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By Richard Danielpour

The three works on this CD were composed for my friend and colleague, Lisa Pegher. All
three of these works, while not “religious” in nature, have a decidedly spiritual bent. The
Celestial Circus, a two piano and percussion work composed in 2013, is a collection of
mythological and supernatural creatures from various cultures. Each of these works are
dedicated to friends and in certain cases couples, who reflect in one way or another the
creatures that the particular movement in question evokes.

My motivation for writing this piece was to explore the many faces of the divine as seen
through different cultures and religions.

My percussion concerto, The Wounded Healer, is a similar work in that it is a deep dive
into the various types of healers that have existed in various cultures. Whether the
movement is that of The Prophet, The Trickster, or the Shaman, each of these arche-
types reflect and evoke a character who has been wounded, and in the wounding, has
the ability to heal others.

In a somewhat similar vein, Lacrimae Angeli, a shorter piece for strings and percussion,
is a lament evoking the state of the world during the period of the COVID-19 pandemic,
through the tears of an angel—as the title implies.



Lisa Pegher was the ideal artist to bring these three works to life. Her sensitivity and
passion combined with a fierce curiosity made her realization of these works one that
was always radically present and musically vital.

This recording would not have been possible without the extraordinary work of BMOP
and its founder and conductor Gil Rose. | was impressed with the clarity, sensitivity, and
power in these performances and although | was not at any of these sessions, it was

as if Gil and the orchestra knew my music. A great part of any composer’s responsibil-
ity is to be clear about the intention of the score. Great performing artists such as Gil
Rose, Lisa Pegher and the Boston Modern Orchestra Project give composers not only a
confirmation of their intention, but more importantly, the courage to carry on, and trust
in their inner vision.

THE CELESTIAL CIRCUS was written for Xiayin Wang and Lisa Pegher and
premiered in 2014. The piece is scored for two pianos and three percussionists.

LACRIMAE ANGELI was commissioned by Lisa Pegher and premiered in 2023. It
is scored for solo vibraphone and strings.

THE WOUNDED HEALER was commissioned by the New Jersey Symphony
Orchestra and premiered in 2016 with Lisa Pegher as soloist and Jacques Lacombe
conducting. The concerto is scored for full orchestra and solo percussion.

By Matt Smith

Richard Danielpour’s musical imagination is a richly inhabited world: there are kings and

prophets, saints and sinners, figures summoned from history and myth and pure imagination.

They populate his operas and oratorios, naturally, given the space a libretto affords them. But

they are no less at home in the concert hall, where there is no curtain, no libretto, nothing

but the orchestra to carry them. Even in music with no text at all, something unmistakably

dramatic persists: conflict simmering beneath a phrase, a personality pressing up against

the edges of a melody, a mind visibly wrestling with some old and unresolved moral ques-
tion. To listen to these instrumental works is to feel, again and again, the uncanny sense

that someone is speaking.

This storytelling impulse has run like an electric current beneath Danielpour’s entire career.
The operas and oratorios return, with a kind of gravitational insistence, to stories imbued



with real moral and spiritual consequence. Margaret Garner wades into the horrors of
slavery, threading freedom, family, abuse, and the fragile architecture of community into
a single harrowing arc. The Grand Hotel Tartarus reimagines hell as a glittering, faintly
seedy cabaret—absurd and terrifying in equal measure—where, remarkably, even amid
the damned there is room for one soul to be redeemed. The Passion of Yeshua returns to
Christianity’s central story, refracting it through something unmistakably personal; Francis
lingers instead in gentler territory, tracing the humility and radiant compassion of the saint
of Assisi. Sacred or secular, drawn from history or spun from whole cloth, Danielpour keeps
circling back to the same handful of enormous questions: how we suffer, how we forgive,
how we transcend.

None of this fades from view when there is no text and no singers to give it voice. It simply
changes its address, migrating out of spoken language and into melody, into harmony,
into the color of an orchestra and the pulse beneath it. The stories do not end; they merely
go on speaking in a language that has quietly shed its words. Danielpour’s concert works
become, in effect, dramas with invisible libretti—plays we cannot read, only feel, and
somehow understand anyway.

