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DAVID DEL TREDICI—con somma passione
David Del Tredici’s music is impossible to describe without superlatives. His work is a 
brilliant splash of emotional color in a contemporary music landscape where mono-
chromaticism is common. Del Tredici intensifies affect rather than muting it, discover-
ing extremes of vivid expression. One of Liszt’s favorite performance directions, con 
somma passione [“with over-the-top passion”], comes to mind. Del Tredici’s music may 
wear its heart on its sleeve, but it doesn’t actually chew the scenery (though it comes 
daringly close at times). It is dramatic rather than theatrical, tragicomedy (or comi-
tragedy) rather than melodrama. There’s no pretense or cheap effect here—the music 
is utterly genuine, driven by the deepest personal and artistic needs, whether in its 
tenderest, most intimate moments or its brashest, most bravura or comic assertions. 
 His tonal language and late-Romantic vocabulary enable Del Tredici to engage 
with listeners in territory familiar to them, but mere seduction is not the aim. His  
musical language opens up a whole set of systemic expectations that he exploits— 
sometimes quite specifically, as with the well-known Paganini theme of The Felix  
Variations. He handles familiar materials with jaw-dropping virtuosity and panache,  
always with a compelling musical purpose. And always with love if not awed  
reverence—the kind of figure that Harold Bloom has in mind in The Anxiety of  
Influence when he says, “My concern is only with strong poets, major figures with  
the persistence to wrestle with their strong precursors…”
 The obsessive nature of his music generates powerful piece-specific expectations 
as well, enabling the creation of enormous structures that never lose their coherence.  
The composer says of his Grand Trio, “Grandeur…is surely less a matter of length  
than a question of character,” but the pieces represented here are all works of  
remarkable scope as well as character. For the listener, the extreme degree of  
repetition, transposition, variation, and revisiting of material—he kicks an idea around 
perhaps even more than Wagner, more than Mahler—results in continual stimulation 
and interrogation of one’s own memory. 

 There is in fact little tension between the older style of the music’s surface and  
its present-day origin. Important, transgressive aspects of the music place it firmly in  
contemporary discourse. Sometimes it’s extremely timely, as in Bullycide: five recent 
gay victims of bullying-induced suicide are explicitly memorialized in a powerful  
frame-breaking moment. The “Trout” Quintet-ish chamber ensemble breaks character 
to whisper their names, and in this moment the shattered frame rebuilds itself on a 
larger scale to encompass what’s in the news. 
 Transgression in general is a common thread and a hallmark of Del Tredici’s style.  
Sometimes the scoring itself is transgressive, as in the Dynamic Duo, a confection for 
the “bizarre combination” (as Del Tredici characterizes it) of violin and bass trombone.  
Elegy morphs into slapstick and back again. One amazing passage combines super-
charged violin tremolandi with muted trombone fluttertongue - by no means the most 
outrageous moment (a candidate for which he saves for last). The Felix Variations 
likewise fearlessly explores a full range of trombone sounds (including pool-toy mutes) 
without regard for decorum. The sheer virtuosity of all the instrumental writing is  
transgressive as well—the kind of overt show-off brilliance reserved for concerto  
cadenzas, normally forbidden in chamber music but commonplace here. And no  
instrument is exempt.
 Transgression often extends to the largest scale, exploding the form of a 
conventionally well-shaped piece. For an example, listen to the demonic final move-
ment (the Grosse Tarantella) of the String Quartet #1: what seems initially like a brief, 
lightning-stroke prestissimo finale ends up as a supersonic behemoth that dwarfs the 
previous movements. The movement’s title is a hint, referring us to Beethoven’s Grosse 
Fuge, Op. 133, initially the finale of his B b String Quartet, Op. 130; it too shocked listen-
ers with its length and demonic energy. And, speaking of diabolically energetic fugues,  
Del Tredici loves to reanimate this exhausted form, demonstrating that it can be 
brought back from the dead; see the third movement (Fuga: Allegro) of the Grand  
Trio, or the Grand Fugue in 5 Voices from Part I of Bullycide. (And note that neither 
of these occurs in an expected or conventional place in the work as a whole). 
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 Begun during a sublime mid-August 2001 sojourn at the Rockefeller Foundation’s  
Villa Serbelloni on Lake Como, my Grand Trio was completed back home in New  
York City three traumatic months later. Inspired by the boldness, virtuosity, and  
open-heartedness of their playing, the Grand Trio was written for, and is dedicated  
to Joseph Kalichstein, Jaime Laredo and Sharon Robinson.

