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PROGRAM NOTES
By Clifton Ingram
DIANA VOYER (b.1994)

The Infinite Forest (2019)

CLIVE GRAINGER

LI Z LI N DE R

Diana Voyer is like many of the emerging, multi-faceted artists
of the up-and-coming generations, displaying keen interests in
interdisciplinary work. Indeed, Voyer has many irons in the fire,
which encompass the fields of composer, vocalist, fantasy
writer, and engineer. Voyer’s education also underlines how
their interest in many fields feeds their music. They hold bachelor’s degrees in electrical engineering and music and technology, as well as a masters in computer engineering from Stevens
Institute of Technology, where they studied with Dr. Justin Dello
Joio and Andy Brick. Currently, Voyer is pursuing a Master of
Music in Composition at New England Conservatory of Music, where they study with Dr.
Kati Agócs. Voyer’s work has been recorded by the Budapest Film Orchestra and the Jasper
Quartet, and their horn trio, Shapes, will be performed by Boston’s Juventas New Music
Ensemble in June 2019.
Their current work displays a focus on the intersections of their various disciplines,
“focus[ing] on patterns that are derived from science and technology as an organizing principle.” Voyer’s The Infinite Forest, the winning piece for the 2019 BMOP-NEC Composition
Competition, is no exception. In their own words, Voyer describes the thrust of this
orchestral work:
“The Infinite Forest is about branching. The process kicked off by the opening measures
can resolve itself in myriad ways. Twelve instances of this process are presented here in a
single movement, interleaved through the piece in a manner determined by the forking of
lightning. This work does not show branching in progress, rather it presents a crystallized
structure visible through panes of glass, hazy but complete.”
As this tersely evocative explanation indicates, Voyer has imbued their work with a
complex structure, one that in all likelihood challenges the limits of human perception
by means of its use of mathematical concepts (for example, structures based on prime
numbers, pitch sets generated by non-abelian groups, etc.). Texture upon texture, imbricated layers of material moving at differing rates: looking at the score, one cannot help
but think of the spider-web “micropolyphony” of György Ligeti, writing designed for an
ambient or atmospheric type of listening.
The Infinite Forest is as the name implies: a “nature-walk” of a piece. Here, as a listener
you follow the path set by the composer, allowing your “aural gaze” to fall upon whatever
it finds most interesting (occasionally guided by the gentle nudge of conductor). On occasion, an arching canopy of lush motivic material slowly undulates high above the forest
floor, drawing the ear to the rustle of an oboe or flute or perhaps a brassy gale of wind
that sets the leaves to roaring. The ground itself is littered with stones, roots, branches,
and overgrowth in a constant churning of sixteenth note patterns that one soon finds the
knack of navigating. Textural episodes collide and blend together at Voyer’s “branching”
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points, sometimes crystalline or hazy, tranquil or pointed. Voyer: “I’d definitely call it a
‘process piece’ … what interested me in this setup is how this process could unfold in a
clear and straightforward way, and then layering it back on itself to help disguise it.” If
Voyer’s piece is indeed like a forest, it is perhaps an old one that has begun to reclaim
any of the cleared paths, allowing entropic growth to become part of the architecture.
The Infinite Forest takes a simple idea such as “branching” and gives the jaunty genre of
musical pastorale an update for the digital age.

Join BMV and the Northeast Youth Ballet for the
world premiere of The Druddigon by Patrick Greene

JOHN CORIGLIANO (b.1938)

