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COMMENT

By Eric Sawyer

The iconoclasm of Thoreau's essay “Civil Disobedience” has been claimed in support of a
dizzying range of perspectives since its publication in 1849. Its investigation of the rela-
tionship of the individual and the state feels relevant to this chaotic moment in America,
perhaps to every moment. As the source text for the title track of this album, the essay
metaphorically evokes the relationships of soloists and orchestra found in the four works
included: two concertos and two other works with soloists (including Civil Disobedience).
Does the individual (soloist) defy the collective (orchestra) or cooperate with it or submit to
it? And to complicate the metaphor, what if the individual voice is augmented to a pair or a
trio of joined but disparate voices in conversation and confrontation with the larger group?

Two of the pieces on this album are explicitly connected with the American Transcendentalist
movement of the 1820s and 1830s: Civil Disobedience and Fantasy Concerto: Concord
Conversations. The Transcendentalists, including Thoreau, were centrally concerned with
individual agency, of the capability and right of individuals to access universal truth and
divinity on their own, apart from the institutions and strictures of the nation’s Congregational
founders. They naturally set themselves up against social conventions and institutions,
and it is little wonder that they experienced resistance when applying their ideas to the
real world. These two musical works (both commissioned by the Concord Orchestra) seek
to evoke both the mystical idealism of a new way of thinking — and in the concerto the



exhilaration and tension of a meeting of minds — and the collision of this idealism with
the workaday world.

The two remaining works show some similar qualities in addition to featuring soloists. The
Violin Concerto contrasts a bustling movement with an introspective, mystical one — revers-
ing the Fantasy Concerto’s sequence. Ways of Being, written later, is bookended by two
metaphysical songs surrounding three more worldly texts/settings, each with a different
human perspective. The invitations to write two Transcendentalist pieces were a gift
in providing me a chance to pull together an ongoing train of thought. Thoreau's essay
has always challenged my own civic-mindedness. | have lived mostly with civic obedi-
ence, paying my taxes with a belief in the common good, though sometimes with grave
concerns about what is being done in my name. Having grown up in the aftermath of the
1960s, a period much enamored of the ideals of Thoreau, | find that the power of the
individual to create meaning over the resistance of institutions continues to resonate
with me on several levels. Musically, I've always marched to my own drummer. My brand
of harmonically-structured narrative was out of step in the post-serial academic climate
in which | studied and is similarly distinct from most of the fashions that pop up today.
| take courage in Thoreau’s admonition that one must step to the music that one hears,
“however measured and far away.”

NOTES

CIVIL DISOBEDIENCE is scored for narrator, double winds plus piccolo, English
horn, and Eb clarinet; tuba, percussion, and strings. It was premiered by the
Concord Orchestra conducted by Richard Pittman on March 31, 2017 at Walden

Performing Arts Center in Concord, MA.

VIOLIN CONCERTO is scored for solo violin, percussion, and strings.

WAYS OF BEING is scored for soprano, mezzo-soprano, flute/piccolo, clarinet,
bassoon/contrabassoon, horn, mallet percussion, and string quintet. It was premiered
on October 15, 2021 in a live broadcast from WGBH Studios Boston MA.

FANTASY CONCERTO: CONCORD CONVERSATIONS is scored for violin, cello, and
piano soloists; double winds with piccolo, bass trombone, percussion, and strings. It was
premiered by Triple Helix (Bayla Keyes, violin; Rhonda Rider, cello; Lois Shapiro, piano)

with the Concord Orchestra conducted by Richard Pittman on October 18, 2013 at
Walden Performing Arts Center in Concord, MA.

By David E. Schneider

Born in New York, raised in California, and educated on both the East and West Coasts,
Eric Sawyer is a composer whose music defies easy categorization. His paternal lineage
runs through generations of protestant ministers and an eighteenth-century farmstead in
New Hampshire, while his maternal lineage runs through New York’s Lower East Side to a
rabbi from Eastern Europe. The eclecticism of Sawyer’s background finds reflection in his
large body of works in a wide range of styles whose subjects range from the humorous to
the profoundly moving and deeply philosophical.



Sawyer has consistently hewed a path that, while very much of our time, is distinct from the
schools of modernism and post-modernism that have dominated much of the landscape
of composition in the United States since the end of World War II. His musical language is
anchored by a steadfast belief in what he describes as “the expressive power of harmony,
and its ability to create meaning outside of the strictures of any particular system.” Another
unifying feature of Sawyer’s ceuvre is works that are, in his words, “concerned with viewing
American myths through a lens of modernity.”

Sawyer’s works with American themes range from his four operas, which address issues
of prejudice and justice in American history, to a host of other works. ltasca, for four solo
voices and electronics, sets a poem by John Shoptaw about Henry Schoolcraft and Oza
Windib’s 1832 exploration of the headwaters of the Mississippi River. The Humble Heart
is a cantata on Shaker texts, while the piano trio Lincoln’s Two Americas (awarded a prize
from the Ravinia Festival in 2009) shines a light on the president who ended slavery. His
works concerning the New England tradition of Transcendentalism include Transcendental
Choruses for chorus and piano trio and Concord Hymn for chorus. He has also set poems
by American poets Paul Bowles, Emily Dickinson, Denise Levertov, Henry Wadsworth
Longfellow, Wallace Stevens, Walt Whitman, and Richard Wilbur. Increasingly, Sawyer
has been penning his own lyrics for songs whose style straddles the divide between “art
song” and “singer-songwriter,” and whose premieres Sawyer has performed at “open-mic”
nights at bars and cafés in New England and Europe.

The four works on this CD all feature soloists with orchestra. Together they combine the
playfulness of Sawyer’s mixed-genre songs to his own lyrics with the moral core of his
operas, the setting of texts by American writers, and his long-standing interest in American
Transcendentalism.

The present album takes its name from Sawyer’s work Civil Disobedience, [1] for narrator

and orchestra, which uses passages from the essay of the same title (first published in
1849 as “Resistance to Civil Government”) by the Transcendentalist writer and philosopher
Henry David Thoreau. Like Sawyer’s, Thoreau’s brand of Americanism is at once individual,
idiosyncratic, and anchored in a sense of moral responsibility.

