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I was born in Boston, Mass., in 1957, and fortunate enough to be raised in Escanaba, 
Michigan. The high-school choir-teacher was called Conrad Beck,1 a man who was 
able to get football players and cheerleaders into the choir, singing Bach motets, 
Thomas Morley madrigals and works of Palestrina, Haydn, Buxtehude and Alan 
Hovhaness. I truly feel the harmonic language of great choral music made a composer 
of an otherwise uninteresting young man.

In the early 1980s at the University of California, Santa Barbara, I studied with 
the British symphonist Peter Racine Fricker; and in 1984 and 1985 I studied privately 
with the American symphonist Paul Creston. I went to Creston’s home once a week 
for a one- to two-hour lesson. Creston taught from his book Principles of Rhythm,2 
his unpublished orchestration book and the study of scores. These sessions included 
listening to recordings of Creston’s works on reel-to-reel tapes, his symphonies 
and concertos conducted by Eugene Ormandy, George Szell and Arturo Toscanini. 
During this time my youthful, and angry, correspondence with John Cage was 
published as the introduction to David Cope’s New Directions in Music.3

With four other composers, I presented concerts in the late 1980s in San 
Francisco, under the name ‘Composers Anonymous’; guest composers included 
George Barati and Lou Harrison. My first significant works were written for this 
series, including a piece for four cellos, Four Bodhisattvas Discuss Four Noble Truths. 
These chamber concerts were casual public events in various rented spaces, usually 

1 Not, of course, the Swiss composer of the same name (1901–89), whose piano music appears on Toccata Classics (tocc 0301), 
as it happens.
2 Franco Colombo, New York, 1964.
3 W. C. Brown, Dubuque (Iowa), 4th edn., 1984, pp. xvii–xix.
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with no more than two hundred people in attendance. Lou Harrison once said to me: 
‘Charles, this is exactly how John Cage and I put on concerts fifty years ago’.

For more than twelve years I worked for Tower Records, and then as a sales 
representative for classical labels, selling to Tower Records. The collapse of the record 
industry in the mid-1990s meant that I was left without employment. With no money 
at all, I moved to Seattle and used my sales skills in diverse jobs: a bookshop, a dry-
cleaner, managing a single-screen movie theatre, even selling cardiology software. 
My two first symphonies (now withdrawn) were composed during the first few years 
in Seattle. After the suicide of my older brother, James Marshall Berry, I wrote my 
Third Symphony, a cello concerto and several smaller orchestral pieces, which were 
released on Centaur Records.4 These works helped me through the personal tragedy.  
A good reason for composing music.

Ten years separate those early orchestral works from the current, more mature 
pieces, the Symphonies Nos. 4 and 5, along with three recent concertos for erhu, ondes 
Martenot and duduk, which will also feature in this recording series. I was drawn to 
these instruments because they have been little used in recent orchestral works, and offer 
new sonorities for classical music. The ondes Martenot in particular fell out of fashion 
by the 1990s, and is seeing a revival with new instruments from the Japanese inventor 
and instrument builder Asaden in Tokyo. After hearing Theodore (‘Ted’) Kuchar record 
the Symphony No. 4 in Lviv in 2020, I was more motivated to compose for professional 
players than ever before, and thereby create jobs for orchestral musicians in Lviv, and 
later in Lublin. There is no reason to write music if no one can make any money from it. 
Composing to keep musicians in work is a good reason for writing music.

By 2008, I had found work in the movie business, licensing classical music into 
film, television and streaming productions. I believe I have earned more money from 
Tchaikovsky’s 1812 Overture than Tchaikovsky ever did. And I remain forever grateful 
to the old dead composers, with works now in the public domain. Film producers prefer 

4 The Third Symphony (‘Celestial’), Cello Concerto, Mariners’ Fanfare for Edgar Martinez and Veery Thrush with Cedars (with Jiří 
Hanousek, cello, and the Janáček Philharmonic Orchestra conducted by Theodore Kuchar) and the Quileute Overture (with the 
Moravian Philharmonic Orchestra conducted by Joel Eric Suben) appeared on Centaur crc2898 in 2007.
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to use music of dead composers over active ones, because the works of living composers, 
not being in the public domain, are more expensive. As of 2022, I have found no viable 
method to convince film-music producers to support living orchestral composers. Most 
have no interest at all in that objective.

