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Abstract 

 

In 1993, the National Flute Association published an Anthology of American Flute Music, 

edited by John Solum, to commemorate the organization’s twentieth anniversary. Of the eighteen 

pieces included in The Anthology, seventeen had not previously been published, thus presenting 

the flute community with several new and outstanding works in a diverse array of compositional 

styles written between 1928 and 1989. While The Anthology initially received a good critical 

response, its relevance to the flute community quickly faded.  

 There are a variety of reasons that may account for the lack of success of The Anthology. 

Some explanations include the overwhelming presence of obscure, previously unpublished music 

that was unfamiliar to performers and audiences alike; the vast stylistic array of the pieces; and 

the numerous works within that are referred to as “elite” compositions, which are 

characteristically inaccessible to audiences. Performance records of works included in The 

Anthology at the National Flute Association’s annual conferences also reveal the prevalence of 

what are categorized as the “social” pieces of the Anthology over the “elite” compositions.  

Unfortunately, The Anthology has fallen out of print. In addition, the compositions and 

composers represented within the collection (as well as The Anthology itself) have become 

relatively, if not entirely, unknown to the current generation of flutists and teachers. While this 

thesis serves to suggest why The Anthology was not as successful as its creators may have 

wanted or expected, it also hopes to plant a seed of interest in the readers to revive these pieces 

and incorporate them into future performances. 
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Introduction 

  

I was first introduced to The National Flute Association’s 20th Anniversary Anthology of 

American Flute Music while watching the Special Publication Committee present an overview of 

their work at the National Flute Association’s 2020 virtual summer series. When Michael 

Stoune, current committee chair, mentioned The Anthology, I was in awe—I had no idea it 

existed. I began to ask fellow flutists if they had heard of the collection, and to my surprise, they 

were not aware of it either. After a bit of digging, I could not find any research on The 

Anthology. My curiosity was sparked!  

I discovered that although The Anthology was met with initial success, it very quickly, for 

the lack of a better word, failed. I was determined to uncover the reason why the flute 

community did not embrace this fascinating collection! The following pages are the result of this 

determination. The first chapter discusses the conception and formation of The Anthology, 

provides background information for the reader and suggests a few reasons as to why it may 

have not met the creator’s expectations. The second and third chapters show that The Anthology 

reflects the stylistic developments, evolution, aesthetics, and philosophies of music in the 

twentieth century in a variety of ways. I argue, furthermore, that the collection’s reliance on 

twentieth century compositional styles to a large extent influenced its overall popularity (or, 

rather, lack thereof).  

The research process of this thesis has proved to be very exciting. I am so thankful to 

have had the opportunity to work with so many different researchers and flutists from all over the 

country for this project, and I am convinced it is just the beginning of a few lifelong professional 

relationships.   
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Chapter 1: The Conception, Formation, and Success of The National Flute Association’s 

Twentieth Anniversary Anthology of American Flute Music  

 

In 1993, the National Flute Association published an Anthology of American Flute Music 

to celebrate its twentieth anniversary. The Anthology was edited by distinguished flutist John 

Solum and included eighteen pieces for varying ensembles: 

Pastiche for Piccolo and Piano by Hugh Aitken 
Soli e Duettini for Flute and Guitar by Milton Babbitt 
Inspiration for Flute and Piano by David N. Baker 
Suite “Homage to Hindemith” for Flute and Piano by Emma Lou Diemer 
Emily’s Images for Flute and Piano by Vivian Fine 
Two Divertimenti for Two Flutes by Roger Goeb 
Chorale; Multiples for Solo Flute by John Heiss 
Epigrams and Canons for Two Baroque Flutes by Ezra Laderman 
Echolalia for Solo Flute by John Anthony Lennon 
Serenade for Flute and Piano by Otto Luening 
Rune for Flute and Percussion by Joyce Mekeel 
Short Suite for Flute and Piano by Lionel Nowak 
Blues Lointains for Flute and Piano by Quincy Porter 
Three Madrigals for Solo Flute/Alto Flute by Mel Powell 
Adagio for Flute and String Trio by Gunther Schuller 
Soaring for Flute and Piano by Joseph Schwantner 
Aurelian Echoes for Flute and Alto Flute by Harvey Sollberger 
Flutations for Solo Flute by Richard Wilson.  

 
The only selections published outside of The Anthology were John Heiss’s Chorale and 

Multiples, which appeared in his 1979 collection Etudes for Solo Flute, op. 20. The other 

seventeen titles were previously unpublished, thus presenting the flute community with several 

new and outstanding works in a diverse array of compositional styles composed between 1928 

and 1989. 

The Anthology was spearheaded by the fairly new Special Publications Committee of the 

National Flute Association, which was formally established in 1987 to create, fund, publish, and 
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provide flute-related educational material and resources to its members.1 Only their second 

project, The Twentieth Anniversary Anthology of American Flute Music was published by 

Oxford University Press under the leadership of John Solum, editor, and Michael Stoune, the 

chair of the Special Publications Committee both at the time of The Anthology’s publication as 

well as current chair.2  

According to Solum, the idea to assemble The Anthology was brought to him from the 

New York office of Oxford University Press. Solum writes:  

In December of 1988 I was in their office and they showed me a hard-cover book 
of organ music which they had just published. It was the American Guild of 
Organists 90th-Anniversary Anthology of American Organ Music. Oxford asked 
me if the National Flute Association might be interested in doing something 
similar.3 
 

The Special Publications Committee Report for 1989-90, submitted on August 2, 1990, also 

mentions the success of The American Guild of Organist’s 90th Anniversary Anthology of 

American Music, which raised hopes among the committee members that the flute Anthology 

would be a success: “Based on the record of a similar volume published for the American Guild 

of Organists, this Anthology [the flute Anthology] should both pay for itself and provide a 

surplus which could help offset costs of the De Lorenzo book [the other project the committee 

was working on at the time].”4 Furthermore, Michael Stoune believed “the Anthology [would] be 

 
1 “National Flute Association, Inc. Archives,” Library of Congress, revised May 2011, accessed December 9, 2020, 
http://rs5.loc.gov/service/music/eadxmlmusic/eadpdfmusic/2004/mu004010.pdf; Leonardo De Lorenzo, My 
Complete Story of the Flute: The Instrument, The Performer, The Music, rev. ed. (Lubbock, TX: Texas Tech 
University Press, 1992).  
2 John Solum, ed., introduction to The NFA 20th Anniversary Anthology of American Flute Music (New York: 
Oxford University Press, 1993). Other committee members at the time of the Anthology’s release included Susan 
Berdahl, Ann Fairbanks, David Lasocki, Ervin Monroe, Mary Jean Simpson, and Nancy Toff.  
3 John Solum, letter to author, January 11, 2021.  
4 Report 1989–90, August 2, 1990, Library of Congress. 
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the greatest collection of American flute music ever published,” as written in the Special 

Publications Committee Report, dated August 1, 1991.5  

The Anthology indeed initially received positive critiques from a variety of 

commentators. In addition, it was awarded second place honors for the 1994 Music Publishers 

Association Paul Revere Award for Graphic Excellence in the Folio category. Richard Soule 

cited The Anthology as “particularly noteworthy for several important reasons,” highlighting the 

seventeen previously unpublished works and noting that “the works represent most of the 

mainstream compositional processes of the twentieth century and help to anchor those which 

have taken on an ‘American’ connotation.”6 Soule also pointed out thirteen of the eighteen 

compositions were written between 1973 and 1993, thus representing “the same twenty years 

celebrated by the National Flute Association in this twentieth-anniversary edition.”7 

In 1996, three years after The Anthology’s initial publication, it was summarized in Tibia 

magazine, an international forum for wind players published in Germany. The inclusion in the 

journal demonstrates The Anthology’s initial international success. German reviewer Hartmut 

Gerhold even regarded The Anthology as a “noble celebratory gift” to the flute community.8 

 However, after the initial bout of success, The Anthology’s relevance to the flute 

community faded. Although it continued to be sold both through the National Flute Association 

and regular trade outlets of the Oxford University Press, it did not sell well and did not reach the 

 
5 Michael Stoune, Special Publications Committee Report 1990–1, August 1, 1991, box 51, folder 1, National Flute 
Association Archives, Library of Congress. 
6 Richard Soule, “Music Reviews – Instrumental Solo and Ensemble Music: “the NFA [National Flute Association] 
20th-Anniversary Anthology of American Flute Music,” Edited by John Solum,” Notes – Quarterly Journal of the 
Music Library Association  51, no. 3 (March 1995): 1144, accessed October 6, 2020, 
https://www.jstor.org/stable/899347.  
7 Soule, “Music Reviews,” 1143.  
8 Hartmut Gerhold, "’The NFA 20th Anniversary Anthology of American Flute Music,’ Herausgegeben Von John 
Solum." TIBIA - Magazin Für Holzbläser 21, no. 2 (1996): 133, accessed December 9, 2020, 
https://www.moeck.com/uploads/tx_moecktables/1996-2.pdf. 
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levels of success its creators had hoped. In addition to an overview of The Anthology’s 

conception and formation, this chapter will also suggest some reasons for why it fell short of its 

creators’ expectations.  

Given Oxford University Press had recently completed a successful and similar project 

via the American Guild of Organists 90th-Anniversary Anthology of American Organ Music, it is 

necessary to begin by discussing the relationship, similarities, and differences between the earlier 

organ Anthology and the flute Anthology.  

The organ Anthology, edited by Philip Brunelle, was published in 1988 and contains 

notable similarities to the flute Anthology. First, the layout and graphics of the two anthologies 

are nearly identical. While the fonts are different, the text appears at the exact same place on the 

page, and the order of information is presented in the same format, from the cover page to the 

formal title page (with the title, editor’s name, and publisher’s information) to the copyright 

notice, introduction page, acknowledgements page, and table of contents.9 Compositions in both 

of the anthologies are organized by composer’s last name and represent a diverse array of styles 

in varying levels of difficulty. Both anthologies were also edited by Clifford Richter of Oxford 

University Press.  

One obvious difference between the anthologies is, of course, the contents (though it is 

interesting to note that both anthologies include compositions by Emma Lou Diemer and 

Gunther Schuller). However, this difference is actually the first key component which provides 

insight as to why the flute Anthology was not as successful.  

The flute Anthology contains eighteen works by eighteen different composers, only one 

of which was previously published. The organ Anthology, however, contains twenty-eight 

 
9 Carl S. Miller was the graphics consultant for both anthologies, hence the identical layout.   
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compositions by twenty-two composers, thirteen of which were previously published (and nine 

unpublished). In the acknowledgements, Brunelle states:   

Some of the works are original with this volume; others are reprinted from earlier 
editions, with the composers given the opportunity to make changes; still others 
are excerpts from suites and cycles originally published elsewhere.10 
 

In other words, the primary purpose of the organ Anthology was to act as another outlet where 

well-known American composers for organ could bring attention to their previously published 

works in a new and comprehensive collection. As Brunelle said, “of course the composers were 

thrilled that here was another output for their piece.”11 Thus, over half of the compositions within 

the organ Anthology were previously established within the organ’s canon and were known by 

organists. Bruce Gustafson called the included works of the organ Anthology “quite recent 

vintage,” going as far as to state “much of it will probably not become standard repertoire” due to 

its “lack of coherence,” and that “it may not find a ready market among performers.”12 Yet, 

perhaps solely due to its inclusion of “vintage” works mixed with newly published compositions, 

the organ Anthology indeed found a “ready market among performers.” 

 By contrast, in a call for submissions for the flute Anthology in the Winter 1989 issue of 

The Flutist Quarterly, the National Flute Association’s quarterly journal, Michael Stoune 

penned: “This is not a commissioning project but rather an opportunity to publish works which 

are already written but remain unpublished.”13 The flute Anthology primarily comprised of 

unpublished compositions (which, by their nature as “unpublished,” were for the most part 

 
10 Philip Brunelle, ed., acknowledgements to The American Guild of Organists 90th Anniversary Anthology of 
American Organ Music (New York: Oxford University Press, 1988).  
11 Philip Brunelle, interview by author, January 29, 2021. 
12 Bruce Gustafson, “Reviewed Work(s): The AGO 90th Anniversary Anthology of American Organ Music by Philip 
Brunelle,” Notes 46, no. 2 (December 1989): 503–4, accessed January 28, 2021, 
https://www.jstor.org/stable/941094.  
13 Michael Stoune, “Proposed NFA Anthology of American Flute Music,” Flutist Quarterly 14, no. 5 (Winter 1989): 
43, accessed December 9, 2020, https://www.nfaonline.org/docs/default-source/fq-
issues/1990winter.pdf?sfvrsn=ddf4a627_0.   



 7 

formerly unknown and unestablished within the flute repertoire) by lesser known composers for 

the flute. In this regard, the flute Anthology sought to add to the pre-existing canon as opposed to 

the organ Anthology, which mostly contained pieces already in the canon. The new works within 

the organ Anthology were carefully curated, blending both pre-established works with new ones, 

thus providing its audience with familiar music they already knew and enjoyed, and just enough 

new music to add newfound interest. On the other hand, the flute Anthology almost exclusively 

contained newly published works, providing its audience with obscure pieces they likely did not 

recognize. This dynamic may have been one of the reasons the flute Anthology was not as 

successful—audiences and performers tend to enjoy pieces with which they are familiar.  

 Another difference between the organ Anthology and the flute Anthology was the price, 

which was affected by a number of factors. In 1988, the organ Anthology was sold for $35.00. 14 

In order to reproduce the thirteen previously published compositions in the collection, Brunelle 

had to receive permission from each individual composer and collaborate with their various 

publishers, likely paying licensing fees and royalties in order to be able to use each 

composition.15 Conversely, the flute Anthology only contains one previously published 

composition, thus lending to a smaller amount of licensing fees and royalties to be paid. 

However, the American Guild of Organists, which was founded in 1896, currently serves nearly 

14,700 members in almost 300 chapters throughout the country.16 While the organization’s 

membership has likely fluctuated since the organ Anthology’s publication in 1988, it nonetheless 

serves a considerably larger membership than the National Flute Association, which presently 

boasts 5,000 members.17 The National Flute Association is also much younger, organized in 

 
14 Gustafson, “Reviewed Work(s),” 503.  
15 Brunelle, interview. 
16 “About the AGO,” American Guild of Organists, accessed May 7, 2021, https://www.agohq.org/about-the-ago/. 
17 “History,” National Flute Association, accessed May 7, 2021, https://www.nfaonline.org/about/history.  
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1972 and formally introduced as the National Flute Association in 1973.18 Thus, though the 

organ Anthology may have been more expensive to produce due to the republication of various 

compositions, it was marketed for a wider and more established audience (yielding to a greater 

demand of the volume), whereas the flute Anthology was sold to a smaller audience of a 

comparatively new organization.  