The work consists of three sections of narration, each introduced by a sizeable ritornello.
The first and last sections feature material from the last third of Thoreau’s text, while the
middle section draws from earlier in the essay. The narration of the first part begins with
Thoreau’s account of a night spent in jail for refusing to pay taxes as a protest to govern-
ment policies, and his ironic musings about the state thinking “that this was the best use
it could put me to.” The cinematic opening features the full orchestra presenting in turn
jagged, stormy, and declamatory music that captures Thoreau’s anger and agitation before
a solo flute narrows the focus to the narrator’s solitary condition. Rhapsodic flute solos
throughout the work take on a mythic aura: They suggest the freedom of individual will in
contrast to the massed forces of society (the orchestra), evoke Euterpe, the flute-playing
Greek Muse of music and poetry, and evoke Thoreau by virtue of the fact that Thoreau
himself played the flute — an evocation also made by Charles Ives in the fourth movement
of his Concord Sonata (1920).

The second section of the work uses snippets of mechanized gestures to support the nar-
rator’s turn from the personal account of his time in jail to the injustice of the unchecked
“machinery of society.” The climactic last line of this section explicitly states the motivation
for Thoreau’s moral outrage: “This people [the United States] must cease to hold slaves,
and to make war on Mexico...”

The third section returns to Thoreau’s reflection on his imprisonment and progresses to the
essay’s peroration — a vision of a state that “can afford to be just to all men,” a vision that
Thoreau has “imagined, but not yet anywhere seen.” Sawyer introduces this section with



a hopeful, comforting gesture — an expressive rising, then downward leaping melody in the
English horn inspired by a tune from the “Alcotts” movement of the Concord Sonata. At the
end of the work, Sawyer captures both the idealism of Thoreau’s belief in the possibility of
a just state and his acknowledgement of its present non-existence with rising, evaporating
lines in the woodwinds and the gradual disappearance of bass instruments — a vision of
something ineffably beautiful slipping out of reach beyond the horizon.

Although in two as opposed to three movements, Sawyer’s [2-3] Violin Concerto has the
most important markers of a traditional solo concerto — a highly virtuosic part for the solo
instrument, a first movement in (modified) sonata form with the first big tutti following the
initial solo statement, and a mammaoth cadenza. Like the violin concertos of Béla Bartk and
Alban Berg, standard bearers of the genre since the late nineteen thirties, Sawyer’s includes
intricate orchestral writing that plays an important role even outside of the tutti sections.

The orchestra begins the first movement, marked “rhythmic,” with a vamp whose pizzicato
chromatic walking bass line and jazzy off-beat tattoo in the ride cymbal suggests a smoky
club or other bustling urban setting. The solo violin’s entrance at first contrasts with the
orchestra, but after three bars of what can be considered an antecedent phrase (two long
notes connected by an arabesque), the violin’s consequent gesture is a marcato, repeated
double-stop figure taken from the rhythm of the ride cymbal. This sets up the solo instru-
ment as a strong personality — at once independent of and reactive to its surroundings.

The secondary theme area is signaled by a duet for bassoons against which the solo
violin holds a series of notes in octave double-stops before launching into figuration. An
extensive development section, which begins with the solo violin playing a series of jagged
two-note rising gestures derived from the rhythm of the ride cymbal, eventually leaves the
solo instrument exhausted and unable to continue. A tender interlude in the high strings
and woodwinds allows the violin to catch its breath and launch into a cadenza that leads
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directly to the coda. Here, for the first time, the solo violin plays the pizzicato walking bass
line that opened the movement and brings the movement to a close with increasingly quiet
repetitions of the cymbal’s opening rhythm in octave double stops — as if the jazz band
has left the venue in the wee hours, leaving behind only its memory.

While the first movement of the Violin Concerto occupies the worldly sphere of nightlife and
dance, its second movement [3] explores a sacred space of the spiritual and contemplative.
According to the composer, the movement takes inspiration from the slow movement of
Anton Bruckner’s Ninth Symphony, particularly from the suspended chord that accom-
panies a climactic passage in the middle of the movement. The slow movement of the
Violin Concerto begins with a similar chord. Other connections between the movements
exist (e.g., an abundance of chromatic motion, the doubling of first violins and trumpet in
fanfares, the movements’ final E-major chords), none more important than the two works’
sense of spaciousness and profundity.

Despite his debt to Bruckner, Sawyer’s writing for the soloist departs from anything found
in the earlier work: the theme with which the solo violin enters features dotted figures
incorporating harmonics, and the series of rising arpeggios characterizing the second theme
capture pastoral beauty — neither of which has precedent in Bruckner’s Ninth. As is the
case with much of Sawyer’s music, repeated hearings uncover subtle relationships between
themes and sections. Despite their different affects, the rhythm and embedded tritone of
the solo violin’s entrance theme in the second movement betray a strong relationship to
the first theme of the first movement. The suspended chords that occupy much of the
movement find resolution in the final, high-voiced E-major chord, which, resonant with
the violin’s highest open string, is at once grounded in the acoustics of the solo instrument
and open to something transcendental.

Sawyer describes the five songs for Ways of Being [4-8], for soprano, mezzo-soprano, and

chamber orchestra, as representing “extremes of character, bits of which we may find within
ourselves.” Unlike most song cycles in the tradition of “art-songs,” Ways of Being does not
set pre-existent poetry. Rather, in the tradition of singer-songwriters of pop and folk, the
lyrics were written by the composer in conjunction with the music. Another genre-bending
quality is that the two voices alternate singing texts and vocalise, the latter functioning,
according to the composer, as “a sort of unconscious subtext” to the sung text. The “ways
of being” of the title encompasses both the poetic content of the lyrics and the variety of
interactions and roles played by the two voices, which add up to something of a philosophy
of existence. While this philosophy is not intended to be Transcendentalist in the tradition
of Emerson and Thoreau, Sawyer’s themes of independence and unity with nature overlap
with the works on Transcendentalist themes on this recording.

In the first song, “I'd like to be a cloud,” [4] the double bass and contrabassoon lay down
pedal tones that create a primordial soup from which the mezzo-soprano’s vocalise emerges
with a disjunct, static melody composed of fundamental intervals — fifths, thirds, and
fourths. The entrance of the soprano brings with it the stepwise motion of “song” and
the rhythmic lilt of dance. The two states represented by the vocalise and lyrical melody
alternate and gradually cross-fertilize until the soprano sings her final line, a celebration
of individuality, with the motion and intervallic content of the vocalise.

