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By Eric Moe

The three works on this CD share a common interest in subverting expectation. Predictability 
is overrated. Moreover, the comfort of predictability is dangerous. After all, we can predict, 
with a great deal of certainty, that we are on course for a future of increasing environmental 
catastrophes. Yet a great many of our fellow humans would rather embrace this predictable 
outcome than drastically modify present behavior, since the consequences of change are 
unpredictable and thus frightening to imagine. Music, along with the other arts, can show 
us that surprising outcomes are manageable, and then have us feel that those surprises 
were inevitable and ultimately desirable.

There’s no shortage of surprises on this disc, whether, like No Time Like The Present, the 
piece is characterized by cramming in an overabundance of material, or by neurotically 
repeating things and hoping for a different outcome (like Repeat Offender), or by grasping 
energetically at hope in the face of catastrophe and despondency (as in The Sweetness Of 
Despair, The Necessity Of Hope). No Time Like The Present, commissioned in 1996 for Mariss 
Jansons and the Pittsburgh Symphony, constantly shifts gears, its five-minute duration 
packed with enough event for a piece at least three times the length. In Repeat Offender, 
a 2000 commission for Philadelphia’s Network for New Music, a massive, repetition-filled 
first movement is followed by two short movements like aftershocks. The Sweetness Of 
Despair, The Necessity Of Hope, composed during the pandemic for Gil Rose and BMOP, 
is a diptych, its second movement (The Necessity Of Hope) a dynamic rebuttal of the first 
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(The Sweetness Of Despair). Although the three works span a twenty-five year period, they 
share lots of DNA. Keeping the barbed arrow of time zipping along is a shared primary con-
cern. (True, it sometimes zips in slow motion, but it doesn’t become suspended or reverse 
course.) Percussion plays a prominent role in all three pieces, as does piano (in two of the 
three). The already weird musical narratives are further altered as solo instruments make 
bids for autonomy and are reassimilated back into the group.

No Time Like The Present is dedicated to Mariss Jansons, who conducted the first per-
formances with the Pittsburgh Symphony Orchestra. Repeat Offender is dedicated to the 
composer Mathew Rosenblum, whose works (with their idiomatic repetitions!) and friend-
ship continue to inspire after four decades. The Sweetness Of Despair, The Necessity Of 
Hope was composed during the pandemic for Gil Rose and BMOP, to whom it is dedicated. 
I am very grateful to Gil and the fine musicians he leads for their immense care and mad 
skills in making this disc.
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between repetition, variation and the expectations bound up between them, whether it 
be rhythmic, orchestrational, or structural, is on full display in this collection, celebrating a 
composer who takes listeners on a journey that inhabits its temporal timestamp with vigor.

No Time Like The Present [1] states its debt to Stravinsky in its program note, asking the 
question, “what if Stravinsky had moved to Motown instead of Los Angeles?” There is a 
spirit of joyous showmanship to the piece, a kind of Fellini-esque fanfare that celebrates 
all of the characters in its circus. Moe’s imagining of Stravinsky in Detroit translates into 
a series of ostinati that propel much of the work’s five-minute duration. No Time Like the 
Present opens with a syncopated sixteenth note theme in the trombones, horns, and bas-
soons whose intervallic leaps of ascending major ninths and descending major sevenths 
lend the passage a vibrant physicality. The strings, winds, and piano answer responsively 
like a section in a big band, articulating triplet subdivisions over steady sixteenths in the 
horn. This juxtaposition of contrasting subdivided pulses is a frequent component of 
Moe’s writing, simultaneously establishing direction and complex rhythmic ambiguity. 
Stravinsky’s presence is strongly felt at 1:09, with a triplet line in the high winds and piano 
accentuated by a cuckoo-like woodblock on the third beat. An insistent major second 
figure in the xylophone highlights fragments within a running sixteenth note motive in 
the violins before the trumpets forcefully announce a new section at 1:52. Fast grace 
note figures ripping through the ensemble, emphasizing internal groupings in the longer 
melodic line. Trombones and bassoons reassert the fanfare character with a triplet figure 
that references the quick swelling gesture heard in the fourth measure of the piece. the 
inevitable forward motion of the piece pauses only briefly for a bass clarinet solo at 3:32, 
announcing itself with an ascending major seventh leap. The horns break the momentary 
spell, ushering in multi-layered ascending triplet lines that quickly spread through the 
orchestration like a wave. The climactic, raucous tutti figure at 4:47 stacks perfect fourths 
and minor seconds in a unbridled expression of ecstasy. The piece closes with hammering 