 The higher cost of the flute Anthology was also likely implemented to help offset the 

price of an earlier project—the republication of Leonardo de Lorenzo’s book My Complete Story 

of the Flute: The Instrument, The Performer, The Music as previously mentioned earlier in the 

chapter.19 The National Flute Association’s contract with Texas Tech University Press, who 

republished the text, required a $4,000 subsidy from the National Flute Association, upon which 

they paid half at the beginning of its production and half upon publication.20 The contract with 

Oxford University Press for the publication of the flute Anthology required a subvention of 

$2,500 in addition to the purchase of 700 copies at $40.00 each from Oxford for resale by the 

National Flute Association.21 

Meeting notes from the National Flute Association’s Special Publications Committee’s 

gathering on August 21, 1992 mention that the flute Anthology “will be available in early 1993 at 

a discount to NFA members for $60.00 (including shipping and handling) and through local 

music dealers at a list price of $75.00.”22 Yet already in the fall of 1992, the flute Anthology was 

advertised at a special (and lower than previously stated) price to members of the National Flute 

 
18 “National Flute Association, Inc. Archives,” Library of Congress, revised May 2011, accessed December 9, 2020, 
3-4, http://rs5.loc.gov/service/music/eadxmlmusic/eadpdfmusic/2004/mu004010.pdf.  
19 De Lorenzo, My Complete Story.  
20 Michael Stoune to Members of the Special Publications Committee and National Flute Association Board, March 
31, 1989, box 51, folder 1, National Flute Association Archives, Library of Congress. 
21 Special Publications Committee Report For 1992, box 51, folder 1, National Flute Association Archives, Library 
of Congress. 
22 Minutes of Special Publication Committee, August 21, 1992, box 51, folder 1, National Flute Association 
Archives, Library of Congress.  
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Association for $56.25 (plus shipping and handling) in The Flutist Quarterly.23 In the 1996 

convention booklet, The Anthology was advertised to members at $45.00, and by 1998 it was 

sold for $20.00.24 The (rather quickly) falling prices of the flute Anthology further suggest it was 

not met with the success that its creators had expected.   

 Though the discussion of cost is important, as price often reflects demand, the creation of 

both the organ Anthology and the flute Anthology were not solely commercial. They were also 

created because the editors believed a group of significant compositions needed to be featured in 

a single collection, thus illuminating certain pieces within the existing canon or introducing new 

works to the canon. In this sense, both Anthologies belong to a tradition of canon building, one 

that can actually be traced back to a third Anthology from 1949.  

 The American Guild of Organist’s 90th Anniversary Anthology of American Music is 

linked to The Modern Anthology for Organ, which was published in 1949 and edited by David 

McKinley Williams.25 Though the 1949 organ Anthology was neither associated with the 

American Guild of Organists nor was it limited to pieces by American composers, it was (like the 

flute Anthology) comprised of previously unpublished works by (at the time of its publication) 

living composers.26 In this sense, Gustafson has suggested the 1988 organ Anthology  is “in some 

sense a successor to the 1949 collection.”27 In fact, the introduction to the 1988 organ Anthology 

mentions and quotes pieces of the introduction from the 1949 Anthology: 

“In all the creative periods of the world of artistic output, the life-giving elements 
have always come from contemporary creators. It seems to be an established truth 

 
23 “Advertisement for The NFA 20th Anniversary Anthology of American Flute Music” Flutist Quarterly 18, no. 1 
(Fall 1992), 43, accessed October 5, 2020, https://www.nfaonline.org/docs/default-source/fq-
issues/1992fall.pdf?sfvrsn=d37711b1_0.  
24 Conference Booklet, National Flute Association Convention, New York City, New York, 1996, 24; Conference 
Booklet, National Flute Association Convention, Phoenix, Arizona, 1998, 28.  
25 David McKinley Williams, ed., The Modern Anthology for Organ (New York: H.W. Gray, 1949).  
26 Gustafson, “Reviewed Work(s),” 503. There was one composer within the flute Anthology who was not alive at 
the time his composition was included in the collection – Quincy Porter (Blues Lointains).  
27 Gustafson, “Reviewed Work(s),” 503.  
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that if our artistic lives are to be enriched, our peace must be disturbed; and the 
potent creator is always a disturber of our peace. Whether we be creators or 
amateurs, we cannot run the risk of stagnation through the non-acceptance of the 
new creation, which should always be welcomed, not only because of its newness 
but because it informs us of things of beauty in terms of today.”  
These eloquent words, written in 1949 by David McK. Williams as a preface to 
the American organ anthology that he edited, guided the formation of the present 
anthology.28  

 
Regarding the 1949 organ Anthology in relation to the conception of the 1988 organ Anthology, 

Brunelle stated: “Well I knew about that…of course I have it…but I got thinking that’s 

wonderful, but that’s 40-50 years before, and it was time to look for something we could do 

that’s brand new.”29 Yet both organ Anthologies feature and establish a rich tradition of modern 

American organ music, an idea that the flute Anthology seems to tap into. By creating a flute 

Anthology that was inspired by the 1988 organ Anthology (which was inspired by the 1949 organ 

Anthology, which may have been inspired by previous anthologies), the creators likely sought to 

increase the status of the flute as an important instrument—a status the organ, with its old and 

traditional roots, maintained. Maybe they desired to provide the flute community with other 

“life-giving elements” by providing a collection of new compositions to “enrich artistic lives,” as 

the organ Anthologies had provided for their communities.  

Though the conception of the flute Anthology was directly influenced by the publication 

of the 1988 organ Anthology, the process of the flute Anthology’s formation was quite different 

and seemed to have involved the National Flute Association more than the 1988 organ Anthology 

involved the American Guild of Organists. One of the first notable differences in the formation 

of the flute Anthology as opposed to the 1988 organ Anthology was drafting the list of potential 

 
28 Philip Brunelle, ed., introduction to The AGO 90th Anniversary Anthology of American Organ Music (New York: 
Oxford University Press, 1988). Though Brunelle refers to the 1949 organ Anthology as “American,” is not entirely 
comprised of compositions solely by American composers. Rather, it contains compositions by English, French, 
Belgian, Italian and American composers.  
29 Brunelle, interview.  
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compositions to include. Brunelle provided insight into this process of the organ Anthology, 

explaining he 

went to [the members of the New Music Committee of the American Guild of 
Organists in 1985] and told them my idea and asked if they would submit their 
thoughts of composers that shouldn’t be forgotten in something like this. And 
that’s really how it really began. And then I took that list and from that list began 
to consult composers and the publishers…the American Guild of Organists was of 
course thrilled that a new way of promoting organ music could happen.30 

 
While Brunelle and the New Music Committee of the American Guild of Organists drafted a list 

of possible works and composers to be included, John Solum, Michael Stoune, and the National 

Flute Association released advertisements for entries.  

The first call for submissions appeared in the Winter 1989 issue of The Flutist Quarterly. 

Written by Stoune, the notice stated that as many as twenty pieces would be included in The 

Anthology and asked for shorter rather than longer pieces (Brunelle had mentioned the inclusion 

of shorter compositions in the organ Anthology as well).31  The same call also appeared in the 

Spring 1990 issue.32 In both issues, the call indicated that the Special Publications Committee 

would meet with editor John Solum in August of 1990 to select the compositions for The 

Anthology.33  

The call for submissions resulted in around 250 compositions, as reflected in both the 

introduction of the flute Anthology and in the Special Publications Committee Report for 1989-

90, written on August 2, 1990.34 The report mentions the “pieces of music which have been 

submitted for consideration in this collection,” providing a brief list of composers including:  

 
30 Brunelle, interview. 
31 Stoune, “Proposed NFA Anthology,” 43; Brunelle, interview.   
32 Michael Stoune, “Proposed NFA Anthology of American Flute Music,” Flutist Quarterly 15, no. 2 (Spring 1990): 
51, accessed December 9, 2020, https://www.nfaonline.org/docs/default-source/fq-
issues/1990spring.pdf?sfvrsn=c69c68ec_0.  
33 Stoune, “Proposed NFA Anthology,” Flutist Quarterly 14, no. 5 (Winter 1989): 43.  
34 Solum, introduction to The NFA 20th Anniversary Anthology.  
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Diemer, Sollberger, Luening, Brosnik, Gebuhr, Lennon, Babbitt, Fine, Heiss, and 
many many more. While some preliminary decisions have been made as to what 
to include, the final list will not be announced for some time.35 
 
As members of the Special Publications Committee lived in different locations of the 

United States, Solum stated it was not possible to review all of the submissions as a collective 

group. Thus, he said he was responsible for “creating The Anthology, of ultimately choosing the 

works, and making sure that different points of view were represented.”36 While the guidelines 

for selection are rather unclear, the collection’s introduction states that concertos, sonatas, and 

works in which instrumentation exceeds four instruments were not considered due to space 

constraints.37 Solum also claimed that “the basic requirement was ‘high quality’” and The 

Anthology was “meant to be a serious undertaking featuring notable composers already 

recognized for their accomplishments.”38  

However, it also appears as though not every composition in The Anthology was taken 

from the 250 submissions. As the contents of The Anthology were ultimately decided by Solum, 

some of the composers were probably included based on their personal or professional 

relationships to Solum. For example, Solum wrote:  

When I heard that Gunther Schuller had composed a slow movement for flute and 
string trio, I contacted him….I got the parts and made a handwritten score and 
sent my score to Schuller, who then edited it heavily. That is what you see in the 
Anthology.39 

 
 A letter from Solum to Otto Luening from January 5, 1989 also mentions Serenade: 

Speaking of that little Serenade, I am just hatching a new project….This new 
project is to put together an anthology of 20th century American flute music, 
perhaps 20 or 25 short pieces in a hard-cover volume to be printed and distributed 

 
35 Special Publications Committee Report 1989–90, August 2, 1990, box 51, folder 1, National Flute Association 
Archives, Library of Congress.  
36 Solum, letter to author, January 11, 2021 
37 Solum, introduction to The NFA 20th Anniversary Anthology.  
38 Solum, letter to author, January 11, 2021.  
39 Solum, letter to author, January 11, 2021.  
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by Oxford University Press…would you be willing to let us include it in the 
Anthology?40 
 

Luening wrote of his excitement to include Serenade in The Anthology on March 15, 

1989 in a letter back to Solum.41  

 As another illustration, regarding Lionel Nowak’s Short Suite, Solum mentioned 

he found it at the American Composers Alliance library in New York and  

performed it at Vassar College, Poughkeepsie NY, in the 1987-88 school 
year. I thought it was such a brilliant piece that I decided to include it in 
the Anthology.42 

 
Solum had also commissioned a number of works outside of The Anthology by 

composers who were included within, including pieces by Roger Goeb, Ezra Laderman 

(Solum actually commissioned Epigrams and Canons), Otto Luening, Lionel Nowak, and 

Richard Wilson.43 In addition, Solum performed a number of works included in The 

Anthology before the collection was published, including Quincy Porter’s Blues Lointains 

and Richard Wilson’s Flutations on a January 22, 1989 concert.44  

In this regard, it appears as though the selections for The Anthology were not driven by 

purely musical criteria, but also by more socially-constructed ideas of prestigious music and 

specifically by the personal tastes of the editor. For example, perhaps Solum personally 

 
40 John Solum to Otto Luening, January 5, 1989, JPB 94-07, box 190, folder 4, Otto Luening Papers, New York 
Public Library.  
41 Otto Luening to John Solum, March 15, 1989, JPB 94-07, box 190, folder 4, Otto Luening Papers, New York 
Public Library.  
42 John Solum, e-mail message to author, March 17, 2021.  
43 La-Tika Shanee Douthit, “Music for Flute by Ulysses Lay (1917-1995): A Descriptive Analysis with Performance 
Notes for Three Selected Works,” (DMA diss., University of North Carolina at Greensboro, 2013), 86, accessed 
February 5, 2021, https://www2.lib.ku.edu/login?url=https://www.proquest.com/dissertations-theses/music-flute-
ulysses-lay-1917-1995-descriptive/docview/1426396523/se-2?accountid=14556; Stephen D. Hicken, “Newest 
Music,” American Record Guide 60, no. 2 (March/April 1997): 303, accessed February 6, 2021, 
http://search.ebscohost.com.www2.lib.ku.edu/login.aspx?direct=true&db=aph&AN=9704301824&site=ehost-live. 
44 Will Crutchfield, “Review/Music; Anniversary Flute Recital,” New York Times, January 25, 1989, accessed 
February 5, 2021, https://www.nytimes.com/1989/01/25/arts/review-music-anniversary-flute-recital.html.   
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considered Gunther Schuller and Otto Luening as important composers of twentieth century 

music. Or maybe, though not explicitly stated, an unspoken requirement of compositions in The 

Anthology was for each composer to have a successful academic career. As the introduction to 

The Anthology states: 

The pieces published here clearly demonstrate the quality, technical mastery, and 
seriousness of American musical composition in the twentieth century. All the 
composers have also had outstanding careers as educators, which gives us faith 
that the very high compositional standards now established in America will be 
carried on by future generations.45 
 

The emphasis on the academic style of composition could be a contributing factor as to why The 

Anthology did not garner a wider interest in the flute community. The decision to specifically 

focus on the inclusion of “academic” composers, most of whom were, at the time, men, also 

reflects aesthetic ideologies typical for the late twentieth century. The cultural changes within the 

last thirty years have drastically shifted opinions about what constitutes a “good” composition. 

Today, organizations and academic institutions are increasingly aware of diversity, aiming to 

provide all composers—those with academic positions and those outside of academia—with equal 

opportunities. It should also be noted that the majority of flute players today are women, and 

female composers are not well represented within The Anthology.  

