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C O M M E N T

By Anthony Paul De Ritis

It was a paper by Richard Fleming, Professor of Philosophy at Bucknell University, that has 
had the greatest impact on my creative thinking. Fleming’s “Calling of the Interdisciplinary” 
discusses how placing the texts of different disciplines “side-by-side to see what one can 
teach the other” can lead to knowledge, understanding, and from my point of view, innovation. 

With this newfound spirit of investigation I attended the American Conservatory in 
Fontainebleau, France, in 1991, and attended the classes of resident composers Philippe 
Manoury and Tristan Murail. In Manoury’s music I experienced acoustic instruments with 
real-time signal processing for the first time. In Murail’s music, I found his insistence that 
we think about the life of a sound, and the secrets that lie within its fundamental proper-
ties, truly inspiring. 

Chords of Dust, my first orchestral work, was composed the following year in 1992. Its title 
comes from a collection of poems written by my father, Paul Anthony De Ritis (1922–2000), 
for whom the score is dedicated. My father seemed happiest when he was writing poetry, 
although he wrote about some pretty bleak stuff; his most accomplished works are three 
epic poems on genocide published by Mellen Poetry Press. Markand Thakar, then Music 
Director of the Ohio University Orchestra, premiered Chords of Dust, the opportunity for 
its recording gave my portfolio what I needed to get into Berkeley.

As David Wessel’s teaching assistant at U.C. Berkeley’s Center for New Music and Audio 
Technologies (CNMAT), real-time interactive electronics and timbre studies took center 
stage. This is where I learned that sound and the way the brain perceives musical sound 
can be a studied as a science.
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Legerdemain was composed at the request of Jung-Ho Pak, then Music Director of the 
U.C. Berkeley Symphony Orchestra. At the time, I was experimenting with orchestrating 
continuously changing electronic sounds, an idea I first encountered during my second sum-
mer at Fontainebleau in the class of French composer Gilbert Amy. Amy had his students 
use the instruments of the orchestra to model the sounds of Messiaen organ works while 
considering which organ stops were being employed at a given time. I find that when you 
combine a synthesized sound with an acoustic representation, you can achieve a vibrant, 
dynamic texture that sounds great in live performance. Many of the textures in Legerdemain 
were composed this way.

When I was composing Devolution in 2004, I was thinking a lot about interactive perfor-
mance systems and the different kinds of decisions humans can make during live perfor-
mance. In addition to real-time performance environments using the MAX programming 
language, and scoring for interactive computer games, I investigated the decisions DJs 
made in live performance. This is ultimately what led me to Paul D. Miller, aka DJ Spooky 
That Subliminal Kid.

The best of my conversations with Paul focused on “the original versus the remix.” Whereas 
most classical musicians rarely veer away from a fixed score, musicians working in interac-
tive environments are not bothered by the fact that a given version of a performance may 
appear to have little recognizable with a previous version. In a 2001 conversation with 
Paul, he stated that, “To me it’s all a matter of timing, kind of like the remix looks back at 
the original and says ‘I’m a temporal reference for you, what permutations you’re possible 
of…’” In Devolution, many passages, including the DJ solo and cadenza, change from one 
performance to another. 

Whenever I do anything outside my classically trained comfort zone, I seek out monster 
guitarist and longtime friend, Jude Gold. The guitar melody that starts the second sec-

tion of Devolution was inspired by an idea of Jude’s that ended up in the outtakes of an 
independent film project we collaborated on titled, The Devolution of Ethan Chadwick, 
directed by C. Webb Young; hence the title Devolution.

Lastly, I owe a great debt to Michael Morgan, Music Director of the Oakland East Bay 
Symphony, who had the courage to commission a Concerto for DJ and Orchestra. “You 
know me, I’ll try anything,” Michael told the audience at the premiere. And many thanks to 
you, the listener, for giving Devolution a try as well.

October 2011, Beijing, China
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Devolution (2004) was commissioned by Michael Morgan and premiered 
by the Oakland East Bay Symphony. 

Legerdemain (1994) was premiered by the symphony orchestra of the 
University of California, Berkeley, under the direction of Jung-Ho Pak.

Chords of Dust (1992) was premiered by the Ohio University Orchestra, 
in Athens, Ohio, under the direction of Markand Thakar.