The second song, “Set your sights,” [5] reverses the relationship of the voices, the soprano
now taking on the vocalise in the form of “scat” a la bebop, while the mezzo-soprano’s
song appears to ignore her partner with an emphatically slower melody. The steadfast
refusal of the mezzo to join the bebop-inflected shenanigans of the higher voice creates
an ironic tension around the motivational advice being given in the lyrics. The emphasis
on the last word of the concluding phrase, “This achievement is yours alone,” suggests
an isolation surrounding striving for personal success. “Give of yourself” [6] occupies the
center and emotional heart of the cycle. In it, the vocalise returns to the lower voice, now
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sighing “wa-00" in a relentless rhythmic ostinato expressing the pain of human existence,
while the soprano sings of the satisfaction of selfless giving.

“She sees you,” [7] a celebration of unconditional support and understanding, acts as the
scherzo, the lightest song of the set. Here, for the first time, the voices consistently sing
in rhythms cut from the same cloth and in ranges that often overlap — an apt representa-
tion of two people feeling connected despite their different modes of expression. Sawyer
drives home the singers’ synergy in the last line by having the soprano abandon vocalise
to join the rhythm and text of the lower voice in a show-stopping, exuberant arpeggio. “In
adream” [8] rounds off the cycle by allowing the two voices to agree on a common mode
of expression — vocalise, interrupted only briefly by a joint singing of the song’s solitary
lyric, “we're living in a dream.” While the overall mood is one of floating in space, the almost
constant pulsation and sighing figures in the orchestra push the song forward and serve as
a subtle reminder of the pain underlying “Give of yourself.” The quiet, open-ended conclu-
sion to Ways of Being resonates with the endings of Civil Disobedience and Sawyer’s Violin
Concerto — one of the many common threads weaving these works together.

In the two-movement triple concerto Fantasy Concerto: Concord Conversations [9-10]
Sawyer again takes Transcendentalism as his subject. In this concerto-cum-symphonic
poem for piano trio and orchestra, each solo instrument loosely represents a figure central
to the development of Transcendentalism: the violin, Margaret Fuller, “the best-read person
in New England” and editor of The Dial, the main Transcendentalist publication in the first
half of the 1840s; the cello, the idealistic pedagogical reformer Bronson Alcott (father
of author Louisa May Alcott); and the piano, an instrument that combines the ranges of
violin and cello, binding them together with harmony, Ralph Waldo Emerson, leader of the
Transcendentalist movement in the 1840s and mentor and friend to the others. A fourth
participant in the conversations is the orchestra, which both extends the soloists’ thoughts
and battles against them.

The work is in two movements, each divided into two sections. The first movement, “The
Eyeball — The Dial,” takes the first part of its title from the philosophical metaphor of
the “transparent eyeball,” as conceived in Emerson’s seminal 1836 essay “Nature.” The
metaphor expresses an approach to life that is all absorbent, thus allowing the individual
to become one with nature. “The Eyeball” begins with nature music, a high tremolando in
the violins that acts as a seed from which other materials grow. Descending sixths in the
high woodwinds flecked with glimmers of light from glockenspiel and harp suggest both
the awakening of nature and the initial sparks of an idea.

The entrance of the two solo strings is, unusually for a concerto, understated. Violin and
cello emerge from the orchestral texture playing a melody in octaves, espressivo, which
adds human warmth to the scene. Like Fuller and Alcott — Fuller worked in one of Alcott’s
schools before charting her own path — the two instruments begin in perfect sync until
the violin takes an independent path, reaching heights that the cello cannot follow. The
piano enters alone with a ruminative intermezzo — a nineteenth-century parlor piece heard
through a twenty-first-century scrim — that grows virtuosic and dominates much of the
rest of the introduction.

The second part of the movement, “The Dial,” can be taken as an attempt to articulate and
develop the inchoate ideas of the introduction. The beginning of this part of the movement is
marked by the solo cello playing a theme characterized by an energetic jagged rhythm. This
theme, which serves as the primary theme of a modified sonata form, proves contagious
and spreads to the other soloists and entire orchestra.

The second theme is the same melody from the Concord Sonata that Sawyer uses in the
third section of Civil Disobedience. A hint of this melody from “The Alcotts” movement first
appears, fittingly, in the solo cello’s (Bronson Alcott’s) expressive passage in double-stops
that serves as a transition out of the primary theme area. The second theme first appears
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more clearly and completely immediately thereafter in the orchestral cellos. Its character-
istic rising thirds and descending sixth coalesce motives highlighted at the beginning of
the movement into a long-breathed melody. An extensive development with two powerful
climaxes leads to a re-statement of the piano’s first entrance, which in turn gives way to a
pianissimo return to the jagged rhythms of the primary theme, which ends the movement
wandering off — perhaps back into Emerson’s all-encompassing nature.

The second movement also bears a two-part title, “The Question — The Quest.” “The
Question,” which serves as the movement's introduction, can be taken as the same exis-
tential question posed in Ives’s The Unanswered Question, which likely takes its name
from a line in Emerson’s poem “The Sphinx.” According to Sawyer, it can also encompass
the question: How does one put beliefs into practice? In the “The Question,” atmospheric
bursts alternate with emphatic declamatory gestures in the solo instruments that often
end without a sense of conclusion.

“The Quest” refers both to Fuller’s brave excursions (she travelled to Italy and joined the
Risorgimento) and to the fate of “the idea” when put into practice. Sawyer represents these
in the bold, if crude, reduction of “the idea” into a theme built on the repeated alternation of
minor thirds introduced by the solo violin and orchestral bells, whose tolling foretells a tragic
end. The mechanistic theme forces the instruments to walk in lock-step, thus depriving
them of their individuality. Near the end of the movement the orchestra reaches a climax
and the solo violin tumults three octaves in a run of sixteenth notes. This depicts both
the shipwreck in which Fuller died when returning from Italy and the failure of “the idea”
to take hold in society. A final flourish celebrates the idealism of the Transcendentalists.

© 2025 David E. Schneider

David E. Schneider is the Georges Lurcy Professor of Music at Amherst College. In addition to scholarly publications on Bartok,
Webern, Erkel, and the genre of the concerto, he has written on opera for The Wall Street Journal.




