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COMING UP NEXT

APRIL 8, 2022 — IN JORDAN HALL

Ellen Taaffe Zwilich
Portrait Concert

As the first woman to earn a doctorate from Juilliard, and the first woman
to win the Pulitzer Prize, Ellen Zwilich is among America’s most celebrat-
ed, prolific, and popular composers. This overview of her work includes
her Concerto Elegia for flute and string orchestra, Commedia dell’Arte
for violin and string orchestra, and Symphony No. 5. BMOP will also
premiere NEC Composition Competition winner Lavell Blackwell’s piece
Effleurage.

JUNE 17, 2022 — THE STRAND THEATRE
Anthony Davis
X: The Life and Times of Malcolm X

Anthony Davis is perhaps best known for this opera, which enjoyed a
sold-out premiere production at the New York City Opera in 1986. Our
performance, as well as the recording that will follow, will represent the
final, revised version of this opera.

This performance and recording comprise the first work in our
series of operas by Black composers, As Told By: History, Race,
and Justice on the Opera Stage.

Presented in partnership with Odyssey Opera
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JOHANN SEBASTIAN BACH Prelude and Fugue in C Minor
Edward Elgar, arr. (1922)

STEPHEN PAULUS Grand Concerto (2004)

Paul Jacobs, organ

INTERMISSION

OLIVIER MESSIAEN L’ascension (1933)

I. Majesté du Christ demandant sa gloire a son Pére
Il. Alléluias sereins d’une ame qui désire le ciel

II. Alleluia sur la trompette, alleluia sur la cymbale
IV. Priére du Christ montant vers son Pére

JOSEPH JONGEN Symphony Concertante (1926)

Paul Jacobs, organ

GIL ROSE, conductor

Partial funding for this free live event was provided by the Recording
Industry’s Music Performance Trust Fund

This concert is funded by a lead gift from the Ellis L. Phillips Foundation

Also made possible in part by The Nancy Foss Heath and Richard B.
Heath Educational, Cultural and Environmental Foundation
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PROGRAM NOTES

By Clifton Ingram

J.S. BACH (1685-1750)
FANTASIA AND FUGUE IN C MINOR, BWV 537
SIR EDWARD ELGAR, ARRANGER (1922)

Commonly hailed as the quintessential English composer of his time, the reality of Sir
Edward Elgar’s musical career falls a little farther off the beaten path than one might
expect. Born the fourth of seven children to a Worcester music-shop proprietor in 1857,
not surprisingly Elgar’s skills at piano, violin, and music theory were all encouraged from
atenderyoung age. The young musician’s budding talents — which left quite an impres-
sion on the likes of Arthur Sullivan — would not prove enough to secure an immediate
place in the British and international scene. After much perseverance, not to mention
newfound inspiration and support from his wife, Alice, Elgar’s breakthrough would come
suddenly in 1899 when he penned an overnight sensation, the Enigma Variations. Yet
Elgar would continue to be haunted by struggle, even after unequivocal success. Fame
found him uncomfortable at best, the invasion of his privacy a persistent effect on nerves
and health. “My life is one continual giving up of little things which | love,” he lamented
in 1903 to his friend August Jaeger (notably, the dedicatee of the “Nimrod” variation from
the Enigma Variations).

While Elgar experienced years of prolific output at the beginning of the 19th century,
World War | marked a decided slowing-down for the composer in the face of tragedy.
Written in 191819, Elgar’s now-famous Cello Concerto in E minoris undeniably attached
to this pivotal post-war period. From dour and uncertain origins, Elgar, deeply affected
by the tremendous loss of life, began to foster a graver tone in his music, one that Yeats
had detected before the war as “wonderful in its heroic melancholy.” Lady Elgar also
detected in her diary this new somber quality in her husband’s music, which she noted
“should be in a war symphony.” Fatefully, the death of Lady Elgar only a year later would
prove a crushing blow for the aging composer, the personal loss rendering the composer
frequently dormant for his remaining 14 years.

Times were changing, and the previous penchants of Edwardian sensibility had swiftly
come to sound inadequate and dated, irrevocably lost to the atrocities of the Great War.
Elgar continued to move with the times in his own way, being an early advocate for the
gramophone and remaining active in the production of recording his works until his
death in 1934.

Elgar’s arrangement of ).S. Bach’s Fantasia and Fugue in C minor, was written in
1921-22 in the wake of global and personal grieving. Elgar had first orchestrated the
Fugue, which premiered in Queen’s Hall in London in October 1921 under the baton of
Eugene Goossens. He had originally hoped for a collaborative effort as a gesture toward
mending the rift between nations; but when his friend Richard Strauss did not reciprocate
and failed to orchestrate the opening Fantasia, Elgar set himself to the task in 1922. The



first complete performance of both arrangements of Fantasia and Fugue was under Elgar’s
own direction in September 1922.