featuring students from the NYB’s intensive high
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school conservatory program and narrator Steve
Aveson. Plus, the reprise of Hale Smith’s Ayobami,
a past BMV commission based on an African folk
tale for our core ensemble, the young voices of the
Dorcester Cantare from the Boston City Singers,
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50th Anniversary by Bernard Hoffer and Andy Vores.
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Written for guitarist Sharon Isbin and premiered by the St. Paul Chamber Symphony
under Hugh Wolff, John Corigliano’s Troubadours is admittedly a piece that almost did
not happen. Corigliano’s “fear of writing a concerto for an inherently delicate instrument”
was only surmounted by the persistence of Isbin’s enthusiasm for the piece, and she
would send various materials (scores, tapes, letters, etc.) to the composer with her ideas
for the project; indeed, this type of collaboration lasted nearly 13 years, until finally the
right theme was found. Corigliano: “When I received a letter from [Isbin] some years
ago with articles about the age of the troubadours, and particularly some celebrated
women troubadours, I started thinking about the idea of serenading and of song. Slowly
the conception of a troubadour concerto began to form.” But listener be aware: this is
not a piece for the rehashing of early music techniques and musical resources per se.
It is a piece that is more concerned with a historical “flavor,” a piece taken by an idea
and inspired by a re-imagining of the troubadours, their musical trade, and their world.
Accuracy and history are not irrelevant, however, as this is piece about heritage. But by
focusing on the spirit of his collaboration with Isbin, Corigliano shaped Troubadours with
all the raucous good times of the anachronism of a Renaissance fair.
Troubadours opens as if traveling through a great darkness, perhaps the past, threads
of time lightly passing by like bands of translucent light, barely seen in the dimness.
Gossamer in texture, like antiphonal shimmering clouds, ethereal chords of violin harmonics are answered in turn by violas and celli as the introduction begins to take shape.
Gently growing and blooming in strength, downward-sloping string glissandi give the
vaporous sound an undulating polish before their descent and eventual rest cues a
lonely oboe: the sound of the music finally hitting a melodic terra firma. The oboe solo
slowly and lyrically falls from sustained high note to sustained high note, linked together
by rapid turns and ornaments for which early music performance practice is well-known.
The violins echo the oboe’s high-tumbling melody, trilling and muted (con sordino) in
a spidery, bright mockery. The mood is a primeval one until the solo guitar enters, in a
steady and stately step that “like a dream” drifts into quietly plucked harmonics. The
soloist then builds into a proper theme, civilizing the chaos, which melts away before
an impossibly long line of endless guitar cadenza (but not yet the cadenza, of course)
that adds some welcome fire beneath the orchestra, especially the twinkling sneers
from the winds and percussion. The orchestra hiccups and dances to keep up with the
guitar’s rapido runs. All the while, there is a hinting at the Spanish flamenco origins of
the instrument — idiomatic, but not cliché. Eventually the gas runs out, and after more
stately thematic material, the guitarist’s theme finally concludes with a quotation. For
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the more historically inclined, listen to the end of this melody for a quote from a beautiful
late 12th-century trobairitz (female troubadour) song, “A chantar m’er de so qu’ieu non
volria,” by the La Comtessa (Beatritz) de Dia.
With Isbin’s guidance, Corigliano has managed to craft a piece for what he sees as
the strengths of the instrument: “Lyrical, direct, and introspective, [the guitar] has a
natural innocence about it that has attracted amateurs and professionals, young and
old.” In this way, Corigliano states that the piece brought him back to an earlier time in
his compositional life, “a nostalgic return to all the feelings … before the commissions
and deadlines and reviews” when the act of composing was about self-expression and
optimistic exploration. Troubadours is indeed a balanced piece in its tone, seemingly one
of good health that takes the bad with the good. Perhaps a bit like Bruegel the Elder’s
painting, The Fight Between Carnival and Lent: there is mischief, but there is also a joyful
vivaciousness to the scene. Split into three parts by Corigliano, the outer sections are
slow, while the central movement is fast. This partitioning means that the murkiness of
the opening is soon forgotten, and the second section gallops forward, complete with
rapping upon the guitar’s body to percussive effect. There’s much dancing and trotting
about the orchestra, and the mischief of listening to Troubadours quickly becomes the
madcap dash from episode to episode: the encountering of the unexpected. Keep an
ear out for a nasal trio of tongue-and-cheek double-reeds and drums, meant to mimic
the sound of the ancestor of the oboes and bassoons, the shawm. After an orchestral
“cacophonous climax,” the guitar cadenza takes a much more intimate mood, eventually
leading the orchestra in a seven-chord chaconne to begin the third and final section, and
a slow shifting from this chaconne eventually mutates back into the murkiness of the
opening. However, Corigliano reassures us that the materials are actually derived from
each other and form a sort of balancing act in the work. Corigliano: “The change is not
one of material or technique, but one of attitude. The innocence of the earlier chaconne
is gone, replaced by another kind of expression. The loss of one is balanced by another.”
Troubadours, ever a piece about heritage allows the guitarist to hold on until the very end
this time, playing an insistently delicate plucked harmonic: an echo in the enveloping
darkness almost as if a small part of our reimagined past, our “idea of the troubadour,”
has indeed traveled back with us to live in a memory.
JOHN CORIGLIANO

