacrae, co-founder and Music Director.

David Hoose was guest conductor with Chicago Philharmonic, 
Singapore Symphony Orchestra, Korean Broadcasting Symphony 
Orchestra (KBS), Saint Louis Symphony Orchestra, Utah Sympho-
ny Orchestra, Quad Cities Symphony Orchestra, Orchestra Regio-
nale Toscana, Pro Arte Chamber Orchestra, Boston Symphony 
Chamber Players, Handel and Haydn Society, Emmanuel Music, 
Chorus pro Musica, Tanglewood Music Center, Monadnock Mu-
sic Festival, Warebrook Music Festival, Dinosaur Annex, Alea III, 
Fromm Chamber Players. Guest conductor with Boston Univer-
sity Young Artists Orchestra, Eastman School of Music Kilbourn 
Orchestra, Music Nova and Philharmonia, University of Southern 
California Symphony Orchestra, New England Conservatory’s 
Symphony Orchestra, Wind Ensemble and Contemporary En-
semble, Shepherd School Symphony Orchestra (Rice University).

Recipient of Dimitri Mitropoulos Award (Berkshire Music Center); 
Walter W. Naumburg Chamber Music Award (with Emmanuel 
Wind Quintet); Choral Arts New England Alfred Nash Patterson 
Lifetime Achievement Award; Ditson Conductors Award, for the 
Advancement of American Music; Grammy Nominee, Best Re-
cording with Small Ensemble (with Collage New Music). Record-
ings on New World, Koch, Nonesuch, Albany, Composers’ Record-
ings (CRI), Delos, Arsis, GunMar, and Neuma labels. 
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Eric Huebner, piano (tracks 1), has drawn worldwide acclaim 
for his performances of new and traditional music since making 
his debut with the Los Angeles Philharmonic at age 17. In Janu-
ary 2012, he was appointed pianist of the New York Philharmonic 
and has been featured in works by Lindberg, Stravinsky, Ives, 
Milhaud, and R. Strauss among others. The same year he gave 
the New York premiere of Elliott Carter’s Two Conversations and 
a Controversy for piano, percussion and chamber orchestra with 
Musicians of the New York Philharmonic and David Robertson 
conducting as part of the CONTACT! series. He has previously col-
laborated with Mr. Robertson in performances of György Ligeti’s 
Piano Concerto and Olivier Messiaen’s Oiseaux Exotiques. Since 
2001, Huebner has been a member of Antares, a quartet com-
prised of clarinet, violin, cello, and piano. First prize winners of 
the 2002 Concert Artists Guild International Competition, Antar-
es appears regularly in major chamber music venues throughout 
the country. Mr. Huebner has twice been a featured recitalist at 
the Ojai Festival in California. In 2010 he performed the complete 
Vingt Regards sur L’Enfant-Jésus by Olivier Messiaen. Other high-
lights include solo appearances at the Monday Evening Concerts 
and Piano Spheres series in Los Angeles, The Carlsbad New Mu-
sic Festival, the oh-ton new music series in Oldenburg, Germany, 
and recitals in New York City of the solo music of Stravinsky and 
Andriessen presented by Miller Theatre and Le Poisson Rouge re-
spectively. Mr. Huebner is currently Assistant Professor of Music 
at the University at Buffalo and is director of the June in Buffalo 
Performance Institute. His performances have been broadcast on 
PBS and NPR, and on radio stations KMOZ (Los Angeles), WNYC 
(New York), Radio Bremen (Germany), ORF (Austria), and BBC. He 
has recordedfor Col Legno, Centaur, Bridge, Albany, Tzadik, In-
nova, New Focus Recordings, and Mode Records. Mr. Huebner 
holds a B.M. an M.M. from The Juilliard School where he studied 
with Jerome Lowenthal. 
 