As is often the case when arranging a historical work, Elgar’s reworking of Bach
reveals a composer channeling the music of the past through the lens of their own age.
As Elgar wrote to Ivor Atkins, a friend and organist: “I have orchestrated a Bach fugue in
a modern way ... | wanted to show how gorgeous and great and brilliant he would have
made himself sound if he had had our means.” However, there is a double-nostalgia
here, not just Elgar’s own yearning for the poised pomp and circumstance of the Baroque.
Today, Elgar’s turn-of-the-century stylings are as if sepia-toned to contemporary ears as
well, which only enhances a sense of longing for bygone days, stacking longing upon
longing. Make no mistake, however: this is Bach, no doubt, but it is Bach as if played by
a silent-film orchestra in a Roaring-Twenties picture palace.

Elgar deftly infuses a twentieth-century cinematic narrative to the organ’s original
contrapuntal language in recasting Bach’s Fantasia and Fugue in C minor. For the Fantasia,
Elgar’s playfulness with the orchestra maintains the grave intensity of Bach’s original
while also incorporating plenty of the British composer’s own touches. From the onset,
the faintest thrumming of timpani and bass drum amongst ominous drones of low strings
haunts the music with what must have been none-too-distant memories of audible artil-
lery and bomber blitzes coming across the Channel from France. The melancholic melody
started by the oboe is passed amongst the winds as the music builds and falls. Elgar
creates a shifting landscape of foregrounds and backgrounds as the individual voices
are revealed and buried, creating a story of both progress and loss, at times overwhelm-
ing, a balancing act of whirling densities. The Fugue shows a more confident mood in
contrast to the Fantasia’s searching, highlighted by an unstoppable driving that lasts
until the very last push.

Tragically noble in the face of stark solitude, Elgar finds a new sense of musical
intimacy in reworking Bach’s Fantasia and Fugue in C minor. Elgar’s post-war style was
epitomized by the economical and terse, noted for its “pregnant simplicity ... but with
a profound [underlying] wisdom and beauty.” In this way, Elgar has found that the bon
vivant opulence of a dying Edwardian Age maps surprisingly well to Bach’s late Baroque
fashions. The contrast between wandering Fantasia and driving Fugue seems almost a
tragic adieu to promises made before trenches were dug, like a British stiff upper lip in
the face of agonizing adversity at the end of an era.

STEPHEN PAULUS (1949-2014)
GRAND CONCERTO FOR ORGAN AND ORCHESTRA (2004)

Some composers find the organ daunting — understandably so — and will avoid
writing for it altogether. But Stephen was someone who embraced the instrument,
understood it, and composed very beautifully for it.

— organist Paul Jacobs, remembering Stephen Paulus

Recently having passed in 2014, Stephen Paulus maintained a rich and multi-faceted
musical life. A prolific American composer, Paulus wrote over 600 works, including 55
orchestral works for notable orchestras in Atlanta, Minnesota, Tucson, and Annapolis, as
wellas 12 operas for Boston Lyric Opera, Washington Opera, Minnesota Opera, Sacramento

Opera, and The Berkshire Opera Company, among others. Paulus was also a staunch
advocate for new music throughout his career, co-founding the Minnesota Composer
Forum in 1973, which would evolve into the largest composer service organization in the
United States, the American Composers Forum. Paulus also served as the Symphony and
Concert Representative on the board of The American Society of Composers, Authors, and
Publishers (ASCAP) for over two decades, from 1990 until 2014.

Paulus’ orchestral compositional style explores the vocabulary of the late Romantic
symphonic language, but greatly informed by his experience writing for voice. About Paulus’
unapologetically lyrical and welcoming melodicism, organist Paul Jacobs reminisced that
“He had this love of melody ... [and] there are moments of playfulness to this work, which
is utterly attractive to any listener.” About the organ, Paulus thought he knew just enough
about the instrument “to be dangerous,” while avoiding the instrument’s tried-and-true
clichés. Clearly up to the challenge of writing for organ, Paulus’ three-movement Grand
Concerto for Organ and Orchestra is his third concerto for the instrument. Living up to its
title, the piece is not only grand in its forces but also in its stylistic breadth, encompass-
ing the American composer’s many signatures. The music is ripe with both short motifs
and long arching melodies, a propulsive rhythmic drive, and juxtaposing harmonies and
timbres. Organist Paul Jacobs summarizes the musical narrative as follows:

It offers a thrilling journey for the listener, beginning rather quietly, but quickly giv-
ing way to a jaunty, rhythmic first movement, followed by his trademark lyricism in
the second ... [The] melody that comes in full display in the second movement [is]
interrupted briefly by a kind of bubbly scherzo-like texture, and then returns to a
long, meandering melodic line. And all of this gives way to a joyful toccata with an
exhilarating conclusion.

