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“Writing a piece of music is like creating a dream that you want tohave. 
The feeling that pervades the work is one of a sense of mystery, and this 
sentiment is primarily conveyed through the harmonies and orchestration.”  

                                                                       — Christopher Theofanidis

Beginning with fits and starts, This dream, strange and moving begins almost 
feverishly, with sweltering swells of suspended cymbal and gentle pulsings of 
close-harmony horn that stir loud tutti bursts from the full orchestra in forceful 
fortissimo jabs. The effect is uncanny, like waking suddenly from a dream 
only to discover that you are, in fact, still dreaming, over and over again. This 
is a music that infiltrates the subconscious by proceeding through layers of 
dream-like logic – dissipating when approached, eluding when questioned, 
blurring the lines of its own narrative – as if its goal is to incept the ear into 
its fantastic, prismatic landscape. As Theofanidis succinctly puts it, this is a 
music “dealing with things that you can’t touch and you can’t quite imagine.”

Commissioned by the California Symphony Orchestra in the mid-90s 
while Theofanidis was Composer-in-Residence, this early orchestral work 
demonstrates well a composer’s deft hand at orchestration and control of 
form, a composer who three decades later has emerged as a prominent voice 
in the twenty-first century’s symphonic repertoire. In this way, This dream, 
strange and moving builds off the tradition of mid-19th century radical 
romanticism, established by Hector Berlioz’s 1830 landmark work Symphonie 
fantastique with its ground-breaking experimentation in programmatic 
orchestral music. While Theofanidis’ contemporary work might not be 
explicitly about a jilted lover’s dreamy and drug-fueled descent into despair 
like Berlioz’s 19th-century opus, it still shares much of the hallucinatory 
creativity and colorfully psychedelic qualities with its predecessor. The music 
is both heady and serious, yet nonetheless fun with a sense of danger and 
exhilaration, with its taut orchestration weaving a rollercoaster-like fantasia  
of blurred contrasts between violence and delicacy.

Full and luminous, the opening music’s exchange of start-and-stop stabs and 
scintillations bleeds and melts into a lush cascading of violins and flutes. 
These arabesque lines snake ever downward, lyrically alluding to the exotic 
dance-like music that immediately follows, whose melody is first taken up 
by oboe and then passed to the strings. But Theofanidis keeps the orchestra in 
constant motion, spurring it on into heights that are faster and more 

PROGRAM NOTES | by Clifton Ingram

CHRISTOPHER THEOFANIDIS  This dream, strange and moving (1995)
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aggressive. Percussive punches clear the way for more luminous cascading, 
this time featuring clarinets and viola, urging more instruments in the sonic fray 
and eventually giving way to climbing passages that yearn with chromatic desire. 

Over and over, Theofanidis skillfully builds the music to blistering doublingsin 
Berlioz-fashion, allowing his musical ideas to spread across the symphonic 
sections and create an orchestral sound of thick, sonorous sinews. Of course, 
Theofanidis also knows how and when to pull his punches. His use of negative 
space always surprises at the right moments, placing extra emphasis on 
his brassy blows and clattering clouts. Moments of suspense hang almost 
impossibly long in the air, as rolled cymbals and held strings freeze the 
rapidly moving energetic enterprises of the other instruments, allowing the 
orchestra to gather its full energy before exploding once more in dramatic 
displays of dashing swashbuckling and bombastic fanfare. However, despite 
the feverish, dream-like blurrings of episodes in this 8-minute “dream 
sequence,” Theofanidis holds a triumphant trump card until the very end. 
Yet, even a sense of this hard-fought arrival is sapped at the finale as the 
music turns suddenly pianissimo, clearing the air for the probing meander of 
church-bell chimes that toll as if to say that, yes, even this sense of cathartic 
conclusion might be a dream.
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Writing for orchestra can be an overwhelming challenge, facing a composer 
with the daunting task of controlling and shaping the numerous and diverse 
forces of such a large ensemble. Not only are there the many sections of the 
orchestra to consider – winds, brass, percussion, and strings – but each 
section is further subdivided into individual instruments, each with their 
own unique sound-making mechanisms, performance practices, and timbral 
idiosyncrasies. In that the orchestra inherently grapples with this balancing 
act between individual and ensemble, symphonic music can become a 
wonderful metaphor for questioning society, allowing the composer to explore 
how the roles of individuals work together to create something holistic, 
functional, and narrative. 

In addition to these implicit compositional and philosophical demands, 
with Zero Turning Radius, a new work commissioned by the Boston Modern 
Orchestra Project, composer Han Lash is seeking to answer these weightier 
philosophical questions with their concerto for orchestra. In Lash’s own 
words, they ask, “How can the orchestra continue to be relevant?” Confronting 
the mechanical and existential issues of composing for orchestra head 
on, Lash defined for themself a new challenge: “I must now do my utmost 
to remove a delimiting frame.” Indeed, the orchestra comes with its own 
historical baggage, where hundreds of years of wonderful and beautiful 
musical solutions can cast a long shadow. But Lash’s inspiration seems to be 
about escaping this shadow to live in the now, where sublimity or mundanity 
co-exist: “Zero Turning Radius is about the joy of steering a powerful, 
enormous, and fleet entity like an orchestra: shifting and dancing, turning on 
a dime. The idea for the piece was inspired while using a zero turning radius 
mower.”