The late twentieth century aesthetic underpinnings of The Anthology have perhaps 

contributed to why the present-day flute community, which is quite diverse, no longer pays 

attention to the collection. The Anthology became somewhat obscure in the past decades and the 

compositions featured within are seldom performed, as discussed in the third chapter. This 

obscurity set in despite an intense promotional campaign. The Anthology was advertised in the 

National Flute Association’s annual convention booklets all the way through 2011. It was also 

 
45 Solum, introduction to The NFA 20th Anniversary Anthology. 
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advertised in The Flutist Quarterly from the Summer 1992 edition (volume 17, no. 4) through 

Summer 1995 (volume 20, no. 4). References to The Anthology appear infrequently in more 

recent publications, including the 25th anniversary issue (Winter 1998, volume 23, no. 2), and in 

the Winter 2012 magazine (volume 37, no. 2). 

Yet, in spite of all the aforementioned advertisements in various publications, it took the 

National Flute Association eighteen years to sell 700 copies of The Anthology. As previously 

mentioned, Michael Stoune provided the details of the contract with Oxford University Press in 

the Special Publications Committee Report from 1992, which included the provision that the 

National Flute Association would purchase 700 copies of The Anthology at $40.00 each.46 In 

1992, copies were sold to members for $56.25, for $45.00 in 1996, and by 1998, the price 

dropped to $20.00.47 The Anthology continued to be sold for only $20.00 for a total of thirteen 

years. Furthermore, in the Winter 2012 edition of The Flutist Quarterly (volume 37, number 2), 

an article by Anne Welsbacher mentions that by 1997, the National Flute Association had 

steadily grown to more than 6,000 members.48 The organization’s website states that today, 

approximately 5,000 people from more than fifty countries are members.49 Additionally, 

Kimberlee Goodman, convention equipment manager, wrote of the 5,000 flutists who attended 

the 2009 convention.50 Even if there was not an average of 5,000 attendees at every conference 

 
46 Special Publications Committee Report For 1992, box 51, folder 1, National Flute Association Archives, Library 
of Congress.  
47 “Advertisement for The NFA 20th Anniversary Anthology of American Flute Music” Flutist Quarterly 18, no. 1 
(Fall 1992), 43, accessed October 5, 2020, https://www.nfaonline.org/docs/default-source/fq-
issues/1992fall.pdf?sfvrsn=d37711b1_0; Conference Booklet, National Flute Association Convention, New York 
City, New York, 1996, 24; Conference Booklet, National Flute Association Convention, Phoenix, Arizona, 1998, 
28. 
48 Anne Welsbacher, “Silver to Rubies,” Flutist Quarterly 37, no. 2 (Winter 2012): 18, accessed December 9, 2020, 
https://www.nfaonline.org/docs/default-source/fq-issues/2012winter.pdf?sfvrsn=8a64850b_0.  
49 “History,” National Flute Association, accessed May 7, 2021, https://www.nfaonline.org/about/history. 
50 Kimberlee Goodman, “From the Convention Equipment Manager,” The NFA Community Blog, February 21, 
2020, accessed March 3, 2021, https://www.nfaonline.org/community/the-nfa-blog/community-blog/nfa-
community-blog/2020/02/21/from-the-convention-equipment-manager. 
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from 1993 through 2011 (and there like was not), or 6,000 members in the organization overall, 

one would still imagine at least 700 prominent flutists would be interested in the new music 

offered within The Anthology. Thus, Given that The Anthology was advertised in convention 

booklets and sold through the 2011 convention, it would be reasonable to assume that the 700 

copies of The Anthology would have sold out if it was successful or popular. Yet the 700 copies 

took eighteen years (thirteen of which The Anthology was available to members for only $20.00) 

to sell out amongst the world’s largest organization for the flute.51  

There are a few other factors that may have contributed to why The Anthology was not as 

successful as the editor and Committee members may have hoped. First, The Anthology includes 

separate parts for the flute and accompaniment parts. While the flute part fits easily on a stand, 

the hard-cover accompaniment binding is much more awkward and difficult to rest on a stand, as 

it is challenging to keep the book flat. Secondly, it is possible that enthusiasm for The Anthology 

diminished over the years, as suggested by the aforementioned falling prices of the collection 

from its publication date to 2011 (the last year it was sold at the National Flute Association’s 

yearly conference). Finally, it is likely due to the aforesaid factors that once The Anthology sold 

out, there was not a market to print further copies. In sum, though The Anthology met initial 

success with critics, the compositions and composers represented within The Anthology (as well 

as The Anthology itself) have become relatively, if not entirely, unknown to the current 

generation of flutists and teachers.  

 

 
51 “Press and Media” National Flute Association, accessed April 15, 2021, https://www.nfaonline.org/about/press-
and-
media#:~:text=The%20National%20Flute%20Association%2C%20a,its%20performers%2C%20and%20its%20liter
ature. The websites states “The National Flute Association, a not for profit institution, is the largest flute 
organization in the world.” 
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Chapter 2: Tracing the Stylistic Developments in the Twentieth Century in Relation to the 

Compositions in The Anthology   

 

Unlike the preceding eras, no single compositional style dominated the twentieth century. 

Rather, as Judy Lochhead writes, it was characterized by “a multiplicity of quite different styles 

in a fluctuating and dynamic steady-state.”1 The twentieth century was also marked by manifest 

progressivism and rapid development in nearly every aspect of life, such as technology, 

government and culture. In addition, as H. Wiley Hitchcock attests, the rising prosperity of the 

middle class, which “increased sources of patronage and the audience for music,” coupled with 

the vast amount of new technological inventions and advancements allowed music to be more 

accessible.2  

Countless musical styles emerged out of what became known as the “age of new 

possibilities.”3 Some composers proclaimed their independence from tradition while others used 

tradition as inspiration and source material. Many explored the boundless capabilities of physical 

instruments, forms, and genres, experimenting and tinkering with extended techniques and 

compositional philosophies outside of established traditions. Audiences heard all sorts of music 

and offered criticism that often either led composers to desert a particular style or encouraged 

them to further explore the various facets of a style.  

The Anthology of American Flute Music directly reflects the evolution and multiplicity of 

stylistic changes throughout the twentieth century between the earliest (Blues Lointains by 

 
1 Judy Lochhead, “What’s in a Name? Music of the Present,” Twentieth Century Music 14, no. 3 (October 2017): 
418, accessed February 16, 2021, https://doi.org/10.1017/S1478572217000342.  
2H. Wiley Hitchcock, Music in the United States: A Historical Introduction (Englewood Cliffs, NJ: Prentice-Hall, 
1969), 221.  
3 Roger Sessions, Roger Sessions on Music: Collected Essays (Princeton: Princeton University Press, 1979), 29.  
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Quincy Porter from 1928) and more recent compositions (Soli e Duettini by Milton Babbitt, 

Epigrams and Canons by Ezra Laderman, Three Madrigals by Mel Powell, and Aurelian Echoes 

by Harvey Sollberger all from 1989) that it features. This chapter surveys the developments in 

style throughout the twentieth century as they relate to compositions in The Anthology.  

 

Quincy Porter’s Blues Lointains and the “American” School of Nadia Boulanger 

To begin, Quincy Porter’s Blues Lointains, which was composed after the First World War in 

1928, fits precisely within renowned pedagogue Nadia Boulanger’s description of “American” 

music at the time. As Boulanger taught at the American Conservatory in Fontainebleau (France), 

her influence on American composition and style in the twentieth century cannot be accentuated 

enough—even Arnold Schoenberg recognized her profound influence on American music, citing 

the “great activity on the part of American composers, la Boulanger’s pupils, the imitators of 

Stravinsky…they have taken over American musical life, lock, stock, and barrel.”4 Furthermore, 

the lineage of eleven of the eighteen composers represented within the Anniversary Anthology of 

American Flute Music can be traced back to Boulanger, including two composers (Roger Goeb 

and Joyce Mekeel) who studied with her directly. In addition, Quincy Porter, though not a direct 

student of Boulanger’s, was well acquainted with and clearly influenced by Boulanger’s 

pedagogy and opinions (he had returned to Paris, where he had studied in 1920 at the Schola 

Cantorum with Vincent d’Indy, on a Guggenheim Fellowship to compose in 1928). Boulanger’s 

influence becomes clear in a letter from Porter to his family from January 6, 1931, in which he 

 
4 Leon Bostein, “Nadia Boulanger: Teacher of the Century,” May 13, 1998, accessed March 24, 2021, 
https://americansymphony.org/concert-notes/nadia-boulanger-teacher-of-the-century/. 
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mentions that he invited Boulanger to rehearsals of his compositions.5 Regarding a performance 

of Porter’s works, Boulanger wrote on February 19, 1931: 

Were it not two in the morning, and I would not be absurdly tired, would I say my 
joy yesterday evening - everything was so perfect, peacefully, beautifully, 
charmingly prepared and presented – and so good in itself. Useless trying to 
express; I am sure you understand what is implied. With great happiness for such 
a success.6 
 

To receive this comment from such an influential teacher would have been a great compliment to 

Porter’s piece and overall stylistic approach to composition.  

As a quick and necessary aside, it is important to note that along with America’s rise in 

political and economic prosperity and importance after World War One came the growing 

prominence and presence of American composers. As Robert Morgan notes, the United States 

“witnessed the emergence of the first generation of home-grown composers who were totally 

professional in training and technique yet also unmistakably American in outlook and musical 

expression.”7 Most of these composers received their formal training in Europe and firmly 

immersed themselves in the established conventions of Western tradition “in order to broaden 

their own musical outlook and extend their technical capabilities.”8 Numerous of these young 

American composers pursued study with Nadia Boulanger.   

Boulanger believed it was advantageous in that particular moment in history to be an 

American composer as opposed to a European composer, for “a non-European perspective could 

facilitate the development of innovative compositional ideas and a fresh expressive focus.”9 This 

 
5 Aaron Daniel Conitz, “(Re)Examining Narratives: Personal Style and the Viola Works of Quincy Porter (1897-
1966)” (DMA diss., Rice University, 2019), 25-26, accessed March 12, 2021, 
https://scholarship.rice.edu/bitstream/handle/1911/105990/CONITZ-DOCUMENT-2019.pdf?sequence=6.  
6 Letter from Boulanger to Porter, cited and translated in Conitz, “(Re)Examining Narratives,” 27.  
7 Robert P. Morgan, Twentieth-Century Music: A History of Musical Style in Modern Europe and America (New 
York: W.W. Norton and Company, 1991), 283. 
8 Morgan, Twentieth-Century Music, 283. 
9 Morgan, Twentieth-Century Music, 283. 
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opinion may be attributed to the state of Europe after the war. As was the case with many other 

systems and facets of culture, government, and education that were connected to the way the 

world was run prior to the war, established approaches to art were, in some places more than 

others, quickly losing their popularity. The public’s faith in centuries-old institutions was 

shattered and replaced with mistrust in traditional values. Many believed conventional standards 

and ideas about Western art and the way in which it evolved were to blame for the catastrophes 

of the war, claiming philosophies about art made the war conceivable. As Joseph Auner writes, 

“Many questioned the whole meaning and purpose of art, the role of emotional expression, and 

the notion of artists as geniuses composing only for themselves.”10  

Thus, there was a desire for a complete break with the past or anything which was 

associated with pre-war values—a movement to challenge traditional and Romantic aesthetics 

such as personal expression, originality, and individuality. According to Boulanger, American 

music provided a new evolutionary path forward. She praised American music for its ingenuity, 

stating:  

American musicians have created an entirely new concept by using old methods. 
America has managed to generate a very advanced civilization without root; it had 
to create simultaneously the fruit and the root; it has, I believe, succeeded to a 
very great extent.11  

 
At a luncheon in New York on January 1, 1925, Boulanger defined “American” qualities in 

composition as those which were:  

Distinguished by a very marked feeling for the rhythmic element of composition 
and for the cultivation of individuality. Their work is very direct and shows power 
in handling the element of form.12 
 

 
10 Joseph Auner, Western Music in Context: A Norton History, vol. 5, Music in the Twentieth and Twenty-First 
Centuries (New York: W. W. Norton and Company, 2013), 80. 
11 Bruno Monsaingeon, Mademoiselle—Conversations with Nadia Boulanger (Manchester: Carcanet, 1985), 73-74. 
12 Annegret Fauser, “Aaron Copland, Nadia Boulanger, and the Making of an “American” Composer,” Musical 
Quarterly 89, no. 4 (Winter, 2006): 537, accessed February 5, 2021, https://www.jstor.org/stable/25172851. 
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Boulanger also considered jazz as a “distinctively American musical expression [which]. . . . 

expresses a certain part of American feeling.”13 

Accordingly, Porter’s Blues Lointains (written in Paris in 1928) represents many of the 

fresh and innovative “American” qualities both popular in Paris at the time and sought-after by 

Boulanger, such as subtle hints of blues and jazz sources and rhythms and an overall strong 

emphasis on rhythm (which is especially marked by the accents in the accompaniment). Porter 

himself also directly acknowledged the “touch of nostalgia” within the composition, but it is also 

apparent through the title of the composition, as Lointains translates from the French to English 

as “distant,” likely referring to the homesickness Porter felt for America.14 Porter also mentioned 

that “the whole mood of the piece is dreamy”—an effect which is accomplished through both the 

soothing melody and overwhelming use of longer note values in the melody, which give the 

piece a somewhat drowsy feeling.15  

 

Emma Lou Diemer and American Gebrauchsmusik  

Bryan Simms points out that after World War Two, “two branches appeared among American 

composers of serious music,” a conservative and traditional group, and an experimental and 

avant-garde group. 16 The former was especially influenced by neoclassicism and 

Gebrauchsmusik—a term which literally translates to “utility music,” but is also known as 

“music for use” or “occasional music.”17 While distinctly and philosophically different, both 

 
13 Fauser, “Aaron Copland, Nadia Boulanger, and the Making of an “American” Composer,” 537. 
14 Conitz, “(Re)Examining Narratives,” 18. 
15 Conitz, “(Re)Examining Narratives,” 18.  
16 Bryan Simms, Music of the Twentieth Century: Style and Structure, 2nd ed. (New York: Schirmer Books, 1996), 
266-267. 
17 Stephen Hinton, “Gebrauchsmusik,” Grove Music Online 2014, accessed May 12, 2021, https://doi-
org.www2.lib.ku.edu/10.1093/gmo/9781561592630.article.10804.  
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styles share a few small characteristics, including that they are both concerned with music which 

is not extremely emotional or engaging and are often thought of as educational in nature.18 

Artists influenced by these philosophies craved to go back in time and find a new evolutionary 

path forward—one that was free from the influence of German nationalism and romanticism. 