By Robert Kirzinger

Over the course of his career, the Boston-based, world-traveling American composer 
Anthony Paul De Ritis (b. 1968) has established himself as a musician, educator, and 
entrepreneur, taking an approach that links each facet of his work inextricably with all the 
others. Particularly as a composer, De Ritis combines his boundless energy and curiosity 
for new and interesting ideas, compositionally and technologically, with his visceral love of 
sound-as-sound. A luxuriant approach to the orchestral palette and the interaction among 
instrumental bodies informs the three orchestral works on this disc, which range over the 
course of De Ritis’s compositional life. There is a continuity to the musical language that 
allows each piece to illuminate the others.

De Ritis has created for himself a porous and multifaceted musical life—porous in the sense 
that he is ever-prepared to allow into his creative and working processes a new idea or col-
league. A professor of music and chair of the music department at Northeastern University 
in Boston, he has promoted many of Northeastern’s arts-technological collaborations and 
has simultaneously developed relationships with like-minded musicians and educators from 
around the world. He studied in France and maintains professional ties there; in Germany, he 

was in residence at the Hochschule für Musik und Theater in Hamburg. After several visits 
to Beijing, where his friend and colleague Benoit Granier is on the faculty of the Center for 
Electroacoustic Music at the Central Conservatory of Music, De Ritis received a Fulbright 
grant to spend the fall of 2011 at CCOM to research traditional Chinese instruments. He 
has collaborated with the celebrated pipa artists Wu Man and Min Xiao-Fen and combined 
his disparate interests in Chinese instruments and technology for his Plum Blossoms for 
pipa, ensemble, and electronics.

De Ritis has long been deeply involved in music technology and performer/technology 
interaction. He bought his first synthesizer (for rock-n-roll purposes) while in his teens, and 
during his undergraduate years at Bucknell University in Pennsylvania he established the 
school’s first electronic music studio, working with the composers Jackson Hill and William 
Duckworth. After Bucknell, he studied film scoring and recording technology at New York 
University and taught electronic music courses at Ohio University as a graduate student. 
In summer programs at the American Conservatory at Fontainebleau (Nadia Boulanger’s 
erstwhile institution), he was a relatively early user of the MAX music interface software, 
now a standard tool, and he had important encounters with Tristan Murail and Philippe 
Manoury. He went on to earn his doctorate at the University of California, Berkeley, where 
he worked with computer musician David Wessel in UC Berkeley’s Center for New Music 
and Audio Technologies (CNMAT). His composition teachers included Jorge Liderman and 
Richard Felciano at Berkeley; Mark Phillips at Ohio University; and William Duckworth, 
Jackson Hill, and Kyle Gann at Bucknell.

De Ritis quickly translates study into experience, both as a composer and as an educator. 
After joining the Northeastern faculty, he earned his MBA from the school in order to bet-
ter implement his entrepreneurial ideas, including the further development of practical, 
vocational opportunities for music students. In his music, De Ritis is both pragmatic and 
innovative, as in his collaborative work bringing together Chinese traditional instruments 

note    s
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with computer music. His concerto Devolution [3] springs from the same philosophy but 
a different realm: in writing the piece he collaborated with the experimental musician DJ 
Spooky, whose virtuoso solo instrument is the turntable, beloved of the sample-happy hip-
hop culture—a musical community that has, from its beginnings, explored the meaning of 
“interactivity” between technology and live performers. De Ritis had met Spooky (aka Paul 
D. Miller) in New York at the Interactive Music Xpo conference in 1999.

Devolution, Concerto for DJ and Orchestra, was specifically conceived for and tailored to 
DJ Spooky’s talents. It was written for the Oakland East Bay Symphony and conductor 
Michael Morgan, who premiered the piece on March 19, 2004. Although cutting-edge DJ 
turntables these days are actually digital, using digital sound files with interfaces that mimic 
the platter-mixer setup, the basic idea of turntable performance hasn’t changed since the 
early 1980s.* The turntable artist creates a library of sound sources appropriate for the 
occasion and draws on those sources to create collage textures, beats and, importantly, 
a conversation among musical references meant to tap into the collective experience of 
the listener. It’s an improvisatory art with many pre-made ingredients. De Ritis provides a 
range of expressive cues to the soloist—“ambient,” “chaotic,” “trip-hop,” etc. The soloist 
also modifies and manipulates the source material.