Ironic for a movement titled “Gravely,” Zero Turning Radius begins not in a 
slow, solemn, turgidly serious manner that the seasoned concertgoer might 
expect. (Indeed, “Gravely” here is likely not so much an indication of tempo 
or mood, but more a tongue-and-cheek tip-of-the-hat to the Gravely company, 
well-known for their zero-turn lawn mowers.) Instead, the tempo is a crisp 
presto, fast and bright, galloping along in an asymmetrical 5/4 meter, itself 
subdivided into varying eighth-note groupings (first 4+3+3, then 3+3+4, and 
eventually 2+2+2+4), propelled by violins, marimba, and drum set. If that 
all sounds too technical, the point is that Lash’s intention of doing away 
with a “delimiting frame,” of unshackling the audience’s expectations about 
orchestral music, is on display from the get-go. 

PROGRAM NOTES | by Clifton Ingram

HAN LASH  Zero Turning Radius, Concerto for Orchestra (2024)*

* World Premiere
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The music grooves, but in an irregular way where off-beat syncopations build 
inertia and momentum. Sustained notes from low strings and brassy horns 
serve to ground the lithe athleticism of these repeating figures as well as 
pivot the ensemble into new territory: canon-like figures from flutes, oboes, 
clarinets, and marimba quickly gather serpentine lines, stacking upon one 
another until a high, yet stately, violin melody briefly soars to render the 
music not only polyrhythmic, but also polytonal. Ascending arpeggios by 
the harp rocket upward suddenly as if to pose a question amidst the textural 
complexity. Lash contrasts this harmonic ambiguity with a wind quartet, 
interspersing these gleefully chaotic textures with poised contrapuntal 
passages that harken back to the Classical era. Tuplet-churning brass chorales 
and jazzy drum-set breaks cue the return of the opening’s syncopated groove. 
However, the frenetic meccanico figures of the percussion and strings are 
transformed in their returning, cross-cut à la Stravinsky with the Classical-era 
counterpoint winds, replete with the delicate exuberance of impish kazoos.

The goblin-mode whimsy of the first movement’s conclusion continues with 
“Slow Movement with Weeds (Rhizome)” as the tolling of tubular bells, 
timpani, and harp are interrupted by plaintive ornamented figures of high 
bassoons and clarinet. A whisper-muted trumpet gets a chance to stretch its 
brassy legs with a solo, framed by playfully pizzicato violins and off-beat harp. 
Lash plays with these basic musical ingredients for the rest of the movement, 
stirring them together and hard-cutting between them to juxtapose reedy 
plaintiveness with sweet dolce passages. The effect of this aggregate, 
networked together in such a way where any passage might lead to another, 
is indeed rhizomatic as its title implies. The rhizome as a concept was central 
to French philosopher Gilles Deleuze’s poststructural works, where root-like 
systems offer an alternative to the more hierarchical, tree-like (arborescent) 
structures that permeate contemporary society. In this way, Lash is asking 
“Why can’t it be and instead of or?” underlining a progressive aesthetic 
approach that focuses on connection, multiplicity, and inclusion.

The third movement, “Around the Rocks on the Slope: Slow with Risks 
Involved” features horns and clarinets focused upon slow, stately passages 
that again recall the sounds of early music. However, the effect is less 
the well-manicured music of Johann Sebastian Bach and more the highly-
mannered experimentations of Bohemian-Austrian composer and violinist 
Heinrich Ignaz Franz Biber. Like the second movement of Biber’s 1673 
work Battalia à 10 – that is, where a multitude of melodic lines are slowly 
introduced in different keys and time signatures to create a foggy amalgam of 
both wry humor and uncertain dread – Lash also slowly introduces more and 
more material, whose self-replicating canon-like nature serves to blur
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and obscure itself à la lauded micropolyphonic innovations of the twentieth-
century Hungarian-Austrian composer György Ligeti. A bombastic, organ-like 
tuba mura of whisper-muted trumpets concludes the movement to dramatic 
effect.

“Interlude: Edging” continues in this micropolyphonic mode, unleashing a dense 
drone of clarinets and bassoons, trombones and tuba, and low strings. Like the 
buzzing whirl of a weedwhacker, Lash stacks polyrhythmic textures and applies 
the oscillations of half-step trills to cement all the timbres together into a nigh-
impenetrable sonic slab. While this minimalist interlude might seem dour and 
humorless at first, a slapstick is at the ready to help break up the tension, and 
high flutes and harp provide a surprisingly delicate conclusion to the heavy 
proceedings. 

The finale, “Laugh-Ride,” returns to the opener’s Gravely-mower grooviness, 
full of prog-rock propulsion. However, the music quickly veers away into new 
territory, a kind of “oceanic polka” where back-beat oompah-brass coexist 
alongside tight waves of rapidly undulating lines by marimba and harp. After 
much tumultuous back-and-forth between the Gravely-prog and watery-polka, 
Lash unleashes revelatory minimalism à la Phillip Glass at crucial moments, 
lending the music an epiphanic quality to temper its playfully chaotic dash up 
until its conclusion.

Overall, Lash’s Zero Turning Radius, offers up a creative approach with plenty 
of humor, both delicately poised and impishly disruptive in its solutions to offer 
up what Lash describes as “[a] prayer sent out to the future that the orchestra 
– such a beautiful, multi-limbed, amphibious creature – can be a playground in 
contexts and for musics that remain yet unimagined and can be created in any 
number of different ways.”
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Ainulindalë
Ainulindalë is Tolkienʼs creation myth, and his act of creation is effected 
through music in the form of a theme and variations. My Ainulindalë begins 
in a fragmented time-before-time, out of which Ilúvatar—Tolkienʼs supreme 
being—announces a grand theme (in my setting, it is strongly colored by 
the overtone series). The Ainur—immortal spirits created by Ilúvatar—are 
instructed to vary this theme according to their own proclivities. The first 
variations belong to Ulmo, whose milieu is water; these are roiling, in 7/8 
time, though they ultimately settle into something more placid. The second 
variations are Manwëʼs, whose realm is the air; these are quicksilver, 
sometimes heroic, alternating between 2/4 and 6/8. The third variations 
emerge from Aulë, whose concern is the earth; his music is noble, in 5/4 
time, remembering bits of Ulmoʼs watery variations. These end in a frosty 
stasis, preparing the way for the fourth and most complex set of variations: 
Melkorʼs, whose purpose is fire. Melkor is a Lucifer-like character who seeks 
to undermine the work of his peers and supplant Ilúvatarʼs theme with his 
own. Ainulindalë concludes with a great battle that is ultimately interrupted 
by the intervention of Ilúvatar himself, who raises both hands to silence the 
din: “and in one chord, deeper than the Abyss, higher than the Firmament, 
piercing as the light of the eye of Ilúvatar, the Music ceased.”