TEXTS

Civil Disobedience

Music by Eric Sawyer | Text by Henry David Thoreau, adapted by Eric Sawyer
Copyright © 2016 by Lydian Press. International copyright secured. Al rights reserved. Reprinted by permission.

| have paid no poll-tax for six years. | was put into a jail once on this account, for one night;
and, as | stood considering the walls of solid stone, two or three feet thick, the door of wood
and iron, a foot thick, and the iron grating which strained the light, | could not help being
struck with the foolishness of that institution which treated me as if | were mere flesh and
blood and bones, to be locked up. | wondered that it should have concluded at length that
this was the best use it could put me to and had never thought to avail itself of my services in
some way. | saw that, if there was a wall of stone between me and my townsmen, there was a
still more difficult one to climb or break through, before they could get to be as free as | was.

| could not but smile to see how industriously they locked the door on my meditations, which

followed them out again without let or hindrance, and they were really all that was dangerous.
As they could not reach me, they had resolved to punish my body; just as boys, if they cannot
come at some person against whom they have a spite, will abuse their dogs.

| am not responsible for the successful working of the machinery of society.
The mass of men serve the state thus, not as men mainly, but as machines, with their bodies.

A very few, as heroes, patriots, martyrs, reformers in the great sense, and men, serve the state
with their consciences also, and so necessarily resist it for the most part; and they are com-
monly treated as enemies by it.

How does it become a man to behave toward this American government to-day? | answer,
that he cannot without disgrace be associated with it. | cannot for an instant recognize that
political organization as my government which is the slave’s government also.
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All machines have their friction; and possibly this does enough good to counterbalance the
evil. At any rate, it is a great evil to make a stir about it. But when the friction comes to have
its machine, and oppression and robbery are organized, | say, let us not have such a machine
any longer. In other words, when a sixth of the population of a nation which has undertaken to
be the refuge of liberty are slaves, and a whole country is unjustly overrun and conquered by

a foreign army, and subjected to military law, | think that it is not too soon for honest men to
rebel and revolutionize. What makes this duty the more urgent is the fact that the country so
overrun is not our own, but ours is the invading army.

This people must cease to hold slaves, and to make war on Mexico, though it cost them their
existence as a people.

The night in prison was novel and interesting enough. The prisoners in their shirt-sleeves
were enjoying a chat and the evening air in the doorway, when | entered. But the jailer said,
“Come, boys, it is time to lock up”; and so they dispersed, and | heard the sound of their steps
returning into the hollow apartments. My room-mate was introduced to me by the jailer as “a
first-rate fellow and a clever man.” When the door was locked, he showed me where to hang
my hat, and how he managed matters there.

When | came out of prison — for some one interfered, and paid that tax — | did not perceive
that great changes had taken place on the common ... and yet a change had to my eyes come
over the scene — the town, and State, and country — greater than any that mere time could
effect. | saw yet more distinctly the State in which | lived. | saw to what extent the people
among whom | lived could be trusted as good neighbors and friends; that their friendship was
for summer weather only; that they did not greatly propose to do right; that they were a dis-
tinct race from me by their prejudices and superstitions. This may be to judge my neighbors
harshly; for | believe that many of them are not aware that they have such an institution as
the jail in their village.

I do not wish to quarrel with any man or nation. | do not wish to split hairs, to make fine
distinctions, or set myself up as better than my neighbors. | seek rather, | may say, even an



excuse for conforming to the laws of the land. | am but too ready to conform to them. Indeed,

I have reason to suspect myself on this head; and each year, as the tax-gatherer comes round,

| find myself disposed to review the acts and position of the general and State governments,
and the spirit of the people, to discover a pretext for conformity.

Seen from a lower point of view, the Constitution, with all its faults, is very good; the law
and the courts are very respectable; even this State and this American government are, in
many respects, very admirable and rare things, to be thankful for, such as a great many have
described them; but seen from a point of view a little higher, they are what | have described
them; seen from a higher still, and the highest, who shall say what they are, or that they are
worth looking at or thinking of at all?

They who know of no purer sources of truth, who have traced up its stream no higher, stand,
and wisely stand, by the Bible and the Constitution, and drink at it there with reverence and
humility; but they who behold where it comes trickling into this lake or that pool, gird up their
loins once more, and continue their pilgrimage toward its fountain-head.

| please myself with imagining a State at least which can afford to be just to all men, and to
treat the individual with respect as a neighbor; which even would not think it inconsistent

with its own repose if a few were to live aloof from it, not meddling with it, nor embraced by it,

who fulfilled all the duties of neighbors and fellow-men. A State which bore this kind of fruit,
and suffered it to drop off as fast as it ripened, would prepare the way for a still more perfect
and glorious State, which also | have imagined, but not yet anywhere seen.
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Ways of Being

Music and text by Eric Sawyer

Copyright © 2020 by Lydian Press. International copyright secured. All rights reserved. Reprinted by permission.

[4] I'd like to be a cloud

SOPRANO:

I'd like to be a cloud
Descending from a ridge
Along a mountainside.

I'd like to be a shell

Pushed outward by the surf,
Pulled inward by the tide.
And if | were a breeze,

A breath upon the seas,

A stirring on the plain,

I'd shuttle to and fro,

Swept eastward with a blow,
Sucked westward back again.
And if | were the mouth

Of the wind,

I'd softly sing

The tones of long before,

The notes of some celestial score
Engraved in the motions of the globe
Around its poles.

I'd like to be the thought
Behind the arc of earth
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Set spinning on through space.

I'd like to be the guide

Conceiving of its course,

Assigning time and place.

And if | were the clock keeping time,
| would faithfully ring out my chime,
Here and now, this place,

In step to my own time.

[5] Setyoursights

MEZZ0-SOPRANO:

Set your sights on the highest hill.

Scale the heights through your force of will.
Then set sail for the farthest isle.

Catch the wind for the swiftest mile.

Leave pursuers behind.

Pay detractors no mind.

Let them come and find you

Holding court on the highest throne.

No one’s name can surpass your own,
Wielding might and providing light

To the meek and the seekers who follow in your wake.
You strive for their sake,

Remembering this achievement is yours
alone, alone, alone.
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[6] Give of yourself

SOPRANO:

Give of yourself till you can give no more.
What you can share is what’s worth living for.
Share a friend’s pain, with no care how you gain
As you give every breath of your humanity.
Come to my aid; give me your hand.

| can’t repay; please understand.

All that you do, it will return to you.

Care without debt is a gift from above.

Truest of gifts are those made out of love.
Why, if you learn to fly

Would you not learn to lift,

To raise a spirit set adrift,

Infuse it with the precious gift,

Of yourself.