The orchestra, too, works from pre-made material, in the form of Ravel’s Bolero and the 
Allegretto from Beethoven’s Symphony No. 7, chosen because both pieces were performed 
on the concert featuring Devolution’s premiere. But the two pieces also have similarities: a 
kind of cyclic, repetitive, steady-state quality. A third main “source” is De Ritis’s own music, 
which dominates the first part of the piece. Like the Ravel and Beethoven works, De Ritis’s 
own music employs ostinatos—that is, repeating patterns—and expansions of sustained 

*�Spooky’s art is an expansion of the kind of turntablism that saw its first virtuosic solos in such performances 
as The Adventures of Grandmaster Flash on the Wheels of Steel, a three-turntable improvisation from 1981.

harmony and orchestration that create a sense of organic growth, a sense that the music 
is “blooming” from a limited source. (The two earlier works on this disc, Chords of Dust 
[2] and Legerdemain [1], take a similar approach.) The big structure, linked to source, is 
De Ritis/Ravel/Beethoven/all of the above. In addition to enhancing the orchestral sound 
with various samples and sound effects, the DJ can supplement pre-recorded material 
with sampled and modulated music from the live orchestral performance in cadenzas that 
separate the episodes, somewhat like the idea of the ritornello/solo alternation of a Baroque 
concerto. The size of the orchestra is based on that required for the Ravel, plus electric guitar 
(doubling electric bass guitar) and extra percussion—five players, including three drum kits. 
The additions “update” the ensemble the better to mesh with the turntable sensibility.

The appearance of Bolero immediately lends Devolution a surrealistic quality, not unlike 
Berio’s appropriation, in his Sinfonia, of the scherzo of Mahler’s Symphony No. 2. Spooky’s 
deconstruction (or devolution) intensifies the displacement of the familiar Ravel; the listener 
is both comforted by that familiarity and made uneasy by the new surroundings. The third 
episode is concerned primarily with the Beethoven Allegretto, which is followed—classical 
concerto-style—by a big (four-minute) solo improvised cadenza for the turntable artist. An 
orchestral coda, with a crescendo in homage to the gradual crescendos of the Ravel and 
Beethoven works, is an intense final mash-up. Although this recorded version of the piece 
is fixed in time, each new performance has the potential to sound quite different with the 
same basic musical elements.

The other two orchestral works on this disc represent an earlier period in Anthony De Ritis’s 
career. The one-movement, ten-minute Chords of Dust takes its title from a collection of 
poems by the composer’s father, Paul Anthony De Ritis, that the composer describes as 
a “result of religiousness and doomsday sensibility,” emerging in part from his father’s 
experiences as a veteran of World War II. The title is also, of course, musically evocative, 
suggesting at once both the ephemeral quality of music and the possibility of its graspable 
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substance. De Ritis wrote the piece immediately following his first summer at Fontainebleau, 
responding to the strong influence of Manoury, Murail, and Gilbert Amy, whose work led 
De Ritis to computer analysis of acoustic phenomena. It was premiered in April 1992 in 
Athens, Ohio, under the direction of Markand Thakar.

One can hear in Chords of Dust the organic transformation of a harmonic world based on 
overtones—the fundamental acoustic sequence that led to the development of tonality. 
The whole piece seems to grow from the piano’s low B at the very beginning. That gesture 
instigates each of the major sections of the piece, suggesting a different continuation and 
orchestral expansion each time. The overall plan is nearly symmetrical, with two secondary 
climaxes flanking a loud and active central episode. The music of the first three minutes or 
so, beginning with that low B, gradually coalesces in a double climax around the pitch C, 
creating a fruitful friction between the two pitches that colors the whole piece. De Ritis’s 
deployment of instrumental sections, particularly percussion, creates a wealth of resonance; 
in general, each loud, dense section is balanced by a quiet, subtle one. The more unusual 
effects of in-strings piano, glissandi, and varied touches of percussion are different shadings 
of the more traditional sounds of string and brass chords, a bassoon solo, or the English 
horn solo that ends the piece, satisfyingly, on the B with which it began.