The first movement, titled “Vivacious and Spirited,” begins in rather the opposite way
than one might expect: cautious, mysterious, and in a minor key. Undulating parallel
intervals spread from the organ to the orchestra quickly, soon egged on by brass and
percussion into a faster tempo. Keeping up this lively pace, Paulus employs mischievous
hocketed passages where organ and orchestra share the stage to complete each others’
phrases. After a great deal of variation and diversion, the movement ends transformed
from minor to major.

“Austere; Foreboding,” the second movement, shows a more restrained hand, akin
to the cleverly lean neoclassicism of Francis Poulenc. The organ begins alone in its higher
registers, slowly snaking stepwise downward. Blending high strings with organ, Paulus
introduces tender melodies from both flute and clarinet that firmly establish this new-found
calm. But this peacefulness is not to last. A livelier tempo is introduced where winds chirp
and make merry; however, dark clouds gather on the horizon, and a brief maelstrom of
crunching harmonies is unleashed by organ and orchestra, leaving a swathe of negative
space for more gentler music as the dust settles. Listen closely and one can heara common
“compositional thumbprint” for Paulus’ organ works toward the end; here, a quotation
from the Mormon hymn “Come, Come, Ye Saints” stands in tribute to Paulus’ father.

The closing movement is titled “Jubilant” and begins brightly with a brief but animated
conversation between wooden percussion and middle strings. Another quoted tune by
Paulus, “Waly, Waly” (also known as “The Water is Wide”), soon can be heard from the
strings, floating atop the minimalistic static oscillation of chords a la Steve Reich, firmly
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held down by the organ after a toccata-like cadenza. The excitement is sustained for some
time in this fashion, finally making room for anothervirtuosic cadenza for the organ pedals
before a final emphatic climax is reached.

OLIVIER MESSIAEN (1908-1992)
’ASCENSION (1933)

In twentieth-century music history, Olivier Messiaen’s reputation as a composer and
organist often precedes his work. Born 1908, he entered the Paris Conservatoire at the
remarkable age of 11, being an extraordinarily precocious student. While held in a prisoner-
of-war camp during World War Il, Messiaen penned the famously apocalyptic Quatuor
pour la fin du temps (Quartet for the End of Time). After the war, he rose to be like a
grandfather in French modernism, a connecting force between the old guard of impres-
sionism and neoclassicism (Claude Debussy, Maurice Ravel, Igor Stravinsky) and the new
guard and its many experimental forms (Pierre Boulez, Tristan Murail, lannis Xenakis).
A life-long devoted Roman Catholic and enthusiastic ornithologist, in glib academic
company he is known as the “birds and church composer.” Despite the great importance
of the previous accomplishments, this last, seemingly less serious epithet is helpful in
approaching Messiaen’s music. The relationship between nature and the divine holds
a key to listening to his music, which is both expansive in its aesthetic scope yet tightly
focused in its sense of intimacy.

Messiaen called L’ascension, his multi-movement orchestral suite, “Quatre Méditations
symphoniques pour orchestre” (Four symphonic meditations for orchestra). Written in
1932-33, L’ascension is a relatively early piece for the composer and an early example of
what would quickly become Messiaen’s compositional hallmarks. His particular combina-
tion of slow tempi and static harmonies suggests a feeling of awe before the divine, one
which the composer enjoys contrasting with more exuberant densities and textures. In
short, there is a poetry to Messiaen’s work, demonstrated by the composer’s penchant
for including quotations to each movement, often reverently religious in nature.