Symphony No. 2 (2000)
John Corigliano, a recent octogenarian having just celebrated his 80th last February,
has lived a full musical lifetime by any definition. Born in 1938 to a notably musical
household — his father a concertmaster for the New York Philharmonic and his mother
an accomplished pianist and educator — Corigliano’s life was steeped in music from the
start. And although he would have to persist against his parents’ resistance to his passion, Corigliano now stands a much-celebrated American composer, a poised pluralist
with accomplishments that prove his abilities capable of adapting to a diverse variety
of genres and formats. He is the winner of the Pulitzer Prize and the Grawemeyer Award
for Music Composition, as well as five Grammy Awards. His works span the impressive
gamut between chamber and symphonic, instrumental and vocal, art song and choral,
concert and film score. His grand opera buffa, The Ghosts of Versailles, demonstrates a

hand equally comfortable with a drôlely surreal tale about the rococo afterlives of French
royalty as with the folk music of Bob Dylan in 2003’s Tambourine Man: Seven Poems of
Bob Dylan, which earned him his third Grammy. Corigliano has also earned much acclaim
in the world of film scoring, having been nominated for an Academy Award for his searingly psychedelic score for 1980’s trippy Altered States. He would go on to win the Oscar
in 1998 for the lush melancholia of The Red Violin. Corigliano is also an accomplished
educator (like his mother), serving as a professor at Lehman College, the Graduate Center
of the City University of New York, and the Juilliard School.
Commissioned by the Boston Symphony Orchestra in honor of the 100th anniversary
of Symphony Hall, Symphony No. 2 was premiered under Seiji Ozawa on November 30th,
2000. Upon completion of the work, the composer mused that he’s still surprised to find
that a younger self had vowed to “never write a symphony,” let alone a second. (Of course,
he has since written a third: 2004’s Circus Maximus.) Yet his astonishment even at such
an august age shows a composer that still disdains gestures of vanity or ego. Therefore,
it is of no surprise to learn the scope of a project that would cause Corigliano to tackle
the genre of the symphony. Written at the close of the 1980s, Corigliano’s first symphony
stands as a memorial to friends and colleagues lost along the way, a musical work borne
from the overwhelming emotions of the time of the AIDS pandemic. Corigliano writes,
Only the death of countless friends from AIDS prompted me to write in our largest
orchestral form. Mahler once described writing a symphony as creating a world. My
Symphony No. 1 was about world-scale tragedy and, I felt, needed a comparably
epic form.
Symphony No. 2 was also borne of circumstances of loss, albeit of a completely different
nature (and a “chosen” one, at that). Corigliano’s decision to base his second symphony
upon his 1995 String Quartet, itself written for the occasion of the Cleveland Quartet’s
farewell tour, makes a personal “farewell” a much grander affair. The composer felt his
chamber piece ripe for transformation into the symphonic: the private turned public, like
a musical invitation into a larger, more immersive version of an initially intimate gesture.
The quartet also demanded some modification during its metamorphosis, as the original
spatial notation had to be adapted to much larger forces. As Corigliano explains, “This
[notation] means that the players do not count beats, but play more freely rhythmically,
coordinating at various points but totally independent in others.” The result is a more fluid
sound: a more organic production of texture, whose dynamic of communication across
the orchestra’s players relies on triggering events rather than following the rigid grid
of a conventional metric beat or pulse (or in musical theory parlance: a time signature).
Additionally, rescoring was necessary in light that “tension would yield to bombast” in
translating the taut energy of the chamber source material into a string symphony.
Corigliano’s second symphony is notably true to its string quartet origins, displaying
the influence of Béla Bartók. The work’s arch-form (the musical equivalent of a palindrome)
pays more than a superficial resemblance to Bartok’s fourth quartet, where the outer
movements (I and V) are related thematically, as are the inner movements (II and IV),
leaving the middle movement (III) central to the work, solitary and nocturnal in character.
The first movement (“Prelude”) looms forth in an eerie fashion, like opaque banks of fog
drifting up and rolling down dark green-grey hills at dusk or dawn. The spatial notation
is on full display from the start, as threads of harmonic glissandi form gentle (yet tense)
undulation after undulation. Practice mutes are also used to enhance the quietude of the