De Ritis composed Legerdemain in 1994 at the request of the UC Berkeley Symphony 
Orchestra’s then-music director Jung-Ho Pak. The piece was quite consciously an approach 
to bringing together the resources of a standard symphony orchestra with the composer’s 
ideas about computer/performer interactivity, stemming from his Fontainebleau experience 
as well as his work at Berkeley’s CNMAT. The piece is a single eleven-minute movement.

The title Legerdemain, meaning “sleight of hand,” borrows the term for the kinds of tricks 
stage magicians have up their sleeves. Here, the illusion is that the listener experiences 
sounds that may or may not be “live”—slight variances make the conclusion less than obvi-

ous. The sounds of the performing orchestra are modified in real time via a Lexicon LXP-5 
reverb/delay processor controlled by the Yamaha SY99 synthesizer’s key velocities: that 
is, the virtual sonic “space” of the orchestra is continually changing in dynamic and fluid 
ways. The listener is frequently left to wonder whether the sound heard originates in the 
orchestra itself or in its electronically expanded doppelganger. This ambiguity is amplified 
by De Ritis’s use of extended techniques, aleatoric (that is, chance-controlled) patterns, 
microtonal inflections, and unusual combinations of instruments. Like the piano’s B in Chords 
of Dust, there is an instigating factor here, in the form of an arpeggio serving to trigger 
harmonic change. De Ritis’s study of changing timbre is articulated and clarified further 
through harmonies coalescing into clear progression and dissolving again, pulse similarly 
emerging and disintegrating, elusive, energetic actions caught momentarily in a spotlight.

Robert Kirzinger is a composer and writer living in Boston. He is on the staff of the Boston Symphony Orchestra,  
has been for many years an annotator for the Boston Modern Orchestra Project, and is also a member of BMOP’s  

The Score Board composer collective. 

© 2011 Robert Kirzinger
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Anthony Paul De Ritis is Professor and Chair of the Music 
Department at Northeastern University in Boston. His 
music has been called “groundbreaking,” “ultra-exotic,” and 
“really cool,” and has received performances nationally and 
internationally, including at the Weill Recital Hall at Carnegie 
Hall, Avery Fisher Hall at Lincoln Center, Harvard’s Sanders 
Theatre, Yale’s Woolsey Hall, Taipei’s Zhong Shan Hall, 
Beijing’s Yugong Yishan, Seoul’s KT Art Hall, and UNESCO 
headquarters in Paris.

De Ritis’s Devolution, a Concerto for DJ and Symphony 
Orchestra, features Paul D. Miller aka DJ Spooky That 
Subliminal Kid as soloist. Performances include the Oakland 

East Bay Symphony, the New Haven Symphony, the Alabama Symphony, and the Boston 
Modern Orchestra Project. He also works frequently with Chinese traditional instruments, 
in particular, the Chinese pipa. Numerous performances by pipa virtuosi Min Xiao-Fen and 
Wu Man led to his Fulbright Fellowship at the Central Conservatory of Music in Beijing, 
China, during Fall 2011.

De Ritis completed his Ph.D. in Music Composition at the University of California, Berkeley, 
where he studied with Richard Felciano and Jorge Liderman, and worked with David Wessel 
at Berkeley’s Center for New Music and Audio Technologies (CNMAT) (1992–1997). He 
received his M.M. in Electronic Music Composition from Ohio University under Mark Phillips 
(1990–1992) and his B.A. in Music with a concentration in Business Administration from 
Bucknell University, studying composition under William Duckworth, Jackson Hill, and Kyle 
Gann, and philosophy with Richard Fleming (1986-1990). De Ritis spent two summers at 
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the American Conservatory in Fontainebleau, France, taking classes with Philippe Manoury, 
Tristan Murail and Gilbert Amy (1991, 1992); earned screen credits while studying composi-
tion at the University of Southern California (1990); and studied film music, recording 
technology and music business at New York University (1989). De Ritis also holds a Master’s 
in Business Administration with an emphasis in high tech from Northeastern University, and 
in 2006 was named the Alumnus of the Year for the College of Fine Arts at Ohio University. 