Narsilion
With Melkor chastened, the remaining Ainur take the opportunity to develop 
their society on earth. Narsilion (the song of the sun and moon) begins with 
a depiction of “Valmar of many bells,” the city home of the Ainur. The Ainur 
gather on a nearby hilltop to hear Yavanna (the Ainu responsible for all 
growing things) sing a song that urges the Two Trees of Valinor into being. 
Yavannaʼs song (heard in the flute) is pandiatonic—it uses only white notes—
and only when the trees come to flower is chromaticism unleashed: the two 
trees have fruit of gold and flowers of silver, respectively, and these wax and 
wane in alternation, delineating peaceful days. Melkor, meanwhile, has found 
an ally to aid in his hitherto failed work of destruction: Ungoliant, a “spider 
of monstrous form” who ingests light (her music is non-harmonic, sounding 
only in octaves and unisons). She and Melkor sneak to Valinor during a time 
of festivity, and—at that moment when the light of the two trees mingles in a 
kind of misty twilight—they attack. Ungoliant repeatedly pierces the bark and 
roots of the trees with her beak and sucks out their light, plunging the known

COMPOSER’S NOTES | by Jeremy Gill

Four Legends from the Silmarillion (2023)
Tone poem cycle by Jeremy Gill, on tales by J.R.R. Tolkien
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world into darkness. Yavanna attempts to resuscitate the trees but is only able 
to draw a single gold fruit and a single silver flower before the trees die. These 
last vestiges of light are placed in vessels that are set “to voyage on appointed 
courses above the girdle of the Earth” as the sun and the moon. Narsilion closes 
with a reprise of the “Valmar of many bells” music: the Ainur, fearful that Melkor 
will attack again, raise up mountains to separate their land from the rest of the 
Earth, and they further obscure the sea route to Valinor with the Enchanted Isles, 
sources of confusion and bewilderment to unwary mariners.

Tinúviel
Elves (the effectively immortal “first children” of Ilúvatar) already existed when 
the Two Trees of Valinor were destroyed. Humans came later. Tinúviel (Sindaric 
for “nightingale”) was Berenʼs nickname for Lúthien, and the romance of Beren 
and Lúthien represented the first union of man and elf (their divergent natures 
are represented in my Tinúviel via a set of parallel variations on Rameauʼs 
“Rossignols amoureux” and Babbittʼs Philomel). Lúthienʼs father was none too 
pleased by their relationship, and he set Beren an impossible challenge: to win 
Lúthienʼs hand, Beren must steal a Silmaril (an ancient, magical jewel) from 
the crown of Morgoth—the Ainu formerly known as Melkor—and bring it back 
to Doriath, Lúthienʼs forest home. Tinúviel plays out as a series of alternating 
journeys and songs, with Beren journeying to each next stage of his quest, where 
he invariably gets into trouble and is delivered by Lúthienʼs magical singing.

Tinúviel begins with Berenʼs first journey through the horrors of a haunted valley 
and his stumbling arrival into Doriath, “grey and bowed as with many years of 
woe.” He happens upon Lúthien dancing and singing (crotales mark her song) 
and loves her. His second journey (now questing for the Silmaril) takes him 
past the Falls of Ivrin; he and his companions are captured and killed one by 
one, until Beren alone remains; he is saved by Lúthienʼs arrival on the “swift 
and tireless” hound Huan (her flight is accompanied by the timpani). Beren and 
Lúthien make the third journey together, “renewing for a time their joy.” But as 
Beren has still not yet achieved a Silmaril, he steals away to quest again. From 
afar, he sings a song of farewell (accompanied by the harp). Lúthien, having 
secretly followed him, sings back to him. Together again, their fourth journey is 
incognito—he, disguised as a wolf, she as a bat. They finally arrive at Morgothʼs 
horrible lair. Lúthien sings and dances seductively at Morgothʼs urging 
(accompanied by the castanets); Morgoth is enchanted and falls “as a hill sliding 
in avalanche.” Beren cuts a Silmaril from his crown and the two attempt escape, 
but they are intercepted by Morgothʼs hound and Beren is killed. The final 
journey is Berenʼs funeral cortège. Lúthien will not be separated from him, and 
she appeals to Mandos (the Ainu who decides matters of fate) to return Beren 
to life. Her wish is granted, but only because the hirtherto immortal Lúthien 
agrees, in exchange, to assume the fate of all humans, their “gift of Ilúvatar:” 
eventual death (the crotales sound again).

Four Legends from the Silmarillion (2023)
Tone poem cycle by Jeremy Gill, on tales by J.R.R. Tolkien
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Eärendil
Eärendil unfolds in two parallel, successive parts. The first opens in the midst 
of a great storm, from which Ulmo (the Ainu of water) emerges to instruct Tuor 
(a man) to seek the hidden city of Gondolin. Gondolin was an ancient elven city 
that lay in the elevated Vale of Tumladen, encircled by mountains. Tuorʼs arrival 
is heralded by echoing trumpets; he espies replicas of the Trees of Valinor; 
there is dancing. He marries Idril, the daughter of Gondolinʼs king, and their son 
Eärendil is born, whose rocking lullaby devolves into the destruction of Gondolin 
(another guest of the city having divulged its location to Morgoth). Tuor and Idril 
escape with their son, and, now advancing in age, feel the pull of the “deeps 
of the Sea.” They build a great boat and sail to the west, where they come “no 
more into any tale or song” (their pentatonic valedictory music is given to the 
cellos and double basses).