I. Majesté du Christ demandant sa gloire a son Pére
(Majesty of Christ praying that His Father should glorify Him)

Pére, I’heure est venue, glorifie ton Fils, afin que ton Fils te glorife.
(Father, the hour is come; glorify thy Son, that thy Son also may glorify Thee.)
— Priére sacerdotale du Christ, évangile selon Saint Jean
(Prayer from Christ, The Gospel of St. John)

In 1931, Messiaen had been appointed organist at ’Eglise de la Trinité, a post he would
hold for 61 years until his death in 1992. It is no surprise then that the opening music of
L’ascension bears resemblance to the sound of the composer’s beloved organ. In fact,
Messaien would go on to adapt a version of L’ascension for the organ only a few years
later. In the first movement, the instruments combine to create hazy auras around lush
harmonies, like the sublime halos given to saints in sacred medieval paintings. Starting
off Trés lent et majestueux (Very slow and majestic), woodwinds and brass play chorale-
like passages of an almost frozen architecture. The effect is palatial, suggestive of the
long curving arches of a cathedral or of the rising and falling mesas of the American

Southwest. Paradoxically, the music seems both crystalline and fluid, the counterpoint
at once both familiar and alien, jutting off into surprisingly majestic dissonances and
ominous consonances.

II. Alléluias sereins d’une ame qui désire le ciel
(Serene alleluias from a soul longing for Heaven)

Nous vous en supplions, 6 Dieu,... faites que nous habitions aux cieux en esprit.
(We beseech Thee, almighty God, that we may in mind dwell in Heaven.)
— Messe de I’Ascension (Mass for Ascension Day)

Winds begin this movement, too, but this time marked Bien modéré, clair (Well moderated,
clear). However, the music quickly shifts into something more lively with its constantly
shifting time signatures, revealing Messiaen is game for Stravinsky-like playfulness. The
lithe winds are scaffolded by a buzzing of strings, cueing a sumptuous double-reeded
English horn to initiate a melodic back-and-forth amongst the winds. High violins eventu-
ally enter the mix, stretching a searing polyrhythmic (3-against-5) skin-like texture across
the winds, now in defiant unison. It is a music that bridges abstraction and physicality,
held together by long endless lines and perpetual lyricism.

I1l. Alleluia sur la trompette, alleluia sur la cymbale
(Alleluia on the trumpet, alleluia on the cymbal)

Le Seigneur est monté au son de la trompette...
Nations, frappez toutes des mains; célébrez Dieu par des cris d’allégresse!
(The Lord ascended with the sound of the trumpet...
Nations, clap your hands all; celebrate God with shouts of joy!)
— Psaume 46 (Psalm 46)

Messiaen shows the influence of Stravinsky even more in this third movement, beginning
Vif et joyeux (Fast and joyfully). The brass calls the orchestra to arms, answered by low
marching figures in the strings. Ebbing and flowing, different collections of instrumental
groupings alternate in cross-cutting orchestrations. It is a very conversational music: an
orchestra in dialogue with itself, but not a very straightforward one. There are deceptions
and fake-outs aplenty. Eventually, low strings take on a driving motif and are joined by the
buzzing of bassoons to build the orchestra into another reverent, almost frenzied climax,
one with a clever sense of humor.

IV. Priére du Christ montant vers son Pére
(Prayer from Christ ascending towards His Father)

Pére,... j’ai manifesté ton nom aux hommes... Voila que je ne suis plus dans le monde;
maix eux sont dans le monde, et moi je vais a toi.
(And now, O Father, | have manifested Thy name unto men...and now, | am no more
in the world, but these are in the world and | come to Thee.)

— Priére sacerdotale du Christ, évangile selon Saint Jean

(Priestly Prayer of Christ, Gospel of St. John)

The last movement book-ends the work, returning to a music of slow, somber majesty
marked Extrémement lent, ému et solennel (Extremely slow, emotional and solemn).
Unlike the first movement, however, the focus has moved away from the winds and to

1
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the sonorous strings. Rising figures, like the endless staircases of M.C. Escher, endow
the music with a sense of strange ecstasy, at times lush and luminous yet also melting
and dizzying. Yet there is always a logic to the music, itself an expression of faith for an
inclusive sense of beauty.

JOSEPH JONGEN (1873-1953)
SYMPHONIE CONCERTANTE FOR ORGAN AND ORCHESTRA (1926)

Born in 1873 in Liége, Joseph Jongen is Belgium’s most well-known twentieth-century
composer. The young Belgian demonstrated musical talent at a very early age, so much
so that he was admitted at 7 years old to the Liége Conservatoire. There Jongen would
spend sixteen years studying, going on to win First Prize for Fugue (1895) and receiving
honors diplomas in both piano and organ (1896). In 1897, he won the Belgian Prix de
Rome for his cantata Comala, allowing him to travel to France, Germany, and Italy. In 1902,
he returned to Belgium as a professor of harmony and counterpoint at his alma mater.
During World War |, he fled with his wife, pianist Valentine Ziane, and their three children
to England, where Jongen stayed busy by founding a piano quartet called the Belgian
Quartet. After the war, he returned home once again and was named professor of fugue
at the Royal Conservatory of Brussels, where he served as director 1925-39. Jongen also
became principal conductor of the Concerts Spirituels and the Concerts Populaires concert
series in Brussels, and later his success landed him the role of royal tutor in harmony to
Princess Marie-José. With a deft hand at fugal and contrapuntal writing, Jongen’s music
often has a hint of Bach behind its surfaces, an edifice made up of gleanings of both Late
Romanticism and early Modernism, having run the stylistic gauntlet of the Fin de Siécle.