By Dan Lippel

On these three works for ensemble, two for orchestra and one for septet, we hear Eric Moe 
using larger instrumental forces to weave a sonic tapestry that is driven forward by kinetic 
rhythmic writing. In Moe’s chamber works, he often builds musical systems that examine 
phenomena, whether they be scientific, natural, or social. Here we find Moe managing 
musical material largely on its own terms, though climate catastrophe is the subject of the 
piano concerto, The Sweetness Of Despair, The Necessity Of Hope, and there is a nod to 
neurotic obsession in Repeat Offender. Moe’s music unfolds with a moment-to-moment 
flow that is natural and energizing. His orchestration approach frequently celebrates 
chamber textures, painting with the rich timbral variety available to him, and he manages 
the development of his pitch material by organizing thematic ideas around favored intervals 
and characteristic motivic fragments. His keen sensibility for handling the relationship 

NOTES

NO TIME LIKE THE PRESENT was written for conductor Mariss Jansons and 
the Pittsburgh Symphony, by whom it was premiered in 1996. The piece is scored 
for full symphony orchestra.

REPEAT OFFENDER was commissioned by The Network for New Music and 
premiered in 2000. It is scored for flute, clarinet in B-flat, alto saxophone, violin, 
cello, percussion, and piano.

THE SWEETNESS OF DESPAIR, THE NECESSITY OF HOPE was written for the 
Boston Modern Orchestra Project and premiered in 2023 with the composer at the 
piano. The concerto is scored for full orchestra and solo piano.
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eighth notes, cascading percussion, and a massive crescendo on a sustained, luminescent 
B dominant 7th G9 harmony. No Time Like The Present jolts the listener out of complacency 
into a hyper vigilant state.

Repeat Offender [2] was written for The Network for New Music, adding alto saxophone to 
the iconic Pierrot instrumentation that has been the impetus for so many ensemble works. 
Moe often treats the instrumentation like a kind of extended big band, scoring the percussion 
part for drum set, and relying heavily on groove oriented material. The primary hallmark of 
Moe’s compositional approach in Repeat Offender is an additive rhythm process, wherein 
a figure becomes slightly longer or shorter by adding or subtracting a note, transforming 
its syntax and metric emphasis. Listening to the piece, one senses two parallel speeds of 
activity (at least!); on one hand the foreground material moves with alacrity and energy, 
but the structure often evolves gradually, morphing between motivic ideas organically, as 
Moe transforms them on a cellular level. Rhythms never stay static, but instead are always 
growing, evolving, and transforming into something else.

The initial seven note phrase in the alto saxophone and piano is in 3/4 and outlines a descend-
ing Cmin9 arpeggio followed by an ascending C augmented triad with a upper neighbor. On 
the fourth repetition of this figure, Moe has already begun his additive process, extending 
the measure by one 8th note to a 7/8 meter, and adding a final descending major seventh. 
The low A that is tacked on in this fourth repetition immediately reframes the second half 
of the original figure as an ascending A minor G7 harmony. Moe’s additive process not only 
has rhythmic implications, but it also retroactively leads the ear to understand the previ-
ous harmony in a new way. After five repetitions of this extended phrase, the music gets 
stuck for two measures, like a needle on a record player. We then hear these first ten bars 
more or less repeated exactly, with some subtle changes in orchestration; the drum set 
accentuates the internal figures with accents and subdivisions, and the clarinet reinforces 

the downbeats. In the next phrase, Moe uses the skipping-record motive as a transitional 
element itself, subdividing it into triplets heard in the flute and hi-hat.