* * *

Danielpour didn’t arrive at composing through the conservatory alone. As a teenager he
was behind a drum kit, playing rock in garage bands, absorbing the Beatles with the kind
of devotion that never really leaves a person; he still counts them, all these decades later,
among the deepest wells he draws from. It shows. Rhythm in his music takes the stage as
an actor in its own right, capable of theater, of sarcasm, of tenderness, of carrying a story
forward the way a great tune usually does.

The other formation came from Bernstein, under whom Danielpour studied directly. What
he took from that relationship wasn’t a style so much as a permission: that a piece of music

could be built with real intellectual seriousness and still land, immediately, in the gut. Craft
and communication were never actually at odds, no matter how often the twentieth century
tried to convince composers otherwise. You can hear the result throughout these scores.
Danielpour writes for the ear first. The intellect, trusted to keep up, follows.

These instincts find an ideal collaborator in percussionist Lisa Pegher. Danielpour moves
fluidly across classical genres, at home in chamber music, opera, orchestral writing, and vocal
work alike. Pegher has a parallel range of her own: like most percussionists, she commands
an enormous arsenal of instruments, but she is also, less typically for a classical player, a
genuine drummer, equally fluent behind a drum set as behind a marimba or timpani. That
range shows up in how she plays, in a gift for stepping fully into a musical personality and
living inside it. She and Danielpour share, too, a conviction that music can heal, that it can
knit people back together, that it can teach empathy where empathy has gone missing.
Across this recording, percussion sheds its usual job as orchestral seasoning and becomes
something closer to language—timbre itself carrying dramatic weight. Bells ring with one
identity, wood with another, drums and shimmering metallic resonance each their own
distinct voice, so that Pegher, moving between them, seems to be moving between roles
in a single unfolding play.

Though they differ in scale and instrumentation, The Celestial Circus, Lacrimae Angeli, and
The Wounded Healer share acommon bloodline: mythology, spirituality, ritual, and memory.
Danielpour treats myth as a living vocabulary, one still fluent enough to describe a human
life today, rather than a museum of old stories. His dragons and prophets, his angels and
shamans, endure because they carry emotional truths no single culture or religion ever
exclusively owned. Across these three works, the archetypes work like mirrors more than
figures out of history, and what listeners find in them, in myriad guises, is themselves.

* * *



The Celestial Circus, written for two pianos and percussion ensemble, plays like a gallery of
mythological portraits hung beneath a single night sky. Roman, Hindu, Persian, Chinese, and
Judeo-Christian traditions share the room easily, as if to suggest that every culture, looking
up, has always been asking different versions of the same questions. With these myths,
Danielpour is after something subtler than illustration. He is interested in the emotional
weather each figure carries with it.

Janus [1], named for the Roman god of beginnings and endings, of thresholds and time
itself, opens the work with a sense of stark inevitability. Two closely related ideas circle
one another, shifting perspective without ever losing their intermingled identities, until the
effect starts to resemble clockwork, time made audible. The dedication to John Corigliano
and Mark Adamo adds a quiet layer underneath, a nod to duality and creative partnership
that never announces itself. Janus is painted here, but only in glimpses, a profile turning
between two faces while the music opens onto something vast behind him. We are set down
inside the threshold and asked to stay a while, small against whatever lies on the other side.

Kali and Shiva [2] takes up duality from another angle entirely. In Hindu philosophy the two
deities hold destruction and creation, stillness and motion, death and renewal, inside a single
relationship. Danielpour finds an instrumental analogue in the tension between pitched and
unpitched sound, leaning on the piano’s own divided nature: part string instrument, part
percussion instrument, forever refusing to settle into one identity. The movement luxuriates
in paradox rather than resolving it, as though opposites, looked at closely enough, always
turn out to be two faces of the same thing.

Simurgh [3] sits at the contemplative center of the suite, its title borrowed from a mytho-
logical bird of Persian legend, benevolent in temperament, likened at times to the Western
phoenix. The movement opens in luminous bell-like chords in the piano that recall, faintly,
the radiant harmonic world of Messiaen, a composer who spent much of his life transcribing

birdsong into music, an association that feels far from accidental here. It then turns gradu-
ally inward. One is reminded of Conference of the Birds, in which the Sufi poet Farid ud-Din

Attar sends a flock of migratory birds in search of the simurgh, told they will find their king

waiting at journey’s end. What they find instead, on arrival, is a lake, and in it, only their
own reflection. Danielpour traces that same arc in sound. Majesty gives way, by degrees,
to self-recognition; bells thin into something like a chorale, resonance dissolves into silence,
and flight settles at last into reflection.