Here I notice an odd fact: most composers of concert music in the 21st century 
never hear their pieces performed more than a few times, and their works survive only 
on recordings (if they even get that far), which few people hear. The overwhelming array 
of entertainment options, and the general disinterest of film-makers, leaves new classical 
music and current composers with small audiences, or no audience at all. The simple act 
of using the music of living composers in films, rather than music of dead composers, 
would change musical culture forever – and provide paying jobs for living composers. 
My ‘day job’ – licensing the music of dead composers – would inevitably suffer from 
such a change, but perhaps my own music might be heard in movies more often.

Having thought about business decisions all my working life, I have come to 
understand that the choices of large businesses and large media have a direct effect on 
the artistic culture of our civilisation. We have been offered rap music for over thirty 
years, as if hundreds of millions of listeners had any choice in the matter. Listeners have 
not been offered thirty years of new music for symphony orchestra, because decision-
makers in large businesses and large media decided not to promote new classical music. 
Rap seemed a better option for making money. Rap recordings cost far less to produce 
than recordings with orchestras. No one can say with any accuracy that rap music is 
inherently more popular than any form of classical music, because large audiences have 
never been offered classical music with as much promotional effort and promotional 
expense as rap music.

Of course, classical music will go on, one way or another. A concert pianist in Poland, 
Waldemar Malicki, has proved that classical music can be popular, when approached 
with a good sense of humour. After spending his youth as a strictly classical concert 
pianist, he discovered that his comedy shows on television found a much larger audience 
than he ever reached before. His classical-music comedy troupe performs across Poland 
every year, enjoyed by thousands of people. In the USA, most large business and media 
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decision-makers pretend classical music is boring and uninteresting, and therefore not 
worth mentioning, and certainly not worth promoting. What a loss for everyone.

My most recent work is an operetta called 21st Century Romance. This work is 
specifically composed for a wide audience; it is not limited to opera fans, who already 
enjoy big voices and costume-dramas. A rotund bass, Giancarlo, sings with gusto: 
‘Sunday is for God, by God, for God and hockey! Slap that puck around! Punch him in 
the face!’ There is no reason modern opera cannot find popular subjects and be sung in 
English, and reach an audience as large as those for Broadway shows. It requires effort 
from composers and the decision-makers who produce live shows and big-budget films. 
Likewise with classical music in concert-halls. Being popular is a matter of deliberate 
choice on the part of the composer and the promoters of classical music. 

The motivation for writing the works in this album was practical, and personal. 
Practical, in composing specifically to be recorded, to generate paying jobs for 
performing musicians, and create a document of my best works. Personal, in composing 
works in styles which interest me, using the tools of melody, rhythm, harmony and 
orchestration to produce personally satisfying results. No attempt was made to sound 
modern, or to impress my contemporaries. This is the music I wanted to hear, and few 
others are creating such music.

The Olympic Mountains Overture 1 , written in April 2003, offers a description of 
the moods and sounds of the Olympic National Park in Washington State, a ten-minute 
drive from my home. The piece uses a wind machine for the swirling snows above the 
tree line. I have been inspired more than once by the beauty which surrounds me.

My Symphony No. 4, which dates from 2017, combines my interest in the pentacle 
and traditional occult elements with my interest in Freemasonry. The pentacle 
in occult teaching becomes a symbol of human existence. It suggests that humans 
rely on aspects of the physical world, but the mind, the soul, the human spirit and 
Divine Spirit remain at its apex. The sign of the pentagram is also called the sign 
of the Microcosm. It represents what the Kabbalist Rabbis of the book Zohar call 
the Microprosopos. In Gnostic schools, the pentagram is known as the flaming star, 
and is the sign of magical omnipotence. Microprosopos is the abbreviated symbol for, 
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and concentrated form of, the Macroprosopus, an aspect of Divine emanation in the 
Kabbalah, identified with the Sephirah attribute of Keter, the Divine Will. In a secular 
age, such as the 21st century, not much credence is given to Divine Will. Regardless, I 
believe Divine Will not only exists, but also influences the hearts and minds of people 
who are paying attention. In a personal way, composing music is for me a spiritual 
practice, opening myself to, and allowing myself to be guided by, Divine Influence. As a 
curious fact, Creston, Cage, Handel, Bach and several other composers also recognised 
Divine Will as the inspiration for their best music. How much Divine Influence gets into 
the music I write is an entirely different question! Only God knows, and He is keeping 
that information to Himself.