 
STRING QUARTET No. 1
I waited a very long time to write this—my first string quartet. After years of composing 
orchestral music with many voices, elaborate textures and complex layerings, I found 
writing music for only four strings a release—a joy—a holiday.
 The quartet, about 30 minutes long, has the traditional three movements, but 
their proportions are anything but classical: The final movement, Grosse Tarantella, 
is by itself almost 20 minutes long. These asymmetrical proportions, however, were 
inspired by a classical composer (Beethoven) in his least classical work (the Op. 130 string 
quartet, with the Grosse Fuge as its finale). Beethoven’s huge fugue, following (as it 
does) five shorter movements, seems almost to obliterate them, as lovely and varied 
though they be. The finale then becomes the unquestioned emotional peak of the 
work as well as the longest, loudest, most developed movement—by far.
 So it is, in the structure of my own quartet: The 20-minute Grosse Tarantella  
dwarfs its two preceding shorter movements, Experience (Prelude and Fugue) and  
Innocence (Intermezzo).

Experience 
A somber prelude that turns tender, then chastely joyful, yields to a fugue built on a 
descending modal scale in a moderate tempo. The fugue, though relaxed, eventually 
turns passionate, culminating in two dramatic unison notes, B and then C. A transition 
section follows, where the Intermezzo theme-to-be is suggested and then coupled 
with a (by now) familiar scalar fugue theme.

 The shocks and transgressions of these works are never less than thrilling.  
The richness and complexity of the music amply reward repeated listenings. The  
most tragic in tone of these works have their exuberant moments, the most antic,  
their pensive passages. Take delight in this choice collection of masterworks by  
one of our national living treasures. 

—Eric Moe, July 2017

GRAND TRIO
If only because of its length (more than thirty minutes), my first piano trio might be 
called “grand.” Grandeur, however, is surely less a matter of length than a question 
of character—here, an extravagant neo-romanticism. Accordingly, the work unfolds 
dramatically, demands the utmost virtuosity of its performers, and ultimately glories  
in largeness of gesture and immediacy of sentiment.
 The violinist and cellist frame the first movement (Aria I) with two Herculean  
cadenzas, giving the work a concerto-like quality. In double octaves, they go on to 
sing a boisterous main theme, soon to be contrasted with a grazioso second theme 
featuring the piano. After energetic development of both themes, the second  
cadenza brings the movement to an unexpectedly quiet close.
 Aria II, marked lento, is no less intense than Aria I. It is marked by a more sustained  
lyricism, tinged by disquietude and pain in the form of a throbbing note (F-flat) that 
permeates the texture.
 The bravura Fuga that follows is the dramatic climax of the work. A slithering 
chromatic theme, first articulated in the violin, progresses inexorably through all three 
instruments. It develops intricately and extensively, hurtles towards a near-demonic 
finish...then vanishes.
 The concluding Reminiscence is the calm that follows the storm. The first  
movement’s energetic theme, now transformed, reveals a sweeter, more loving—
more amabile—essence.
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CD 2