Such music stressed purity, clarity, and simplicity, removing overt emotion and formlessness.  

One example of this approach to composition is Emma Lou Diemer’s Suite “Homage to 

Hindemith.” Composed while she was a student at Yale in 1948, the work contains many 

neoclassical tendencies and traditional compositional devices. In her own program notes, Diemer 

mentioned a variety of aspects that especially reflect the neoclassical tendencies of Suite 

“Homage to Hindemith,” including referencing the texture which is “largely that of linear 

counterpoint,” the “uncomplicated expression of ideas,” and “precise rhythm and clarity of 

line.”19   

 While Diemer did not study composition directly with Hindemith, she was enrolled in 

various counterpoint classes under his direction while at Yale. As Joyanne Outland notes, the 

references to Hindemith’s compositional style are quite evident, such as the pedal tone in the 

third movement, which serves to establish the tonic, and Diemer’s usage and treatment of 

counterpoint.20   

 

 

 
18 For more information on neoclassicism and Gebrauchsmusik, see Scott Messing, Neoclassicism in Music: From 
the Genesis of the Concept Through the Schoenberg/Stravinsky Polemic (Ann Arbor, MI: UMI Research Press, 
1988) and Stephen Hinton, The Idea of Gebrauchsmusik: A Study of Musical Aesthetics in the Weimar Republic 
(1919-1933) with Particular Reference to the Works of Paul Hindemith (New York: Garland, 1989).  
19 Ellen Grolman Schlegel, Emma Lou Diemer: A Bio-Bibliography (Westport, CT: Greenwood Press, 2001), 50-51.  
20 Joyanne Jones Outland, “Emma Lou Diemer: Solo and Chamber Works for Piano through 1986,” (DMA diss., 
Ball State University, 1986), 29-30.  
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The Anthology and the Diversity of the American Experimentalism  

The second branch that appeared after the Second World War according to Simms was the 

experimental group. As Morgan states, the United States was somewhat responsible and played a 

“role in nourishing the more experimental strains that form one of the century’s enduring and 

characteristic features.”21 Or, as John Cage writes, “America has an intellectual climate suitable 

for radical experimentation.”22 American music has also been cited for its search for originality 

and will-to experiment, and as De La Fuente says, American composers in the twentieth century 

had “a willingness to chance the new, to strike out fearlessly, [and] to plunge into experiences of 

which Europeans or teachers or parents might disapprove.”23 In other words, composers 

following experimental trends were less interested in traditional European styles. These attitudes 

acted as motivating forces and unbounded permission for composers to infuse their music with 

new techniques and ideas.  

To quote Morgan, this group had a “willingness to experiment with sound for its own 

sake, without consideration of accepted formal or technical practice, and a tendency to draw 

inspiration not only from local folk sources but from ‘exotic’ cultures far removed from the 

European orbit, especially those of the Orient.”24  

Joyce Mekeel’s experimental composition Rune for flute and percussion (initially 

composed 1977 and revised in 1983), for example, has been cited for its exotic sources and it 

also contains experimental tendencies. Ellen Pfeifer discusses unusual instrumental sonorities as 

distinguishing characteristics of Mekeel’s compositions, and of Rune in particular she states: 

“Whatever varied sounds are conjured up—Far Eastern exotica, gentle pagoda music, spiky jazz 

 
21 Morgan, Twentieth-Century Music, xiii.  
22 Simms, Music of the Twentieth Century, 296.  
23 De La Fuente, Twentieth Century Music, 28.  
24 Morgan, Twentieth Century Music, 296.  
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drumming—the music is spun through with a zig-zaggy lyrical line, now jerky, now dreamy, but 

always clear.”25 Rune’s inclusion of complicated rhythmic passages juxtaposed with 

unharmonized unisons between the flute and percussion and bare textures (the solo sections) are 

what provide the “exotic” feel to the composition. The experimentation with extended techniques 

(multiphonics, key slaps, breath attacks, and modifying notes with words and sung pitches) and 

the use of nine different percussion instruments (and the prevalence of the gong) also contribute 

to the “exotic” characteristic of the piece.   

The experimental approach to composition led composers to divaricate and write within 

extremely specified sub styles, following their own artistic vision and curating their personal 

unique style. As Morgan noted in 1991: 

Indeed, with the decline of accepted conventions and standards of value, the 
present-day art world seems to be one in which almost anything is allowed. 
Positively considered, this lends recent artistic developments an extraordinary 
aura of excitement, daring, and experimentation. The variety of activity is 
remarkable high and the possibilities for personal expression virtually 
unrestricted.26 
 
One example of a specified and unique style is that of Richard Wilson, whose Flutations 

for solo flute (1985) appears in The Anthology. Wilson’s compositions have been described as 

being “marked by a stringent yet lyrical atonality which often sets him apart from the established 

schools of modern American music” as well as “rich yet subtle, often witty, varied yet cohesive, 

and structured yet always expressive.”27 The four movements of Flutations in particular 

(Intuition, Admonition, Petition, Exhibition) are unmetered, not centered around a specific pitch 

 
25 Ellen Pfeifer, “Musica Viva marks 25th Year Musica Viva at the Tsai Performance Center Last Night,” Boston 
Herald, September 18, 1993, accessed December 3, 2020, https://infoweb-newsbank-
com.www2.lib.ku.edu/apps/news/document-view?p=AWNB&docref=news/102692D76E3882A1.  
26 Morgan, Twentieth-Century Music, 331.  
27 “Home,” Richard Wilson Composer, accessed April 14, 2021, 
https://sites.google.com/site/richardwilsoncomposer/; James Wierzbicki, “Wilson, Richard (Edward),” Grove Music 
Online 2001, accessed February 5, 2021, https://doi-
org.www2.lib.ku.edu/10.1093/gmo/9781561592630.article.43065.  
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or key, and are indeed somewhat lyrical. Nonetheless, Wilson’s unique style of composition has 

not been replicated by any other composer.  

There have been many noticeable consequences to musical pluralism and unlimited 

stylistic choice. One of these consequences led to the key difference between the culture in the 

United States before and after the Second World War: the absence of shared and stable aesthetics 

and standards of values.  

The absence of communal aesthetics and convictions led composers in the twentieth 

century (and still continues to lead composers in the twenty-first century) to constantly search for 

new means of artistic expression and new traditions. As Griffiths explained, “the only common 

view now [writing in 1995] is that there is no common view.”28  

However, as Morgan also points out, it is very difficult for composers to remain 

consistent in their aesthetical values “under the pressure of rapidly changing fashions and 

attitudes.”29 When analyzing the work of a single composer in the twentieth century, one can 

often observe drastic style changes over the course of a career. As a brief example, Emma Lou 

Diemer’s compositions encompass many different styles, including neoclassicism, 

neoromanticism, serialism, pseudo avant-garde, and electronic music. The micro-specification of 

styles and inconsistency in composing in a single style has also made it difficult for many artists 

to find an audience to receive their compositions outside of a niche and elite group. Additionally, 

the nonexistence of shared traditions, rules, and aesthetics coupled with the idea that anything is 

possible led to a lack of cohesion, comprehensibility and connection, and has pushed many 

composers into isolation.  

 
28 Paul Griffiths quoted in Eduardo De La Fuente, Twentieth Century Music and the Question of Modernity (New 
York: Routledge, 2011), 157–8.  
29 Morgan, Twentieth-Century Music, 291-292.  
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The Anthology reflects these ideas in that no two compositions share the exact same 

stylistic or aesthetic features; they are all either very specific sub-sets of certain styles or 

combinations of a variety of styles, ranging from Milton Babbitt’s serialist Soli e Duettini for 

flute and guitar to Vivian Fine’s programmatic Emily’s Images. Even compositions written 

around the same time are vastly different in terms of their stylistic content. As an example, Roger 

Goeb’s Two Divertimenti for two flutes from 1950 and Gunther Schuller’s Adagio for flute and 

string trio from 1953 are hardly alike. Two Divertimenti is light, rhythmic and lyrical, and 

contains clear structures and climactic moments. By contrast, though the form of Adagio is clear 

(ABA) and similar motives appear throughout the A sections, it is atonal and has a dense texture.  

 

Experimenting with Instrumental Techniques  

Another way in which composers experimented was by exploring techniques of instrumental 

sound production and employing widely different colors, tones and timbres in composition. For 

flute, some of the most popular extended techniques include multiphonics, harmonics, key slaps 

and other percussive noises and effects, alternate fingerings, singing and/or speaking while 

playing, microtones, quartertones, tongue stops, glissandi, whistle tones, flutter tonguing, 

circular breathing, jet whistles, preparing the flute with objects to alter the sound, and more. 

Matthew Burtner provides an adept and brief explanation by saying “Extended techniques are 

messy by design, exploring the chaotic aspects of instruments.”30  

Thus, the experimental and avant-garde tradition is reflected in The Anthology through 

pieces which explore extended techniques (four of the eighteen pieces in the collection) - John 

 
30 Matthew Burtner, “Making Noise: Extended Techniques after Experimentalism,” New Music USA, March 1, 
2005, accessed April 12, 2021, https://nmbx.newmusicusa.org/making-noise-extended-techniques-after-
experimentalism/.  
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Heiss’s Etudes (of which Chorale and Multiples appear in The Anthology), Harvey Sollberger’s 

Aurelian Echoes, Joyce Mekeel’s Rune for flute and percussion, and Mel Powell’s Three 

Madrigals. Rune uses key slaps with and without air, pitch alterations, alternate fingers, singing 

and playing, and modifies pitch with words. Three Madrigals employs multiphonics, and flutter 

tonguing, harmonics, and pitch manipulation. As Rune was previously described at length in 

regard to its relationship to stylistic developments in the twentieth century and Three Madrigals 

is discussed in more detail in the upcoming pages, I will not go into further detail about their 

inclusion of extended techniques.  

John Heiss’s Chorale and Multiples both come from his Etudes, a collection which 

contains six etudes composed between 1979 and 1986. The Etudes are connected by motivic 

material and intervallic relationships, and like many etudes, each primarily focuses on a specific 

aspect of contemporary flute playing. Chorale, which only features a single standard fingering, 

employs harmonics, glissandi, pitch manipulation and multiphonics. Each phrase begins with a 

harmonic and the last note of the phrase is always related to the first note of the next by either 

beginning on the same pitch or its octave. Multiples is a study on multiphonics, though flutter 

tonguing and alternate fingerings are also used.    

Harvey Sollberger’s Aurelian Echoes also uses flutter tonguing, as well as a variety of 

other extended techniques. The piece was written for flute and alto flute while Sollberger was the 

composer-in-residence at the American Academy in Rome in 1989. Sollberger wrote Aurelian 

Echoes while “in a small baroque chapel in the shadow of the Academy” and incorporated the 

many sounds of Rome—the noises of traffic, church bells, and police sirens—into the 

composition.31 Such sounds are represented by extended techniques including key clicks and 

 
31 Harvey Sollberger, interview by Cathy Comrie, New York Flute Club Newsletter,  
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flutter tonguing (traffic noises), pitch bending, microtonal alterations, and glissandos (Roman 

police sirens). Sollberger also noted the piece contains “a lot of canons” and that it is “quite 

contrapuntal…[and] quite challenging [both] rhythmically and from the point of endurance.”32 

 

Twelve-Tone Compositions 

Another trend to have risen out of the post-World-War-Two era was the acceptance and adoption 

of twelve-tone composition and related systems among a majority of young composers—a style 

which had only previously been associated with Arnold Schoenberg and his following. Two 

compositions in The Anthology follow the tradition of Schoenberg and his twelve-tone 

techniques—Soli e Duettini by Milton Babbitt (1989) and Three Madrigals by Mel Powell 

(1989).  

Milton Babbitt’s Soli e Duettini embraces and extends Schoenberg’s twelve-tone 

techniques. As Chiu Chau-ming writes regarding Babbitt’s collection of three duets under the 

title Soli e Duettini (a version for two guitars was written in 1989, the same year of which the 

flute and guitar duo was written, and a third piece for violin and viola was composed in 1990):  

The solo and duets [within the composition] refer not only to the instrumentation 
but also to the relationship between contrasting elements in other domains. These 
elements include the twelve-tone rows, pitch-class sets (unordered) and segments 
(ordered), arrays and their realization in the pitch and time domains.33 
 

In other words, the duets contain the most specialized concepts in twelve-tone theory which are 

acutely related to each other through inversion, transposition, retrograde and transformation.  

 
(December 2000): 5, accessed February 5, 2021, https://nyfluteclub.org/uploads/newsletters/2000-
2001/00_Dec_final.pdf.  
32 Sollberger, New York Flute Club Newsletter, 4.   
33 Chiu Chau-ming, “Composition Tactics in Milton Babbitt’s Three Soli e Duettini” (Masters thesis., The Chinese 
University of Hong Kong, 2003), 2, accessed January 7, 2021, https://core.ac.uk/download/pdf/48565978.pdf. 
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Mel Powell’s Three Madrigals, as Sally Lamb notes, also relies on twelve-tone 

procedures, utilizing “techniques common but not exclusive to serial music (e.g. transposition, 

inversion, retrograde, retrograde inversion), as well as techniques which are a direct outgrowth of 

the serial tradition (e.g. hexachordal combinatoriality, complementation etc.).”34 Lamb has also 

pointed out characteristic traits of Powell’s music which are also included among the Three 

Madrigals—his melodies commonly contain all twelve pitch and interval classes within a few 

measures, rhythms are frequently irregular and complicated, and pitch and rhythmic motives are 

often subject to elaboration and transformation throughout a composition (developing 

variation).35   

The inclusion of two compositions (which represents a total of one-ninth of the 

compositions in The Anthology) that are both heavily influenced by or completely reliant on 

twelve-tone theory and serialism in The Anthology represent the significance afforded to the style 

within twentieth century musical developments.  