9

moment, able to reduce the instruments’ normally rich sonorities to hoarse whispering.
The second movement (“Scherzo”) dashes forth with a rather manic sense of humor, with
an “almost pop-like manner.” A chaconne, a gentle trio formed from the harmonies of the
“Prelude,” is framed by the sawing of relentless slashing chords. These cruel chords are
themselves unsettled by polyrhythmically propulsive mutations, cross-cutting already
frenetic moments into heights of frenzy complete with Bartokian snap-pizzicato techniques.
Central to the whole piece, the third movement (“Nocturne”) reveals a more personal
layer to Corigliano’s symphony. The movement is meant to invoke a specifically memory
of a night in Morocco. Given that it is Corigliano’s memory, let us turn to his own words:
Some years ago during a vacation in Morocco, I stayed at the Palais Jamais in Fez. My
room overlooked the old city and during the night (about 4 a.m.) I was awakened by
the calls of the muezzins from the many mosques in the city. First one, then another,
and finally dozens of independent calls created a glorious counterpoint, and at one
moment all of the calls held on to a single note (pure accident) and the result was a
major chord. The calls died away, a cock crowed and a dog barked to announce the
sun. This Nocturne recalls that memory — the serenity of the Moroccan night, the
calls (here composed of motivic fragments of repeated notes and minor thirds) and
the descent to silence and the dawn.”
Truly, “Nocturne” is of a different emotional quality entirely, more introspective with
its bald yearning, an impressionistic mimetic moment (like a diary entry) in direct contrast
to the spectral and severe outer movements that surround it. “Fugue” demonstrates textures that start in a surprisingly stark manner. Instead of using rhythm to create audible
independence between the voices, Corigliano begins his fugue with strict homorhythmic
textures. Eventually, the different instruments begin to move at different rates, unfurling
into complex rhythms that once more degenerate into spatial notation passages that
Corigliano calls “asynchronous ‘chases.’” The last movement (“Postlude”) directly follows
“Fugue,” quickly revealing a sustained note in the altissimo range of a solo violin. Ostinato
patterns shift underneath like doppler ambulance sirens passing far below in unsettling
ways. Corigliano explains that “this quality of [registral] separation is meant to impart a
feeling of farewell to the entire movement,” in which distance between the instruments
becomes a metaphor, a lamenting withdrawal as they sing together from afar. Thus, the
symphony lapsing into the spectral mists and fogs from which it began, fading into silence.
In the end, the structure of Symphony No. 2 is like that of touching a memory, a sonic
landscape where the orchestra’s path moving toward and away from the central third
movement traces a psycho-drama of sorts. Approaching and withdrawing to invest or
divest mental or emotional energy in anticipation of gain or loss. Here, the ear’s proximity
to the third memory-movement, embedded at the center of the work, serves as much to
preserve Corigliano’s identity in a romantic flourish of Moroccan nostalgia as it does to
underline its eventual dispersal — however, its simple lamenting ear-worm is far from
forgotten. In this way, Symphony No. 2’s architecture seems to be built to remind us that
our memories remain, even when “the music stops.”
Clifton Ingram is a Boston-based composer, performer (Rested Field, guitars/electronics), and
writer interested in the fault lines between contemporary and historical traditions. He holds
degrees in music (composition) and classics from Skidmore College and The Boston Conservatory.
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ELIOT FISK
Guitarist Eliot Fisk is known worldwide as a charismatic performer
famed for his adventurous and virtuosic repertoire. After nearly
50 years before the public he remains as his mentor Andres
Segovia once wrote, “at the top line of our artistic world.” In
recent seasons, Fisk continues to break new ground for the guitar with marathon performances of his transcriptions of all 6
Bach solo cello Suites, duo performances with guitar legend
Angel Romero and with a new trio formed with virtuoso guitarists
Joaquin Clerch and Aniello Desiderio. In addition, numerous new
works have been dedicated to him by composers as varied as Leonardo Balada, Robert
Beaser, Luciano Berio, Ralf Gawlick, Nicholas Maw, George Rochberg, Daniel Bernard
Roumain and Kurt Schwertsik.
Eliot Fisk has performed as soloist with the Los Angeles Philharmonic, Houston
Symphony, Rochester Symphony, Orchestra of St. Lukes, Stuttgart Chamber Orchestra,
Pro Arte Orchestra, American Composers Orchestra, Boston Modern Orchestra Project and
many others. He returns regularly to numerous guitar festivals such as those of Cordoba,
Spain; Belgrade, Serbia; and Iserlohn, Bad Aibling and Hersbrueck, Germany.