The Azure Dragon [4] erupts with the raw energy of the Chinese dragon dance. No tradi-
tional melody is quoted here. What Danielpour captures instead is motion itself, lines that

coil and surge and explode and reform with tremendous vitality, until the listener feels the

weight of an enormous body moving through space, scales catching light, muscle rippling

beneath them.

Archangels Michael and Lucifer [5] closes the suite on the largest scale of any movement
here, the longest in the set and the widest in range, stretching from the lowest notes the
ensemble can produce to the highest. Michael and Lucifer meet, in Christian tradition, at
the end of time itself, the loyal archangel and the fallen one facing each other across an
unbridgeable divide. Danielpour gives that confrontation a distinctly vocal quality throughout:
the piano winds and wails in melodies that sound closer to singing than playing, while the
water gongs moan beneath them like something almost human. What began, at the start
of The Celestial Circus, as a gallery of gods and monsters ends here at the edge of the sky
itself, a fitting close to a suite that has, all along, been less about the gods than about the
people who imagined them, in every age and every corner of the world, staring upward and
finding themselves reflected back.

Following these expansive mythological landscapes, Lacrimae Angeli [6] speaks with
remarkable intimacy. Composed during the isolation of the pandemic, for vibraphone and



string orchestra, it contemplates grief through the image of an angel, embodied here directly
in the soloist. The choice feels inevitable once heard: the vibraphone doesn’t so much com-
mand attention as catch light, its resonance translucent, half presence and half absence,
the sound a messenger of light might actually make, luminous enough to overwhelm if it
came any closer. “Do not be afraid,” that sound seems to say, before it says anything else.

The piece moves through grief’s full range: tenderness, fragility, something close to mad-
ness, catharsis, and finally surrender. A descending scalar figure opens the work and

returns throughout, carrying a quiet sense of inevitability, a gesture that will echo, later
in this recording, through the darker corners of The Wounded Healer. A triple-meter pas-
sage recalls, loosely, the Ave Maria from Francis, a plea addressed to a spiritual mother for
grace. Most moving is the closing chorale, borrowed from The Grand Hotel Tartarus, the

same wordless music sung therein by an unseen choir guiding its protagonist into heaven.

If The Celestial Circus presents its archetypes as portraits, and Lacrimae Angeli narrows
to a single archetype held close, like a confession, The Wounded Healer turns them loose
as theater. Drawing on Carl Jung and Joseph Campbell, Danielpour builds four dramatic
tableaux: Prophet, Trickster, Martyr, Shaman. The concerto has little interest in the nine-
teenth-century image of the heroic soloist conquering an orchestra. The percussionist
becomes an actor instead, moving through identities the way a performer moves through
roles, with each family of instruments serving as a costume change.

The Prophet [7] begins far from the audience, on chimes placed at the back of the hall, a
deliberate piece of dramaturgy: the healer is present but held apart, distant as prophecy
itself before it’s understood. Descending scales, chorale-like gestures, and radiant bells
all lean toward the same sense of inevitability, though the soloist’s voice keeps shifting
shape within it, sometimes paced and declamatory, sometimes fracturing into something
closer to chaos, as if prophecy itself wore different faces depending on how urgent the
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warning had become. The orchestra answers in kind, sombre and complicit one moment,
rising in sudden, disagreeable clamor the next. Most haunting is the way this world, built
entirely from pitched bells, evaporates into a repeated figure on the brake drum, its pitch
murky and indeterminate, the most alien sound the piece has offered, fading at last into
nothing. What follows feels like memory: the opening material returns insubstantial but
indelible, interrupted by a grave chorale in trombones and tuba that recalls Danielpour’s
own love of Mozart, and that composer’s old association of the trombone with funeral
music. The movement lands because prophecy is universal. We have all been the one who
sees what’s coming and isn’t heard in time, and we have all been the one for whom the
warning came too late.