[7] She sees you

MEZZ0-SOPRANO:

She sees you, like you're the only one on earth.

She hears you, like every word’s of golden worth.
She reads you, like you were written in a book.

She knows you, and shows with just one single look
She was put on earth to hear your song,

Knowing every word to sing along.

She was put on earth to make you strong.

She hears you, as if the night’s turned into day.
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She sees your essence; she feels your presence.
She hears your voice and
She’s with you all along the way.

[8] Inadream

TOGETHER:

We're living in a dream,
We're living in a dream,
We're living in a dream.

HENRY DAVID THOREAU, WALDEN; OR, LIFE IN THE WOODS. A PAGE OF THE AUTHOR'S ORIGINAL MANUSCRIPT. COURTESY OF THE WALDEN WOODS PROJECT.
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ARTISTS

Eric Sawyer is the composer of an extensive catalog
ranging from opera and orchestral music to chamber music
and songs. His musical vocabulary integrates a variety of
traditions in American music, with an emphasis on rich and
expressive harmonies.

The premieres of Sawyer’s four operas over 2008-2025

have brought together some of New England’s best-known
vocalists, ensembles, and conductors. Our American Cousin
(libretto by John Shoptaw), a re-telling of Lincoln’s assas-
sination at Ford’s Theater from the perspective of the theater troupe, was released on BMOP/
sound following its premiere by BMOP and Gil Rose in 2008. Sawyer’s next two operas drew
on historical events in Northampton, Massachusetts, near his home in Amherst. The Garden
of Martyrs (libretto by Harley Erdman) depicts the 1806 railroading of two Irish immigrants on
a murder charge, in a climate of nativist hysteria. The opera was premiered by the Springfield
Symphony and Kevin Rhodes in 2013, just steps away from where the unfortunate men were
tried. The Scarlet Professor (libretto by Harley Erdman) concerns accusations of obscenity
against a closeted gay English professor at Smith College in 1960 and the destruction of lives
and friendships that resulted. This work was premiered in 2017 on the Smith College campus
along with a colloquium about the 1960 events, double cast with professionals and students
as a Five College Opera presentation, with Eduardo Leandro leading an orchestra of Five
College faculty. The Onion (libretto by Eric Sawyer and Ron Bashford), named for an invention
that can bring back memories with a sense of visceral reality,was premiered in Amherst and
Boston in September 2025.

Besides for The Onion, Sawyer has written original lyrics for a number of song cycles and
chamber vocal pieces, as well as for a cabaret musical, My Evil Twin (book by Harley Erdman),
composed for identical twin operatic baritones Jim and John Demler who play themselves
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in the story of their lives. Sawyer’s works with original lyrics pursue a blurring of boundaries
between operatic/classical and theatrical/popular vocal styles.

Sawyer grew up in Southern California, received his undergraduate degree from Harvard
College, and after several forays between the coasts returned to New England to stay. A com-
mitted teacher, he has taught music at UC Santa Cruz, MIT, and Wellesley, and headed the
Composition and Theory Program at Longy School of Music from 1998 to 2002. During this
time, he founded the critically acclaimed ensemble, Longitude — which has presented dozens
of performances of new works — and continued playing frequently as a solo and chamber
pianist. He also presented his compositions as a member of the consortium, Composers in
Red Sneakers and as part of a duo with violinist/composer Francine Trester, a collaboration
that continues to this day. In 2002 Sawyer accepted a faculty position at Amherst College,
where he currently chairs the music department.

Sawyer's orchestral music has received performances since his days as a college student,
when his mentor Leon Kirchner introduced two of his works with the Harvard Chamber
Orchestra. He has a long history of writing for soloist with orchestra, stretching from an early
cello concerto to Chamber Concerto for Tenor Saxophone, premiered in 2025. In addition to
Leon Kirchner, Sawyer studied composition with Ross Bauer, Tison Street, Andrew Imbrie,
Thomas Benjamin, and George Edwards.

Sawyer has been honored with the Joseph Bearns Prize, The American Prize for The

Scarlet Professor (best opera, 2018), and an award from the American Academy of Arts

and Letters. He has received fellowships from MacDowell Colony, Tanglewood, and Harvard
University Society of Fellows. Among the notable ensembles he has collaborated with are
Boston Modern Orchestra Project, Brentano String Quartet, Boston Musica Viva, San Jose
Chamber Orchestra, Concord Orchestra, Essex Chamber Players, Springfield Symphony,
Seraphim Singers, Radius Ensemble, Laurel Trio, Claremont Trio, lves Quartet, Ives Collective,
Lighthouse Chamber Players, Earplay, Empyrean, Seraphim Singers, Da Camera Singers,
ReFlexus, Triple Helix, Lincoln Trio, Radnofsky Quartet, SUNY Stony Brook Contemporary
Ensemble, Xanthos Ensemble, Mockingbird Trio, Pandora’s Vox, Carpe Diem String Quartet,
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and Aurelius Piano Quartet. Besides his recorded music on the BMOP/sound label, his
chamber music compilation String Works and his cantata The Humble Heart are available on
compact disc from Albany Records.

Aaron Engebreth, narrator

For over thirty years, the baritone Aaron Engebreth has built a varied
solo career in classical music, theatre, musical theatre, and radio.
He recently starred in the multi-episode serialized opera made for
television, Everything for Dawn, as Mac Logan, a Vietnam Veteran
who appears as a spectral presence, even when he’s alive. Critically
acclaimed as being “sung with wrenching melancholy by Aaron
Engebreth,” the series streams on multiple online and television
networks.

He began performing professionally at the age of 16. Though nearly
failing out of High School as a result, a life in performance had seized his attention. He is now
a perennial guest of major orchestras, opera companies, and early music ensembles through-
out the United States and abroad and devotes considerable energy to the performance of
established music and contemporary premieres, frequently collaborating with many of today’s
preeminent composers.