I am a Master Mason, as were Mozart, Sibelius and Sousa before me. The Second 
Degree of Freemasonry lectures on the five senses, and the three, five and seven steps 
of learning.5 Past generations of Masons considered music as important as geometry, 
astronomy, logic and grammar, and this symphony attempts to associate some aspects 
of traditional Masonic ritual teaching on the five senses with the stimuli they receive 
from the world around us.

‘Water – Taste’, the first movement 2 , presents constant motion and energy. Taste 
allows people to make a proper distinction in their choice of food, to recognise the clear 
difference between wholesome and nauseating, to enjoy the taste of fresh, cold water. 
The strings introduce a melody of graceful motion, with accents among the winds and 
horns. The second section brings the raging power of water in storms and in crashing 
waves, introduced by the percussion and brass, followed by a return of the strings and 
a solo flute and oboe, the calm between storms. The movement closes with the calm 
motion of the strings, joined by triumphant brass.

The second movement, ‘Earth – Touch’ 3 , brings solemn repose. Touch is the sense 
which distinguishes essential qualities of physical matter: heat and cold, hardness and 

5 Masonry has a number of stages of initiation which vary from country to country, but the basically accepted framework is that of 
what are called the ‘Three Degrees’ – the Entered Apprentice, the Fellowcraft and the Master Mason – where the Freemason is granted 
growing responsibility as his knowledge and understanding of Masonry expand. The initiation ritual for each degree contains symbols 
and lectures, intended to open the minds of young men to larger perspectives. The aim, put simply, is to make good men better.
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softness, roughness and smoothness, shape, and solidity. Children often play in the 
dirt, and even try to eat fresh-smelling, soft-textured dirt. We also touch the people we 
love. The oboe and cor anglais sing a lament to loved ones no longer present, no longer 
available to be kissed or be held in comforting arms.

‘Fire – Smell’ 4  represents the bringer of light, joy, energy and life. Smell allows the 
detection of odours, the scents which convey a variety of impressions to the mind – the 
smell of fire being far different from the smell of autumn pears. The brass and percussion 
light the fires of celebration. The melody is taken up by the strings. The scene changes. 
A trumpet announces a dance of joy, played by the strings and winds. The movement 
closes with a romantic waltz melody.

‘Spirit – Sight’ returns, like a repeated melodic idea, and so motifs of the opening 
movement are heard in the fourth 5 . Human minds often respond in an instant of time: 
we see a change of place or situation, perhaps armies in battle array, or ancient temples 
laid to waste by the ruthless hand of ignorance, as the devastation of war has laid waste 
and destroyed many valuable monuments of antiquity, on which the utmost exertions 
of human genius have been employed. Both the agreeable and disagreeable things are 
noticed in an instant. Sight refers to physical sight, but also to insight, inspiration and 
visions coming from elsewhere. Here a string quartet plays in dialogue with the full 
orchestra. It offers a warm melody, savouring the beauty of life, tenderness and peace. 
But the peace is soon disturbed. Chromatic themes enter. All is not well in paradise. 
There is more work to be done. Sounds of joy do not return until struggles have ceased. 
A solo cello attempts to rise above the tumult. The herald, the trumpet, leads this 
movement to a triumphant conclusion.

A tempest, a hurricane, opens the final movement, ‘Air – Hearing’ 6 . The melody is 
a celebration of air. Woodwinds reminisce about quiet forests, thrushes and warblers – 
but only for a moment. Air is urgent and restless, relentless and essential, breathing life 
into human existence. Air makes all things possible: the inflow and outflow of breath, the 
essential exchange of vapour between all plants and animals. Hearing is the sense by 
which we distinguish sounds, and are capable of enjoying all the agreeable charms of 
music. The air carries music. With hearing, and the attributes of air, humans are able 
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to enjoy the pleasure of society and reciprocally communicate thoughts and intentions, 
purposes and desires, and thus human reason is capable of exerting its utmost power 
and energy.