After such gravity, The Trickster [8] arrives like real medicine. Here humor does the healing.
Danielpour’s wit ranges from sly rhythmic jokes to full theatrical exuberance, but every sur-
prise is built on careful construction underneath, the way mythological tricksters themselves
tend to smuggle truth in sideways rather than announce it outright. Danielpour has spoken of
composition as an act of play, and nowhere in this concerto is that philosophy more audible.

The Martyr [9] takes The Prophet’s descending scales and turns them upward, the same
sense of inevitability now aimed somewhere higher. The whole movement leans that way:
tragic, certainly, but tragic in a manner that feels deeply aspirational, reaching all along
toward ascension. Its emotional center arrives at the halfway point, when the soloist steps
back from the vibraphone’s melodic role into accompaniment, a shimmering, quietly active
pattern beneath a violin solo that rises out of the orchestra. It is warm with consolation
and sympathy, and it calls to mind something true of every story about a martyr: that those
who love them are always, eventually, forced to accept what's coming. It doesn’t last. The
passage is broken open by the agitated material from the first movement returning in force,
the soloist’s gestures turning frantic and alarming, the music sliding downward in a way

that feels almost gruesome, a reminder that what this movement is reaching for comes
at a real cost. The tender theme returns once more, now carried by four solo cellos, as if
the rest of the world has finally seen what the martyr’s loved ones saw all along. Over a
haunting stillness, the soloist climbs at last to the vibraphone’s highest register, and the
movement ends there, suspended between grief and hope.

The Shaman [10] gathers the concerto into something closer to ecstatic ritual. Echoes of
Stravinsky’s Rite of Spring surface here, and not incidentally: that ballet, too, is built on
the healing power of dance, of ritual, of a self-sacrifice offered up for the good of everyone
watching. Transformed themes from the earlier movements circle back before the whole
thing erupts into an unforgettable drum-set cadenza, one of the most cathartic moments
in the entire piece, the point where Danielpour’s teenage years behind a rock kit quietly
rejoin his mature compositional voice. Lisa Pegher’s drumming here sounds massive, larger
than life in its delicate passages as much as in its bombast, and there’s something fitting
in that: at any real rock show, the drum solo is reliably the most unhinged, most electrifying
moment of the night, and Pegher claims that same territory without ever losing the con-
certo’s thread. Terence McKenna once described the shaman as the figure at the beginning
of human history who united the doctor, the scientist, and the artist into a single notion
of caregiving and creativity. Danielpour’s concerto ends there, at that same union, healing
and creation and transformation landing together, all at once, with joy.

Across these three works, mythology, psychology, spirituality, and memory converge in
service of something profoundly human. Danielpour’s dragons and prophets, shamans
and angels, endure not just because they belong to distant traditions but because they
keep illuminating our own courage, our own failures, our own capacity for compassion. The
archetypes are not destinations. They are invitations.



Perhaps this is what distinguishes Danielpour’s instrumental music: he has never accepted
a sharp line between drama and artifice. Remove the words, and the narrative remains. The
soloist goes on functioning as protagonist, witness, guide, healer, messenger. The orchestra
becomes society, or memory, or fate, or the unseen forces that surround every human life.
Character survives even after language disappears.

The pandemic years taught something about this directly. Isolation let old fears multiply in
the quiet, but it also handed an enormous number of people, all at once, the same grief to
carry, and something in that shared weight felt almost like grace, a solidarity too specific
to name and too widely felt to have been imagined. Stories have always done this work;
they preserve memory, transmit wisdom, help communities survive what would otherwise
be unbearable alone. Danielpour’s music does not simply retell its myths. It renews them,
and asks listeners not merely to watch these old figures move but to find themselves
standing somewhere inside the story too. In that recognition, briefly, together, is where
the music finally rests.

@ 2026 Matt Smith

Matt Smith is a composer, producer, and multi-instrumentalist based in Los Angeles, California. He is a two-time recipient of
Cleveland Institute of Music’s Donald Erb Prize in Composition and has also been honored by the ASCAP Morton Gould Young
Composer Awards. Matt is pursuing a PhD at the UCLA Herb Alpert School of Music, where he studies with Richard Danielpour
and lan Krouse.
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Richard Danielpour GRAMMY®-Award winning composer
£ Richard Danielpour has established himself as one of the
most gifted and sought-after composers of his generation.
His music has attracted an international and illustrious array
of champions, and as a devoted mentor and educator, he

has had a significant impact on the younger generation of
composers within the last 35 years.