 

Historicism 

To once again quote Morgan, the absence of community around the 1960s and through the 80s 

resulted in a countermovement to “rediscover the past [and] to resurrect and revitalize its artistic 

traditions,” leading many composers to “reincorporate tonality in their works…as one among 

many possibilities that can be called upon to create formal coherence and expressive impact.36 

Composers began to look for new ways to engage with the past by quoting former masterpieces, 

 
34 Sally J. Lamb, “An Analytical Guide to the Works of Mel Powell, 1985–1995” (DMA diss., Cornell University, 
1998), 3, accessed February 4, 2021, https://www2.lib.ku.edu/login?url=https://www.proquest.com/dissertations-
theses/analytical-guide-works-mel-powell-1985-1995/docview/304430246/se-2?accountid=14556.  
35 Lamb, “An Analytical Guide,” 3-4, 25, 34. Lamb provides a full analysis of the first Madrigal in her dissertation.  
36 Morgan, Twentieth-Century Music, 331–332.  
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incorporating earlier styles (or even a combination of earlier styles), and referring to old genres 

and traditions.   

The allusion to old genres via the titles of compositions within The Anthology seems to 

provide insight regarding how some composers viewed their relationship with the past. For 

example, Hugh Aitken chose to name his piece for flute and piccolo Pastiche, a work that either 

is comprised of selections from different works or imitates the style (or styles) of previous 

compositions. Of course, the question of which pieces or styles Aitken is quoting or mimicking 

then must be asked, but an in-depth discussion of that aspect of the composition is not 

appropriate for this setting. Other more traditional titles that refer to traditional genres include 

Otto Luening’s Serenade, Lionel Nowak’s Short Suite, and the aforementioned Three Madrigals 

by Mel Powell, Two Divertimenti by Roger Goeb and Adagio by Gunther Schuller.   

Another way in which composers sought to reengage with the past was through the 

interest in and revival of the use of historical instruments in composition and performance. 

Artists desired to rediscover colors, sonorities, and timbres in such instruments and incorporate 

them into composition. Ezra Laderman’s Epigrams and Canons (1989) for two baroque flutes 

serves as a prime example of the use of historical instruments in twentieth century composition. 

As Linda Helen Pereksta points out: 

The baroque transverse flute, or traverso, while somewhat limited in dynamic 
range, is an extraordinarily flexible instrument. It is even more nimble than the 
modem flute in the execution of certain twentieth-century extended techniques, 
and it fits well with post-modern compositional gestures such as quotations from 
earlier pieces of music.37 
 

 
37 Linda Helen Pereksta, “Twentieth-Century Compositions for the Baroque Flute” (DMA diss., The Florida State 
University, 2001), 1, accessed February 4, 2020, https://www2.lib.ku.edu/login?url=https://www-proquest-
com.www2.lib.ku.edu/dissertations-theses/twentieth-century-compositions-baroque-flute/docview/230978244/se-
2?accountid=14556. 
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The mere construction of the baroque flute allows for techniques that are impossible on the 

modern flute, such as pitch-bending and finger vibrato. Furthermore, extended techniques for the 

modern flute can often be performed on the baroque flute, thus providing composers with a 

plethora of new ideas for experimentation.  

 While Epigrams and Canons does not include any extended techniques for the baroque 

flute, Pereksta notes Laderman’s compositional style also reflects eighteenth-century aesthetics 

in regard to the development of small motives, formal approach, and the use of hocket and 

terrace dynamics throughout the eight brief movements.38  

 Composers also reengaged with the past through neoromanticism, such as in Vivian 

Fine’s Emily’s Images and David Baker’s Inspiration, both of which were written in 1987. Each 

movement in Fine’s work is named after the first line of an Emily Dickenson poem and, similar 

to the character pieces of Robert Schumann, the music points the listener’s mind in a certain 

direction while leaving room for interpretation. The programmatic elements of some pieces are 

more suggestive than others, such as in the first movement, “A Spider Sewed at Night,” where 

the flute’s perpetual chromatic runs paint a rather clear picture of a spider spinning its web. Fine 

even uses the word “spinning” as the descriptor for the flute. 

 Inspiration incorporates neoromantic techniques as well, but in a slightly different way. 

First, it is very lyrical, singable, and memorable, appealing heavily to the emotions. The title also 

leaves room for analysis in that it is not clear concerning what or to whom the piece is intended 

to inspire, and as such, there are endless possibilities for interpretation.  

Finally, similar to pushing the capabilities of physical instruments to the extreme through 

the use of and experimentation with extended techniques, composers in the twentieth century 

 
38 Pereksta, “Twentieth-Century Compositions for the Baroque Flute,” 17.  
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(like composers in previous centuries) also investigated the limits of the technical abilities of the 

individual performers. In this regard, the twentieth century continued the virtuosic tradition as 

developed from the Baroque era to the nineteenth century. These trends are represented in The 

Anthology via John Anthony Lennon’s Echolalia (1985) and Joseph Schwantner’s Soaring 

(1986). Both compositions showcase the flutists flawless fingering, attention to rhythmic 

accuracy and control and mastery of dynamic range. This is especially featured in Soaring, as 

Schwantner writes “fffpp” among other difficult dynamics.  

Some musicologists surmise references to the past within composition were also the 

result of composers’ desires to engage with a broader and less specialized public as opposed to 

the small and niche group of professionals interested in extreme sub-styles and genres.39 In the 

same way, many composers returned to tonality to make their compositions more accessible to 

general audiences. Yet at the same time, the aforementioned experimental and avant-garde group 

of composers was also thriving, encouraged in an environment that Eduardo De La Fuente refers 

to as one which “tolerate[s], some might even say foster[s]—eccentricity.”40  

*** 

Overall, Morgan, writing in 1991, provides an adept description of the evolution of music 

in the twentieth century which can also be applied to the works in The Anthology: 

What we have today is a sort of global culture, of seemingly unlimited spatial and 
temporal scope, that provides a vast storehouse of stylistic and technical 
possibilities from which composers may draw at will, combining ingredients in 
any desired mixture.41   
 

 
39 Morgan, Twentieth-Century Music, 332 and 482. On page 332, Morgan writes “This turn to the past has gone hand 
in hand with attempts to write music with greater audience appeal,” and references the “widespread movement 
among composers toward a more traditional and conservative orientation, especially evident in the wish engage a 
broader and less specialized musical public” on page 482.  
40 De La Fuente, Twentieth Century Music, 28.  
41 Morgan, Twentieth-Century Music, 485. 
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Music over the course of the twentieth century, especially that which was composed after the 

Second World War, is characterized by its diversity. The lack of unifying qualities and aesthetic 

trends seems to be the common factor amongst the compositions in The Anthology—no two 

works entirely share their stylistic features. Perhaps it is in this sense they are “American”—each 

showcases a different aspect of American compositional aesthetics throughout the twentieth 

century.  
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Chapter 3: “Social” and “Elite” Music 

 

The Anthology of American Flute Music undoubtedly displays the tension between what I 

will refer to as “social” and “elite” art music in the twentieth century. To begin, “social” music, 

(perhaps better known as “popular,” “lowbrow,” or “accessible” music), was in general as 

appealing to mainstream audiences as earlier types and genres of classical music—it was 

accessible to a wide-ranging type of listeners and included noticeable references to the melodic 

and harmonic language of the eighteenth and nineteenth centuries. In addition, general audiences 

were usually able to respond to “social” music after one hearing as it was often perceived as 

being designed for momentary consumption, instant gratification, and pure entertainment. Thus, 

“social” music was performed often and well attended. Strictly speaking, those who devoted 

their careers to writing “social” music believed their responsibility as a composer was to write 

music for the people as a service to society and to use music to openly engage with social issues. 

For example, Benjamin Britten claimed it was: 

…quite a good thing to please people, even if only for today. That is what we 
should aim at – pleasing people today as seriously as we can, and [let] the future 
look after itself.1 
 

He also believed it was “insulting to address anyone in a language which they do not 

understand.”2 

By contrast, the general public was largely unacquainted with and uninterested in music 

which falls into the “elite” (also known as “highbrow,” “esoteric” or even “avant-garde”) 

category. Because it was highly experimental and unconventional, audiences often 

 
1 Britten quoted in Richard Taruskin, The Oxford History of Western Music, vol. 5, The Late Twentieth Century 
(New York: Oxford University Press, 2005), 258.  
2 Taruskin, Late Twentieth Century, 259. 
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misunderstood it, regardless of the number of hearings. Simply speaking, some “elite” music was 

considered quite difficult to listen to due to combinations of seemingly incongruent elements. 

Charles Hamm suggests that “perhaps listeners would learn to respond to it [“elite” music] with 

repeated hearings, but few have been willing to make the effort.”3 The lack of accessibility of 

and curiosity in “elite” music led to sparse and poorly attended performances of it, with the 

audience usually consisting only of specialists in the field. Again, as Hamm notes, “elite” music 

was “the almost exclusive property of an elite [hence, where the term is draw from]—not of the 

nobility and aristocracy, but an intellectual and artistic elite centered not in castles and palaces, 

but in the leading colleges and universities of the United States.”4 

Composers who focused on writing “elite” pieces were often very concerned with the 

idea of progress and evolution in music—they felt they needed to incorporate avant-garde 

techniques in their works. As such, they viewed “social” music, or music that pleases an 

audience rather than propels the “progress” of music, and as a waste of time and effort. These 

composers feared music would not evolve if new compositions were not experimental, original 

and daring. For example, Schoenberg did not arrive at his twelve-tone theory by merely 

succumbing to public interest—he was interested in experimenting with breaking free from 

historical systems of tonality. The general audience was so disinterested in his innovative music 

that Schoenberg decided to form the Verein für musikalische Privataufführungen (“Society for 

Private Musical Performances”) in 1918 to create an audience for his experimental compositions. 

As O.W. Neighbour notes, the society was formed exclusively for the performances of modern 

works to be given to a “genuinely interested [or ‘elite’] membership.” 5 Furthermore, the press 

 
3 Charles Hamm, Music in the New World (New York: W.W. Norton and Company, 1983), 561.  
4 Hamm, Music in the New World, 579.  
5 O.W. Neighbour, “Schoenberg [Schönberg], Arnold,” Grove Music Online 2001, accessed March 17, 2021, 
https://doi-org.www2.lib.ku.edu/10.1093/gmo/9781561592630.article.25024.  
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was not allowed to attend, and the music was therefore “free of the pressures of the music 

business and cultural fashion [‘social’ music],” as Donal Henahan remarks.6 Yet it is important 

to note that although considered an “elite” composer, Schoenberg’s technical innovations and 

contributions to the development of music have also influenced a myriad of “social” composers.  

In order to best understand the context, audience, and purpose of “elite” compositions, it 

is necessary to take a momentary aside to discuss the relationship between the public, the 

composer, and their music. While the notion to seek a new relationship between the three above 

mentioned items emerged near the end of the Romantic era and into the “modern” era (such as 

Wagner’s revolutionary design of the opera theatre at Bayreuth, in which he shifted the focus of 

the audience from each other and onto the performers and the drama unfolding on stage), the 

movement especially launched after the First World War, fueled by various economic crises, 

particularly those in Europe. The financial disparities left by the war significantly altered the 

ability of the public to attend performances, and shifts in cultural interests and sentiment further 

drew public attention away from the classical stage. Uprooted government systems and the 

decline of private patronage, coupled with the enormous growth of commercial enterprise, forced 

composers to more heavily weigh the economic consequences of their compositional decisions. 

As Roger Sessions explains, “it was under the pressure of such realities that many musicians 

were forced to take stock of the whole place of music in present-day society and to seek new 

channels for their activity.”7 

Furthermore, with the development of mass communication, especially the radio and 

recording technology such as the gramophone, new listeners were instantly exposed to a vast 

 
6 Donal Henahan, “Arnold Schoenberg,” The New York Times, December 28, 1975, accessed March 17, 2021, 
https://www.nytimes.com/1975/12/28/archives/arnold-schoenberg-style-and-idea-schoenberg.html.  
7 Roger Sessions, Roger Sessions on Music: Collected Essays, ed. Edward T. Cone (Princeton: Princeton University 
Press, 1979), 39. 
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variety of music with the turn of a dial or click of a button. As the public could now choose 

between a number of styles to listen to, certain ones became more popular than others, leading 

music to quickly become a matter of business and sales. Such advancements, among others, led 

to an unprecedented and substantial polarization of art music between “social” and “elite” music 

that has continued to the present day.8 

A leading problem with the divide between “social” and “elite” music is of course, as 

briefly mentioned above, an economical one—since the general public often has no interest in 

learning how to positively respond to “elite” music, composers have struggled to create a career 

from their compositions. Thus, as the “social” strain of classical music became relatively more 

popular, the composition of “elite” music was pushed, both somewhat forcefully albeit 

voluntarily, solely into the universities, where composers were offered steady salaries. Thus, in 

the second half of the twentieth century, composers began to care less about what the general 

public thought about their music and instead focused on the reactions of their colleagues as a 

matter of job security. Members of academia viewed the “elite” composition, one which is highly 

experimental, original, and daring, as something that pushed music forward and regarded 

“social” compositions as merely pleasing or entertaining a general audience (the members of 

which, it is worth bearing in mind, have no say in whether or not that composer receives tenure). 

In his rather controversial article “Who Cares if You Listen,” Milton Babbitt claimed, 

“the composer would do himself and his music an immediate and eventual service by total, 

resolute, and voluntary withdrawal from this public world to one of private performance and 

electronic media,” citing this as the primary method by which music will continue to evolve and 

 
8 Roger Sessions discusses the relationship between the audience and the performer in the early to mid-twentieth 
century in “Music in Crisis: Some Notes on Recent Musical History,” pages 27–44 of Roger Sessions on Music: 
Collected Essays.  
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thrive—solely within the cliches of specialists (academia).9 In other words, since “elite” music 

can only be understood, contextualized, and made coherent by specialists, Babbitt wondered if 

the general public should even be presented with music which they cannot comprehend (and 

would likely resent). Instead, he argued the development and experimentation of music should be 

approached similar to how scientific research is conducted and take place exclusively within the 

university. The patronage of the university offers composers a secure source of funding, an 

environment in which they can freely experiment (and without heavy criticism), and an audience 

of colleagues to receive and respond to their findings. Such an atmosphere also allows 

composers to maintain their personal artistic vision without sacrificing their style for the sake of 

economic return or rewards. 