Eliot Fisk has performed with a dizzying array of chamber music colleagues including
flutist, Paula Robison; clarinetist, Richard Stoltzman; cellist Yehuda Hanani; violinists
Ruggiero Ricci, Gidon Kremer and Joshua Bell, the Shanghai, Juilliard, Miro, Borromeo
and Arditti String Quartets. He has invented numerous cross over projects with among
others Paco Peña (flamenco guitar); Joe Pass and Bill Frisell (jazz guitar) chanteuse Ute
Lemper, and Turkish music specialist, Burhan Öçal.
Eliot Fisk remains a prolific recording artist. Recent releases include Ralf Gawlick’s
Kollwitz Konnex for soprano and guitar (Musica Omnia) Anthony Paul de Ritis’s Pop Concerto
with Gil Rose leading the Boston Modern Orchestra Project, a pair of CDs of new music
dedicated to and transcribed by Fisk of works by Beaser, Corigliano, Schwertsik, and
Rochberg (Wildner Records) and duo discs with flamenco legend, Paco Peña (on Nimbus
Records) and cellist, Yehuda Hanani (Albany Records).
Following his own graduation in 1977, Eliot Fisk founded the guitar department at the
Yale School of Music. Currently, he is Professor at the Universität Mozarteum in Salzburg,
Austria and in Boston at the New England Conservatory where in 2010 he received the
Krasner Award as “Teacher of the Year.”
Eliot Fisk is Founder and Artistic Director of Boston GuitarFest (www.bostonguitarfest.
org) an annual cross-disciplinary event cosponsored by the New England Conservatory
and Northeastern University and now entering its 13th consecutive year. In 2017 he created and served as Artistic Director of the first ever and immensely successful Salzburg
Guitar Fest at the Universität Mozarteum in Salzburg.
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GIL ROSE is a conductor helping to shape the future of classical music. His dynamic performances and many recordings
have garnered international critical praise.
In 1996, Mr. Rose founded the Boston Modern Orchestra
Project (BMOP), the foremost professional orchestra dedicated
exclusively to performing and recording symphonic music of
the twentieth and twenty-first centuries. Under his leadership,
BMOP’s unique programming and high performance standards
have attracted critical acclaim.
As a guest conductor on both the opera and symphonic platforms, he made his Tanglewood debut in 2002 and in 2003 debuted with the Netherlands
Radio Symphony at the Holland Festival. He has led the American Composers Orchestra,
Warsaw Philharmonic, National Symphony Orchestra of the Ukraine, Cleveland Chamber
Symphony, Orchestra della Svizzera Italiana, and the National Orchestra of Porto. In 2015,
he made his Japanese debut substituting for Seiji Ozawa at the Matsumoto Festival
conducting Berlioz’s Béatrice et Bénédict, and in March 2016 made his debut with New
York City Opera at the Appel Room at Jazz at Lincoln Center.
Over the past decade, Mr. Rose has also built a reputation as one of the country’s
most inventive and versatile opera conductors. He recently announced the formation of
Odyssey Opera, an inventive company dedicated to presenting eclectic operatic repertoire
in a variety of formats. The company debuted in September 2013 to critical acclaim with
a 6-hour concert production of Wagner’s Rienzi, and has continued on to great success
with masterworks in concert, an annual fully-staged festival, and contemporary and
family-friendly operas. Prior to founding Odyssey Opera he led Opera Boston as its Music
Director starting in 2003, and in 2010 was appointed the company’s first Artistic Director.
Mr. Rose led Opera Boston in several American and New England premieres including
Shostakovich’s The Nose, Donizetti’s Maria Padilla, Hindemith’s Cardillac, and Peter
Eötvös’s Angels in America. In 2009, Mr. Rose led the world premiere of Zhou Long’s
Madame White Snake, which won the Pulitzer Prize for Music in 2011.
Mr. Rose and BMOP recently partnered with the American Repertory Theater, Chicago
Opera Theater, and the MIT Media Lab to create the world premiere of composer Tod
Machover’s Death and the Powers (a runner-up for the 2012 Pulitzer Prize in Music). He
conducted this seminal multimedia work at its world premiere at the Opera Garnier in
Monte Carlo, Monaco, in September 2010, and also led its United States premiere in
Boston and a subsequent performance at Chicago Opera Theater.
An active recording artist, Gil Rose serves as the executive producer of the BMOP/
sound recording label. His extensive discography includes world premiere recordings of
music by John Cage, Lukas Foss, Charles Fussell, Michael Gandolfi, Tod Machover, Steven
Mackey, Evan Ziporyn, and many others on such labels as Albany, Arsis, Chandos, ECM,
Naxos, New World, and BMOP/sound.
He has led the longstanding Monadnock Music Festival in historic Peterborough, NH,
since his appointment as Artistic Director in 2012, conducting several premieres and
making his opera stage directing debut in two revivals of operas by Dominick Argento, as