My Fifth Symphony dates from 2021. Its first movement, an Allegro in 4
4 7 , offers 

uneasy circumstances. Attractive melodic ideas are surrounded by unresolved tensions, 
made no easier by string proclamations, harsh melodies in minor keys, at odds with the 
brass. Three minutes in, after much turmoil, there is a grand statement. At last all parties 
have chosen to co-operate with one another. An oboe hints there are changes afoot. 
Soon the strings are quiet and busy, and two juvenile delinquent trumpets wrestle with 
each other. The horns pretend everything is in order – but it is not. Finally, the strings 
return with the unifying melody from the opening section. Even the trumpets become 
satisfied and pleased with each other.

The Andante second movement, in 9
8 8 , opens with the woodwinds, followed by 

the strings, both uncertain of their futures. An oboe takes charge and sings a melody, 
which returns several times in variation. The oboe motif is picked up by the rest of the 
orchestra. Halfway in, the brass players want to take over, but the strings will not allow 
it, and they sing a long melody, over the complaints of the brass.

The third movement, in 68 and marked Allegro 9 , belongs to the percussion section, 
and makes use of irregular groups of semiquavers (sixteenth notes). Pizzicato strings 
join in the rush, and the trumpets get the party rolling. After the beer, chicken and 
barbeque ribs and spicy dip, the party ends well.

In the final movement, another Allegro 10 , this time in 6
4, the strings open with a 

grand melody, but with slight hesitation – not at all self-assured; energetic, yes, but 
not certain of good outcomes. The brass and woodwinds echo the energy and forward 
motion. But no one really knows where they are headed. Three minutes in, the main 
element becomes clear. A calm horn melody, accented by a tambourine and claves 
(woodblocks), offers a solution to previous discords. The horn is the philosopher here, 
the spiritual leader. After his good advice, everyone can move forward with a sense of 
community effort, and build what needs to be built.
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Theodore Kuchar is the most frequently recorded 
conductor of his generation and appears on over 140 
albums on the Naxos, Brilliant Classics, Marco Polo, 
Ondine and Toccata Classics labels. He has served 
as the Artistic Director and Principal Conductor 
of two of the leading orchestras in Europe, the 
National Symphony Orchestra of Ukraine and the 
Janáček Philharmonic Orchestra (formerly the Czech 
Radio Orchestra), while also acting as the Principal 
Conductor of the Slovak National Symphony Orchestra 
and Slovak Sinfonietta, and he recently accepted the 
positions as Principal Guest Conductor of the Lviv 
National Philharmonic Orchestra of Ukraine. In the  
2011–12 season he began his tenure as the Artistic 
Director and Principal Conductor of the Orquesta 
Sinfónica de Venezuela and before that served as 
the Music Director and Principal Conductor of the 
Queensland Philharmonic Orchestra in Brisbane. In addition to his conducting activities, he 
has been the Artistic Director of two of the world’s most important chamber-music festivals, 
The Australian Festival of Chamber Music (1991–2007) and the Nevada Chamber Music 
Festival (2003–18). 

His longest affiliation has been with the National Symphony Orchestra of Ukraine, 
of which he was appointed Artistic Director and Principal Conductor in 1994. They have 
appeared together in over 250 performances, in Kyiv and on tour on four continents, and their 
discography totals over 70 albums. Most recently, in January–March 2017, they completed a 
44-concert tour of North America under the auspices of Columbia Artists Management. Other 
recent conducting engagements include the major orchestras and opera houses of Amsterdam, 
Ankara, Antalya, Bayreuth, Beijing, Buenos Aires, Cape Town, Helsingborg, Helsinki, Istanbul, 
Kharkiv, Kyiv, Munich, Prague and Weimar, among others. Among the major musicians with 
whom he has performed are Joshua Bell, Sarah Chang, James Galway, Lynn Harrell, Robert 
Levin, Yo-Yo Ma, Shlomo Mintz, Jessye Norman, Itzhak Perlman, Mstislav Rostropovich and 
Frederica von Stade. 
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Theodore Kuchar’s recordings have won numerous accolades, including a ‘Record of 
the Year’ from BBC Music Magazine, ‘Record of the Year’ from the Australian Broadcasting 
Corporation, ‘Record of the Year’ from Chamber Music America, an ‘Editor’s Choice’ in 
Gramophone, ‘Record of the Year’ from the radio station WQXR in New York and a Grammy 
nomination in the category of Best Instrumental Album of 2013. The 2016–17 season saw the 
release of seven new albums on Naxos, devoted to the complete symphonies of the Ukrainians 
Boris Lyatoshynsky and Yevhen Stankovych (with the National Symphony Orchestra of 
Ukraine) and orchestral works by the Turkish composer Ulvi Cemal Erkin (with the Istanbul 
State Symphony Orchestra). For Toccata Classics he recorded the Missa Adsum! Celebrating 
Women (2013) and Civil War song-cycle We That Wait (2015) by the American composer 
Richard Moriarty (tocc 0503) and he contributed to, and curated, the first volume of the 
complete surviving works of the Hungarian-Dutch composer Pál Hermann (tocc 0443), and 
curated also the second (tocc 0585), on which he appeared as a violist.