A prolific composer over many years, Jongen wrote a great deal of orchestral and
chamber music, both instrumental and vocal music alike. However, today the only music
of his performed with much regularity are his works including organ. Much of these were
solo pieces, although some were written with accompanying instruments like the grand
Symphonie Concertante for Organ and Orchestra.

Written in 1926, Jongen’s Symphonie Concertante was commissioned to be premiered
in a cavernously grand ex-railway station converted into one of the first department stores:
the Grand Court of the John Wanamaker Department Store in Philadelphia, now a National
Historic Landmark and notably the first store to use price tags. The performance was
meant as a rededication of the world’s largest pipe organ, the Wanamaker Organ, part of
a series of concerts Rodman Wanamaker funded with conductor Leopold Stokowski and
the Philadelphia Orchestra. Unfortunately, Wanamaker’s death in 1928 prevented the
performance from happening. Instead, Jongen went on to play and direct his Symphonie
Concertante throughout Europe himself. Over 80 years later, this Belgian tour de force
for organ and orchestra was eventually performed for the first time on the Wanamaker
Organ with the Philadelphia Orchestra in 2008.

The untitled first movement, marked with an unassuming Allegro, molto moderato,
structurally comes off as a fantasy that wanders whimsically through its many different
musical episodes. Opening /n modo dorian, cellos and contrabasses hold down pedal
notes for spritely passages of high strings and jaunty winds to sit atop. More and more
winds join the playful fray, setting up the organist for a blazing entry, entering into a call-
and-response with the orchestra. The contrast of leggiero orchestra and piping organ leads

to galloping rhythms and grandly triumphant organ blasts. Notably, Jongen employs a
sudden color change as the organ arpeggiates rapidly up and down the keyboard manu-
als, its swell box closed (récit fermé), allowing the brass section a time to shine as well.
Conflict de-escalates into dissipating wisps of harmony and wind lyricism.

The second movement, “Divertimento,” begins in stark contrast in a carnivalesque
tone, the organ sounding like music from a nearby carousel dancing in a bright Molto
vivo tempo. Contrasting passages of gently somber Religioso and warm Cantabile come
and go throughout the movement, often instigated into new territory by bombastic organ.
Once this playful diversion concludes, the third movement conjures a more mysterious
mood. Entitled “Molto Lento” and marked misterioso, here Jongen exploits the organ’s
ability to blend well with winds and strings alike, surfacing in solo passages to express
a solemn, but understated reverence. A brief Appassionato attempts to break up the
seriousness, but the music holds fast, ending in a poised fragility of fluting organ tones
and gentle high strings in tremolo. The finale, “Toccata (Moto Perpetuo),” wastes no time
in getting started. Waves and waves of orchestral sound crest, crash, and pull back against
the endless sixteenth figures from the organ. Dramatic thrusts from the brass burst forth
from the dense and churning orchestration, spurning the organ to even greater heights
and a notably dramatic finish.

Clifton Ingram is a composer, performer (Rested Field, guitars/electronics), and writer interested
in the fault lines between contemporary and historical traditions. He holds degrees in music
(composition) and classics from Skidmore College and The Boston Conservatory.
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IN MEMORIAM
ELLIS L. PHILLIPS IlI

Simply put, without Larry Phillips, there would be no BMOP. His initial energy,
support, and advocacy helped a start-up organization grow, survive, and thrive.
Larry and the Ellis L. Phillips Foundation helped many other small organiza-
tions get their start, changing the musical landscape in Boston for decades to
come. It’s an honor to be able to dedicate this concert to Larry’s memory and
the excellent work of the Phillips Foundation. — Gil Rose

ELLIS LAURIMORE PHILLIPS Ill, “Larry,” was essential to the founding of the Boston Modern
Orchestra Project, serving as its first Board Chair and then later Chair Emeritus from 1996 until
he died in October, 2018. Harpsichordist, organist, composer, music critic, and philanthropist,
Larry Phillips’ contribution to the music world was far reaching and well known. His professional
music career spanned over four decades.