While Moe often generates his repetition from a short motivic cell, sometimes it comes 
in more direct form, such as the driving violin 8th note ostinato that enters in at 2:07. 
At 2:45, Moe references the piece’s opening material, preserving the original repetition 
schema—three times on an initial idea, then multiple iterations (six this time as opposed 
to the opening five measures) of the same idea with one added note in a 5/8 meter, cre-
ating a kind of hiccup in the repeated gesture. It is quickly expanded, accordion-like, to 
a 9/8 meter with a flute arpeggio outlining an ascending major seventh. Moe again uses 
the motive as a transitional element at 3:07, but this time a repeated pickup figure in the 
drum set, piano, and cello is the pivot element around which the texture downshifts to a 
slightly slower meno mosso section.

A slinky alto sax line slides into on top of a jaunty ostinato on muted cowbells at 3:31, 
eschewing additive rhythmic variation momentarily. After a rhapsodic imitative passage 
featuring cello and clarinet, the piano sets up the next repeated texture, a liquid 6/8 pas-
sage outlining a F-sharp dominant seventh chord featuring an impressionistic, polytonal 
line in the winds 4:33. Moe reprises the driving violin eighth note ostinato heard here in 
the high register on A with piano doubling at 6:12 while clarinet, alto saxophone, cello, and 
piano left hand play a sighing descending minor second figure. By simply shifting the 
prevailing rhythmic grouping and adding hiccup-like grace notes (that eventually outline 
a minor ninth interval) at 6:54, Moe passes the running eighths figure to the keyboard’s 
middle register while establishing a new texture. Moe shifts the ostinato duty from piano 
to violin to vibraphone, while the winds play cool harmonized lines that would be at home 
in a Gil Evans orchestration. When the violin returns to the running eighths and the texture 
thickens, it is heard a minor third higher on C, and finally another transposition of the pedal 
point up to a D leads into a sectional change at 9:19.
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The keyboard and cello double on an angular low register figure, while the violin plays taut 
grace notes into charged sustains. The drum kit enters with an off-kilter beat on hi-hat 
and tom toms, a texture which presages the raucous tutti arrival at 11:02, as the ensemble 
toggles back and forth between triple and duple divisions of the pulse, with raw, grinding 
chord voicings. Increasingly lyrical music serves as a gradual denouement of the unceasing 
energy of the piece thus far. Moe ends the movement with a passage that evokes tolling 
bells, building an ambiguous harmony that suggests a F-sharp minor seventh chord with 
both the flatted and sharped fifth sounding in the high register, closing the movement in 
a state of suspension.

The second and third movements of Repeat Offender are like a double-coda, together less 
than one half the length of the first. The second, “fallout: musette”, [3] is a brief interlude 
that grows from an alto saxophone line featuring two grace notes into several repeated 
pitches, echoing the taut figure in the violin from the previous movement. In characteristic 
fashion, Moe adds and subtracts notes from the phrase, propelling it forward by subtle 
syntactical adjustments. The texture accumulates through dialogue with the strings and 
flute, and dramatic bell-like chords in piano and vibraphone bring it to its apex. “fallout: 
musette” fades away with a mantra-like repetition of the opening figure, while Moe con-
tinues to mischievously vary the rhythm in the violin and vibraphone even as it fades away.