well as conducting, directing and producing the world premier recording of Ned Rorem’s
opera Our Town.
He has curated the Fromm Concerts at Harvard three times and served as the first
curator of the Ditson Festival of Music at Boston’s Institute of Contemporary Art. As an
educator Mr. Rose served five years as director of Orchestral Activities at Tufts University
and in 2012 he joined the faculty of Northeastern University as Artist-in-Residence and
Professor of Practice.
In 2007, Mr. Rose was awarded Columbia University’s prestigious Ditson Award as
well as an ASCAP Concert Music Award for his exemplary commitment to new American
music. He is a three-time Grammy Award nominee.
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THE GREAT BACH
CONCERTOS AND
CANTATAS
Sep 28 + 30
Symphony Hall

A BAROQUE
CHRISTMAS
Dec 13 + 16
NEC’s Jordan Hall

BEETHOVEN
SYMPHONY NO. 5
Mar 8 + 10
Symphony Hall

BEETHOVEN EMPEROR
CONCERTO
Nov 9 + 11
Symphony Hall

MOZART + HAYDN
Jan 25 + 27
Symphony Hall

PURCELL
DIDO AND AENEAS
Mar 29 + 31
NEC’s Jordan Hall

HANDEL MESSIAH
Nov 30 + Dec 1 + 2
Symphony Hall

GLORIES OF THE
ITALIAN BAROQUE
Feb 22 + 24
NEC’s Jordan Hall

MOZART REQUIEM
May 3 + 5
Symphony Hall

MASTERFULLY PERFORMED.
PASSIONATELY SHARED.
HANDELANDHAYDN.ORG

617.266.3605

Season 21
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a play of light and shadow

Saturday, March 2, 2019, 8 PM, First Church in Boston
Sunday, March 3, 2019, 4 PM, First Church in Boston
Wolfgang Amadeus Mozart, Trio in E-flat Major, K. 498 Kegelstatt
Kristin Kuster, Ando: Light Against Shade
Gabriel Fauré, Piano Quartet No. 1 in c minor, Op. 15

upon one note
Saturday, April 6, 2019, 8 PM, First Church in Boston
Sunday, April 7, 2019, 4 PM, First Church in Boston
Franz Joseph Haydn, Piano Trio No. 43 in C Major, Hob. XV:27
Francis Poulenc, Sextet in C Major for piano & winds, FP 100
Oliver Knussen, Fantasia after Purcell for clarinet, violin, cello & piano
Franz Schubert, Cello Quintet in C Major, D. 956, Op. posth. 163

“sparklingly imaginative
programming”
- The Boston Globe

“radiant perfection”
- The Boston Musical Intelligencer

chameleonarts.org
617-427-8200

New from BMOP/sound
[1054]

PAUL MORAVEC THE BLIZZARD VOICES

Emily Pulley soprano
Deborah Selig soprano
Erica Brookhyser
mezzo-soprano

Matthew DiBattista tenor
David Kravitz baritone
David Cushing bass-baritone
NEC Concert Choir

“Moravec’s darkly tonal music captures these stories in powerful
dramatic detail.” BOSTON CLASSICAL REVIEW

BMOP/sound, the label of the acclaimed Boston Modern Orchestra Project, explores
the evolution of the music formerly known as classical. Its eclectic catalog offers both
rediscovered classics of the 20th century and the music of today’s most influential and
innovative composers. BMOP/sound gives adventurous listeners a singular opportunity
to explore the music that is defining this generation and the next.

[1055]

JEREMY GILL BEFORE THE WRESTING TIDES
SERENADA CONCERTANTE | NOTTURNO CONCERTANTE
“rhapsodic and elegiac” THE DALLAS OBSERVER
[1056]

DAVID DEL TREDICI CHILD ALICE

Courtenay Budd soprano

“exuberantly virtuosic music, extravagantly tuneful.”

Available for purchase at bmopsound.org and in the lobby during
intermission at tonight’s performance. Preview and download tracks
through iTunes and all major online retailers.

THE BOSTON GLOBE

[1057]

PETER CHILD SHANTI
“wonder, compassion, fear, humor, valor, rage, love, and peace …
lucidly depicted” THE BOSTON GLOBE

[1058]

BMOP/sound recordings offer superior sound quality, impeccable post-production, and distinguished packaging.
In addition to receiving 2009 and 2010 Grammy Award nominations, BMOP/sound recordings have appeared
on the year-end “Best of” lists of the New York Times, Time Out New York, the Boston Globe, American Record
Guide, National Public Radio, NewMusicBox, Sequenza21, and Downbeat magazine.

Subscriptions available
Your subscription ensures that you will receive all of BMOP/sound’s preeminent recordings as soon as they are
made available. Order now and receive:
12-CD subscription for $14 per CD (save 30%)
Each new CD before official release date
Free shipping (for international subscribers add $2/CD)
BMOP/sound e-news
To order, call 781.324.0396 or email bmopsound@bmop.org.
Order forms are also available at the CD table in the lobby.

Gil Rose, Executive Producer | bmopsound.org | Distributed by Albany Music Distributors, Inc. | albanymusic.net

CHEN YI XIAN SHI

Lizhou Liu viola
David Russell cello

Wang Guowei huqin
Mira Wang violin

“arresting in its muscular virtuosity and in the beauty and mystery of its
polyglot sound world. THE BOSTON GLOBE

[1059]

CHARLES FUSSELL CYMBELLINE

Aliana de la Guardia soprano
Matthew DiBattista tenor

David Salsbery Fry narrator

[1060]

LEON KIRCHNER COMPLETE ORCHESTRAL WORKS
“a deep and urgent core of complex emotion.”