His New York City Opera debut in Dominick Argento’s mono-dramatic opera, A Waterbird
Talk, was acclaimed by the New York Classical Review stating, “Engebreth is a marvel-

ous actor, capable of holding his character’s many facets and motivations in tension.” Mr.
Engebreth has garnered two GRAMMY Award nominations for Best Operatic Recording for
his work with the Boston Early Music Festival and Radio Bremen (Thésée and Psyché, by
Lully). He has been a frequent soloist on renowned stages in the US, from Carnegie Hall to
the Kennedy Center and Boston’s Symphony Hall, and internationally, from Sapporo Japan’s
Kitara Hall to Le Theatre de la Ville in Paris to the AmBul Festival in Sofia, Bulgaria. Mr.
Engebreth has been a guest soloist of the Tanglewood, Ravinia, Rockport, and Monadnock
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Music Festivals, the Mark Morris Dance Company, and Boston Ballet. He has been featured
with early music orchestras such as American Bach Soloists, Handel and Haydn Society,
and Boston Baroque. He was a regular soloist with Emmanuel Music for six seasons, join-
ing a longtime tradition of performances of Bach’s cantatas under the direction of the late
Craig Smith.

On this country’s concert stages, Mr. Engebreth has performed with several of the finest
symphony orchestras, among them the Boston, Portland, Virginia, San Diego, and Charlotte
Symphony Orchestras, the Boston Modern Orchestra Project, and the Buffalo Philharmonic
Orchestra.

Like many artists, he has been honored to make music in some of the world’s greatest
concert halls and stages, but also for intimate social programs in nursing homes, community
centers, and public schools. He is a frequent guest-clinician, leading masterclasses and
mentoring activities in universities and conservatories.

His recent seasons have featured performances with Boston Modern Orchestra Project,
Odyssey Opera, Washington DC'’s 21st Century Consort, Boston'’s Coro Allegro, Lexington
Symphony Orchestra, Boston Baroque, and Tundi Productions, as well as commercial,
operatic, and lieder recordings with Enigma Chamber Opera and Florestan Recital Project.
He presented the New York premiere of Jon Deak’s monodrama, The Passion of Scrooge — a
piece he has frequently performed and recorded with Firebird Chamber Ensemble — with the
New York-based Talea Ensemble in December.

A prolific recording artist, he is featured on over 35 commercial recordings and is often heard
as a voice-over artist. He is a member of the Recording Academy and of the Actors’ Equity
Association.

29



Emily Bruskin, violin

Emily Bruskin has performed as soloist with the Virginia, Pacific,
San Francisco Ballet, Utah, Nashville, Norwalk, Victoria, and
Wichita Symphony Orchestras as well as the Boise and Dayton
Philharmonic Orchestras and has given recitals across the country
and around the world in venues such as Carnegie Hall, the American
Academy in Rome, the Kennedy Center, and Boston’s Jordan Hall.
Sought after for her passionate, imaginative playing, she has been
featured as soloist with Boston Modern Orchestra Project, and has
also recorded John Harbison’s Double Concerto and Beethoven'’s
Triple Concerto.

As a founding member of the renowned Claremont Trio she has made critically acclaimed
recordings on the Arabesque, Bridge, BMOP/sound, American Modern, Tria, and Ongaku
labels and has commissioned works from Kinan Azmeh, Jessica Meyer, Kati Agdcs, Nico
Muhly, Mason Bates, Gabriela Lena Frank, Sean Shepherd, Helen Grime, Judd Greenstein,
and Hillary Zipper.

Ms. Bruskin has appeared at the Chamber Music Northwest, Ravinia, Saratoga, Mostly
Mozart, Caramoor, La Jolla, Bard, Norfolk, Rockport, Great Lakes, and Cape Cod festivals
and has collaborated with artists including |da Kavafian, Misha Amory, Paul Appleby, Robert
McDonald, Toby Appel, and Naoko Tanaka. She has given masterclasses at Columbia
University, New England Conservatory, the Eastman School of Music, Middlebury College,
SUNY Purchase, University of Washington, and Duke University.

Ms. Bruskin performs as an Associate Musician in the Metropolitan Opera Orchestra and
as a member of the American Ballet Theater Orchestra, where she has served as Guest
Concertmaster. She also performs regularly as a guest with the Orpheus Chamber Orchestra.

Ms. Bruskin was a grand prize winner of the Young Concert Artists International Auditions
and one of the first ever winners of the Kalichstein-Laredo-Robinson International Trio
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Award. She received BBC Magazine's Critic’s Choice Award and the Classical Recording
Foundation’s Young Artist Award. Ms. Bruskin’s teachers have included Donald Weilerstein,
Ron Copes, Naoko Tanaka, James Buswell, and Susan Reed. A graduate of the Columbia-
Juilliard joint program, she holds degrees in Neuroscience and in Music and resides in New
York City with her husband and two children.

Kristen Watson, soprano

Soprano Kristen Watson, hailed by critics for her “blithe and silvery”
tone (Boston Globe) and “striking poise” (Opera News), has made
solo appearances with the Orpheus Chamber Orchestra, American
Classical Orchestra, Mark Morris Dance Group, Handel & Haydn
Society, Boston Baroque, and A Far Cry at such venues as Walt
Disney Concert Hall, Alice Tully Hall, Carnegie Hall, and Boston’s
Symphony Hall. Opera audiences have heard Ms. Watson in produc-
tions with Boston Lyric Opera, Opera New England, Odyssey Opera,
Opera Providence, Opera Theater of Pittsburgh, Intermezzo Opera,
Five College Opera, and Boston University Opera Institute in such roles as Anne Trulove in
The Rake’s Progress, Tytania in A Midsummer Night’s Dream and the Voice of the Fountain

in Osvaldo Golijov’s Ainadamar directed by Peter Sellars. A versatile crossover artist, Ms.
Watson has made several solo appearances with the Boston Pops under Keith Lockhart, per-
formed as a featured soprano alongside Greek tenor Mario Frangoulis, and shared the stage
with veteran actress Shirley Jones in Rodgers and Hammerstein's Carousel.

Ms. Watson has received particular acclaim for her interpretations of Baroque repertoire,
performing as soloist for the San Francisco Early Music Society, Trinity Wall Street, Boston
Early Music Festival, Upper Valley Barogue, Sarasa, Aston Magna Festival, Arcadia Players,
Handel Society of Dartmouth, Blue Hill Bach Festival, White Mountain Bach Festival,
Columbus Bach Ensemble, and Ars Antiqua. She also performs regularly as a soloist with
Emmanuel Music, including for their recent appearance at the 2024 Bachfest in Leipzig,
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Germany. Praised for her “keen musicianship, agility, and seamless control” (San Antonio
Express), Ms. Watson has been recognized by the Concert Artists Guild, Oratorio Society of
New York, Joy in Singing, American Bach Society, and Louisville Bach Society competitions
and was awarded both the Virginia Best Adams Fellowship at the Carmel Bach Festival and
the Lorraine Hunt Lieberson Fellowship with Emmanuel Music.