Roger Sessions appears to agree with the idea of music developing in universities. In an 

essay from 1960 titled “Problems and Issues Facing the Composer Today,” he claims: 

What is necessary, if the pitfalls are to be avoided, is that composers in the first 
place should always retain the courage of their own artistic vision, that teachers 
should emphasize the supremacy of real musical imagination, and that listeners, 
of whatever category, should, by holding themselves open to whatever genuine 
and even unexpected experience music can bring, learn to discriminate between 
what is authentic and what is fictitious.10 

 
Richard Taruskin offers a different point of view which seems to endorse the composition of 

both strains of music: 

If perpetual technical innovation tended to lessen audience appeal, those 
committed to it could claim to be making a heroic sacrifice. But by the same 
token, social commitment placed constraints on technical innovation; that too 
could be regarded as a sacrifice.11 
 

 
9 Milton Babbitt, “Who Cares if You Listen?,” High Fidelity 8, no. 2 (February 1958): 126, accessed February 19, 
2021, https://hdl.handle.net/2027/uva.x002009485?urlappend=%3Bseq=184.  
10 Sessions, Collected Essays, 76.  
11 Taruskin, Late Twentieth Century, 223.  
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Thus, the debate amongst which type of music a composer should write was an ongoing matter 

throughout the twentieth century. Roger Sessions provides an acute summary of this issue in an 

essay entitled “Art, Freedom, and the Individual” (1957) by remarking the conflict is between 

“the interests of the minority which is passionately devoted to the arts, and the demands of mass 

culture,” to which I also add the composer’s own interests.12 Ultimately, whether composers 

choose to write to momentarily meet the demands of a criticizing audience or push the progress 

of music forward is their own decision, but the divide has nonetheless remained. It is also 

reflected in twenty-first century receptions of twentieth century compositions as “elite” works 

are still performed considerably less than the “social” ones.  

The National Flute Association’s Twentieth Anthology of American Flute Music offers a 

clear reflection of the wide polarization between “social” and “elite” music in the twentieth 

century. While it is impossible to know exactly how composers intended their music to be 

received, some of compositions in the collection clearly demonstrate qualities of “social” music, 

while others contain highly specialized material, ranging from the twelve-tone method to 

extended techniques for the flute—concepts which a general audience is unlikely to grasp or 

fully appreciate (characteristics associated with “elite” music). It should also be noted that all the 

compositions within The Anthology were written by composers who held esteemed faculty 

positions at prominent universities across the United States, demonstrating the internal struggle 

composers faced during this period (and still presently face) regarding which style of music they 

should compose—“social” or “elite”—and for whom they should write—themselves, their 

colleagues, or the general public.  

 

 
12 Sessions, Collected Essays, 110.  
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The “Social” Compositions of The Anthology 

The “social” compositions in The Anthology are (not surprisingly) among its most popular pieces 

as demonstrated by the performance statistics discussed below. The works which contain 

characteristics that can be understood as “social” include: 

Pastiche by Hugh Aitken  
Inspiration by David Baker 
Suite “Homage to Hindemith” by Emma Lou Diemer  
Two Divertimenti for Two Flutes by Roger Goeb 
Epigrams and Canons by Ezra Laderman 
Serenade by Otto Luening 
Blues Lointains by Quincy Porter 

 
The “social” standing of David Baker’s Inspiration becomes apparent in view of the 

work’s commission, inception, and reception. In a review titled “Nothing New,” Chicago-based 

music critic Dennis Polkow provided a rather harsh evaluation of a program titled “Carol 

Wincenc and Friends” which featured Inspiration: “most of the scores suffered from terminal 

cuteness and an extremely shallow view of the flute as an instrument.”13 Yet Polkow’s 

description of Inspiration as “cute” is precisely the point of “social” music. “Terminal cuteness” 

could also be understood as associated with the concepts of instant gratification and pure 

entertainment—two key characteristics of “social” music as described above.14 

Furthermore, Inspiration was composed to celebrate the inauguration of Thomas Ehrlich 

as the 15th President of Indiana University. Considering the audience of this ceremony would 

have likely comprised of faculty and students from programs across the University as well as 

other friends and guests, an “elite” composition complete with innovative ideas would not have 

 
13 Dennis Polkow, “Nothing New,” Chicago Reader, January 25, 1990, accessed December 4, 2020, 
https://www.chicagoreader.com/chicago/nothing-new/Content?oid=875105.    
14 Collins Dictionary, s.v. “terminal,” accessed March 3, 2021, 
https://www.collinsdictionary.com/us/dictionary/english/terminal. Collins Dictionary defines “terminal” as  
definition “extreme or excessive,” using the phrase “terminal cuteness” as an example.  
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pleased and may have even been considered inappropriate for the occasion. In other words, 

Inspiration was not necessarily composed for an audience of specialists, but rather for the 

enjoyment of the general public. 

The “social” characteristics of Inspiration are also elucidated when it is juxtaposed with a 

composition Baker wrote for flutist James Pellerite titled Concerto for Flute and Jazz Band 

(1971). Pellerite commented: 

Baker was an outstanding musician and he insisted on utilizing every known 
technique for the flute. This proved challenging, and so was the highly technical 
cadenza (with tabla accompaniment) that called for multiphonics and other flute 
techniques new at the time. He was totally dedicated to creating a virtuosic 
display and devoted much time and energy to collaborating with me for the 
success of this unusual composition.15 
 
It is also important to note Baker’s wife, Lida Baker, was a classical flutist for whom 

Baker composed many works.16  Both of these points demonstrate that Baker was well aware of 

and commonly utilized new and experimental flute techniques. Yet Inspiration does not contain 

any extended techniques, thus securing its place within the “social” category of art music. 

Roger Goeb’s Two Divertimenti is another composition that can be considered within the 

“social” category due to its lack of extended techniques and avant-garde qualities, but also due to 

its open sonorities and climactic moments of exuberant rhythmic unison, which interlock two 

otherwise self-sufficient lines. While quite rhythmically challenging for the flutists, Elise 

Schauer claims the numerous pentatonic tonalities and open intervals “provide a pleasant and 

folksy feel throughout” the composition.17 Furthermore, Goeb’s choice of the word 

“Divertimenti” in the title refers to the light and entertaining genre of the eighteenth century. 

 
15 [Mimi Stillman?] “David Baker: 1913-2016,” Flutist Quarterly 41, no. 4 (Summer 2016): 63, accessed December 
10, 2020, https://www.nfaonline.org/docs/default-source/fq-issues/fq2016summerissue.pdf?sfvrsn=792a48ef_0.   
16 [Stillman?], “David Baker,” 63.  
17 Elise Schauer, “Roger Goeb’s Two Divertimenti,” Flute Talk 29, no. 6 (February 2010): 16.  



 42 

This is especially characterized in the buoyant rhythmic nature of the composition. Overall, 

Schauer simply notes it is “meant to please the ear and provide recreation rather than express 

complicated shades of emotion.”18 Two Divertimenti is quite accessible to audiences—both 

movements contain a clear structure outlined by interesting rhythms, playfulness, and inherent 

lyricism. 

Blues Lointains by Quincy Porter has also been noted for its lyricism and emotional 

appeal. It was recorded by flutist Alexa Still in 1993 (with Susan DeWitt Smith on piano) as well 

as violist Eliesha Nelson, who included a transcription of the piece for viola and piano on her 

2009 album of Porter’s works. Nelson’s album was nominated for two Grammy awards—the 

best instrumental solo performance with orchestra (for her recording of “Concerto for Viola and 

Orchestra”) and the best chamber music performance—and it won a Grammy for the best 

engineered classical album in 2010.19 Nelson and pianist John McLaughlin Williams even filmed 

a black and white film noir for Blues Lointains. 

However, Quincy Porter’s early compositions, of which Blues Lointains is the first, have 

been criticized for featuring a “vast eclecticism” of styles and therefore lacking “fundamental 

originality.”20 Another critic (Radu Lelutiu) cited Porter’s “reserved and oftentimes clinical 

approach to music-making” that “practically invites the epithet ‘academic,’ a caustic label that 

almost guarantees an exile from concert audiences.”21 Here the term “academic” is used 

 
18 Schauer, “Roger Goeb’s Two Divertimenti,” 14.  
19 “Artist Eliesha Nelson,” Grammy Awards, accessed March 22, 2021, 
https://www.grammy.com/grammys/artists/eliesha-nelson/5274; “Quincy Porter: Complete Viola Works,” Presto 
Classical, accessed March 22, 2021, https://www.prestomusic.com/classical/products/7986333--quincy-porter-
complete-viola-works.  
20 Conitz, “(Re)Examining Narratives,” 18. 
21 Radu Lelutiu, “PORTER Viola Concerto. Speed Etude. Duo for Viola and Harp. Suite for Viola Alone. Blues 
Lointains. Poem. Duo for Viola dan Harpsichord. Duo for Violin and Viola,” Fanfare 35, no. 2 
(November/December 2011): 86–88, accessed January 29, 2021.  
http://www2.lib.ku.edu/login?URL=http://search.ebscohost.com.www2.lib.ku.edu/login.aspx?direct=true&db=a9h&
AN=66385404&site=ehost-live.  
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synonymously to the term “elite,” referring to compositions which are not associated with 

enjoyment but rather with theoretical interest (and perhaps it is, as Porter’s musical vocabulary in 

Blues Lointains is primarily tonal, though it does dabble in bitonality and contains subtle hints of 

blues and jazz sources and rhythms—possibly providing a decent composition for theoretical 

analysis). However, the comment that Porter’s music “almost guarantees an exile from concert 

audiences” is quite debatable, especially given its enormous success (winning a Grammy) on 

Nelson’s album exclusively comprised of music by Porter. Furthermore, Lelutiu was inconsistent 

in his criticism as he also cited Porter’s “undeniable gift for writing pleasant, long-lined tunes” 

and stated Blues Lointains “is quite enjoyable.”22 Perhaps the “social” aspects of Blues Lointains 

are what Lelutiu is aiming to dismiss (hence the phrase that it is not “fundamentally original”), 

but his clear enjoyment for the composition reveals even “elite” critics find “social” music 

delightful to listen to and entertaining and that they also struggle between the pleasures of 

“social” music and the experimentation of “elite” music. 

 

The ”Elite” Compositions in The Anthology 

The compositions which include features that can be considered “elite” are as follows: 

Soli e Duettini by Milton Babbitt 
Chorale, Multiples by John Heiss 
Rune for Flute and Percussion by Joyce Mekeel 
Short Suite by Lionel Nowak 
Three Madrigals by Mel Powell 
Adagio by Gunther Schuller 
Aurelian Echoes by Harvey Sollberger 
Flutations by Richard Wilson 

 

 
22 Lelutiu, “PORTER,” 86–87.  
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To begin, the complex and autonomous lines of Milton Babbitt’s atonal Soli e Duettini 

for flute and guitar represent a technical challenge for both instruments and are difficult to 

comprehend by amateur flutists and general audiences. Frankly, the only thing that is easy to 

understand about Soli e Duettini is the form—it begins with a flute solo followed by a duet, a 

guitar solo, a short duet, an additional flute solo, another short duet, a second guitar solo, and a 

final duet which culminates with a short flute solo. Otherwise, it pushes both players to technical 

extremes and the parts are exceedingly independent as rhythms infrequently interlock. As one 

reviewer (William Hedley) explains, “the composer is at pains once again to exploit the extreme 

reaches of each instrument, often quickly juxtaposed, as well as making sure once again that the 

two instruments never seem to be playing the same kind of music at any one time.”23 In other 

words, as Joseph Dubiel claims: 

Babbitt’s ideal of more than one thing happening at a time reaches a technical 
extreme in Soli e Duettini. Not only is each instrument’s part a self-sufficient 
polyphony that might suffice for a solo flute (that literally does in None But the 
Lonely Flute), but they do not quite share the same series. More immediately, they 
don’t act much alike: the guitar part is amply polyphonic in itself, and the two 
parts often slide past each other rhythmically, not interlocking as simply or as 
often as in the other duos.24 
 
Andrew Mead, a composer-theorist and one of Babbitt’s protégés, also demonstrates the 

complexities of Babbitt’s music through a thorough examination of Soli e Duettini, as well as the 

two other pieces by Babbitt under the same title in his book An Introduction to the Music of 

Milton Babbitt.25 Mead explains the upper instrument on the score in both compositions from 

 
23 William Hedley, review of Soli e Duettini: Around the Horn Whirled Series by Milton Babbitt and the Group for 
Contemporary Music, MusicWeb International, accessed March 10, 2021, http://www.musicweb-
international.com/classrev/2007/Jan07/Babbitt_Soli_8559259.htm.  
24 Joseph Dubiel, review of Milton Babbitt (b. 1916) Soli e Duettini, Naxos 8.559295, accessed January 7, 2021, 
https://www.naxos.com/mainsite/blurbs_reviews.asp?item_code=8.559259&catNum=559259&filetype=About%20t
his%20Recording&language=English.  
25 Andrew Mead, An Introduction to the Music of Milton Babbitt (Princeton, NJ: Princeton University Press, 1994). 
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1989 (one of the guitars in Soli e Duettini for two guitars and the flute in Soli e Duettini for flute 

and guitar) presents a certain array ”while the lower instrument presents the retrograde, under the 

circle-of-fifths transformation [of the same array].” 26 However, it is highly unlikely a general 

audience would notice this compositional tactic. Soli e Duettini is most certainly written for 

specialists. 

Rune for flute and percussion by Joyce Mekeel also contains “elite” characteristics that 

have resulted in rather harsh criticism. Regarding an album titled Alarms and Excursions: Music 

of Joyce Mekeel and William Thomas McKinley (recorded by members of the Boston Musica 

Viva), which included a recording of Rune, Walter Simmons stated: 

The pieces on this disc date from 1977-1980 and share a number of features in 
common: Both are composed in the fragmentary, disjointed, and relentlessly ugly 
style that was de rigueur for their [the composer’s] generation a decade or two 
ago, but which has since been abandoned by many of their colleagues as an 
artistic dead end and a socio-cultural lost cause.27 
 

The end of his review further reflects his aversion to the compositions included: 

One wonders whether someone actually made a conscious decision to select this 
music for recording, or whether it was simply the result of some depersonalized 
bureaucratic compromise.28 
 

Simmons’ noteworthy choice of the words “fragmentary,” “disjointed,” “relentlessly ugly,” and 

“depersonalized” regarding the music of Mekeel and McKinley may suggest that this style of 

composition does not attract many listeners, nor is it readily accessible to general audiences. 