As a graduate student De Ritis contracted and managed 112 musicians for the American pre-
miere of John Cage’s Ocean 1-95 with the Merce Cunningham Dance Company, and scored 
the music for the Macintosh computer game, Step On It, which won the 1997 MacWorld 
Arcade Game of the Year. He was the founder and lead developer of the Online Conservatory 
(2002–2007), a collaboration between the Boston Symphony Orchestra and Northeastern 
University, which was featured in the New York Times, the Chronicle for Higher Education, 
Newsweek, Symphony magazine and the Boston Globe. www.deritis.com
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Paul D. Miller artist, writer, and musician working in New 
York, was born in 1970 in Washington, D.C. Miller is best 
known under the moniker of his “constructed persona” as 
“DJ Spooky That Subliminal Kid.” Miller has recorded a huge 
volume of music and has collaborated with a wide variety of 
artists, writers, musicians and composers such as Robert 
Wilson, Iannis Xenakis, Ryuichi Sakamoto, Mariko Mori, Kool 
Keith/Doctor Octagon, Pierre Boulez, Saul Williams, Steve 
Reich, Yoko Ono, Thurston Moore of Sonic Youth, Paul Auster, 
and Colson Whitehead, among many others. In addition to his 
award-winning book Rhythm Science (MIT Press, 2005), his 

written work has appeared in the Village Voice, The Source, Artforum, The Wire, Rap Pages, 
Paper Magazine, The Nation, and a host of other periodicals. Miller’s work as an artist has 
appeared in a variety of contexts such as the Whitney Biennial; the Venice Biennale; the 
Ludwig Museum in Cologne, Germany; Kunsthalle Wien, Vienna, Austria; the Andy Warhol 
Museum, Pittsburgh; Paula Cooper Gallery, New York; and many other museums and galleries. 
His newest book, The Book of Ice, was published in July 2011 by Mark Batty Publisher. Sound 
Unbound (MIT Press), a collection of writings by notable authors, preceded that. His latest, 
large-scale multimedia performance piece is Terra Nova: Sinfonia Antarctica, commissioned 
by the Brooklyn Academy of Music/Next Wave Festival and other highly respected present-
ers. For more on this artist, please visit www.djspooky.com.
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Gil Rose is a conductor helping to shape the future of clas-
sical 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 and 
earned the orchestra eleven ASCAP awards for adventurous 

programming as well as the John S. Edwards Award for Strongest Commitment to New 
American Music. 

Mr. Rose maintains a busy schedule as a guest conductor on both the opera and sym-
phonic platforms. He made his Tanglewood debut in 2002 and in 2003 he debuted with 
the Netherlands Radio Symphony as part of the Holland Festival. He has led the American 
Composers Orchestra, the Warsaw Philharmonic, the National Symphony Orchestra of the 
Ukraine, the Cleveland Chamber Symphony, the Orchestra della Svizzera Italiana and the 
National Orchestra of Porto.

Mr. Rose recently partnered with the American Repertory Theatre, Chicago Opera Theatre 
and the MIT Media Lab to create the world premiere of composer Tod Machover’s Death and 
the Powers. 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 Theatre.
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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.

Over the past decade, Maestro Rose has also built a reputation as one of the country’s most 
inventive and versatile opera conductors. The conductor joined Opera Boston as its Music 
Director in 2003. In 2010, he 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, Weber’s Der Freischütz and Hindemith’s Cardillac. 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 also served as the Artistic Director of Opera Unlimited, a contemporary opera festival 
associated with Opera Boston. With Opera Unlimited, he led the world premiere of Elena 
Ruehr’s Toussaint Before the Spirits, the New England premiere of Thomas Ades’ Powder Her 
Face, as well as the revival of John Harbison’s Full Moon in March and the North American 
premiere of Peter Eötvös’ Angels in America.

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.

The Boston Modern Orchestra Project (BMOP) is widely recognized as the leading 
orchestra in the United States dedicated exclusively to performing new music, and its signa-
ture record label, BMOP/sound, is the nation’s foremost label launched by an orchestra and 
solely devoted to new music recordings.