The final movement “another round,” [4] is heard attacca after movement two and rein-
troduces the frisky rhythmic vitality of the opening of movement one. It opens with a light 
sparring match between piano and alto sax, spinning out proto-blues licks. A stuttering 
duet follows between violin and snare drum, a nervous message conveyed through a kind 
of Morse code percolation, with the piano playing a rolling low register line. If Moe’s strat-
egy in the opening movement emphasized additive techniques, here the metric edges are 
smoother, remaining in triple divisions of the pulse throughout, careening forward without 
speed bumps. When he does introduce rhythmic dissonance, it is often created by metric 
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An extended lyrical piano melody begins at 3:11, coaxing pathos with a pleading motive of 
an ascending major second followed by a falling perfect fifth. After the soloist explores this 
earnest gesture, the horns pick up a fragment to elide into a rhapsodic passage for strings. 
At 5:06, Moe shifts gears once again, establishing an urgent, driving texture anchored in 
syncopated sixteenth piano clusters in minor and major seconds, while the horns and 
violins soar above with a heroic line and the low strings create rhythmic contrast with a 
running triplet figure. The piece seems to be breaking free of existential paralysis towards 
an active stance.

Moe reinforces this new vigor by bringing the percussion section to the fore, as it drives 
towards a boisterous unison melody between piano, winds, and flexatone at 6:42, a shim-
mering texture reminiscent of Messiaen. Is this exuberant moment just a lampoon of climate 
activism hope, or natural extension of the accumulating enthusiasm preceding it? Perhaps 
the brooding pesante in the low brass at 8:05 can help decode the answer, or the return of 
the conflicted triadic structures from the introduction in a passage between the vibraphone 
and piano at 8:36. A series of soli phrases in the oboes, flutes, violins, horns, and bassoons 
brings the movement towards its ambiguous end. “The Sweetness Of Despair” is fraught, 
grappling with the tension between an awareness of impending environmental crisis and 
the hurdles and difficulty of all available courses of action. The mournful descending perfect 
fifth is heard in the bassoons before the piano finishes with a harmony that hearkens back 
to the ambivalent, polytonal relationship in the opening, a C major triad over an A major 
chord with an added tritone and thirteenth.

If “The Sweetness Of Despair” is mercurial and expressive of shifting emotions, “The 
Necessity Of Hope” [6] is poised for action. Moe opens the movement with an 8th note 
ostinato in the piano in 9/8 meter, similar to the moto perpetuo textures heard in the open-
ing movement of Repeat Offender. The woodblock, finger cymbals, and vibraphone create 
accents and shifting metric emphasis, occasionally suggesting polyrhythm, but always 

displacement instead of shifting meters, like at 2:13 in the flute and violin entrances that 
enter on different subdivisions of the pulse. Moe closes the piece with a bracing syncopated 
figure in 6/8, a frenzy of energy that culminates in four final measures of repeated, accented 
eighth notes. The final harmony is an A chord with a clashing internal major third, perfect 
fourth, augmented fourth, and perfect fifth, a bold and striking sonority.

The Sweetness Of Despair, The Necessity Of Hope is a piano concerto that meditates on 
and responds to our current environmental and ecological predicament, inspired by the 
work of writer-activist Rebecca Solnit. The work is divided into two movements; the first 
is an internal grappling with the inexorable crisis, while the second is more of an external 
call to action.

The first movement, “The Sweetness Of Despair,” [5] opens with gentle G major triads in 
the strings and vibraphone, while the piano juxtaposes polytonal triadic sonorities over the 
pad, cycling through F-sharp minor (suggesting a G Lydian mode), B-flat major (pointing 
at a tertiary relationship), and G-flat major (with the G-flat/F-sharp acting as a common 
tone to cycle back to G major). A descending melodic sighing perfect fifth closes many of 
the micro phrases. Moe seems to be capturing the dichotomy spelled out in the title itself 
with this introduction, choosing the sweetness of triadic harmony but hinting at despair 
through dissonance as the piano pushes against the prevailing harmonies. The strings and 
vibraphone move through a progression that outlines C major, D major, and B-flat major 
triads as the piano expands its harmonic vocabulary, eventually broadening out into mate-
rial that introduces the winds as the harmonic ideas become more dense and ambiguous.