Some of her performances as soloist include those with the North Carolina Symphony
Orchestra, Masterwork Chorus of New Jersey, Duke Chapel Choir, Albany Pro Musica, Gulf
Coast Symphony Orchestra, Topeka Symphony Orchestra, Cactus Pear Music Festival, Napa
Valley Youth Symphony Orchestra, Evansville Philharmonic, and the Pittsburgh Camerata,
as well as frequent appearances with New England-based organizations such as the

Boston Landmarks Orchestra, Cape Symphony Orchestra, Cape Ann Symphony Orchestra,
Chorus Pro Musica, Masterworks Chorale, Melrose Symphony Orchestra, Mistral Music,
Music Worcester, New Bedford Symphony Orchestra, Newton Choral Society, Plymouth
Philharmonic, Providence Singers, Rhode Island Philharmonic, Spectrum Singers, and the
Walden Chamber Players. An advocate of contemporary music, she has recently premiered
works by composers such as Alex Berko, Julian Grant, Eric Sawyer, Su Lian Tan, and Francine
Trester.

Krista River, mezzo-soprano

Mezzo-soprano Krista River has appeared as a soloist with the
Boston Symphony Orchestra, the St. Paul Chamber Orchestra,
the North Carolina Symphony Orchestra, the Cape Cod Symphony
Orchestra, the Santa Fe Symphony Orchestra, Handel & Haydn
Society, the Florida Orchestra, the Charlotte Symphony Orchestra,
and the Pittsburgh Bach and Baroque Ensemble. Winner of the
2004 Concert Artists Guild International Competition and a 2007
Sullivan Foundation grant recipient, her opera roles include Dido

in Dido and Aeneas, Sesto in La clemenza di Tito, Cherubino in
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Le nozze di Figaro, Rosina in Il barbiere di Siviglia, Zerlina in Don Giovanni, Anna in Weill’'s
Seven Deadly Sins, Nancy in Britten’s Albert Herring, and the title role in Handel’s Xerxes.

For Ms. River's New York recital debut at Weill Recital Hall at Carnegie Hall, the New York
Times praised her “shimmering voice..with the virtuosity of a violinist and the expressivity

of an actress.” 2014-15 performances include appearances with Emmanuel Music, Boston
Musica Viva, the Brooklyn Art Song Society, the Cape Ann Symphony Orchestra, and Boston
Baroque. Ms. River began her musical career as a cellist, earning her music degree at St. Olaf
College. She resides in Boston and is a regular soloist with Emmanuel Music’s renowned
Bach Cantata Series.

Claremont Trio
Emily Bruskin, violin | Julia Bruskin, cello | Andrea Lam, piano

Lauded as “one of America’s finest young chamber groups” (Strad
Magazine), the Claremont Trio is sought after for its thrillingly
virtuosic and richly communicative performances. First winners of
the Kalichstein-Laredo-Robinson International Trio Award and the
only piano trio ever to win the Young Concert Artists International
Auditions, the Claremonts are consistently lauded for their “aes-
thetic maturity, interpretive depth, and exuberance” (Palm Beach
Daily News).

In May, 2025 The Claremont Trio and renowned tenor Paul Appleby gave the world premiere
of Shadow Songs by Jessica Meyer at New York City’s Music Mondays. In 2025-26 the
Claremonts return to the Isabella Stewart Gardner Museum in Boston, the Cape Cod
Chamber Music Festival, Blue Hill Concert Association, Chamber Music Society of Little
Rock, and Chamber Music Lehigh Valley. The Trio’s 2024-25 season included a mini
residency at Chamber Music Detroit and a tour with composer and clarinetist Kinan Azmeh,
performing his powerful quartet and giving the world premiere of his trio Gravitas.
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Highlights of recent seasons include engagements at Portland Friends of Chamber Music,
the Polinger Artists of Excellence Series at the Bender JCC of Greater Washington, the Blue
Hill Concert Association (ME), the Chamber Music Society of Bethlehem (PA), and Broward
College (FL). Other recent engagements include Carnegie Hall, the Kennedy Center, the
Library of Congress, Boston's Celebrity Series, the Dame Myra Hess Series, the Coleman
Chamber Music Association, Johns Hopkins University, and Stanford Lively Arts, along with
the Chamber Music Societies of Phoenix, Dallas, Sedona, San Antonio, and Buffalo. The Trio
has performed the Beethoven Triple Concerto with orchestras such as the Nashville, Virginia,
Pacific, and Utah Symphony Orchestras. The group also appears regularly at festivals includ-
ing Ravinia, Saratoga, Mostly Mozart, Caramoor, Rockport, Bard, and Norfolk.

American Modern Recordings released the Claremont Trio’s recording of Robert Paterson’s
works in 2016. Gramophone magazine praised the Trio’s “poetry and... thrilling virtuosity” in
their Beethoven Triple Concerto album, recorded with the San Francisco Ballet Orchestra and
released on Bridge Records. Of their Beethoven & Ravel CD, one reviewer raved “These are
some of the most impassioned, moving, and notable readings of these favorites that | have
ever heard, bar none.” (Audiophile Audition). Their discography also includes Mendelssohn
Trios, Shostakovich and Arensky Trios, and American Trios. A collaborative disc with clarinet-
ist Jonathan Cohler received a Critic's CHOICE award from BBC Magazine. In 2022 the
Claremont Trio released Queen of Hearts, an album of music composed especially for the trio
by six of today’s leading composers — Gabriela Lena Frank, Sean Shepherd, Judd Greenstein,
Helen Grime, Nico Muhly, and Kati Agécs.

In addition to the works on Queen of Hearts, the Claremont Trio has also commissioned new
trios by Donald Crockett, Robert Paterson, Paul Chihara, Sharon Farber, Howard Frazin, Daniel
Kellogg, and Hillary Zipper. They have conducted master classes at Columbia University,
Eastman School of Music, Duke University, New England Conservatory’s Preparatory Division,
Peabody Conservatory’s Preparatory Division, and the Boston Conservatory.

34

The Claremont Trio was formed in 1999 at the Juilliard School. Twin sisters Emily Bruskin
and Julia Bruskin both play old French instruments. Emily’s violin is a Lupot from 1795;
Julia’s cello is a J.B. Vuillaume from 1849. The Claremonts are all now based in New York City
near their namesake: Claremont Avenue.