Lucy Shelton, soprano (tracks 5, and 6), the only artist to re-
ceive the International Walter W. Naumburg Award twice, as a so-
loist and as a chamber musician, has performed repertoire from 

Bach to Boulez in major recital, chamber, and orchestral venues 
throughout the world. Highly acclaimed as an interpreter of new 
music, Ms. Shelton continued to bring new audiences into the 
sound world of new works often composed for her. Notable world 
premieres include Elliott Carte’s Of Challenge and Of Love and 
Tempo and Tempi; Oliver Knussen’s Whitman Settings; Stephen 
Albert’s Flower of the Mountain; Joseph Schwantner’s Sparrows 
and Magabunda; Alexander Goehr’s Sing, Ariel; David Del Tredi-
ci’s Quaint Events; Paul Ruder’s The Bells; Gerard Grisey’s L’icone 
Paradoxale; Ned Roram’s Schuyller Songs; Sally Beamish’s Mon-
ster; JamesYannatos’s Trinnity Mass: Lewis Spratlan’s Of Times and 
the Seasons; and Rob Zuidam’s Johanna’s Lament. The theatrical 
highlights of Ms. Shelton’s activity include staged performances 
of Berio’s Passaggio and the role of Mama in Carter’s What next? 
with the Ensemble Intercontemporain in Paris; Berio’s Sequenza 
III at the Tanglewood Festival; Da Camera of Houston’s touring 
production of Pierrot Lunaire; the role of Jenifer in Tippett’s The 
Midsummer Marriage for Thames Television; and the title role in 
Milhaud’s Medea. She made her BBC Proms debut in Dallapic-
cola’s Il Prigioniero and her Vienna and Berlin debuts singing Kur-
tag’s The Sayings of Peter Bornemisza with Andras Schiff. Shelton 
has been a guest artist with ensembles such as Center Chamber 
Music Society, 21st Century Consort, Speculum Musicae, Da 
Capo Chamber Players, Sospeso, New York New Music Ensemble, 
Musica Viva, Da Camera of Houston, the Nash Ensemble, Klangfo-
rum Wien, Schoenberg-Asko, Ensemble Moderne, and Ensemble 
Intercontemporain. She has participated in numerous fetivals 
including those of Aspen, Santa Fe, Tanglewood, Chamber Mu-
sic Northwest, BBC Proms, Aldeburgh, Caen, Kuhmo, Togo, and 
Salzburg. Among notable conductors with whom Shelton has 
worked are Daniel Barenboim, Pierre Boulez, De Leeuw, Knussen, 
Metzmacher, David Nott, Oetvos, Simon Rattle, Helmuth Rilling, 
Rostropovich, Esa-Pekka Salonen, Leonard Slatkin, and Wolff. 
Her extensive discography is on the Deutsche Grammophon, 
Koch International, Virgin Classics, Nonesuch, NMC, Bridge, Al-
bany, and Innova labels. A native Californian, Ms. Shelton’s musi-
cal training began early with the study of both piano and flute. 
After graduating from Pomona College, she pursued singing at 
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the New England Conservatory and at the Aspen Music School, 
where she studied with Jan de Gaetani. Lucy Shelton has taught 
at the Cleveland Institute of Music, the New England Conserva-
tory of Music, the Eastman School of Music, and at Tanglewood. 
She is currently on the faculty of the Tanglewood Music Center 
and coaches privately at her studio in New York City.

Voxare String Quartet (track 9) 
Emily Ondracek-Peterson, violin; Galina Zhdanova, violin; Eric Peter-
son, viola; Adrian Daurov, cello

“The gifted Voxare String Quartet” (The New York Times) formed 
in 2008 and has since received critical praise for its inventive pro-
gramming, technical prowess, attention to detail, and passionate 
performances. Voxare’s performances have included appearanc-
es at Avery Fisher Hall with the New York Philharmonic, the Gug-
genheim Museum, Carnegie Hall, and Lincoln Center. Voxare has 
had performing residences at Dartmouth College and Columbia 
University, among others; additionally, the quartet has been the 
prestigious quartet-in-residence at New York’s Bargemusic. Vox-
are performs works by living composers, bringing together a 
community of America’s leading composers, both emerging and 
established. Voxare’s unique performing activities earned the 
quartet Chamber Music America’s ASCAP Award for Adventur-
ous Programming. With a repertoire spanning five centuries, Vox-
are is not afraid to break down the boundaries of classical mu-
sic; they have made and performed their own transcriptions of 
popular and rock music and often perform in alternative concert 
venues, presenting innovative concerts focused on unique and 
accessible presentations of contemporary chamber music while 
assimilating classical standards and popular music. Individually, 
Voxare members have performed as soloist with orchestras such 
as the Chicago Symphony Orchestra and orchestrally with the 
Cleveland Orchestra, Milwaukee Symphony, and St. Petersburg 
Philharmonic. The four musicians have amassed a number of 
prizes at international competitions. 
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