At 2:10 we hear the work’s first angular material, a quixotic ascending rocket motive in 
quintuplets in the piano, outlining a major 7th and harmonized by the left hand in mostly 
minor seconds. As the tempo is increased, the rhythmic edges are sharpened, the brass 
offers gruff commentary supported by a jangly snare drum.
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creating misdirection and forward motion. Ripping ascending figures in the piccolo, piano, 
and xylophone tear at the pointillistic fabric, outlining a major seventh, pointing back with 
similar intervallic content to the rocket motive from early in movement one.

Moe’s penchant for highlighting heterogenous voices is evident in an interstitial passage 
starting at the 0:55, which features short angular phrases in piccolo, flute, xylophone, and 
oboe, and later muted trumpet and horn. After restablishing an insistent repeated note 
ostinato, the horn announces two ascending major sevenths and passes the baton back 
to the solo piano for a fantasy of percolating eighth notes (notice the earnest descending 
perfect fifth at 2:08, recast here in a less melodic context). The second violins take over 
with an apprehensive oscillating minor second figure, recalling the insistent pedal point 
in the keyboard at the movement’s opening. The pesky major seventh interval is never far, 
anchoring a rhapsodic first violin line in ascending and inverted incarnations. A foreboding 
march follows as the brass and strings spar with robust intertwined contrapuntal phrases.

At 4:11, we hear ostinato material again reminiscent of Repeat Offender, heard in 6/16 
meter and anchored by the solo piano with percussion and low string punctuations. Moe 
develops this material with subtractive, and eventually additive, adjustments to 5/16 and 
7/16 that bring in other voices from the orchestra, adding emphatic commentary, hammer-
ing home the urgency of the musical moment. The irregular metric orientation acts like an 
extended structural upbeat to 6:32, as weighty, pointed quarter notes and charged quarter 
note triplets power a forceful climax over driving sixteenth note figures in the bongos and 
quintuplet swells on the snare drum. The violins emerge from the dense orchestration with 
biting offbeat seconds, an unsettling infection that spreads through the ensemble before 
it reaches the solo piano for off the beat triplet dyads.

7:30 signals a moment of anxious repose, as a toggling high register arpeggiated figure 
in the piano and subsequent lyrical fragments emerge and articulate a poignant sense of 
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weightless uncertainty. The reflective mood is broken at 9:12, with a jaunty dialogue between 
piano and winds. 10:19 represents a recapitulation of the opening of the movement in a 
duo between piano and percussion—here the propulsive piano ostinato is moved to the left 
hand, while the percussion instruments swap out the wood block and finger cymbals for 
slinky snare drum articulations with brushes. Strings and horns join in the accumulating 
energy, coloring the mechanical texture with an elastic, slithering descending chromatic 
line at 11:19. 11:48 announces itself with renewed vigor, lifting the repeated notes to a higher 
register before an unbridled tutti erupts at 12:54 that highlights the grinding voicing with 
a piccolo on top of a stacked major seventh.

The solo piano is given ample space to establish its closing argument, first with liquid 
arpeggiated figures after 13:15 and then with a passage of hocketed sixths between the 
hands that jabs with tremolo phrases in the strings. The piece finishes with a charged 
three note figure set off by two brief pauses in the pulse—momentary suspensions of time 
that freeze the inevitable careening towards a powerful final tutti four note figure. From its 
first attack, Moe’s “The Necessity Of Hope” is urgent and purposeful, the antithesis of a 
passive musical response to a humanity threatening crisis.