For more information about the Claremont Trio, please visit www.claremonttrio.com.
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HENRY DAVID THOREAU. LEAVES IN ICE, 1855-58, ILLUSTRATION IN JOURNAL XIX. COURTESY OF THE WALDEN WOODS PROJECT.

KEVIN CONDON

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 indefin-
able, 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. In 2022, 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.
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In 2013, Gil Rose expanded his musical vision with the founding of Odyssey Opera, a com-
pany 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.

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 perfor-
mances 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 and, in April, Gil and BMOP traveled to Carnegie Hall
for the orchestra’s debut performance and celebration of the culmination of their 25th sea-
son. This season, BMOP and Odyssey produced 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.
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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 dedi-
cated 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.”

Since 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; released its 100th recording on BMOP/sound, and begun expanding its
digital presence with BMOP/sound Singles.
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BMOP/sound, BMOP’s independent record label, was created in 2008 by Gil Rose to pro-
vide 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
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FLUTE

Sarah Brady* (double piccolo)

.2.34]
Rachel Braude* [2, 3]

Jessica Lizak (double piccolo)

[2,4]

OBOE

Nancy Dimock* [4]

Laura Pardee-Schaefer [2]

Jennifer Slowik* [1, 2, 3]

Catherine Weinfield-Zell
[2,3,4]

CLARINET

Amy Advocat [3]

Gary Gorczyca* (double bass
clarinet) [1,2,3, 4]

Jan Halloran [2]

Michael Norsworthy* [2, 4]

BASSOON

Ronald Haroutunian* [2]

Jensen Ling* [2,3,4]

Greg Newton (double
contrabassoon) 1, 3]

Margaret Phillips [4]

HORN

Alyssa Daly* [4]
Neil Godwin [1,3, 4]
Whitacre Hill* [2]
Kevin Owen [2,3]

TRUMPET

Eric Berlin* (4]
Terry Everson* [2, 3]
Joseph Foley [4]
Richard Kelley [2]
Andy Kozar [3]

TROMBONE

Christopher Beaudry [2]

Hans Bohn* [3]

Alexei Doohovskoy [3]

Victoria Garcia-Daskalova*
[2.4]

Robert Hoveland* [4]

TUBA

Kenneth Amis [2]
TIMPANI

Craig McNutt [2, 4]
PERCUSSION

Robert Schulz* 1, 2, 3, 41
Nicholas Tolle [2]
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HARP
|da Zdorovetchi [4]

VIOLIN |

Mae-Lynn Arnold [2]
Breana Bauman [4]
Heidi Braun-Hill* [1, 2]
Piotr Buczek [2, 3, 4]
Colin Davis [2]

Sonia Deng [2, 4]
Gabriela Diaz* 3]
Sue Faux [2]

Omar Guey* [3, 4]
Zenas Hsu [2]
Susan Jensen [3]
Sean Larkin [4]

Jae Cosmos Lee [2]
Nicole Parks [3, 4]
Amy Sims [3]

Zoya Tsvetkova [2]
Alyssa Wang [4]
Ethan Wood [2, 4]



VIOLIN Il

Colleen Brannen* [3, 4]
Paola Andrea Caballero [1]
Natalie Calma [4]
Tudor Dornescu [3]
Tera Gorsett [2, 4]

Lilit Hartunian 2, 31
Annagret Klaua [4]
Aleksandra Labinska [3]
Mina Lavcheva [2, 4]
Judith Lee [2]

Shadwa Mussad [2]
Yumi Okada [3]

Nicole Parks [2]

Annie Rabbat* [2]

Kay Rooney [2, 4]

David Rubin [4]
Nivedita Sarnath [2, 4]
Klaudia Szlachta [2]
Zoya Tsvetkova [3]

Katherine Winterstein* [3]

VIOLA

Mark Berger [2, 3]
Nathaniel Farny* [2, 4]
David Feltner [2]
Noriko Futagami [2, 31
Ashleigh Gordon [4]
Amelia Hollander-Ames [4]
Samuel Kelder [4]
Dimitar Petkov [2, 4]
Emily Rideout [2, 3]
Emily Rome [2,3, 4]
Peter Sulski* [1,2, 3]

CELLO

Egor Antonenko [2]
Miriam Bolkosky [2, 4]
Nicole Cariglia* (3, 4]
Darry Dolezal [3]
Ariana Falk [2]

Ariel Friedman [4]
Jing Li 0

Stephen Marotto [2]
Valléda Miragias [2, 4]
Rafael Popper-Keizer* [2, 3]
David Russell (3]

BASS

Anthony D’Amico* [2, 3]
Scot Fitzsimmons* [2, 4]
Kate Foss [1]

Reginald Lamb [4]
Robert Lynam [2]

Bebo Shiu [2, 3]

KEY

[1] Civil Disobedience
[2] Violin Concerto
[3] Ways of Being
[4] Fantasy Concerto

*principal

Eric Sawyer

Civil Disobedience

Violin Concerto

Ways of Being

Fantasy Concerto: Concord Conversations

Producer: Gil Rose
Recording and postproduction engineer: Joel Gordon
SACD authoring: Brad Michel

All of Eric Sawyer’s music on this album is published by Lydian Press.

Civil Disobedience was recorded on June 5, 2017 at Jordan Hall in Boston, MA; the Violin Concerto was recorded
on September 9, 2021 at Mechanics Hall in Worcester, MA; Ways of Being was recorded on May 9, 2021 at Fraser
Hall, Boston, MA; and Fantasy Concerto was recorded on April 2, 2017 at Buckley Recital Hall at Amherst College
in Amherst, MA.

This recording is made possible through the generous support of Amherst College and the H. Axel Schupf 57
Fund for Intellectual Life, and Samuel B. and Deborah D. Bruskin.

Cover image: Thomas Cole, A View of
the Mountain Pass Called the Notch of
the White Mountains (Crawford Notch).
1839. Oil on canvas, National Gallery

of Art, Washington D.C. Credit of the
Andrew W. Mellon Fund. 1967.8.1.

© 2026 BMOP/sound 1108

Design: John Kramer
Editor: Eric Hollander



BMOP/sound | Gil Rose, Executive Producer | 376 Washington Street | Malden, MA 02148 | bmop.org

1 - B