BULLYCIDE
It has been my mission in the last few years to create a body of musical compositions 
that unambiguously celebrate the gay experience—happy, sad, horrible, or bizarre. 
Works of mine such as Gay Life, S/M Ballade, Queer Hosannas, and Wondrous the 
Merge are examples. There have been times, too, when real-life events have served 
as inspiration. One such event was the brutal murder of Matthew Shepard in 1998. 
This shocked me as it did most people of feeling. At the same time, I sensed it was a 
moment for musical memorability. When I found the Jaime Manrique poem Matthew 
Shepard, a 10-minute song for baritone and piano was born.
 Years later, real life touched me again. This time, it was the suicide of the young, 
gay violinist Tyler Clementi; his desperate response to the relentless bullying of 
schoolmates. When I mentioned this tragedy to Dennis Tobenski, a composer friend, 
he said, “But David, did you not know that, in the last six months, four other young, gay 
men have also committed suicide?” I did not. Then he named each of the other victims, 
as though they had been dear friends. I was stunned by this—not only by the fact itself, 
but by the intensity with which my young friend had spoken their names.
 At that moment, an arrow seemed to pierce my own heart and I was flooded with 
painful memories of bullying in grammar and high school. I remembered that awful 
feeling of being treated as a “defective” person. I remembered the physical attacks 
bullies dished out to me in class whenever a teacher turned away—often in the form 
of spitballs lobbed at the back of my skull. And then I heard somewhere or read in the 
newspaper the word “bullycide.” I thought the term perfectly encapsulated this new 
phenomenon: a teenager’s suicide due to bullying. With such stimulation, I could feel 
a new piece stirring and I set to composing, finding it unnecessary this time to wait for 
inspiration from a poet’s text.

Innocence 
In a moderate tempo, Innocence is an intensely romantic, though delicate, movement. 
Rubato is everywhere in evidence. At the end, the music seems to flower in a cascade 
of arpeggios and harmonics both above and below a viola solo.

Grosse Tarantella 
The movement begins vivace, as a perpetuum mobile of triplet repeated notes and 
arpeggios, growing increasingly frantic. (According to popular Italian legend, the dance 
was believed to be the only cure for the poisonous bite of the tarantula spider—so 
quick stepping was a must!)
 The motion breaks a bit, with a more chordal second theme (though the agitation 
lingers in the background). Eventually, the motion slackens. A “lazy” version of the first 
theme precipitates a full recapitulation … a development of the two themes together … 
and at length a huge cadence slowing motion to a virtual standstill.
 A ghostly, muted third theme appears in three-part canon—the fourth voice 
continuing, as if from afar, the triplet tarantella idée fixe. When this disappears, what 
begins as another recapitulation turns into a dramatic, extended coda, bringing earlier 
material to its most frenzied pitch before it disintegrates little by little into silence 
...whence emerges the tranquil, celestial Epilogue.
 Has our spider-bitten dancer ascended to the pearly gates?—or is it simply 
exhaustion? Only at the very end (sul ponticello) does an apparition of the opening 
theme appear.
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 Dreams for the 5: This section is a potpourri of imagined feelings the five youths 
might have had if they’d lived. The hyper-romantic opening section leads to the heroic, 
to the energetic, to the whimsical, and finally to the grandiose, the climax of which is 
cut short—like their young lives. 
 In Peace: I end the work with an evocation of that last stage of loss following 
resignation and acceptance: peace. The music, utterly calm now, winds its way through 
many different keys. Familiar themes are fleetingly heard, and one last time, the music 
rises to a climax.
 A postscript follows—my quotation (and development) of the “Trout” theme 
from Schubert’s Piano Quintet in A major, Op. 114. Why end with a humorous, smiling 
gesture after all the Sturm und Drang? It is my way of saying that—against all odds, 
absurdly—life does go on!