Danielpour was born in New York City of Persian descent

and grew up in New York City and West Palm Beach, Florida.
He studied at Oberlin College and the New England Conservatory of Music, and later at the
Juilliard School of Music, where he received a DMA in composition in 1986. His primary com-
position professors at Juilliard were Vincent Persichetti and Peter Mennin.

Richard Danielpour taught at the Manhattan School of Music from 1993 to 2017, and at
the Curtis Institute of Music from 1997 until 2025. He joined the faculty of the Herb Alpert
School of Music of the University of California Los Angeles in 2017, where is currently a
Distinguished Professor of Music and Co-Area Head of the Composition program.

His list of commissions include some of the most celebrated artists of our day includ-

ing Yo-Yo Ma, Jessye Norman, Susan Graham, Dawn Upshaw, Emanuel Ax, Gil Shaham,
Frederica von Stade, Thomas Hampson, Gary Graffman, Simone Dinnerstein, Anthony McGill,
the Kalichstein-Laredo-Robinson Trio, the Guarneri and Emerson String Quartets, the New
York City, Pacific Northwest, and Nashville Ballets, and institutions such as the New York
Philharmonic, Philadelphia Orchestra, San Francisco Symphony, Mariinsky Orchestra, Vienna
Chamber Orchestra, Orchestre National de France, Chamber Music Society of Lincoln Center,
Santa Fe Chamber Music Festival, and many more. With Nobel Laureate Toni Morrison,
Danielpour created Margaret Garner, his first opera, which premiered in 2005 and had a



second production with New York City Opera. He has also collaborated with a number of
celebrated writers, including Maya Angelou, Erica Jong, Rita Dove and Stephen Mitchell.

In October 2023, the ROCO Chamber Orchestra in Houston premiered the first of two newly
commissioned works, Breaking the Veil, which was written as a tribute to the heroic women
of Iran. ROCO also premiered a second commissioned work, Triptych, which is a three-
movement symphony based on The Divine Comedy of Dante. In February 2024, The Golden
Bridge Chorus, conducted by Suzie Digby, gave the world premiere of Danielpour’s Agnus Dei
in Los Angeles. On May 17, 2024, Danielpour’s full length opera The Grand Hotel Tartarus
received its world premiere at the Freud Theater Playhouse in Los Angeles. Danielpour has
recently completed a 75-minute oratorio, Francis, based on the life of St. Francis of Assisi. It
will receive its premiere with the Buffalo Philharmonic in October 2026 with Music Director
JoAnn Falletta.

Danielpour is one of the most recorded composers of his generation; many of his record-
ings can be found on the Naxos of America and Sony Classical labels. Danielpour's music is
published by Lean Kat Music and Associated Music Publishers.

www.Richard-Danielpour.com.

MADDIE MCCOY

~ Lisa Mae Pegher is an American percussion soloist and drum-
mer whose international career has helped redefine percussion as
a solo art form. She has dedicated her artistic path to com-
missioning, premiering, and creating new repertoire that brings
percussion to the front of the stage. Lisa has been praised by The
New York Times as “tremendous,” by The Boston Globe as “force-
fully balletic,” and by The Glass as “more than just a drummer—
an alchemist of time, sound, and space.”

Named by Symphony Magazine as one of the top six performers
of her generation, Lisa has appeared as a soloist with orchestras
including the Orchestre Symphonique de Trois-Riviéres, Orchestre de Mulhouse, Winnipeg
Symphony Orchestra, Thailand Philharmonic, Boston Modern Orchestra Project, Symphoria,
New Jersey Symphony Orchestra, Pittsburgh Symphony Orchestra, Annapolis Symphony
Orchestra, Puerto Rico Symphony Orchestra, NOLA Philharmonic, Cabrillo Festival Orchestra,
and many others.

She has performed concertos and major works by Jennifer Higdon, Joseph Schwantner,
Richard Danielpour, Mathew Rosenblum, Tobias Brostrém, James MacMillan, Kevin Puts,
Derek Bermel, and many other leading contemporary composers, alongside distinguished
conductors and orchestras throughout North America, Europe, and Asia.

