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.:r: D Z- BenJllD1Ul CaRson PIece rn 2 5/8 Mea.suRes (1995) () 10 


Wonsron Chunq, V'IOlm 

l1>3 Chao Hanson BeasTsbemaOeFoRplaYTblnqs (1994) I t ~ Lf 

Kevrn KaTmfS, Kare Slam, 

R.oBc!l('[ Nldvlas, rROtJJbones 


\1) &\ Benjamrn CaRson PJreluOe 2 fOR Plano (1995) ;)-'} 0 


BenJaCl1ln CaRson, Plano 
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\\) c;- DonalJ}}. Ankney lNClNDENTALMUSIC I (1993-t) ;;1;).;;" 

LlNCIDENTAL MUSIC ill (1994») ------ ­
lOOsTa-Dawn .Jet7neR, Plano 

\ ~ Cbmsnan AsplunO nuBfi,t rasr'DayA Yi~~-t) rI ' '='7 
ill, VI, vm 
Lorum DeaJpsreR, Cello 

suoiko SaTo, Plano 
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i DI Benjamrn CaRson . Plea rn 2 5/8 ~~~5) 0 " 0 

TroJ BakeR, Gurrax 
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I!)t ~r'I c... i d..e.r!~ r ,1tJ() 51 c- .iLL ~ ( .;~) 

i 1:> 1 Benjamin CaRson PIece In 2 5/8 MeaSURes . I 0 
Leslie HIRT, Cello 0 

) D J0 Chao Hanson ~ CIRCUS AnIoJals' IJesermon (1995) '7 j30 
ChaO Hanson, Plano 

ip i ( Hannah Kobl Solo fOR Oboe, No. 1 (1995) 3 ~ 
?lL~ 
'7 H.A1WnE att 0100 

DaRlene FRanz, Oboe 

I V I Z- KR1s1fn KessI.eR. sh.zpv:O 1bs 5 a~ Cf: ~Jl995) 7 ~ Z. 
ChRISTIne GRaham, Soprumo 

f..o1:en .....,.,.."'''F''1WmIK-nm,.....'' Cello.·' ("I'\, ''',~' ./' '. \ !"U\ 

IDli Paul McClellan CelfRa ~ (1993, mm.1995) 7'f'~ 
I.AT'Iiile 
H.I.uliJe 
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BeaSTsbemaoe&OKpLaVTbl~s 
HeRe IS a liTTLe skeTc FOR ThRee TRomHes. IT IS ~esu;ne~ 
In a way ThaT LeTS The playeRs con~uCT The piece. TheRe 
aRe aRROWS In The SCORe (con~uCTOR'S cues) FOR ~RamaTlC 
eFFeCT, aLLowlm} FOR seveRal "inTeRRuPTions' . Also 
empLoye~ heRe aRe many COnTempoRaRy' eFFeCTS FOR TRom­
bone, Indu~ln~ The use OF hearh soun~s an~ "ScRibble" 
nOTaTion. These eFfeCTS aRe only as fjOO~ as The playeRS 
aRe. In ThiS Re~aR~, I've been blesse(} wITh The LUXURY OF 
kORRowm~ some 0; STuaRT Dempsm{'s STu~nTS. One laST 
nOTe: I've been aske~ seveRal Times abouT The ORI~1n an~ 
meanln~ OF The TITle. WeLL, someTImes a name FOR a piece 
roes nOT su~~esT ITselF ThROU~h The musIc. IT has been 
known TO happen -om such a S/Tuarlon-- ThaT a composeR 
Will ~Rak a 'Iiook OFF hiS shelF FbI' TO any' pa~e ani:) poinT 
TO a phRase, Thlnkln~ "ThiS wdl &e The TITle". ThiS haR~ly
eveR ylel~s ~~ ResuLTs. BUT someTImes you ~eT lucky. 

INCIDE~Tet MU~lC 
I honeSTYleve i aT The gReaTeST InSI~hrs inTO human 
PSYCholoqk aRen'T cOnTained In The coLLeCTe~ WORks OF 
!F.,,,tl OR un~, kUT In Those OF WILLiam ShakespeaRe. 

;iP"Hkaps 7: IS IS why I SMnT much OF lasT yeaR wRmil~ ~ 
~T; OF ~r(c.es based .on Shakes~aRean "feXTS. My lJoaL IfI 
w1urt"~j'1bese .Was '·hoJl!1'o st!r 'rIW1n';R~maTdlLY OR 
OTheRwlSf, kUTRarheR as a ReSfX!nse TO TheiR "hlMen 
meanln~s." TOnl~hT, The fiRST an~ ThIR~ pieces OF ThiS seT 
Will ke peRf.oRme~; They aRe base~ upon "HenRY V," ACT 5 
sceve II, ana '/\ MI~summeR NI~hr's DReam" RespeCTIvely. 