DYNAMIC DUO
Dynamic Duo  is occasioned by the extraordinary skills of my nephew, bass trombonist 
Felix Del Tredici and my dear friend, violinist Mark Peskanov. “What would it be like,” 
I mused, “to bring the two together—musically?” “It would be a civilization premiere!” 
said a friend. That is to say, it may well be the first piece ever written for this bizarre 
combination. Further, Dynamic Duo, is a transcription—much expanded—of a movement 
from my 2009 solo guitar piece, Facts of Life.
 Dynamic Duo exploits the very special effects (including singing) developed by 
Felix, in combination with Mark’s extravagant virtuosity and expressive power. The 
violin must, in effect, find a way to engage the trombone-beast, charm him, and still  
get out alive. 
 
THE FELIX VARIATIONS
Commissioned by, dedicated to, and inspired by my nephew, Felix Del Tredici. Behind 
these dedicatory words lies a family story. I am the oldest of five—four boys and a girl. 
As well there are grandparents, aunts, uncles, cousins galore—and not one of these is 

 Bullycide was composed in two chunks of time: from November 15, 2010 to 
February 1, 2011 and from October 14, 2012 to December 12, 2012. The first page of the 
score bears the inscription “Written in memory of 5 gay teens who committed suicide: 
Tyler Clementi, Billy Lucas, Asher Brown, Zack Harrington and Seth Walsh.” The score 
is dedicated to my then-mate, Angellos Malefakis.
 Bullycide is a piano sextet—that is, a string quartet plus piano and double bass. 
Schubert’s “Trout” Quintet, Op. 114 served as a model as it has the same instrumenta-
tion (minus one violin). Bullycide, in one continuous movement, is divided into two 
parts. The entire work lasts about 30 minutes.

A few words about the different sections of Bullycide:
Part I
Overture: The piece begins with solemn, yet passionate music in a dotted, march-like 
rhythm. The strings lead the way while the piano interjects. This music reappears 
at important junctures throughout the piece. The Cadenza/Fantasy provides an 
opportunity for the pianist to be a virtuoso; beneath the many flourishes, a new theme 
is hinted at. The Grand Fugue in 5 voices is a major point of arrival. The fresh theme, 
now fully formed, appears as the subject of the fugue. Why five voices? In my mind, 
each fugal entry represents one of the five lost youths. (“Things in Five” happen again 
and again in Bullycide.) The Transition (in 5/8 time) leads to a grand pause.

Part II
The Names begins with some melodrama. The strings, playing a ghostly canon in a 
minor key version of the fugue theme, whisper the names of the five bullycide victims. 
At the end of each name is the added response, “Gone!” 
 Strangled Voices: Lament and Rage: Throughout this section, the strings are 
severely muted—“strangled” as it were (using practice mutes). The Lament is lyrical and 
touching; the Rage, its violent opposite. But because of the “strangled” muting effect, 
this becomes an almost voiceless rage—a suffocating nightmare.
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THE PERFORMERS
Pianist Steven Beck continues to gather acclaim for his performances and recordings.  
Recent career highlights include performances of Beethoven’s variations and bagatelles  
at Bargemusic, where he first performed the Beethoven sonata cycle. In addition, this 
season (2016-17), he performs with the Orlando Philharmonic and repeats his annual 
performance of Bach’s “Goldberg Variations” on Christmas Eve at the Barge; this has 
become a New York institution. 
 Steven Beck is an experienced performer of new music, having worked with  
Elliott Carter, Pierre Boulez, Henri Dutilleux, Charles Wuorinen, George Crumb, 
George Perle, and Fred Lerdahl, and performed with ensembles such as Speculum 
Musicae and the New York New Music Ensemble. He is a member of the Da Capo 
Chamber Players, the Knights, and the Talea Ensemble. He is also a member of  
Quattro Mani, a piano duo specializing in contemporary music.
 Mr. Beck’s discography includes Peter Lieberson’s third piano concerto (for 
Bridge Records) and a recording of Elliott Carter’s “Double Concerto” on Albany 
Records. The debut CD of his chamber ensemble “Pleasure is the Law” was released 
on Boston Records in 2009. More information about Steven Beck can be found at  
his website, stevenbeckpiano.com.