Lisa premiered Circuits and Skins, a percussion—EDM concerto written for her by Paul Dooley,
hailed as “a wild throwdown pitting full-tilt rock-and-roll drums against muscle-flexing
symphonic fury.” She also premiered Richard Danielpour’s percussion concerto The Wounded
Healer, also written for her, with the New Jersey Symphony Orchestra, where she was noted
as “an ideal interpreter of the work.” The concerto has since been toured throughout the
United States, Europe, and Canada. She later premiered Danielpour’s Lacrimae Angeli for
vibraphone and string orchestra at Schoenberg Hall in Los Angeles.



She appeared as featured guest soloist at the Winnipeg New Music Festival with the
Winnipeg Symphony Orchestra, where her performance of Jennifer Higdon’s Percussion
Concerto was hailed as “surely among the greatest performances in the festival's 35-year
history” by The Winnipeg Free Press. She also presented A.l.RE (Artificial Intelligence Rhythm
Evolution) at the cutting-edge StudioLab xR, in collaboration with ICEBERG New Music,
visual artist Vincent Zhu, and real-time effects designer and composer Drake Andersen. Her
newly composed work, Fate Amenable to Grace, was a centerpiece of the program.

Beyond the concerto stage, Lisa creates multimedia projects integrating amplified acoustic
instruments, electronics, live animation, and software engineering. As creator and curator of
A.L.RE, Lisa brings together ten commissioned works—including two of her own—within an
immersive multimedia experience that traces percussion’s evolution from ancient roots to
its future alongside computers and Al. Her earlier multimedia projects include ImPerFecTion,
developed with her Brooklyn-based SideFire Trio, and Minimal Art: Imaginary Windows.

She has recorded several works on the BMOP/sound label, including David Stock: Concertos
(Percussion Concerto), Mathew Rosenblum: Mébius Loop (Double Concerto), and Paul
Dooley: Masks & Machines (Circuits and Skins for percussion, electronics and orchestra).
This latest project with BMOP celebrates more than a decade of collaboration with composer
Richard Danielpour and features percussion works commissioned and written for Lisa during
that time.

Lisa is an artist endorser of Evans Drumheads, Marimba One (M1), Black Swamp Percussion,
and Reverie Drums.
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LIZ LINDER

Gil Rose GRAMMY® Award winner and seven-time
GRAMMY® nominee Gil Rose is one of today’s most innova-
tive conductors, praised as “amazingly versatile” (The Boston
Globe) with “a sense of style and sophistication” (Opera
News). Equally comfortable performing core repertoire, new
works, and lesser-known historic symphonic and operatic
works, “Gil Rose is not just a fine conductor, but a peer-

less 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 unmistakable, yet indefinable, personal
aesthetic” (WXQR).

A leader in American contemporary music, Rose is the founder of the performing and record-
ing ensemble the Boston Modern Orchestra Project, which “brings 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 into the premier orchestra for commissioning, recording, and performing 20th- and
21st-century music. Under Rose’s leadership, BMOP has received 17 ASCAP Awards for
Adventurous Programming, was named Musical America’s Ensemble of the Year in 2016,
and received a 2021 Gramophone Magazine Special Achievement Award for its extraordi-
nary contribution to American modern music. Under Rose’s direction, BMOP has appeared
at numerous festivals, including the Festival of New American Music (Sacramento, CA),
Concerts at the Library of Congress (Washington, DC), and the MATA Festival, as well as
Carnegie Hall in New York.
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In 2013, Gil Rose broadened his musical vision by founding Odyssey Opera, a company
dedicated to eclectic and underperformed operatic works from all eras. Collaborating with
an international group of singers and directors, Odyssey has presented more than 35 operas
in Boston, featuring innovative, thematically connected seasons. The company has also
established itself as a leader in modern opera in the United States, presenting three world
premieres and numerous U.S. premieres.