Duo FOR LasT Davs was W1UTTen an~ compLeTe~ while I \ 
sTu~le~ WITh Joel15uRan~. When I &ec;an WRITing IT m'd, 
1993, I coul3 nOT Remove The soun~ OF such ceUo STan... ' 
~R~S as The RachmaninoFF "Vocallse,"cThe.FauRe "ekeC}le," 
an~ The SalnT-Saens "The Swan~ FRom. my mma: The Tex­
tURe OF These pieces, The RhYThmlcaLty STaTIC plano paRTS 
WITh The long meLo~IC -lmes In The cello, weRe whaT STuck 
WITh me. I also Thoughr .elF The C;f!LLo/plano an~ violm/piano 
movemenTS OF Messltren~: !(QMaRTeT FOR The En~ OF Time" 
whIch have SimilaR TeXTURe. I was mTeReSTe~ In CReaTln~ 
movemenTS whIch conTame~ onLy a Few hl~hly eXTen~e~ ~es­
TURes, In some cases JUST one. ThiS le~ TO my use OF 
seeuence as Lme. The SUbjeCT OF ThiS piece IS apocaLYPTIC, 
like MeSSiaen's "eUaTOR." 

,j 

• The CIRCUS Animals' DeseRTiont 
SeLF-ooubT an~ seLF-pITY aRe inheRenT euaLmes pResenT In 

I: moST -- IF nOT aLL -- CReaTIVe aRTISTS. EspeCIally apeR one 
~ 

has enJoye~ some meaSURe OF success, one can someTimes 
be VISITe~ ky ThaT na~~m~, FamiliaR euesTion -- "Have I 
STILL ~OT IT". ApeR aLL, none OF us "aRTISTS" has The Luxu­
Ry OF a conSTanT Muse ar heR Sl~. ThIS IS The SORT OF 
momenT W.B. YeaTs pORTRays m "The CIRCUS Animals' 
DeseRTion". He IS an oL~ man, TRym~ m vain TO seek a 
"Theme". He ~oes ThROU~h a seRies OF emOTIOns, mdu~ln~ 
The aFORemenTlone~ ones, In ReaCTIon TO hiS CReaTive 
"bLoCk". He RecaLls paST ~LORles WITh a I.Vlxe~ sense OF 
mau~LIn ~ISpalR an~ STubbORn PR.I~. ALThou~h The TeXT IS 
pRimaRILy a ~spaIRrn~ one, my seTTln~ OF IT arremPTs TO 
inTeRJeCT comIC momenTS an~ e01OTlonaL COnTRaST WIThOUT 
makm~ The piece a FaRCIat one. 

Solo fOR Oboe. No.1 
; As a F'RST yea1J. sTu£ltrnT aT UW an~ In Thec:omposTWH 
~paKTmenT, UtaVA ~en m:r?~q~uc,e.~ :ro .~n .~ma~M\~ n~~~R 
OF newltbln~s 0~.'fhe'pa~1 SIX mo,rns, \one,PFtrlhICb Hap­
pens TO &e musIC TheORY. My pasT eXpeRience lies mOSTLy 
In WRITIn~ &ack~Roun~ SCORes FOR TheaTeR, ch!l~Ren's mUSI­
cals, an~ VI~O. 

Beln~ ThaT ThiS IS coLLe~e, I ~CI~e~ TO empLoy my 
newLy LeaRne~ knowLe~~ In ThiS piece, an~ have Foun~ ThaT 

mUSlC TheORY came aboUT FOR a Reason. In The AnMnTe, I 
use~ seT Tone TheORY, &ase~ on a 0,1,6 mOTIF an~ ITS 
inveRSions. In ,Tbe ALLe~Ro con mOTo, I use~ a sb~hrty ~IS­
TORTe~ ABA paTIIHW TO ~veLop The ORI~lnaL melo~y. The 
ALLe~Ro IS a WORk In pRo~Ress ThaT WIll soon &e Re-vampe~ 
FOR bassoon an~ STRIn~S. In ThiS ~ovemenT I expLoRe~ The 
use OF mo~ufaT/on an~ vaRlarlon. P:,' 

I am a sTu~enT OF BRI~hr Shenq's. 