Born in Rosyln Heights, New York, Larry earned his undergraduate degree at Harvard University
in 1970. While an undergraduate he studied with pianist Luise Vosgerchian and concurrently
at the Longy School of Music. After Harvard he studied at the Conservatoire de Musique de
Montréal where he earned the Certificat D’Etudes en Disciplines Théoriques and he won the
John Robb Organ Competition in 1972. He won international music competition prizes from the
Royal Canadian College of Organists in 1972 and the International Harpsichord Competition in
Brughes, Belgium in 1974. Returning to Boston, in 1975 he completed a Master of Music from
New England Conservatory of Music, concentrating in harpsichord performance. His professional
training included study of organ performance with Bernard Lagace.

Early recognition led to his signing with music agent Albert Kay Associates in New York City,
in 1976. During his national touring career performing as an organist and harpsichordist, Larry
made a valuable contribution to the Early Music revival. He was a founding member of the early
music trio Quantz, and of the Festival Music Players, a Boston area chamber music organization.

As third president of the Ellis L. Phillips Foundation, and through his own personal engage-
ment, he contributed much to his local and national community, serving on many non-profit
boards including the Board of Trustees for both New England Conservatory and the Boston Early
Music Festival, where he was influential in establishing the BEMF Organ Mini-Festival. Larry
was also a founder and director of the Unitarian Universalist Musicians Network and an editor
of the Signature Choral Series. He was a founding member and president of the Partnership of
the Historic Bostons.

His enthusiasm and commitment to the arts made him well sought after by dozens of musical
organizations. He was a force of encouragement to young musicians, hiring many to perform at
the First Parish in Waltham where he was Music Director from 1982 to 2002.

In 1996 he attended the premiere BMOP concert held in Paine Hall at Harvard University, and
quickly arranged a meeting with Gil Rose shortly thereafter. At that first meeting he decided to
contribute to BMOP’s mission and helped connect BMOP to the philanthropic world in Boston.
What followed were decades of excitement helping BMOP to grow and to receive national and
international recognition.

Larry had a rare combination of gifts: skilled at running a non-profit organization as well as
performing on stage. He was at home filing a new institution’s articles of incorporation as he
was giving a recital or performing in an ensemble with friends and colleagues. Family and friend
gatherings often included ensemble playing. His home in Boston, built by the 19th century music
publisher, Charles Ditson, saw countless rehearsals for colleagues preparing for performances.

When the struggle with Type 1 diabetes brought his performing career to an end, Larry em-
braced a new career as a critic for the Boston Musical Intelligencer, a position that he held from
2008 until the spring of 2012. He published the 5th most reviews for the magazine to that date.

As Aliana de la Guardia of Guerilla Opera recalled, “Larry was a joy to see in the audience.
I never feared his reviews because even a bad one was somehow still encouraging. His presence
and enthusiasm will be missed.”

PHOTO OF ELLIS L. PHILLIPS COURTESY OF DAVID LLOYD BROWN
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GUEST ARTIST

Heralded as “one of the major musicians of our time” by Alex
Ross of The New Yorker and as “America’s leading organ
performer” by The Economist, the internationally celebrated
organist PAUL JACOBS combines a probing intellect and
extraordinary technical mastery with an unusually large reper-
toire, both old and new. He has performed to great critical acclaim
on five continents and in each of the fifty United States. The only
organist ever to have won a Grammy Award—in 2011 for
Messiaen’s towering “Livre du Saint-Sacrément,”—Mr. Jacobs
is an eloquent champion of his instrument both in the United
States and abroad.

Mr. Jacobs has transfixed audiences, colleagues, and critics alike with landmark perfor-
mances of the complete works for solo organ by .S. Bach and Messiaen. He made musical
history at age 23 when he gave an 18-hour marathon performance of Bach’s complete organ
works on the 250th anniversary of the composer’s death. A fierce advocate of new music,
Mr. Jacobs has premiered works by Samuel Adler, Mason Bates, Michael Daugherty, Bernd
Richard Deutsch, John Harbison, Wayne Oquin, Stephen Paulus, Christopher Theofanidis,
and Christopher Rouse, among others.

No other organist is repeatedly invited as soloist to perform with prestigious orches-
tras, thus making him a pioneer in the movement for the revival of symphonic music
featuring the organ. Mr. Jacobs regularly appears with the Chicago Symphony, Cincinnati
Symphony, Cleveland Orchestra, Edmonton Symphony, Indianapolis Symphony, Kansas
City Symphony, Los Angeles Philharmonic, Lucerne Symphony Orchestra, Minnesota
Orchestra, Montreal Symphony, Nashville Symphony, National Symphony Orchestra,
Pacific Symphony, Phoenix Symphony, Philadelphia Orchestra, San Francisco Symphony,
Toledo Symphony, and Utah Symphony, among others.