LLOYD SCHWARTZ

Give to BMOP and BMOP/sound

[1061]

Ticket revenue accounts for a fraction of the expense of BMOP

LEI LIANG A THOUSAND MOUNTAINS,
A MILLION STREAMS

concerts, BMOP/sound CDs, and outreach programs. The sum of

Gao Hong pipa
Chien-Kwan Lin saxophone
[1062]

WILLIAM SCHUMAN THE WITCH OF ENDOR
[1063]

DAVID SANFORD BLACK NOISE

many gifts of all sizes insures BMOP’s future. With your support,
we will advocate for composers of all ages, bring together
audiences, young and old, distribute BMOP/sound recordings to
international locations, and know that today’s landmark orchestral
works will remain a part of our collective memory.

Matt Haimovitz cello

BENEFITS OF GIVING INCLUDE

Upcoming from BMOP/sound
■

Complimentary BMOP/sound CDs

[1064]

■

Recognition in BMOP programs and publications

MICHAEL COLGRASS SIDE BY SIDE

■

Invitation to selected BMOP rehearsals

[1065]

■

Invitations to receptions with composers and guest artists

■

The knowledge that you are helping to sustain the present and future of

TOBIAS PICKER FANTASTIC MR. FOX

orchestral music
With a gift of $1,000 or more, you become a member of the Conductor’s Circle and
receive customized benefits tailored to your interests, including sponsoring artists,
commissioning new works, and funding recording projects.

You may contribute in the following ways:
call 781.324.0396 to speak to a BMOP staff member
visit www.bmop.org to give through BMOP’s secure PayPal account
mail your donation to BMOP, 376 Washington Street, Malden, MA 02148
or:
give your contribution to a BMOP staff member tonight!

For more information, please contact Sissie Siu Cohen,
General Manager, at 781.324.0396 or ssiu@bmop.org.

FULL CATALOG ON DISPLAY IN LOBBY
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DONORS
We gratefully acknowledge the following individuals, corporations, and foundations
whose generous support has made our concerts and recordings possible. (Gifts
acknowledged below were received between October 1, 2017, and September 20, 2018.)
FOUNDATIONS, CORPORATIONS, AND INSTITUTIONS
Aaron Copland Fund for Music
The Howard and Katherine Aibel Foundation
The Alice Ditson Fund at Columbia University
The American Academy of Arts and Letters
The Amphion Foundation
AMT Public Relations
BMI Foundation, Inc.
Brown University
Catherine and Paul Buttenwieser Foundation
The Daniel S. Gregory Family Foundation
Fromm Music Foundation
The Foundation for Chinese Performing Arts
The Island Fund
The Jebediah Foundation
The League of American Orchestras
Massachusetts Cultural Council
MIT Music and Theater Arts
National Endowment for the Arts
New Music USA
The Mattina R. Proctor Foundation
The Robert L. Turner Charitable Trust
University of Pittsburgh
The Wise Family Charitable Foundation
BENEFACTORS

($10,000 and above)

Anonymous
Elizabeth Boveroux
Timothy and Jane Gillette
Gil Rose
David W. Scudder
Campbell Steward

GUARANTORS ($5,000–$9,999)
James Barnett and Carol Haynes
Sam and Alicia Mawn-Mahlau
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Anne-Marie Soullière and
Lindsey C.Y. Kiang
Sarah T. Wardwell

LEADERS ($2,500–$4,999)
Stephanie Boyé
Sue and J. R. McNutt

Larry Phillips

PATRONS ($1,000–$2,499)
Nathalie Apchin
John C. Berg
David Lloyd Brown
Samuel B. and Deborah D. Bruskin
John and Diddy Cullinane
Larry DeVito
Harriet M. Eckstein
Eran and Yukiko Egozy
Dorothea Endicott
Norman Feit
Brian Farrell
Todd Gordon and Susan Feder

Thomas M. Hout and
Sonja Ellingson Hout
Walter Howell and Jennifer Layzer
Rayford Law
Peter D. Parker and Susan Clare
David Rakowski and Beth Wiemann
Joanne Zervas Sattley
Bradley and Carol Schlossman
William and Mary Schlossman
Chinary Ung
Paul Zavracky

PARTNERING MEMBERS
Katherine Cain
The Fine Family
Joel Gordon
SPONSORING MEMBERS
Kate and Gordon Baty
Birgit and Charles Blythe
Timothy and Lisa Davis
Richard Greene
Scott Henderson
David A. Klaus
Arthur Levering
David Maddox