Beyond Boston, Gil Rose keeps a busy schedule as a guest conductor and educator. Equally
skilled with both symphonic and operatic repertoires, Rose has led performances by the
Netherlands Radio Symphony, the American Composers Orchestra, the National Symphony
of Ukraine, the Matsumoto Festival in Japan, the New York City Opera, and the Juilliard
Symphony, among others. He has served as the Director of Opera and Sonic Exploration at
Artpark in Lewiston, NY, as well as the Artistic Director of the Monadnock Music Festival in
historic Peterborough, NH. He is a visionary curator of new music, having inaugurated the
Ditson Festival of Music at Boston’s Institute of Contemporary Art and programmed three
seasons for the Fromm Concerts at Harvard.

Along with serving on the faculty at Tufts University and Northeastern University, Rose has
also worked with students nationwide at institutions like Carnegie Mellon University, MIT,
New England Conservatory, and the University of California at San Diego, among others.
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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; and released its 100th recording on BMOP/sound.
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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, perma-
nent 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

Ashley Addington (3]
Sarah Brady* [3]

Jessica Lizak (piccolo) [3]

OBOE
Nancy Dimock [3]
Jennifer Slowik* [3]

CLARINET

Gary Gorczyca
(bass clarinet) [3]

Jan Halloran* [3]

Rani Moore [3]

BASSOON
Ronald Haroutunian* [3]
Adrian Morejon [3]

HORN

Barbara Hill [3]
Alyssa Daly* [3]
Hazel Dean Davis [3]
Sarah Sutherland [3]

TRUMPET

Eric Berlin [3]
Terry Everson* [3]
Andy Kozar [3]

TROMBONE

Hans Bohn* [3]
Mike Tybursky [3]

BASS TROMBONE
Christopher Beaudry (3]

TUBA
Kenneth Amis [3]

TIMPANI
Craig McNutt [3]

PERCUSSION
Lisa Pegher [1]
Robert Schulz 1]
Nicholas Tolle [1]

PIANO
Aaron Likness [1]
Yoko Hagino [1, 3]

HARP
Krysten Keches [3]

VIOLIN ||

Jessica Amidon [3]

Piotr Buczek [3]

Gabriela Diaz* [2, 3]
Tudor Dornescu [3]
Susan Jensen [2, 3]
Rebecca Katsenes [3]
Sean Larkin [3]

Amy Sims [3]

Megumi Stohs-Lewis [2]
Alyssa Wang [2]
Katherine Winterstein [2, 3]
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VIOLIN I

Arun Asthagiri [3]
Colleen Brannen* [2, 3]
Heidi Braun-Hill* [2]
Paula Andrea Caballero [2, 3]
Sasha Callahan [3]

Lilit Hartunian [3]
Annagret Klaua [2]
Aleksandra Labinska [3]
Judith Lee [3]

Annie Rabbat [2]

Aija Reke [3]

Klaudia Szlachta [2]
Edward Wu [3]

VIOLA

Mark Berger (3]
Abigail Cross* [2]
Ashleigh Gordon [2]
Samuel Kelder [3]
Sergio Munoz [3]
Lauren Nelson [2]
Dimitar Petkov [2, 3]
Emily Rideout [2,3]
Emily Rome [2]
Peter Sulski* [3]
Alexander Vavilov [3]



CELLO

Miriam Bolkosky (3]

Nicole Cariglia [3]

Nicholas Johnson [2]
Hyun-Ji Kwon [2]

Jing Lil2 3]

Raphael Popper-Keizer* [3]
David Russell* [2, 3]

BASS

Anthony D’Amico* (3]
Bebo Shiu [3]
Randall Zigler [2, 3]

KEY

[1] The Celestial Circus
[2] Lacrimae Angeli

[3] The Wounded Healer

*principals

Richard Danielpour
The Celestial Circus
Lacrimae Angeli

The Wounded Healer

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

Mr. Danielpour’s works are published by Lean Cat Music.

The Celestial Circus was recorded November 1, 2025, Lacrimae Angeli was recorded December 8, 2023, and The
Wounded Healer was recorded September 24, 2023. All were recorded at New England Conservatory’s Jordan Hall
in Boston, Massachusetts.

This recording was made possible in part by an anonymous donor.

Cover image: “The Constellations
(Plate XXVI): Hydra, Sextan’s Uraniae,
Le Chat, La Machine Pneumatique”
from A Celestial Atlas by Alexander
Jamieson. Pub. London 1822 (hand
colored engraving). HIP / Art Resource
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