The second part of Eärendil follows his parallel life path: he weds Elwing, a 
refugee like himself. She is descended from the union of Beren and Lúthien, and 
still possesses the Silmaril that Beren cut from Morgothʼs crown. The sea calls 
to Eärendil: missing his parents, he sets solitary sail in his ship—Vingilot—to 
find them. While sailing in the west, he is moved to attain the city of Valinor and 
plead with the Ainur on behalf of men and elves, since Morgothʼs power in those 
days was great. He is confused by the Enchanted Isles (hear the ghostly mouth 
sirens), and while journeying, Elwing and their home are attacked. Elwing “with 
the Silmaril upon her breast” saves herself by jumping into the sea, from whence 
Ulmo rescues her (a gesture that covers the entire range of the orchestra). She 
is turned into a bird and flies to meet Eärendil. Together, they reach Valinor and 
“Valmar of many bells.” Vingilot is hallowed and borne “away through Valinor to 
the uttermost rim of the world.” Sailing forever through the oceans of heaven, 
Eärendil will remain at Vingilotʼs helm, adorned with the shining Silmaril as “a 
watch upon the ramparts of the sky.”

Four Legends from the Silmarillion
Ainulindalë was commissioned and premiered by the Harrisburg Symphony 
Orchestra (my hometown orchestra) in 2018. A childhood friend, Michael Zlogar, 
had urged me for years to set Tolkienʼs creation myth. When I shared Ainulindalë 
with Gil Rose, he heard it as the beginning of a larger set of tone poems, and 
BMOP commissioned Narsilion, Tinúviel, and Eärendil with the generous support 
of Lois Lehrman Grass, in 2022. Lois was one of my dearest friends and most 
ardent supporters, and this was the last of many commissions she supported 
before her death in 2022. I composed these remaining tone poems over nine 
continuous months of travel: Narsilion was composed in Edinburgh, Tinúviel in 
Tel Aviv, and Eärendil in Brunnen, a small Swiss town on Lake Lucerne, where I 
was a resident composer at the Villa Schoeck, the ancestral home of the Swiss 
composer Othmar Schoeck.
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CHRISTOPHER THEOFANIDIS  

Christopher Theofanidis’ music has been performed 
by many of the world’s leading performing arts 
organizations, from the London Symphony Orchestra, 
Chicago Symphony Orchestra, Philadelphia Orchestra, 
and New York Philharmonic to the San Francisco Opera, 
the Houston Grand Opera, and the American Ballet 
Theatre.   He is a two-time GRAMMY® nominee for 
best composition, and his Viola Concerto, recorded 
with David Alan Miller and the Albany Symphony 

with Richard O’Neill soloist, won the 2021 GRAMMY® for Best Instrumental 
Solo.  Mr. Theofanidis’ work, Rainbow Body, is one of the most performed 
works in recent decades, having been performed by over 200 orchestras 
worldwide.  Mr. Theofanidis is currently on the faculties of Yale University 
and the Aspen Music Festival and has taught at the Juilliard School and the 
Peabody Conservatory of Johns Hopkins University. 
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HAN LASH

Hailed by The New York Times as “striking and 
resourceful…handsomely brooding,” Han Lash’s music has 
been performed by the finest ensembles in the most 
renowned spaces the 21st century musical world has to 
offer.

Han Lash began studying music and dance at an early 
age and was a serious performer and composer by 
their early teens. They were accepted to the prestigious 

Eastman School of Music at the age of 15 and enrolled in the bachelor’s 
program at age 16. After studies in harp and composition at Eastman, Lash 
received an Artist Diploma in harp from the Cleveland Institute of Music, a PhD 
in composition from Harvard University, and an Artist Diploma in composition 
from Yale University.

Lash has received numerous honors and prizes, including the ASCAP 
Morton Gould Young Composer Award, a Charles Ives Scholarship (2011) and 
Fellowship (2016) from the American Academy of Arts and Letters, a Fromm 
Foundation Commission, a Chamber Music America Classical Commissioning 
Grant, a fellowship from Yaddo Artist Colony, the Naumburg Prize in 
Composition, the Barnard Rogers Prize in Composition, the Bernard and 
Rose Sernoffsky Prize in Composition, and numerous academic awards. Han 
Lash’s orchestral work Furthermore was selected by the American Composers 
Orchestra for the 2010 Underwood New Music Readings. Lash’s chamber 
opera, Blood Rose, was presented by New York City Opera’s VOX in the spring 
of 2011.

The New York Times music critic Steve Smith praised Lash’s work for the JACK 
Quartet, Frayed: “Lash’s compact sequence of pale brush strokes, ghostly 
keening and punchy outbursts was striking and resourceful; you hoped to hear 
it again…” Esteemed music critic Bruce Hodges lauded Lash’s piece Stalk for 
solo harp as being “appealing…florid, and introspective.”