Mr. Jacobs studied at the Curtis Institute of Music, double-majoring with John Weaver
for organ and Lionel Party for harpsichord, and at Yale University with Thomas Murray.
He joined the faculty of The Juilliard School in 2003, and was named chairman of the
organ department in 2004, one of the youngest faculty appointees in the school’s his-
tory. He received Juilliard’s prestigious William Schuman Scholar’s Chair in 2007. In
addition to his concert and teaching appearances, Mr. Jacobs is a frequent performer at
festivals across the world, and has appeared on American Public Media’s Performance
Today, Pipedreams, and Saint Paul Sunday, as well as NPR’s Morning Edition, ABC-TV’s
World News Tonight, and BBC Radio 3. In 2017 he received an honorary doctorate from
Washington and Jefferson College.
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ARTISTIC DIRECTOR

GIL ROSE is a musician helping to shape the future of clas-
sical music. Acknowledged for his “sense of style and sophisti-
cation” by Opera News, noted as “an amazingly versatile
conductor” by The Boston Globe, and praised for conducting
with “admiral command” by The New York Times, over the past
two decades Mr. Rose has built a reputation as one of the coun-
try’s most inventive and versatile conductors. His dynamic per-
formances on both the symphonic and operatic stages as well
as over 8o recordings have garnered international critical praise.
In 1996, Mr. Rose founded the Boston Modern Orchestra Project
(BMOP), the foremost professional orchestra dedicated exclusively to performing and
recording symphonic music of the twentieth and twenty-first centuries. Under his lead-
ership, BMOP has won fourteen ASCAP awards for adventurous programming and was
selected as Musical America’s 2016 Ensemble of the Year, the first symphony orchestra
to receive this distinction. Mr. Rose serves as the executive producer of the BMOP/sound
recording label. His extensive discography includes world premiere recordings of music
by John Cage, Lukas Foss, Chen Yi, Anthony Davis, Lisa Bielawa, Steven Mackey, Eric
Nathan, and many others on such labels as Albany, Arsis, Chandos, ECM, Naxos, New
World, and BMOP/sound.

In September 2013, he introduced a new company to the Boston opera scene, Odyssey
Opera, dedicated to eclecticand underperformed operatic repertoire. Since the company’s
inaugural performance of Wagner’s Rienzi, which took the Boston scene by storm, Odyssey
Opera has continued to receive universal acclaim for its annual festivals with compel-
ling themes and unique programs, presenting fully staged operatic works and concert
performances of overlooked grand opera masterpieces. In its first five years, Mr. Rose has
brought 22 operas to Boston, and introduced the city to some important new artists. In
2016 Mr. Rose founded Odyssey Opera’s in-house recording label with its first release,
Pietro Mascagni’s Zanetto. A double disc of one act operas by notable American composer
Dominick Argento, and the world premiere recording of Mario Castelnuovo-Tedesco’s The
Importance of Being Earnest followed. In the past year, Odyssey has released premiere
recordings of Charles Gounod’s La Reine de Saba and Sant-Saens’ Henry VIII.

Formerly, Mr. Rose led Opera Boston as its Music Director starting in 2003, and in
2010 was appointed the company’s first Artistic Director. He led Opera Boston in several
American and New England premieres including Shostakovich’s The Nose, Weber’s Der
Freischiitz, and Hindemith’s Cardillac. In 2009, Mr. Rose led the world premiere of Zhou
Long’s Madame White Snake, which won the Pulitzer Prize for Music in 2011. Mr. Rose
also served as the artistic director of Opera Unlimited, a contemporary opera festival as-
sociated with Opera Boston. With Opera Unlimited, he led the world premiere of Elena
Ruehr’s Toussaint Before the Spirits and the New England premiere of Thomas Adés’s
Powder Her Face, as well as the revival of John Harbison’s Full Moon in March, and the
North American premiere of Peter E6tvis’s Angels in America.

Mr. Rose maintains a busy schedule as a guest conductor on both the opera and
symphonic platforms. He made his Tanglewood debut in 2002 and in 2003 he debuted
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with the Netherlands Radio Symphony at the Holland Festival. He has led the American
Composers Orchestra, Warsaw Philharmonic, National Symphony Orchestra of the Ukraine,
Cleveland Chamber Symphony, Orchestra della Svizzera Italiana, and National Orchestra of
Porto. In 2015, he made his Japanese debut substituting for Seiji 0zawa at the Matsumoto
Festival conducting Berlioz’s Béatrice et Bénédict, and in March 2016 made his debut with
New York City Opera at the Appel Room at Jazz at Lincoln Center. He has since returned
to City Opera in 2017 (as Conductor and Director) and 2018 conducting a double bill of
Rameau & Donizetti’s Pigmalione. In 2019, he made his debut conducting the Juilliard
Symphony in works of Ligeti and Tippett.