($500–$999)
John Loder
Mark Snyderman
($250–$499)
Arthur Mattuck
Lawrence Morris
Patrick O’Shea
Martha Richmond
Julie Rohwein and Jonathan Aibel
Vineet and Hillary Shende
Paul Tomkavage
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SUPPORTING MEMBERS ($100–$249)
John Heiss
John Archer
Petie Hilsinger
Larry Banks
Derek Hurst
Derek Bermel
Jim Kaddaras
Hans Bohn
Brian Leahy
James and Patricia Brady
Pamela and Don Michelis
Adam Burrows
Richard Murphy
Renata E. Cathou
Ronald Perera
Mary Chamberlain
Harold I. Pratt
Yu-Hui Chang
Bernard and Sue Pucker
Eric Chasalow and Barbara Cassidy
Clara Frances Markiewicz
Joel Connoroe
Emily Rideout
Bruce and Susan Creditor
Carol Rissman
Donald Crockett
Sheila Rizzo
Beth Denisch
Mona and Malcolm Roberts
John Doherty and Laura Schacht
Victor Rosenbaum
Jeffrey Duryea
Lawrence Rosenberg
Frank Epstein
Bruce Scott and Marcia Duncan
Geoffrey Gibbs
Kay Kaufman Shelemay
Thomas Gidwitz and Gail Davidson
David Silvian
Barrie Gleason
Wendy Woodlfield
Randal and Karen Guendel
Chen Yi and Zhou Long
Ronald Haroutunian
FRIENDS ($99 and below)
Anonymous
Nancy, Meyer, and Sam Brown
Richard and Ruth Colwell
Alexei and Laryssa Doohovskoy
Edward Ginsberg
Grace Gregor
James Kardon
Gerald Levinson

Barbara Lister-Sink
Daniel F. Marshall
Joel Mayer
Rosalind Mohnsen
Diane Sokal
Peter Sulski
Amelia Thrall
Beverly Woodward and Paul Monsky

The Boston Modern Orchestra Project is supported by the Barr Foundation and The
Klarman Family Foundation through the Barr-Klarman Massachusetts Arts initiative.
IN KIND
John Kramer
New England Conservatory

B M O P B O A R D S A N D S TA F F
BOARD OF TRUSTEES
James Barnett
Elizabeth S. Boveroux,
  Treasurer
David Lloyd Brown
Harriett Eckstein
Walter Howell
Rayford Law
Sam Mawn-Mahlau
Gil Rose, President
Upma Sharma
Anuradha Yadav

Director of Development, Genesys
Vice President (retired), Eaton Vance Management

Attorney, McCarter & English, LLP
Principal, Rayford W Law Architecture & Planning
Attorney, Davis, Malm, & D’Agostine, PC
Artistic Director, BMOP
Vice President of Research and Development
Arsenal Medical and 480 Biomedical

LARRY PHILLIPS (1948–2018)

The BMOP staff would like to express gratitude
towards our late board member, Larry Phillips,
President of the Ellis L. Phillips Foundation.
He was a new music lover and a longtime supporter of
BMOP. Larry also served as Chair of the BMOP Board
of Directors. Thank you for your kindness, support,
and friendship. You will be missed.

ADVISORY BOARD
Mario Davidovsky
Mark DeVoto
Alan Fletcher
Charles Fussell
John Harbison
John Heiss
Joseph Horowitz
John Kramer
Steven Ledbetter
Tod Machover
Martin Ostrow
Vivian Perlis
Bernard Rands
Kay Kaufman Shelemay
Lucy Shelton

Composer
Composer and Theorist, Tufts University
President and CEO, Aspen Music Festival
Composer
Composer, MIT
Composer and Flutist, New England Conservatory
Cultural Historian, Author
Artist/Designer, John Kramer Design
Musicologist
Composer and Director, Experimental Media Facility,
MIT
Producer/Director, Fine Cut Productions
Historian, Yale University
Composer, Harvard University
Ethnomusicologist, Harvard University
Soprano
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STAFF
Gil Rose
Sissie Siu Cohen
Stefanie Lubkowski
April Thibeault

Artistic Director
General Manager
Development Associate
Publicist

Chuck Furlong
Linda Osborn
Marie Incontrera

Production Assistant
Artistic Administrator
Social Media Manager

CONCERT III
Sunday, 3.21.19 at 8PM
Pre-Concert Talk at 7PM
Pickman Hall, Longy School of Music
FEATURING WORKS BY
Yu-Hui Chang
Richard Festinger
Eric Moe
Andrew Imbrie

RICHARD FEISTINGER

TICKETS AT collagenewmusic.org