Notable premieres include the multi-movement orchestral work The Voynich 
Symphony by the New Haven Symphony Orchestra, Form and Postlude for 
Chamber Music Northwest, a new Requiem for the Yale Choral Artists, How 
to Remember Seeds and two additional string quartets for The Calidore 
String Quartet, Three Shades Without Angles, for flute, viola and harp, by the 
Boston Symphony Chamber Players, Two Movements for violin and piano, 
commissioned by the Library of Congress for Ensemble Intercontemporain, and a 
chamber opera, Beowulf, for Guerilla Opera, as well as several new orchestral 
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works: Chaconnes, for the New York Philharmonic’s Biennial, Eating Flowers, for 
the Cabrillo Festival of Contemporary Music, Nymphs, for the Alabama Symphony 
Orchestra, and This Ease, for the Los Angeles Chamber Orchestra, as well as two 
concerti for harp premiered by the American Composers Orchestra (Concerto No. 
1 for Harp and Chamber Orchestra) and the Colorado Music Festival (Concerto 
No. 2 for Harp and Orchestra), both with Lash as soloist.

In 2016, Lash was honored with a Composer Portrait Concert at Columbia 
University’s Miller Theatre, which included newly commissioned works for 
pianist Lisa Moore (Six Etudes and a Dream) and loadbang (Music for Eight 
Lungs).  Lash’s Piano Concerto No. 1 “In Pursuit of Flying” was premiered 
by Jeremy Denk and the Saint Paul Chamber Orchestra; the Atlantic 
Classical Orchestra debuted Facets of Motion for orchestra, and Music for 
Nine, Ringing was performed at the Music Academy of the West School 
and Festival. Paul Appleby and Natalia Katyukova premiered Songs of 
Imagined Love, a song cycle commissioned by Carnegie Hall, in 2018, and 
in 2019, Lash’s chamber opera, Desire, premiered at Miller Theatre to great 
acclaim. Lash’s Double Concerto for piano and harp was premiered by the Naples 
Philharmonic, and the first movement of Forestallings, a musical response to 
Beethoven’s Symphony No. 2 in D Major, was premiered by the Indianapolis 
Symphony Orchestra in January 2020, followed by a premiere of the second 
movement at the Colorado Music Festival the following year. The Harvard-
Radcliffe Orchestra premiered the third movement of Forestallings in February 
2022, and the Philharmonisches Staatsorchester Mainz, under the baton of 
Hermann Bäumer, premiered the fourth movement and complete version of 
Forestallings in April 2023 as part of a portrait festival featuring Lash’s music. 
Lash’s double harp concerto, The Peril of Dreams was premiered by the Seattle 
Symphony in November 2021, with the composer as one of the featured soloists.  
In May 2025, the Boston Modern Orchestra Project (BMOP), led by Gil Rose, will 
premiere Han Lash’s concerto for orchestra, Zero Turning Radius, at Jordan Hall. 
 Han Lash is Associate Professor of Music (Composition) at the Indiana University 
Jacobs School of Music. Lash’s music is published exclusively by Schott Music 
Corporation, New York.

To support Han Lash’s Zero Turning Radius recording, 
scan the QR code and contribute to the Kickstarter campaign.
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JEREMY GILL

The music of American composer, conductor, and pianist 
Jeremy Gill is celebrated for its emotional breadth and 
diversity of expression. His vocal music ranges from 
“vibrant settings” (Gramophone) of texts by Blaise 
Pascal for vocal sextet through song settings of texts 
by Italo Calvino, Anne Carson, Ann Patchett, and Georg 
Trakl to “vividly colored” (The New York Times) dramatic 
reworkings of Ancient Greek texts and modern authors 

like Don Nigro and Michael Zand. His orchestral music is “replete with 
imaginative textures” (The Dallas Morning News) and includes concertos, tone 
poems, and symphonies. His chamber music possesses, at times, a “trance-
like intensity” (The Boston Musical Intelligencer); it is “fresh and clever,” 
and “a compositional tour-de-force” (American Record Guide) that reveals “a 
rapidly shifting exploration of past, present, and future” (I Care If You Listen). 

The 2024–25 season featured the world premiere of Epiphanies, a set of 
five orchestral songs given by soprano Robin Johannsen and the Harrisburg 
Symphony Orchestra. Jeremy spent the first half of the 2024–25 season 
living and working in Berlin; he heard the world premiere of Anna Dreams of 
Mazurkas by Polish pianist Anna Kijanowska in Cieszyn and presented (as 
pianist) the German premiere of his song cycle Helian with baritone Johannes 
Held at the celebrated Piano Salon Christophori in Berlin. This summer, 
Chautauqua Opera Company will present a workshop production of Ida by 
Lamplight, a short opera commissioned by COC to a libretto by Jerre Dye. 
The world premiere of the orchestrated and staged version will take place in 
summer 2026.

Notable recent premieres include Tout le monde à la fois (2022), an Eastman 
Centennial work for massed oboes, oboes dʼamour, English horns, bassoons, 
and contrabassoons, commissioned by Richard Killmer and premiered by the 
Eastman School’s double reeds; Corvus Mythicus (2021), commissioned by the 
Dallas Symphony Orchestra to celebrate the installation of Dutch artist Arie 
Van Selmʼs Crow sculpture at the Meyerson Symphony Center in Dallas; the 
New York Classical Players and the Parker Quartet in Motherwhere: Bagatelles 
for Strings, after Bán (2021), an NYCP-commissioned concerto for string 
quartet and string orchestra; Concerto dʼavorio (2019) by pianists Orion Weiss 
and Shai Wosner with the Chautauqua Symphony under JoAnn Falletta; and 
The Journey (2019) by soprano Marianna Suri, bass-baritone Chuma Sijeqa, 
and the Citizens of the World Choir under Jeremyʼs direction at the Illuminate 
Rotherhithe migration festival in London. The Journey was selected to close 
Tête à Tête: The Opera Festival 2022, also in London, featuring the same cast.
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Recordings of Jeremyʼs music are available from Albany Records, BMOP/
sound, Czech Radio, Open G Records, Musica Solis, and Innova Recordings. 
These have garnered extensive praise, both nationally and internationally. 
Deemed “a fine pianist” by The New York Times, Jeremy regularly appears as a 
pianist and conductor in music of his own and by his contemporaries. He has 
been a featured performer at major U.S. venues including Calderwood Hall 
(Isabella Stewart Gardner Museum), the Kennedy Center, Merkin Hall, National 
Sawdust, the Mansion at Strathmore, and internationally at the Museo dʼArte 
Orientale in Genoa, Italy; Old Town Hall in Brno, Czech Republic; the Cockpit 
Theatre in London, UK; and Elvermose and Mantziussalen in Denmark. 
Jeremy has appeared as a conductor for Beth Morrison Projects, Dolce Suono 
Ensemble, Mendelssohn Club of Philadelphia, and Network for New Music, 
among others. In recent seasons he has served as assistant conductor 
for Juilliard Opera (2018) and guest conductor for the Tactus Ensemble of 
the Manhattan School of Music (2018–22). During the 2019–20 season he 
conducted the chamber and main stage operas for NYU Steinhardtʼs Vocal 
Performance program.