Furthermore, in a commentary following a performance on November 4, 2017 by Ann 

Bobo (flute) and Robert Schulz (percussion), Ian Weise noted the “delicate interplay…between 

 
26 Andrew Mead, An Introduction to Milton Babbitt (Princeton: Princeton University Press, 1994), 255.  
27 Walter Simmons, “Review of McKinley Paintings VI, Six Impromptus, and Mekeel Alarums and Excursions, 
Rune,” Fanfare 6, no. 6 (July/August 1983): 190, accessed April 2, 2021, 
https://hdl.handle.net/2027/uc1.b3838154?urlappend=%3Bseq=524.  
28 Simmons, “Review,” 191.  
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the distinct voices” and mentioned the playing was executed “with finesse that obviously took 

years of training to achieve.” 29 He also mentioned problems in instrumentation and scoring: 

Bobo sounded quiet and contemplative in contrasting the more colorful and active 
percussion part. But right here is where the problems started: due to the duet’s 
scoring, the percussion swallowed the flute almost completely. The large 
percussion complement readily drew attention away from what should have been 
a solo flute with percussion accompaniment; one particular moment had the 
xylophone and flute on the same figure playing together, but the xylophone 
completely drowned out the flute, leaving the faintest hint of its color behind.30 
 

Aside from the balance issues (which alone has the potential to vex some members of the 

audience for the inability to hear the flute) and pure virtuosity Weise mentioned, Rune is not 

especially lyrical, melodies and phrases are not memorable, and a form not easily derived. That 

is, audiences cannot effortlessly walk away humming a tune or two from the piece and it is not 

easy to follow. 

Though still difficult to follow, the rhythms and harmonies of the two parts in Rune line 

up more frequently than the flute and guitar parts in Babbitt’s Soli e Duettini. This may reflect 

the fact that Rune was commissioned and premiered by and has since been regularly 

programmed by the Boston Musica Viva, a leading professional group solely devoted to the 

performance of contemporary music.31 The ensemble, which is “dedicated to presenting the ever-

evolving music of our time,” has managed to reach across multiple barriers and attract a decent 

following comprised of members of all ages. 32 Jonathan Blumhofer notes their “commitment to 

performances geared towards children and families,” explaining “for groups that only give four 

 
29 Ian Wiese, “Worlds Collide with BMV and Yazhi Guo,” Boston Musical Intelligencer, November 5, 2017, 
accessed December 2, 2020, https://www.classical-scene.com/2017/11/05/bmv-guo/. 
30 Wiese, “Worlds Collide.”  
31 Boston Musica Viva 50th Anniversary Booklet, 29, accessed December 2, 2020, 
https://static1.squarespace.com/static/58fb6295c534a56ca6197241/t/5ee80a8fefda450be3887cf8/1592265363338/b
mv50web.pdf. According to the booklet, Rune has been performed twelve times since its premiere in 1977.  
32 “About Boston Musica Viva,” Boston Musica Viva, accessed March 11, 2021, 
https://www.bmv.org/about#:~:text=BMV%20is%20dedicated%20to%20presenting,virtuosic%20precision%20and
%20passionate%20involvement.  
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programs a season [such as the Boston Musica Viva], devoting the whole of one of them to 

families is significant.”33 Even so, it is important to note the majority of music the Boston 

Musica Viva performs is (by its nature as “contemporary”) highly experimental and avant-garde. 

Perhaps the fact that they strive to make contemporary music more accessible accounts for some 

of Mekeel’s compositional decisions. 

Mel Powell’s Three Madrigals for solo flute/alto flute also contains characteristics 

associated with the “elite” style of composition. The Madrigals are a prime example of his “post-

serial atonal” works, but aside from the language of serialism, which not many members of the 

general audience speak or understand, Sally Lamb also notes the first movement in particular is 

best understood as: 

A composite of complex, coexisting structures whose relationships vary from 
congruent to incongruent. In other words, the breadth of expression created within 
an individual parameter, its propensity to explore both systematic and chaotic 
elements, is projected onto its relationship with other parameters . . . . 
In short, Madrigal No. 1 exemplifies Powell’s ongoing exploration of clarity and 
non-clarity.34 
 

The continuous shift between what may make musical sense to an audience versed in the 

melodic and harmonic language of the eighteenth and nineteenth centuries and the complexities 

of serial music can undoubtedly be perceived as confusing. Lamb states this as such: 

When the listener’s ability to perceive specific formal differentiation is challenged 
to such a degree, the music risks conveying a static field rather than a balanced 
musical experience. In this case, Western aesthetic ideals of unity and variety, as 
well as teleological interpretation of the work (even if in a purely musical sense) 
are challenged.35 

 

 
33 Jonathan Blumhofer, “Concert Review: Boston Musica Viva’s 2016 Family Concert — Substantial Fare for 
Young Audiences,” March 17, 2016, accessed March 11, 2021, https://artsfuse.org/142271/fuse-concert-review-
boston-musica-vivas-2016-family-concert-substantial-fare-for-young-audiences/. 
34 Sally Lamb, “An Analytical Guide to the Works of Mel Powell” (DMA diss., Cornell University, 1988): 88, 
accessed February 4, 2021, https://www2.lib.ku.edu/login?url=https://www.proquest.com/dissertations-
theses/analytical-guide-works-mel-powell-1985-1995/docview/304430246/se-2?accountid=14556. 
35 Lamb, “An Analytical Guide,” 52.  
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Powell himself acknowledged that there are plenty of audiences who do not prefer the abstract 

qualities of his music or believe they are irrelevant to the current day and age.36 In a separate 

interview, he also stated he simply writes for himself as opposed to an audience.37 Disregarding 

audience approval for the sake of musical progress, experimentalism and self-satisfaction are key 

characteristics of “elite” music. 

John Heiss’s Chorale and Multiples could also be considered “elite,” if not avant-garde, 

especially for the confusion it presents for the flutist. The two etudes are difficult for the flutist in 

terms of required techniques and notation—Heiss employs a new system even professionals have 

found daunting and slightly annoying. Flutist Sydney Reed Carlson explains how 

A drawback to this method is that the performer cannot look at an individual note 
and see how to finger it. He must go back to the beginning of the phrase and 
follow the fingerings to the note in question.38 

 
Robert Dick, a famous composer and contemporary of Heiss, also criticized the etudes for the 

“cumbersome fingering system and the inaccuracy of its pitch notation,” stating it “invites 

confusion” even for professional flutists.39 

Another reviewer (Kyle Gann) provides a rather humorous description of Heiss’s Etudes: 

It’s difficult to write a piece for flutes that isn’t pretty. Only John Heiss succeeds, 
and that’s because he uses key clicks, multiphonics, and all those other fluty 

 
36 Daniel Cariaga, “Mel Powell to Open American Composers Series,” Los Angeles Times, October 28, 1990, 
accessed March 16, 2021, https://www.latimes.com/archives/la-xpm-1990-10-28-ca-4538-story.html.  
37 Mel Powell, interview by Bruce Duffie, June 29, 1987, transcript, accessed March 17, 2021, 
http://www.bruceduffie.com/powell.html. Duffie asked “When you’re writing a piece of music, for what public are 
you writing” to which Powell simply responded “myself.” 
38 Sydney Reed Carlson, “The Flute Etudes of John Heiss, Robert Dick and Harvey Sollberger: Interpretive Analysis 
and Pedagogical Implications” (DMA diss., University of Houston, 1996), 13, accessed January 28, 2021, 
https://www2.lib.ku.edu/login?url=https://www-proquest-com.www2.lib.ku.edu/dissertations-theses/flute-etudes-
john-heiss-robert-dick-harvey/docview/304255393/se-2?accountid=14556.  
39 Robert Dick, “Reviewed Works: Etudes for Solo Flute, op. 20 by John Heiss; (T)air(e)" pour flûte seule (1980/83) 
by Heinz Holliger; Narcissus for Solo Flute with Digital Delay by Thea Musgrave,” Notes 46, no. 1 (September 
1989): 236, accessed January 28, 2021, https://www.jstor.org/stable/940783.  
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gimmicks that nearly always sound unmotivated outside of Varèse’s Density 
21.5.40 
 

While there most certainly are a variety of pedagogical benefits to studying repertoire that 

contain extended techniques such as Heiss’s Chorale and Multiples, the taste for such music 

often only exists in select small and niche circles. 

Both the sheer virtuosity and technique of Harvey Sollberger’s Aurelian Echoes help to 

secure its place within the “elite” category. When referring to a CD entitled The White 

Labyrinth: Harvey Sollberger at Eighty (performed by members of the IWO flute quartet), which 

contains a recording of Aurelian Echoes, Brooks de Wetter-Smith notes: 

Sollberger's music, never easy listening, challenges both performers and listeners, 
and the six compositions here affirm that reality. They are at times dense in sound 
and complex in vertical and linear structure. To be engaged in his music requires 
determination and commitment, but the benefits justify that effort. This is not 
music to be casually encountered. One is gripped by the variety and complexity it 
offers. It is at times confrontational, contrapuntally dense, sensuous, lyrical, and 
light-hearted, and it is always compelling.41 
 
The dense sound and complex structure Wetter-Smith refers to is perhaps a contributing 

factor as to why Aurelian Echoes does not contain any memorable melodic lines. Instead, it 

seems rather directionless. As Wetter-Smith also points out, it is rather mathematical, and each 

part operates quite autonomously and with equal importance. Progress is made “in its sense of 

musical density, sometimes whimsical, yet with seriousness of discipline.”42 Overall, Aurelian 

Echoes is somewhat hard to understand. As it was inspired by the noises of Roman traffic, it can 

be interpreted to sound simply as noise. 

 
40 Kyle Gann, review of A Tribute to Otto Luening by Members of the New York Flute Club, Fanfare 13, no. 2 
(November/December 1989): 489, accessed April 2, 2021, 
https://hdl.handle.net/2027/mdp.39015018102718?urlappend=%3Bseq=1013.  
41 Brooks de Wetter-Smith, “The White Labyrinth: Harvey Sollberger at Eighty: IWO Flute Quartet,” Flutist 
Quarterly 44, no. 1 (September 2018), 60, accessed March 14, 2021, 
https://link.gale.com/apps/doc/A562370228/AONE?u=ksstate_ukans&sid=AONE&xid=e53d3fe9.  
42 Wetter-Smith, “The White Labyrinth,” 61.  
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The Mixed Compositions in The Anthology 

In this discussion concerning “social” and “elite” music, it is important to remember music is 

often ambiguous, and it does not always neatly fit inside of the categories theorists and 

musicologists create. For example, the experimental and avant-garde characteristics associated 

with “elite” music often lead to virtuosity, which has historically attracted large and curious 

audiences and continues to awe crowds. In other words, certain facets typically attributed to 

“elite” music (such as using complex techniques and experimental compositional devices) can be 

considered accessible via their virtuosity. In this regard, many compositions in The Anthology 

are not necessarily confined to one style over the other—certain pieces are performed more often 

and are even well attended due to their virtuosity (features of “social” music), but the innovative 

and unconventional elements also place them closer to the “elite” category. The mixed 

compositions in The Anthology include: 

Emily’s Images by Vivian Fine 
Echolalia by John Anthony Lennon 
Soaring by Joseph Schwantner  

 
Reviews of Soaring for flute and piano by Joseph Schwantner (1986) have described it as 

“a short fireball of a piece,” and “a diaphanous bon-mot” (a light witticism)—the most 

straightforward explanation of Soaring states that it is a “brief, skittering work [which] leaves an 

immediate impression of the performers as virtuosos of the first order.”43 Though less than two-

minutes long, Soaring, as Jennifer Slaughter points out, features “flurries of virtuosic motivic 

 
43 Jennifer Slaughter, “Looking Back: Flute Music of Joseph Schwantner Jennie Oh Brown, flute,” Flutist Quarterly 
42, no. 1 (Fall 2016), 68, accessed March 18, 2021, https://www.nfaonline.org/docs/default-source/fq-
issues/fq2016fallissue.pdf?sfvrsn=367839fc_0; [Dave Lewis?], review of Joseph Schwantner: Sparrows; Music of 
Amber; Distant Runes and Incanations; Two Poems; Soaring, accessed March 19, 2021, 
https://www.allmusic.com/album/joseph-schwantner-sparrows-music-of-amber-distant-runes-and-incanations-two-
poems-soaring-mw0001392063; Timothy Hagen, “Looking Back: The Flute Music of Joseph Schwantner Sarah 
Frisof, flute,” Flutist Quarterly 42, no. 4 (Summer 2017), 59, accessed March 18, 2021, 
https://www.nfaonline.org/docs/default-source/fq-issues/2017summerissue.pdf?sfvrsn=1d4f1e83_0.  
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cells compete with rhythmic bursts and fiery trills.”44 Christian Carey agrees, observing the 

“dissonant palette, with upper register punctuations and fleet-fingered runs culminating in a 

dazzling passage of repeated notes and a final flourish.”45 However, simply because Soaring is 

virtuosic does not necessarily mean it is “elite.”  

Timothy Hagen notes that “Schwantner’s music is known for its complexity, requiring 

great time and care to prepare.”46 In addition to the incredibly fast and dissonant runs, the piano 

and flute parts are in constant dialogue, demanding an acute sense of rhythm from both 

performers. Aside from the dramatic nature of Soaring, Lehman’s description of Schwantner’s 

compositional style is also relevant, as Lehman explains how it blends “modal melody with both 

enriched triadic and highly chromatic harmonies, minimalist ostinatos, and prismatic, floridly 

ornamented scorings.”47 Schwantner’s chromatic and dissonant language fits more within the 

“elite” category, hence why I have categorized it as a mixed composition.  

Vivian Fine’s Emily’s Images also contains elements of both “social” and “elite” music. 