The New York Times has described Felix Del Tredici as an “extraordinarily versatile 
trombonist” whose performances are “disturbing yet fascinating” and “hair-raisingly 
virtuosic.” He is a member of Ensemble Échappé, the New York Trombone Consort, 
the Eco-Music Big Band, and has performed with Ensemble Signal, Musikfabrik,  
Klangforum Wien, and the Lucerne Festival Academy.
 
Cellist Chris Finckel is a member of the Manhattan String Quartet and the New 
York New Music Ensemble with whom he has appeared on chamber music series 
worldwide. His participation in the contemporary music community in New York has 
involved him in numerous premieres, recordings and tours and countless exciting 

in the least musical. For the longest time I was the lone musician in the family. That is, 
until my nephew Felix came along. Felix at the tender age of 20 had developed into a 
virtuoso bass trombone player.
 There is a family tradition: all of the East Coast brothers—David, Robert, Peter—
gather for Christmas at Peter’s house in Boston. In 2010, my brother Robert came and 
brought along his son Felix, trombone in hand. Robert had (of course) raved about 
Felix, but I had never heard him play. Well, play he did—so brilliantly, so unexpectedly 
musically and imaginatively that it took my breath away, and in that moment I decided 
to write him a piece. As I recall now, for three days after Christmas that year, a hor-
rendous blizzard gripped the East Coast. Luckily, I had gotten back to New York City 
before it struck, but I was then trapped in my apartment. In those three days, I wrote 
my Felix piece: a set of variations on the famous theme of Paganini’s 24th Caprice. 
Although this theme has for centuries inspired sets of variations from the greatest 
composers, I nevertheless decided to take it on.
 The Felix Variations has (appropriately for a Tredici!) thirteen variations, the last 
of which is longer—a Finale. That one could write for the bass trombone with almost 
violinistic agility confounded me—but I had just heard Felix do it. As well, he had shown 
me exotic trombone “effects” known to few, had demonstrated the wealth of muting 
possibilities, the drama of super low notes and the virtuosity of “impossible” high 
notes. All this put into the Variations and for good measure a quote from my signature 
piece, Final Alice.
 Felix premiered the piece (his NY debut) on April 20, 2012 at (le) Poisson Rouge 
in New York City. It was a celebration of my 75th birthday. I received no greater gift 
than that night’s dazzling performance by my nephew, Felix.

—David Del Tredici
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guest of the New York Philharmonic, American Composers Orchestra and Orpheus 
Chamber Orchestra. As a recording artist, Ms. Kampmeier can be heard on the Albany, 
Centaur, CRI, Koch, Nonesuch, and Bridge labels. Ms. Kampmeier teaches piano and 
chamber music at Princeton University and is currently Chair and Artistic Director of 
the Contemporary Performance Program at the Manhattan School of Music. She has 
given lecture recitals on a wide range of topics including, Preludes and Fugues through 
the Ages, Contemporary Keyboard Techniques, and Piano Music of Women Compos-
ers. Ms. Kampmeier graduated from the Eastman School of Music, where she studied 
with Barry Snyder. She pursued graduate studies with Gilbert Kalish at SUNY Stony 
Brook, receiving both Master’s and Doctoral Degrees. 

Violinist Curtis Macomber is considered one of the most versatile soloists and 
chamber musicians before the public today, with a discography ranging from complete 
Brahms String Quartets to the Roger Sessions Solo Sonata (“This is one of the best 
recordings of 20th Century solo violin music ever made.” American Record Guide) to 
the complete Grieg and Brahms Sonatas. Mr. Macomber has also for many years been 
recognized as a leading advocate of the music of our time. He has performed in hun-
dreds of premieres, commissions and first recordings of solo violin and chamber works 
by, among others, Carter, Davidovsky, Perle, Wuorinen, and Mackey. As first violinist of 
the New World String Quartet from 1982 to1993, Mr. Macomber performed in major 
halls throughout the United States and Europe. He was also the violinist of Speculum 
Musicae and is a founding member of the Apollo Trio. He is also a member of DaCapo, 
the Manhattan String Quartet and the Walden Chamber Players. His numerous and 
highly acclaimed recordings for Nonesuch, CRI, Koch, Vanguard, and Musical Heritage 
include a solo CD (“Songs of Solitude”) which was named by the New York Observer as 
one of 1996’s best instrumental solo discs. 
 Mr. Macomber is a member of the chamber music faculty of the Juilliard School 
and the violin faculty of the Manhattan and Mannes Schools. He has taught at Tangle-