Born in Harrisburg, PA in 1975, Jeremy studied oboe, piano, and composition 
before entering the Eastman School of Music. He received his PhD from the 
University of Pennsylvania in 2000 and studied internationally at the American 
Conservatory in Fontainebleau (1993) and the Czech-American Summer Music 
Institute (1999). His principal teachers include Samuel Adler, George Crumb, 
Robert Lau, Yinam Leef, David Liptak, James Primosch, Jay Reise, George 
Rochberg, Christopher Rouse, Joseph Schwantner, and Anna Weesner. He has 
served as the Composer in Residence with Chautauqua Opera, the Harrisburg 
Symphony Orchestra, and the Newburyport Chamber Music Festival. Jeremy 
has received major awards from the American Academy of Arts and Letters, 
ASCAP, BMI, and the League of American Orchestras, and has enjoyed artist 
residencies at Bogliasco, Chautauqua Opera, Copland House, the MacDowell 
Colony, Villa Schoeck, and Willapa Bay. He edited A Dance of Polar Opposites, 
a theoretical-philosophical work written between 1955–2005 by George 
Rochberg, published by the University of Rochester Press in 2012.



18

GIL ROSE  Artistic Conductor 
Gil Rose is one of today’s most trailblazing conductors, 
praised as “amazingly versatile” (The Boston Globe) 
with “a sense of style and sophistication” (Opera News). 
Equally at home performing core repertoire, new music, 
and lesser-known historic symphonic and operatic 
works, “Gil Rose is not just a fine conductor, but a 
peerless curator, sniffing out—and commissioning—off-
trend, unheralded, and otherwise underplayed repertoire 
that nevertheless holds to unfailingly high standards 
of quality. In doing so, he’s built an indefinable, but 
unmistakable, personal aesthetic” (WXQR). 

A global leader in American contemporary music, Rose is the founder of the 
performing and recording ensemble the Boston Modern Orchestra Project 
(BMOP), who “bring an endlessly curious and almost archaeological mind 
to programming… with each concert, each recording, an essential step in a 
better direction” (The New York Times), as well as the founder of Odyssey 
Opera, praised by The New York Times as “bold and intriguing” and “one of 
the East Coast’s most interesting opera companies.” 

Since its founding in 1996, the “unique and invaluable” (The New York 
Times) BMOP has grown to become the premier orchestra in the world for 
commissioning, recording, and performing music of the twentieth and twenty-
first centuries. Under Rose’s leadership, BMOP has won seventeen ASCAP 
Awards for Adventurous Programming, been selected as Musical America’s 
Ensemble of the Year in 2016, and in 2021 was awarded a Gramophone 
Magazine Special Achievement Award in recognition of its extraordinary 
service to American music of the modern era. Under Rose’s baton, BMOP has 
been featured at numerous festivals including the Festival of New American 
Music (Sacramento, CA), Concerts at the Library of Congress (Washington, DC), 
and the MATA Festival in New York. This past fall Gil was named the Director of 
Opera and Sonic Exploration at Artpark in Lewiston NY. His tenure there was 
launched with a performance of a staged version of Carmina Burana.

In 2013, Gil Rose expanded his musical vision with the founding of Odyssey 
Opera, a company dedicated to eclectic and underperformed operatic 
repertoire from all eras. Working with an international roster of singers 
and directors, Odyssey has presented more than 35 operas in Boston, with 
innovative, thematically linked seasons. The company has also established 
itself as a leader of modern opera in the United States, having given three 
world premieres and numerous U.S. premieres. In addition to his role as 
conductor, Rose is leading the charge for the preservation and advancement 
of underperformed works through recordings. BMOP/sound, the independent
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record label Rose founded in 2008, has released over 100 recordings of        
contemporary music by today’s most innovative composers, including world 
premieres by John Cage, Lukas Foss, Chen Yi, Anthony Davis, Lisa Bielawa, 
Steven Mackey, Eric Nathan, and many others.  

With Rose as executive producer, the label has secured nine GRAMMY®          
nominations and a win in 2020 for Tobias Picker’s opera Fantastic Mr. Fox.    
Odyssey Opera’s in-house label has released five CDs, most recently a complete 
version of Camille Saint-Saëns’s Henry VIII. Beyond Boston, Gil Rose enjoys 
a busy schedule as a guest conductor and educator. Equally at home on the     
podium in both symphonic and operatic repertoire, Rose has led performances 
by the Tanglewood Opera Orchestra, the Netherlands Radio Symphony Orchestra, 
the American Composers Orchestra, the National Symphony Orchestra of 
Ukraine, the Matsumoto Festival of Japan, the New York City Opera, and the 
Juilliard Symphony Orchestra among others. In addition to being former faculty 
at Tufts University and Northeastern University, Rose has worked with students 
across the U.S. at institutions such as Carnegie Mellon University, MIT, New England 
Conservatory, and the University of California at San Diego. He is a visionary 
curator of music, inaugurating the Ditson Festival of Music at Boston’s Institute 
of Contemporary Art and programming three seasons for the Fromm Concerts 
at Harvard series. 