As mentioned in the second chapter, each of the short seven movements are based on the first 

line of a poem by Emily Dickinson, inviting an immediate programmatic appeal to the 

composition. For example, the trills within the fourth movement, “The Robin is a Gabriel,” 

coupled with a series of rests at the end of each line clearly allude to the calls of a robin. Motives 

from the first movement also serve as material for the following movements, allowing audiences 

to grasp onto a recognizable idea as Fine guides the performer through various technically 

 
44 Slaughter, “Looking Back,” 68.  
45 Christian B. Carey, review of Looking Back – Flute Music of Joseph Schwantner, December 30, 2015, accessed 
March 18, 2021, https://christianbcarey.com/2015/12/30/jennie-oh-brown-plays-joseph-schwantner-cd-review/.  
46 Hagen, “Looking Back,” 59.  
47 Mark Lehman, “Schwantner: Sparrows; Soaring; Distant Runes & Incantations; 2 Poems; Music of Amber,” 
American Record Guide 68, no. 1 (January 2005): 177–8, accessed February 6, 2021, 
http://www2.lib.ku.edu/login?URL=http://search.ebscohost.com.www2.lib.ku.edu/login.aspx?direct=true&db=aph&
AN=15599011&site=ehost-live. 
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demanding aspects of flute playing. For example, as the liner notes from Leone Buyse (flute) and 

Martin Amlin’s (piano) CD The Sky’s the Limit: A Celebration of 20th Century American Music 

for Flute explain, the fourth movement for solo flute, “The Robin is a Gabriel,” rhythmically 

transposes the motives from the first movement, and the sixth movement, “The Leaves like 

Women Interchange” is a canon which also employ ideas from the first movement in yet another 

rhythmic and octave transposition.48 However, these subtleties are rather carefully woven into the 

musical line. Betty-Ann Lynert states they “are almost vague,” perhaps offering more specialized 

(“elite”) audiences a point of interest.49 Even so, Lynert claims “As pleasant concert music, they 

[the movements] do not require the listener to be familiar with the literature,” going as far as to 

say the composition could even do without its programmatic title—“while played with grace and 

charm, the work could wear a more generic title and still render pleasurable listening.”50 

Similarly, Echolalia by John Anthony Lennon, displays attributes of both “social” and 

“elite” music.  Though very virtuosic (via rapid scales, passages and ornaments) and lyrical 

(lively and excited passages are juxtaposed with ornate dark and slow sections and various 

motives provide an expressive appeal), traits which are both often associated with “social” 

music, I classify it as mixed for a variety of reasons. First, though David Lesniaski states: 

His music sounds rewarding to perform. While it is technically difficult, it clearly 
reveals a keen musical intelligence. However, the technical excellence of his 
music is not yet matched by a corresponding intellectual or emotional depth.51 

 

 
48 “Compositions, Emily’s Images,” The Official Vivian Fine Website, accessed October 19, 2020,  
http://www.vivianfine.org/main/compositions/emilys-images.htm.  
49 Betty-Ann Lynerd, review of The Flicker; Emily’s Images” and Juli Nunlist “Twelve Bagatelles for Solo Flute” – 
The Sky’s the Limit: A Celebration of 20th Century American Music for Flute recorded by Leone Buyse, Martin 
Amlin, and Fenwick Smith, Women of Note Quarterly 5, no. 1 (February 1997): 10, accessed April 2, 2021, 
https://hdl.handle.net/2027/uc1.32106015523456?urlappend=%3Bseq=134.  
50 Betty-Ann Lynerd, review, 10.  
51 David Lesniaski, “Reviewed Works: Voices by John Anthony Lennon; Ballade Belliss' by John Anthony Lennon; 
Echolalia by John Anthony Lennon; Seven Translations by John Anthony Lennon; Distances Within Me by John 
Anthony Lennon,” American Music 10, no. 4 (Winter 1992): 500, accessed March 11, 2021, 
https://www.jstor.org/stable/3052042. 
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Lesniaski also comments on the lack of a “strongly developed melodic sense” in Lennon’s 

works, and that his “emotional range is somewhat narrow, without a sense of either unbounded 

joy or unrestrained despair.”52 In other words, despite the lyrical character of Echolalia, 

Lesniaski believes it still lacks the strong emotional attractiveness often characteristic of “social” 

music. 

Second, though Echolalia does not employ any extended techniques for flute and uses 

conventional notation (aside from three figures which denote a slight ritardando, accelerando, or 

both) and fingerings, it nonetheless experiments with the extreme ends of the flute’s sonorities 

and capabilities. In the program notes for the composition, Lennon himself wrote “As the title 

suggests, there is an echoing element appearing throughout the piece in various manners of 

motive, phrasing, and form.”53 

Cohen’s assemblage of a program note for Echolalia, which appears to also have been 

written by Lennon, ends by stating “overall, it is a very lyric work meant to be accessible to 

general audiences.”54 Indeed the lyrical and virtuosic elements which make Echolalia 

“accessible” do place it within the “social” category, though the experimental treatment of the 

flute and lack of emotion also demonstrate the composition’s “elite” characteristics. 

 

Conclusion 

Reactions to the pieces within The National Flute Association’s 20th Anniversary Anthology of 

American Flute Music demonstrate that the experimental attitudes and “elite” aspects of 

 
52 Lesniaski, “Reviewed Works,” 500.  
53 John Anthony Lennon, “Echolalia,” program notes, Lillian H. Duncan Recital Hall, November 30, 2005, accessed 
March 11, 2021, https://scholarship.rice.edu/bitstream/handle/1911/95320/ssm2005-11-
30B.pdf?sequence=1&isAllowed=y.  
54 David Cohen, Conference Booklet, Society of Composers Twenty-Sixth Annual Conference, Tuscaloosa, 
Alabama, 1992, accessed March 11, 2021, https://library.uta.edu/sci/sites/library.uta.edu.sci/files/nc_1992_0.pdf. 
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composition in the twentieth century have not been very successful with general audiences.  

Audiences and critics deliver negative criticism towards this music, perhaps because they do not 

understand it, as it is not often rooted in the melodic and harmonic language of the eighteenth 

and nineteenth centuries. Although reviewers are frequently attracted to and interested in 

virtuosity, The Anthology shows that the overt use of experimental and avant-garde techniques 

within virtuosic compositions can leave reviewers with a sour taste. On the other hand, the 

purely “social” compositions in The Anthology are not as deeply criticized as those containing 

“elite” features.   

Furthermore, after completing the majority of the research and drafting this chapter, I was 

surprised to learn that “social” music appeals considerably more to flute professionals 

themselves. A survey of the performances of compositions in The Anthology at the National 

Flute Association’s conferences from 1981 through the most recent conference in 2019 

demonstrate the popularity of the “social” compositions as opposed to the “elite” works.55 The 

National Flute Association’s annual convention provides an opportunity for flutists (and many 

other musicians who attend) to be exposed to and celebrate new compositions and future staples 

of the flute repertoire, both of which are in a vast variety of styles. The home page of the 

organization’s website states it is “the largest network of flutists and the best place to stay 

informed about the latest updates in music, literature, and more,” attesting to its importance and 

influence in assisting artists in the revival of old music and the discovery of new music.56  

 
 

 
55 The year 1981 was chosen for accessibility to the convention program booklets. Given the Coronavirus pandemic, 
the National Flute Association did not hold a conference in 2020, hence why the survey only went through the year 
2019. 
56 “Home,” National Flute Association, accessed April 6, 2021, https://www.nfaonline.org/home.   
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Table 3.1. Performances of Compositions in “The National Flute Association’s 20th Anniversary 
Anthology of American Flute Music” at Annual National Flute Association Conventions, 1981 -
2019   

Composer Title (Date of Composition) Total Amount 
of Performances 

"Social," "Elite," 
or Mixed 

Lennon, John Anthony Echolalia (1985) 5 Mixed 
Heiss, John Etudes (1979) 4 “Elite” 

Porter, Quincy Blues Lointains (1928) 4 “Social” 
Aitken, Hugh Pastiche (1980) 3 “Social” 
Baker, David Inspiration (1987) 3 “Social” 

Diemer, Emma Suite "Homage to Hindemith" 
(1948) 

3 “Social” 

Fine, Vivian Emily's Images (1987) 3 Mixed 
Laderman, Ezra Epigrams and Canons (1989) 3 “Social” 

Schwantner, Joseph Soaring (1986) 3 Mixed 
Goeb, Roger Two Divertimenti (1950) 2 “Social” 
Powell, Mel Three Madrigals (1989) 2 “Elite” 

Luening, Otto Serenade (1985) 1 “Social” 
Sollberger, Harvey Aurelian Echoes (1989) 1 “Elite” 

Babbitt, Milton Soli e Duettini (1989) 0 “Elite” 
Mekeel, Joyce Rune (1977, rev. 1983) 0 “Elite” 
Nowak, Lionel Short Suite (1940) 0 “Elite” 

Schuller, Gunther Adagio (1953) 0 “Elite” 
Wilson, Richard Flutations (1985) 0 “Elite” 

 
There are a few things to consider when interpreting this data. First, it is important to note 

that the compositions which include an ensemble of a flute and another instrument (Milton 

Babbitt’s Soli e Duettini for flute and guitar, Joyce Mekeel’s Rune for flute and percussion, and 

Gunther Schuller’s Adagio for flute and string trio) have never been performed at a yearly 

convention. This is very likely due to potential difficulties of finding a musician (or musicians, in 

regard to Schuller’s Adagio) to play along with the flute, but it is also worth mentioning that all 

three of these compositions fall into the “elite” category. 

Secondly, John Heiss’s Etudes (of which Chorale and Multiples appear in The 

Anthology) was the only composition within The Anthology to have been previously published in 

1979. Furthermore, convention booklets from 1986, 1988 and 1989 all contain an advertisement 
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for the compositions of John Heiss, of which Etudes is included. Thus, its availability and 

advertisement prior to the publication of The Anthology likely accommodates for the fact it has 

been performed more often than the other “elite” compositions—it is arguably more well-known.  

There were two concerts at the annual conventions which featured music solely from The 

Anthology. The first, performed on August 22, 1992, was titled “Concert of Selections from The 

NFA [National Flute Association] Anthology of American Flute Music,” organized by editor 

John Solum. The second, titled “Gems from The NFA Anthology of American Flute Music” was 

given on August 12, 2012.  

The majority of the performances of compositions from The Anthology took place during 

either of these programs, and it should be noted that the majority of compositions on both 

concerts are from the “social” category. There are a few mixed compositions on both programs, 

but in regard to “elite” compositions, the 1992 program features two (Mel Powell’s Three 

Madrigals and Harvey Sollberger’s Aurelian Echoes) and the 2012 program one (Three 

Madrigals). All in all, the 1992 program included five “social” works, one mixed and two 

“elite,” [see figure 3.1 in the appendix] and the 2012 six “social” pieces, two mixed, and one 

“elite” [see figures 3.2 and 3.3, also located in the appendix]. 

In sum, the intended audience of The Anthology was advanced and professional flutists 

who are experts in the repertoire of flute music. While many of these individuals could be 

considered as belonging to the “specialists” category of performers, those who are interested in 

extended techniques or avant-garde genres, it cannot be assumed they will necessarily be 

interested in every compositional innovation. Even this group of experts and “specialists” 

seemed to have preferred the “social” compositions, as demonstrated by the performance record 

at the National Flute Association’s annual conferences. While the performance history at 
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conferences only offers one example of performances of the pieces in The Anthology, the 

influence of the organization is an important perspective to consider regarding the performance 

history of the works outside of the convention, and it reveals the prevalence of “social” 

compositions in comparison to the “elite” works.  
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Conclusion 

 

The National Flute Association’s 20th Anniversary Anthology of American Flute Music, 

published in 1993 and edited by John Solum, contains seventeen previously unpublished 

compositions in a variety of styles as well as one previously published piece. The Anthology did 

not achieve the success its creators had expected, and unfortunately, the compositions contained 

within have become relatively, if not entirely, unknown to the current generation of flutists and 

flute teachers. There are a variety of conclusions to be drawn from each chapter which suggest 

ways in which The Anthology underperformed as a source of canonic repertoire.   

As discussed in the first chapter, logistically speaking, the decision to use hardcover 

binding makes it difficult to keep the volume open on a stand. Next, as The Anthology primarily 

consisted of previously unpublished compositions that were unknown and unestablished in the 

canon, few performers were interested in purchasing the volume. The demographic of composers 

represented within The Anthology also have little relevance to today’s interest in diversity, 

though it reflects biases in twentieth century. The underrepresentation of female and composers 

of color may be off-putting to many members of the current generation. These may have been a 

few of the factors that contributed to why few prominent flutists exhibited interest in performing 

selections from The Anthology and why it took eighteen years for the National Flute Association, 

the world’s premiere flute organization, to sell 700 copies.  

The second chapter examined the variety of styles represented within The Anthology and 

suggested that its multiple assortments of styles (as opposed to a singular type or sub-set) may 

also account for its unpopularity.  
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Finally, the third chapter argued that the works in The Anthology can be understood as 

belonging to three different stylistic categories—“social,” “elite,” and mixed. The overwhelming 

number of “elite” compositions compared to “social” ones within The Anthology may have been 

leading factor behind its relative lack of success. As “elite” music is often only accessible to a 

small and specialized audience, the prevalence of “elite” compositions in The Anthology may 

also reflect why once it sold out, there was not a demand to reprint the collection.  

Overall, despite the fact that The National Flute Association’s 20th Anniversary 

Anthology was not as popular as its creators originally wished, it contains a number of hidden 

gems. My personal recommendations include Inspiration by David Baker, Two Divertimenti for 

two flutes by Roger Goeb, Echolalia by John Anthony Lennon, Blues Lointains by Quincy 

Porter, Soaring by Joseph Schwantner and Flutations by Richard Wilson. Ultimately, while 

some of the compositions are more frequently performed than others, they all deserve a place of 

greatness in the standard flute repertoire of the present.   
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Appendix  

 

Figure 3. 1. 1992 Concert of Selections from the “Anthology.”  

 
Source: Conference Booklet, National Flute Association Convention, Los Angeles, California, 
1992, 55.   
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Figure 3.2. 2012 Concert of Selections from the “Anthology,” page one. 

 
Source: Conference Booklet, National Flute Association Convention, Las Vegas, Nevada, 2012, 
199, accessed October 5, 2020,https://www.nfaonline.org/docs/default-source/convention-
documents/past-convention-program-books/2012programbook.pdf?sfvrsn=87e7633d_2. 
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Figure 3.3. 2012 Concert of Selections from the “Anthology,” page two.  

 
Source: Conference Booklet, National Flute Association Convention, Las Vegas, Nevada, 2012, 
200, accessed October 5, 2020,https://www.nfaonline.org/docs/default-source/convention-
documents/past-convention-program-books/2012programbook.pdf?sfvrsn=87e7633d_2. 
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