collaborations. Mr Finckel’s other performing affiliations include the North Country 
Chamber Players and the American Chamber Ensemble. In addition he is the Artistic 
Director and co-founder of the Sarajevo Chamber Music Festival. 

A dedicated chamber musician, violist Marka Gustavsson has performed internation-
ally in the US, Canada, Europe, Israel, the Philippines, China, and Japan. She has been 
a guest artist with the Bard Music Festival, Mostly Mozart, Vancouver’s Music in the 
Morning, the Lincoln Center Chamber Music Society, WQXR’s Showcase Concerts, 
Yale Faculty Artists’ Series, and Banff. Marka has premiered and recorded solo and 
chamber music of composers John Halle, Joan Tower, Kyle Gann, George Tsontakis, 
Yinam Leef, Martin Bresnick, Richard Wernick, Tania Leon, and Tan Dun. From 1999 
through 2014, Marka served as violist of the Colorado Quartet, an award-winning 
string quartet, with whom she performed and recorded traditional and contemporary 
repertoire, from Beethoven’s Complete Quartets for Parnassus, to Laura Kaminsky’s 
Transformations. As a teacher, Marka Gustavsson has given master classes at Yale, 
Eastman, Hartt, and Oberlin, and adjudicated competitions at Juilliard, Hartt, Yale, 
Astral Artists, and Banff. She has taught for several summers at the Yellow Barn YAP  
in Putney, Vermont. 
 A graduate of Indiana University, Mannes College, and CUNY, her formative 
teachers include Joseph Gingold, Mimi Zweig, Felix Galimir, and Daniel Phillips.  
Ms. Gustavsson holds a faculty position at Bard College and Conservatory.

Pianist Margaret Kampmeier enjoys a varied career as soloist, collaborative artist and 
educator. Equally fluent in classical and contemporary repertoire, she has concert-
ized and recorded extensively. Ms. Kampmeier has appeared with the St. Petersburg 
Chamber Philharmonic, New York Philharmonic Ensembles, Kronos Quartet, Saratoga 
Chamber Players, Sherman Chamber Ensemble, Richardson Chamber Players, Mir-
ror Visions Ensemble, Locrian Chamber Players and Peter Schickele. As orchestral 
keyboardist, she performs regularly with the Orchestra of St. Luke’s, and is a frequent 
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American master violinist and artistic visionary Mark Peskanov emigrated at fifteen 
from Odessa, Ukraine to the United States, where his virtuosic facility and musician-
ship promptly rocketed him into the top echelons of the music world. The Chicago  
Tribune pronounced him a “sensational soloist,” The Cleveland Plain Dealer proclaimed,  
“Violinist Adds Glory to Odessa” and the New York Times declared his Carnegie Hall 
recital debut “a triumph…He has it all—technique, temperament, and taste.” Peskanov 
premiered the John Williams Concerto with the St. Louis Symphony, and the Stanley 
Wolfe Concerto (written for Peskanov) for his New York Philharmonic debut. He 
has performed more than 50 concertos with virtually every major US orchestra and 
throughout the world, inaugurating Tokyo’s Suntory Hall and Weill Recital Hall in New 
York City in the process. Peskanov received the Avery Fischer Career Grant, the first 
Frederick R. Mann Award and Carnegie Hall’s first Isaac Stern Award.
 As President and Artistic/Executive Director of Bargemusic since 2005, Maestro 
Peskanov has presented an astonishing range of programming in over 3,000 chamber 
concerts, bringing 200 concerts and two new music festivals annually to New York 
audiences. Bargemusic continues to evolve as an innovative, influential, and integral 
component of New York City’s cultural world. Of Peskanov’s remarkable openness to 
genres, artists, and approaches the New York Times reflects, “Few proposals crossing 
his desk are likely to outpace his own vision of what Bargemusic can be.” In 2017 
a Times op-ed headlined its verdict on Peskanov’s leadership “Uncompromising Music 
Survives on the Brooklyn Waterfront.” 