Founded in 1996 by Artistic Director Gil Rose, BMOP affirms its mission to illuminate the 
connections that exist naturally between contemporary music and contemporary society by 
reuniting composers and audiences in a shared concert experience. In its first 12 seasons, 
BMOP established a track record that includes more than 80 performances, over 70 world 
premieres (including 30 commissioned works), 2 Opera Unlimited festivals with Opera 
Boston, the inaugural Ditson Festival of Contemporary Music with the ICA/Boston, and 32 
commercial recordings, including 12 CDs from BMOP/sound.

In March 2008, BMOP launched its signature record label, BMOP/sound, with the release 
of John Harbison’s ballet Ulysses. Its composer-centric releases focus on orchestral works 
that are otherwise unavailable in recorded form. The response to the label was immediate 
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and celebratory; its five inaugural releases appeared on the “Best of 2008” lists of the New 
York Times, the Boston Globe, National Public Radio, Downbeat, and American Record Guide, 
among others. BMOP/sound is the recipient of five Grammy Award nominations: in 2009 for 
Charles Fussell: Wilde; in 2010 for Derek Bermel: Voices; and three nominations in 2011 for 
its recording of Steven Mackey: Dreamhouse (including Best Classical Album). The New York 
Times proclaimed, “BMOP/sound is an example of everything done right.” Additional BMOP 
recordings are available from Albany, Arsis, Cantaloupe, Centaur, Chandos, ECM, Innova, 
Naxos, New World, and Oxingale.

In Boston, BMOP performs at Jordan Hall and Symphony Hall, and the orchestra has also 
performed in New York at Miller Theater, the Winter Garden, Weill Recital Hall at Carnegie 
Hall, and The Lyceum in Brooklyn. A perennial winner of the ASCAP Award for Adventurous 
Programming of Orchestral Music and 2006 winner of the John S. Edwards Award for 
Strongest Commitment to New American Music, BMOP has appeared at the Bank of 
America Celebrity Series (Boston, MA), Tanglewood, the Boston Cyberarts Festival, the 
Festival of New American Music (Sacramento, CA), and Music on the Edge (Pittsburgh, PA). 
In April 2008, BMOP headlined the 10th Annual MATA Festival in New York.

BMOP’s greatest strength is the artistic distinction of its musicians and performances. Each 
season, Gil Rose, recipient of Columbia University’s prestigious Ditson Conductor’s Award 
as well as an ASCAP Concert Music award for his extraordinary contribution to new music, 
gathers together an outstanding orchestra of dynamic and talented young performers, and 
presents some of the world’s top vocal and instrumental soloists. the Boston Globe claims, 
“Gil Rose is some kind of genius; his concerts are wildly entertaining, intellectually rigorous, 
and meaningful.” Of BMOP performances, the New York Times says: “Mr. Rose and his team 
filled the music with rich, decisive ensemble colors and magnificent solos. These musicians 
were rapturous—superb instrumentalists at work and play.”
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Susan Faux

*Concertmaster
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Producer	G il Rose
Recording and postproduction	 Joel Gordon and David Corcoran

Legerdemain was recorded on May 30, 2010, in Jordan Hall at New England Conservatory (Boston, MA); Chords 
of Dust was recorded on June 30, 2010, in Jordan Hall at New England Conservatory; Devolution was recorded on 
December 20, 2009, at Mechanics Hall (Worcester, MA).

Devolution contains portions of Bolero written by Maurice Ravel and published by BMG Songs, a division of BMG 
Music Publishing NA, Inc. on behalf of its affiliate BMG Music Publishing France.

Special thanks to Northeastern University, Del Lewis, Dan Gregory, David Claman, Paul Zavracky, my Mom Angela 
De Ritis (you are the best!), David Herlihy, Howard Kenty, Paul D. Miller, Bruce Ronkin, Arthur Rishi, Chelsea Basler 
(her voice was sampled for DJ Spooky’s cadenza), Leon Janikian, Maureen Ton, Gil Rose, Joel Gordon, Jude Gold, 
Junauro Landgrebe, and my wife Alexandra Sherman.� —Anthony De Ritis

© 2012 BMOP/sound 1022

Design: John Kramer
Cover art: Dystopia (2008), by Daniel Tückmantel 
www.danieltuckmantel.com

Booklet 50% recycled (25% post consumer).  
Vegetable based inks throughout.
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