In the 2022/2023 Season, Gil Rose led Odyssey Opera in a concert performance 
of three one-act operas by Rachmaninoff and brought John Corigliano and Mark 
Adamo’s new opera The Lord of Cries to Boston audiences. Gil and BMOP traveled     	
to Carnegie Hall for the orchestra’s debut performance and celebration of 
the culmination of their 25th season in April 2023. This season, BMOP and 
Odyssey will co-produce Ulysses Kay’s Frederick Douglass, the second opera in 
As Told By: History, Race, and Justice on the Opera Stage, a five-year initiative 
highlighting Black composers and vital figures of Black liberation and thought.

BMOP at Jordan Hall / Photo Credit Dave Jamrog
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BMOP BOARDS AND STAFF

Artistic Director
General Manager
Associate Artistic Director
Artistic Operations Associate
Publication Associate
Operations and Label Associate
Publicist
CRM Consulting Services

Chris Avery | Chair     		          
James Barnett 
Elizabeth S. Boveroux | Treasurer               
H. Paris Burstyn | Secretary
Harriet Eckstein
Walter Howell                                                         
Rayford Law     
                           
Gil Rose | President                                                           

STAFF

Gil Rose       	
Sissie Siu Cohen      
Heather Buck		
Darby Clinard
Eric Hollander
Billy Sheahan		
April Thibeault                  
eeWee Productions, LLC      

BOARD OF TRUSTEES

Co-founder, Boston Smoked Fish Co.

VP (retired), Eaton Vance Management

Attorney, McCarter & English, LLP
Principal, Rayford W. Law 
Architecture & Planning
Artistic Director, BMOP    
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A unique institution of crucial artistic importance to today’s musical world, 
the Boston Modern Orchestra Project (BMOP) is the premier orchestra in the 
United States dedicated exclusively to commissioning, performing, and 
recording music of the twentieth and twenty-first centuries. Founded by 
Artistic Director Gil Rose in 1996, BMOP has championed the works of 
composers whose careers span nine decades.

Each season, Rose brings BMOP’s award-winning orchestra, renowned soloists, 
and influential composers to the city’s most prestigious halls in a series that 
offers orchestral programming of unrivaled eclecticism. Musical America’s 
2016 Ensemble of the Year, BMOP was awarded the 2021 Special Achievement 
Award from Gramophone magazine as “an organization that has championed 
American music of the 20th and 21st century with passion and panache.”

In its extended quarter-century season celebration, which kicked off in February 
2022 at Boston’s Symphony Hall, BMOP has inaugurated As Told By; visited 
Carnegie Hall for its debut performance; and released its 100th recording on 
BMOP/sound.

5

of Boston

  

Exultation is the going
May 17-18, 2025 at First Church in Boston

Arvo Pärt  Fratres for violin & piano
York Bowen  Phantasy Quintet for bass clarinet & string quartet, Op. 93 (1932)
Kevin Puts  Seven Seascapes for flute, French horn, violin, viola, cello, double bass & piano 
Ludwig van Beethoven  Piano Trio No. 7 in B-flat Major, Op. 97 “Archduke”

www.chameleonarts.org     617-427-8200

“The performance was sensational.”
  - The Boston Globe

Season 27

2524
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BMOP/sound, BMOP’s independent record label, was created in 2008 to 
provide a platform for BMOP’s extensive archive of music as well as to 
provide widespread, top-quality, permanent access to both classics of the 
20th century and the music of today’s most innovative composers. BMOP/
sound has garnered praise from the national and international press. It is the 
recipient of a 2020 GRAMMY® Award for Tobias Picker: Fantastic Mr. Fox as 
well as nine GRAMMY® nominations, and its releases have appeared on the 
year-end “Best of” lists of The New York Times, The Boston Globe, National 
Public Radio, American Record Guide, DownBeat, WBUR, NewMusicBox, and 
others. Admired, praised, and sought after by artists, presenters, critics, and 
audiophiles, BMOP and BMOP/sound are uniquely positioned to redefine the 
new music concert and recording experience. BMOP.org

ABOUT 

BMOP/sound

N E W  E N G L A N D ’ S  P R E M I E R  W I N D  &  B R A S S  P R O  S H O P

2 3 4  H U N T I N G T O N  A V E .
B O S T O N ,  M A

W W W . V I R T U O S I T Y B O S T O N . C O M

6 1 7 . 5 3 0 . 1 9 9 3

I N F O @ V I R T U O S I T Y B O S T O N . C O M
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BMOP 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 July 2023 and June 2024.)