Since 1981 Joel Eric Suben has led first performances and 
commercial recordings of some 500 works by American and 
European composers, among them Pulitzer Prize-winners 
Roger Sessions and Leslie Bassett. His guest-conducting 
credits include the Warsaw Philharmonic (1998 Warsaw 
Autumn Festival), National Polish Radio Symphony 
(recordings of works by Karol Rathaus and Jerzy Fitelberg 
and a dozen commercial discs of American music), Seattle 
Symphony, American Symphony (children’s concerts in 
New York schools), Slovak Radio Symphony (another dozen 
albums) and Moravian Philharmonic (yet another dozen 
releases). His work appears on the Albany, Centaur, CRI, 
Naxos/Marco Polo, New World and Parnassus labels as well 
as on a handful of smaller ones, and his recordings are heard 
frequently in major radio broadcasts worldwide.

While still a student, he led the first Boston performances 
of Darius Milhaud’s  Service Sacré with members of the Opera Orchestra of Boston. As a finalist 
in the Hans Haring Conducting Competition held by Austrian Radio, he was called back three 
times by the jury to prepare a performance of Anton Webern’s Six Pieces for Orchestra, Op. 6.  
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Following conducting studies with Witold Rowicki, Otmar Suitner, Sergiu Celibidache 
and Jacques-Louis Monod, he embarked on a career focused mainly on contemporary  
works – although reviews of his performances of Debussy, Mahler, Mozart, Schumann, 
Schubert, Tchaikovsky and Wagner document his broad-based and convincing involvement in 
the standard repertoire.

The Lviv National Philharmonic Orchestra of Ukraine (known domestically as the Lviv 
Philharmonic Orchestra) was officially established on 27 September 1902, when its first concert 
took place in the Philharmonic Theatre of Count Stanisław Skarbko (currently known as the 
Ukrainian National Academic Theatre of Drama named after Maria Zankovetska) – and when 
Lviv, now in Ukraine, was still Lwów in Poland. The Principal Conductor was Ludwik Vitezslav 
Czeliansky (1870–1931), who assembled a highly professional ensemble of 68 musicians, the 
majority of whom were graduates of Prague Conservatoire. During its first season, the Orchestra 
performed nearly 115 concerts, with the total number of audience members exceeding 115,000, 
and the programmes featuring the standard symphonic repertoire. Richard Strauss, Mahler, 
Leoncavallo and Karłowicz performed as invited conductors during this first season. Following 
this brilliant opening season, the Orchestra went on tour to Krakow, Lodz, Warsaw and  
Vilnius – after which it ceased to exist. 

For many years, the Lwów Philharmonic Society did not have its own orchestra.  
The director, Leopold Litynsky, made an attempt to create such a group from the best musicians 
of the military orchestras of local infantry regiments, and so managed to continue the activities 
of the Philharmonic in 1903–4. In the following years, touring orchestras performed in Lwów, 
including the Vienna Symphony and Konzert-Verein and the Tonkünstler Orchestras from 
both Munich and Vienna, as well as the Warsaw and Czech Philharmonics, among others. 
Resounding premieres also took place in the city, one of them being the Polish premiere of 
Paderewski’s Polonia Symphony, performed in 1910 (only a year after its composition) under 
the baton of Henryk Opieński during the Congress of Polish Musicians, dedicated to the 100th 
anniversary of the birth of Chopin. 