Indeed, throughout this collection of large ensemble works, Moe writes music with energy, 
direction, and drive. These pieces celebrate the power that can only come from a large 
group of dynamic performers playing together, and the catharsis when that potential is 
put at the service of a composer’s meticulous and vigorous vision. The vitality in Eric Moe’s 
compositions demands engagement, asserting that music is a collective project, inviting 
composers, instrumentalists, and listeners alike to be active participants.
© Dan Lippel 2026
Guitarist Daniel Lippel has a multi-faceted career as a performer, recording artist, and label owner (New Focus Recordings). Recent 
performance highlights include recitals at Universidad Nacional de Cordoba (Argentina), Boston Conservatory of Music, Le Poisson 
Rouge (NY), Sinus Ton Festival (Germany), and National University of Colombia (Bogota), and chamber performances on the 
Mostly Mozart Festival, Adelaide Festival (Australia), Aspekte Festival (Salzburg), Dutch National Opera in Amsterdam, and Kunst 
Universitaet Graz (Austria).
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Eric Moe�, composer of what The New York Times has called 
“music of winning exuberance,” and recently described by 
his physician as a “pleasant male in no acute distress,” has 
enjoyed extensive support for his work from the American 
Academy of Arts and Letters, the Guggenheim Foundation, 
the Fromm and Koussevitzky Foundations, the Barlow 
Endowment, Meet-the-Composer USA, the Pennsylvania 
Council on the Arts, MacDowell, Yaddo, Bellagio, the 
Camargo Foundation, the Virginia Center for the Creative 

Arts, Montalvo Arts Center, UCross, the Aaron Copland House, Ragdale, Hambidge, the 
Carson McCullers Center for Writers and Musicians, Avaloch Farms, and the American Dance 
Festival, among others.

Tri-Stan, his one-woman opera on a text by David Foster Wallace, was hailed by The New 
York Times as “a tour de force” that “subversively inscribes classical music into pop culture.” 
One review of his Uncanny Affable Machines (New Focus Recordings), finishes up with 
“Killer stuff that feels like thinking man’s music.” Strange Exclaiming Music (Naxos) was 
described in Fanfare as “wonderfully inventive, often joyful, occasionally melancholy, highly 
rhythmic, frequently irreverent, absolutely eclectic, and always high-octane music.” Kick & 
Ride (BMOP/sound) was a WQXR album of the week: “…it’s completely easy to succumb 
to the beats and rhythms that come out of Moe’s fantastical imaginarium, a headspace 
that ties together the free-flowing atonality of Alban Berg with the guttural rumblings of 
Samuel Barber’s Medea, adding in a healthy dose of superhuman strength.” A review by 
Huntley Dent in Fanfare of his most recent portrait disc, Where Do You See Yourself In 5 
Years (New Focus), concludes simply with “Five stars: impressive mastery from a wide-
ranging composer-pianist.” Other portrait CDs include Strenuous Pleasures (New Focus), 
Meanwhile Back At The Ranch (New World Records), Of Color Braided All Desire, Kicking 
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and Screaming, Up & At ’Em, Siren Songs (Albany Records), and On the Tip of My Tongue 
(Centaur).

As a pianist, Moe has premiered and performed works by a wide variety of composers. His 
playing can be heard on the Albany, Koch, CRI, Mode, New World, and Innova labels in the 
music of David Del Tredici, John Cage, Roger Zahab, Mathew Rosenblum, Marc-Antonio 
Consoli, Jay Reise, Ezra Sims, David Keberle, Felix Draeseke, and many others in addition 
to his own. Of his solo recording The Waltz Project Revisited—New Waltzes for Piano, a 
compilation of waltzes for piano by two generations of American composers, Gramophone 
magazine said, “Moe’s command of the varied styles is nothing short of remarkable.” He 
founded and co-directs Pittsburgh’s Music on the Edge new music concert series. Moe holds 
degrees from Princeton University and U.C. Berkeley; he is currently the Andrew W. Mellon 
Professor Emeritus at the University of Pittsburgh.

http://ericmoe.net

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 (BMOP), which “brings an endlessly curi-
ous 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.