wood, Taos and Yellow Barn. He holds his B.M., M.M., and D.M.A. degrees from the 
Juilliard School, where he was a scholarship student of Joseph Fuchs and winner of 
the Loeb and Naumburg Prizes.

Jeremy McCoy is Assistant Principal double bass with the Metropolitan Opera 
Orchestra. A graduate of the Curtis Institute of Music, Mr. McCoy played one season 
with the National Arts Centre Orchestra of Canada before joining the MET in 1985. 
He has performed as recitalist for the International Society of Bassists and CBC Radio 
and as concerto soloist at the National Arts Centre, with the Louisiana Philharmonic, 
the Atlantic Chamber Orchestra and the Lake Tahoe Summerfest Orchestra. Summer 
festival appearances include Marlboro, Kneisel Hall, Banff, Mostly Mozart, Bowdoin, 
the Grand Tetons and Ottawa Chamberfest. Mr. McCoy was a founding member of 
Sequitur and Ensemble Sospeso and also appeared regularly with Speculum Musicae, 
presenting premiere performances and recordings of chamber works by eminent 
contemporary composers. As a commercial session player, Mr. McCoy has played on 
dozens of motion picture soundtracks and recorded with a diverse group of popular 
artists. His own recordings, “Dialogues with Double Bass,” an eclectic program of duos, 
and “Baroque Legacy,” a collection of transcriptions for double bass, are available on 
Bridge Records and MSR Classics, respectively. Mr. McCoy has given master classes 
throughout the United States, in Canada, Sweden and Japan and has contributed 
articles to “Strings Magazine.” He serves on the faculties of Penn State University, the 
Manhattan School of Music and the National Youth Orchestra of Canada.
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  CD1
  Grand Trio (2001) [35:54]
 1 Aria I: Vivace [15:27]
 2 Aria II: Lento [6:55]
 3 Fuga: Allegro [8:54]
 4 Reminiscence: Allegretto amabile [4:37] 
   Mark Peskanov, violin  
   Michael Nicolas, cello
   Steven Beck, piano

  String Quartet No. 1 (2003) [28:32]
 5 Experience (Prelude & Fugue) [6:12]
 6 Innocence (Intermezzo) [4:17]
 7 Grosse Tarantella [18:03]
   Voxare Quartet
   Emily Onracek-Peterson & Galina Zhdanova, violins
   Erik Peterson, viola | Adrian Daurov, cello
   
  Total Time CD 1 = 64:26

  CD2
  Bullycide (2013) [37:16]
 1 Part I: Overture: Cadenza/Fantasy;
  Grand Fugue in 5 voices; Transition [18:35]
 2 Part II: The Names: Strangled Voices:
  Lament and Rage; Dreams for the 5;
  In Peace; Postcript  [18:40]
   Curtis Macomber & Anna Lim, violins
   Marka Gustavsson, viola
   Christopher Finkel, cello
   Jeremy McCoy, double bass 
   Margaret Kampmeier, piano

 3 Dynamic Duo (2013) [7:55]
   Mark Peskanov, violn 
   Felix Del Tredici, bass trombone

 4 The Felix Variations (2010) [16:08]
   Felix Del Tredici, bass trombone

  Total Time CD2 = 61:19
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