From 1919 to 1939, the Conservatoire Symphony Orchestra of the Halychyna Music 
Society remained the only permanent orchestra in the city. On rare occasions, a symphony 
orchestra of the Polish Union of Musicians, organised in 1921, performed under the auspices of 
the Lwów Philharmonic Society and M. Türk’s Concert Bureau (it united performers from the 
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Society and the City Theatre and operated until 1924), with programmes prepared by Bronisław 
Wolfsthal, Adam Sołtys, Alfred Stadler and Milan Zuna, but with the international economic 
and social crisis of the late 1920s and early ’30s, the music departments of the city theatres were 
disbanded. The musicians joined the orchestra of the Society of Music and Opera Fanatics, 
starting their own concert activities with a series of symphony concerts, under the direction of 
Grzegorz Fitelberg, Mateusz Glinski, Jerzy Kolaczkowski, Jakub Mund, Antin Rudnytsky and 
Stefan Śledziński. The ‘Inaugural’ concert of the newly formed Lwów Philharmonic Orchestra 
took place on 20 November 1933, with Adam Sołtys conducting; in the first season, indeed, he 
combined the functions of conductor and artistic director, working with the orchestra until 
1938. During this period, it collaborated with a number of prominent composers – among them 
Bartók, Ravel and Szymanowski – and soloists – Busoni, Landowska, Godowski, Rubinstein, 
Ysaÿe and many others. With the advent of the Soviet regime, in December 1939, the Orchestra 
was re-formed under the auspices of the Regional Radio Committee but ceased operations 
during the German occupation of 1941–44. It resumed work in August 1944. 

From the 1950s the most renowned musicians of the twentieth century began to appear with 
the Orchestra, among them Emil Gilels, Natalia Gutman, Leonid Kogan, Heinrich Neuhaus, 
David and Igor Oistrakh, Sviatoslav Richter, Mstislav Rostropovich and Maria Yudina. Special 
concerts have been devoted to the works of living composers – Kabalevsky, Khachaturian, 
Penderecki, Schnittke, Shostakovich – and given in their presence. Nor has the Orchestra 
neglected Ukrainians: Mykola Kolessa, Anatoliy Kos-Anatolsky, Stanislav Lyudkevych, Ihor 
Shcherbakov, Myroslav Skoryk, Yevhen Stankovych, Valentyn Silvestrov and others. The 
prominent conductors who have worked with the Orchestra include Reinhold Glière, Mariss 
Jansons, Kirill Kondrashin, Theodore Kuchar, Fuat Mansurov, Yevgeny Mravinsky, Nathan 
Rakhlin, Gennady Rozhdestvensky, Kurt Masur and Saulius Sondeckis, as well as Ukrainian 
conductors Igor Blazhkov, Fedor Glushchenko, Roman Kofman, Volodymyr Kozhukhar, 
Volodymyr Sirenko and Stefan Turchak. 

The Lviv National Philharmonic Orchestra of Ukraine has toured successfully in many 
countries around the world, among them France, Germany, Italy, Poland, Spain, Switzerland, 
the Netherlands and China. In early 2023 the Orchestra will undertake a major tour of North 
America under the direction of its Principal Guest Conductor, Theodore Kuchar. During the 
past several seasons it has made a number of well received recordings for major international 
labels, including Brilliant Classics, Naxos and Toccata Classics.
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The Polish Wieniawski Philharmonic Orchestra was founded in Lublin in December 1944. Its 
beginnings go back to numerous chamber and solo concerts given by musicians who after the 
Second World War established ties within Poland. The repertoire and artistic considerations, 
as well as the joy of making music together, led to a first chamber-music concert, held on  
10 February 1945 in the hall of the Music Society. This event provided the impulse to extend 
the orchestra and a classical gala was held on 18 May of the same year – which was at the same 
time the first symphony concert in post-war Poland. It is now the largest music institution in 
eastern Poland. 