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

FLUTE
Ashley Addington* [1, 3]

Sarah Brady* [1, 2]

Rachel Braude (piccolo) [1]

Allison Parramore [3]

OBOE
Mary Cicconetti [3]

Mia Fasanello [1]

Laura Pardee-Schaefer* [3]

Jennifer Slowik* [1]

Catherine Weinfield-Zell [1]

CLARINET
Amy Advocat  

(double bass clarinet) [1]

Gary Gorczyca [1, 2]

Jan Halloran* [1, 3]

Rani Moore [3]

ALTO SAXOPHONE
Sean Mix [2]

BASSOON
Ronald Haroutunian* [1]

Jensen Ling [1, 3]

Adrian Morejon* [3]

Gregory Newton [1]

HORN
Alyssa Daly [3]

Hazel Dean Davis [1]

Neil Godwin* [1, 3]

Lauren Moore [1]

Sarah Sutherland [1]

TRUMPET
Eric Berlin* [1]

Andy Kozar [1]

Dana Oakes* [1, 3]

Andrew Sorg [3]

TROMBONE
Hans Bohn* [1]

Alex Knutrud [1]

Mike Tybursky [3]

BASS TROMBONE
Christopher Beaudry [3]

Angel Subero [1]

TUBA
Kenneth Amis [1]

TIMPANI
Nicholas Tolle [1]

PERCUSSION
Maria Finkelmeier [1]

Robert Schulz* [2, 3]

Matt Sharrock* [1]

Nicholas Tolle [3]

Mike Williams [1]

PIANO
Yoko Hagino [1, 2]

HARP
Amanda Romano [1]

VIOLIN I
MaeLynn Arnold [1]

Piotr Buczek [1, 3]

Benjamin Carson [1, 3]

Kyra Davies [1]

Gabriela Díaz [1, 2, 3]

Tudor Dornescu [3]

Susan Jensen [1, 3]

Sean Larkin [3]

Robert Lehmann [1]

Yumi Okada [1]

Nicole Parks [1]

Amy Sims [3]

Megumi Stohs-Lewis [3]

Hikaru Yonezaki [1]

VIOLIN II
Colleen Brannen* [1, 3]

Paula Andrea Caballero [1, 3]

Xiao Fu [1]

Marji Gere [1]

Lilit Hartunian [1, 3]

Betsy Hinkle [1, 3]

Sean Larkin [1]

Limmy Nam [1]

Yumi Okada [3]

Nicole Parks [3]

Kay Rooney [3]



Eric Moe
No Time Like The Present
Repeat Offender
The Sweetness Of Despair, The Necessity Of Hope

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

Eric Moe’s works are all published by DEAD ELF MUSIC.

No Time Like The Present was recorded on September 27, 2024, Repeat Offender was recorded on December 8th, 
2023, and The Sweetness Of Despair, The Necessity Of Hope was recorded October 6, 2023, all at New England 
Conservatory’s Jordan Hall in Boston, Massachusetts. 

This recording was made possible in part by generous support from The University of Pittsburgh and an 
anonymous donor.
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David Rubin [3]

Klaudia Szlachta [1]

Edward Wu [1]

VIOLA
Eve Boltax [1, 3]

Noriko Futagami* [1, 3]

Ashleigh Gordon [3]

Amelia Hollander-Ames [1]

Kimberly Lehmann [1]

Dimitar Petkov [1]

Emily Rideout [3]

Emily Rome [1, 3]

Peter Sulski* [1]

Alexander Vavilov [1, 3]

CELLO
Nicole Cariglia* [1, 3]

Darry Dolezal [1]

Nicholas Johnson [1, 3]

Hyun-Ji Kwon [1]

Jing Li [1, 3]

David Russell [2, 3]

Aron Zelkowicz [1]

BASS
David Goodchild [1]

Michael Hartery [1, 3]

Edward Kass* [1]

Julianne Russell [3]

Michael Simon [1]

KEY
[1]	 No Time Like The Present
[2]	Repeat Offender
[3]	The Sweetness Of Despair, 

The Necessity Of Hope

*principals
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