FOUNDATIONS, 
CORPORATIONS, AND INSTITUTIONS

Anonymous
Aaron Copland Fund for Music
Ann and Gordon Getty Foundation
The Howard and 
Katherine Aibel Foundation
The Alice Ditson Fund 
at Columbia University
The Amphion Foundation
Catherine and 
Paul Buttenwieser Foundation
The Ellis L. Phillips Foundation
Eversource
Klarman Family Foundation
Lois Lehrman Grass Foundation
Massachusetts Cultural Council
Mellon Foundation
National Endowment for the Arts
New Music USA

QUARTER CENTURY CIRCLE

Christopher Avery
James Barnett and Carolyn Haynes
Elizabeth S. Boveroux
Stephanie Boye
David Lloyd Brown
— In memory of Larry Phillips
Jason and Sara Sedgwick Brown
The Gregory E. Bulger Foundation
H. Paris Burstyn
Cape Harbor Realty
The Gay & Lesbian Review
Rayford Law
Newton Wellesley Family Pediatrics
Saltmarsh Insurance Company
David Scudder
Anne-Marie Soulliere 
 and Lindsey C.Y. Kiang
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Anonymous 
Mark Adamo and John Corigliano 
Darrell Adams
Jonathan Aibel and Julie Rohwein
Pheeroan Aklaff
Nathalie Apchin
Ara Arakelian
Claude Archembault
Linwood Ashton
Diane Austin
Chris Avery
Stephen Baluzy
Larry Banks
Carolyn Hayne
Robert Baum	
David Belkin
William I Bennett
Steven Bergman
Danielle Black
The Blackbaud Giving Fund
Charles Blyth
Hans Bohn
Robert Alan Bowlby
Stephanie Boye
Betsy Boveroux
Paul Brouillette
David Brown 
Geoffrey Brown
Nancy F Brown
Robert Brown
Samuel and Deborah Bruskin
Piotr Buczek
Jessica Burr
H. Paris Burstyn
Marilyn Cacciola
Katherine Cain
John Carey PhD
Mark Carol
Stephen Cary

Charities Aid Foundation America
Eric Chasalow and Barbara Cassidy
Frank Cheek
Chen Yi and Zhou Long
Gill Cogan
David Collins
Richard and Ruth Colwell
Paul Conway
Alan Cooper
Roberto Cremonini
Donald Crockett
Nicki Croghan
Christopher Crommett
Christopher Curdo
Ellen Curtis
Michael Cusato
Doug Davis
Robert J Diettrich
John Doherty
Alexei and Laryssa Doohovskoy
Jeffrey Duryea
Harriett Eckstein
Jana Eggers
Eran Egozy
Theodore Eison
Michael Eldridge
Joan Ellersick 
Stephen Elman
JoAnn Falletta
Susan Feder
Norman Feit
Jay Feldman
Robert J Fernandes
Jake Fernandez
Mary Fillman
David Foss
Rachel Freed
Karl Fryzel
Colleen Gallagher

BMOP SUPPORTERS
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Barrie B Gleason
Marina Goldman
Joel Gordon
Winifred Gray
Richard Greene
Grace Gregor
Brian Grosjean
Joshua Grossman
Adam Grossman
Randal Guendel
John Guthmiller
Jim Hanna
Jackson Harmeyer
Ronald Haroutunian
Rebecca Hawkins
Robert Henry
Petie Hilsinger
Bailey Hoar Jensen
Alan Howe
Jennifer Layzer
Rachael Hudson
Julie Ingelfinger
Mark Jackson
Jacob Jansen
Samuel Jones
James Kaddaras
Virginia Kaeser
Glenn Kenny
Dennis Ketterer
John Kirk
Douglas Koch
Karl Koehler
Michael Kohl
Jerry Kopacek
Frank Kouwenhoven
Jeffrey Krimmel
Rita and John Kubert
Joe Law
Rayford Law

Brian Leahy
Steven Ledbetter
JB Lee
Bruce Leibig
Julie Leitman
Jennifer Lester and Gregory Merklin
Susan Lewinnek
Angelina Li
Harold Lichtin
Mark Lipian
Daniel Liss
Andrew List
David Lloyd Brown
Stefanie Lubkowski 
Linda Luke
Eran Lupu
Sean Mahoney
Matt Malsky
Isaac Mann
Jean-Felix Marquette
Roger Mathus
Andrew Megill
Caroline Mendis
Marvin and Elsa Miller
Jayne Milner
Alan Mix
Rosalind Mohnsen
Jennifer Moore
Michael Moran
Robert and Jane Morse
Andrew Myers
Teresa Nakra
Bettina Norton
Nicholas Olaya
Aaron Olmstead
Barry O’Neal
Kern Ormond
Laura Pardee Schaefer
Adrian Pardoe

BMOP SUPPORTERS — CONTINUED
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H. Paris Burstyn
Craig Parker
Peter Parker and Susan Clare
Joseph Pennacchio
Dimitar Petkov 
Michael Petkovich
Susan Pickett
Joel Pokorny
Harold I. Pratt
David Rakowski and Beth Wiemann
Carolyn and Preston Reed
Djim Reynolds
Malcolm and Mona Roberts
Victor Rosenbaum
Lawrence Rosenberg
Brian Rost
Thomas Rowe
Joanne Zarvas Sattley
Laura Schaefer
Henry Schilb
David Schneider
Phillip Scott
Mary Sherman
Gregory Shields
Christopher Shiner
Sophia Sid
Laura Silvian
Diane Sokal
Gerald Souder
Ross Spiegel
Mark Stearns
Joel A Stein
Mary O. Stevens
Campbell Steward
Scott Stucky
Sarah Sutherland
Michael Theodore

Clark Thornton
Michael Tippett
Paul Tomkavage
Dan VanHassel
David Scudder and Betsy Ridge
David Wade
Marcy Wagman
Cheryl Wanner
Scott Wheeler
William Whitaker
Brian White
Donna White
Skip Witmyer
Steven Wolfe
Wendy Woodfield
Beverly Woodward
Robert Yamins
Steve Zeller

BMOP SUPPORTERS — CONTINUED



New Releases

Masks & Machines
by Paul Dooley [1101] 

The Jumping Frog of Calaveras County
by Lukas Foss [1102]

Night Music for John Lennon 
by Lukas Foss [1103]

Sirens
by Dalit Hadass Warshaw [1104]

Landscapes Remembered
by Ross Lee Finney [1105]
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