The Polish Wieniawski Philharmonic Orchestra has gone on over 30 concert tours: 
performances in Austria, Denmark, Germany, Hungary, Italy, the Netherlands, Russia, Slovakia, 
Spain, Sweden, Switzerland, South Korea and Ukraine were welcomed both by the critics and 
the public. During these tours, the Orchestra took part in many music festivals and collaborated 
with many symphony orchestras, such as the Vienna Philharmonic in 2003. Between January 
and March 2022 it undertook its first tour of the USA, accompanied by first-prize-winners 
of the Chopin International Piano and Wieniawski International Violin Competitions. The 
Orchestra has participated in numerous international festivals as well as the Franco Ferrara 
Conductors’ Seminar in Siena. 

The Orchestra is under the artistic direction of its principal conductor Wojciech Rodek; 
Zuzanna Dziedzic is the Deputy General Manager. Over the years it has attracted a glittering 
list of prominent conductors, such as Philippe Herreweghe, Kazimierz Kord, Jan Krenz, Jerzy 
Maksymiuk, Krzysztof Penderecki and Antoni Wit, and also major soloists, among them Rafał 
Blechacz, Eugen Indjic, Nigel Kennedy, Konstanty Kulka, David Oistrakh, Sviatoslav Richter, 
Wanda Wiłkomirska and many others. 

The huge repertoire of the Orchestra encompasses compositions from Baroque to 
contemporary music. The concert programmes include works by Beethoven, Brahms, Bruckner, 
Dvořák, Lutosławski, Mahler, Mozart, Penderecki, Shostakovich, Skryabin, Stravinsky, 
Tchaikovsky, Wagner, Wieniawski and many others, and the Orchestra has a correspondingly 
wide discography. Current plans include numerous concerts with Polish music and the 
recording of works by Józef Wieniawski and Władysław Żeleński. 
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The Moravian Philharmonic Orchestra was founded in 1945 and belongs to the foremost 
and the oldest symphonic orchestras in the Czech Republic. It resides in the historic city of 
Olomouc, an ancient university town and thus an important centre of education and culture 
of Moravia. The Moravian Philharmonic Orchestra has been conducted by some of the most 
important figures in Czech musical life, as well as many musicians of international renown, 
among them Yehudi Menuhin, Václav Neumann and Libor Pešek. The distinguished soloists 
who have performed with the Orchestra include Agnes Baltsa, José Carreras, José Cura, Pierre 
Fournier, Gidon Kremer, Igor Oistrakh, Sviatoslav Richter and Josef Suk.

Over the years the Orchestra has performed an outstandingly large and varied repertoire, 
with Czech music alongside the classics of the nineteenth and twentieth centuries and hundreds 
of premieres of contemporary composers. In recent years, indeed, the Orchestra has specialised 
in recording contemporary international music.

The Moravian Philharmonic Orchestra has performed in most European countries, also 
taking part in countless music festivals in the Czech Republic and abroad, among them the 
Prague Spring Festival, the Smetana Festival in Litomysl, the Summer Music Festival in Reims 
and the Thurn und Taxis Festspiele in Regensburg. It has also appeared in a number of major 
European venues, not least the Alte Oper in Frankfurt, Saal der Münchner Philharmonie, the 
Vereinsaal in Vienna, the Salle Pleyel in Paris, the Tonhalle Zürich and Palaus de la Música in 
Barcelona and Valencia.

The Orchestra participates actively in the cultural and concert life of Olomouc. It is also the 
promoter of the international music festival ‘Dvořák’s Olomouc’ and the International Organ 
Music Festival in the city.
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CHARLES ROLAND BERRY Orchestral Music, Volume One
1  Olympic Mountains Overture (2003) 11:39
Symphony No. 4 (2017) 32:17
2  I Water – Taste: Allegro 6:52
3  II Earth – Touch: Adagio 5:19
4  III Fire – Smell: Andante 8:09
5  IV Spirit – Sight: Allegro 8:25
6  V Air – Hearing: Vivace 3:32
Symphony No. 5 (2021) 30:17
7  I Allegro  9:37
8  II Andante  8:36
9  III Allegro    5:18

10 IV Allegro 6:46

TT 74:17
  FIRST RECORDINGS

Moravian Philharmonic Orchestra 1

Lviv National Philharmonic Orchestra of Ukraine 2 – 6

Polish Wieniawski Philharmonic Orchestra of Lublin 7 –10

Joel Eric Suben, conductor 1

Theodore Kuchar, conductor 2 –10