As an educator, he has served on the faculty of Tufts University and Northeastern
University as well as worked with students at a wide range of colleges such as Harvard,
MIT, New England Conservatory, Carnegie Mellon University and the University of California
at San Diego amongst others.

In 2007, Mr. Rose was awarded Columbia University’s prestigious Ditson Award as
well as an ASCAP Concert Music Award for his exemplary commitment to new American
music. He is a five-time Grammy Award nominee and won Best Opera Recording in 2020
for Tobias Picker’s Fantastic Mr. Fox.

BMOP/sound, the label of the acclaimed Boston Modern Orchestra Project, explores

the evolution of the music formerly known as classical. Its eclectic catalog offers both
rediscovered classics of the 20th century and the music of today’s most influential and
innovative composers. BMOP/sound gives adventurous listeners a singular opportunity

to explore the music that is defining this generation and the next.

Available for purchase at bmop.org and in the lobby during intermission
at tonight’s performance. Preview and download tracks through all major
online retailers.

BMOP/sound recordings offer superior sound quality, impeccable post-production, and distinguished packag-
ing. In addition to receiving eight Grammy Award nominations and winning for Best Opera Recording in 2020,
BMOP/sound recordings have appeared on the year-end “Best of” lists of the New York Times, Time Out New
York, the Boston Globe, American Record Guide, National Public Radio, NewMusicBox, Sequenza21, and
Downbeat magazine.

Subscriptions available
Your subscription ensures that you will receive all of BMOP/sound’s preeminent recordings
as soon as they are made available. Order now and receive:

12-CD subscription for $14 per CD (save 30%)

Each new CD before official release date

Free shipping (for international subscribers add $2/CD)
BMOP/sound e-news

To order, call 781.324.0396 or email bmopsound@bmop.org.
Order forms are also available at the CD table in the lobby.

Gil Rose, Executive Producer | bmop.org | Distributed by Albany Music Distributors, Inc. | albanymusic.net



New from

BMOP/sound

[1079]

SAMUEL BARBER MEDEA

Kristen Watson soprano Matthew DiBattista tenor
Angela Gooch soprano David Kravitz baritone

Krista River mezzo-soprano

[1080]
WALTER PISTON CONCERTO FOR ORCHESTRA

“BMOP is in top form, giving performances that are authoritative, powerful,
clear, and transparent.” FANFARE

[1081]
ARNOLD ROSNER THE CHRONICLE OF NINE

Megan Pachecano soprano Eric Carey tenor

James Demler baritone William Hite tenor
David Salsbery Fry bass Rebecca Krouner contralto
Aaron Engebreth baritone Stephanie Kacoyanis contralto

Krista River mezzo-soprano Gene Stenger tenor

[1082]
TOD MACHOVER DEATH AND THE POWERS

James Maddalena baritone Patricia Risley mezzo-soprano
Joélle Harvey soprano Hal Cazalet tenor

[1083]

JOHN HARBISON DIOTIMA

Dawn Upshaw soprano

UPCOMING RELEASES

“Gil Rose and the Boston Modern Orchestra Project bring greater vitality to
[Symphony No. 6]." GRAMOPHONE

[1086]
[1084]
MATTHEW AUCOIN ORPHIC MOMENTS ROGER REYNOLDS
3 Anthony Roth Costanzo counter-tenor [1087]
f*_""'”'_m" Conor Hanick piano Keir GoGwilt violin JOHN CORIGLIANO
[1085] [1088]
GAIL KUBIK SYMPHONY CONCERTANTE CARLOS SURINACH

FULL CATALOG ON DISPLAY IN LOBBY




Give to BMOP and BMOP/sound

Ticket revenue accounts for a fraction of the expense of BMOP
concerts, BMOP/sound CDs, and outreach programs. The sum of
many gifts of all sizes insures BMOP’s future. With your support,
we will advocate for composers of all ages, bring together
audiences, young and old, distribute BMOP/sound recordings
to international locations, and know that today’s landmark

orchestral works will remain a part of our collective memory.

BENEFITS OF GIVING INCLUDE

= Complimentary BMOP/sound CDs
m  Recognition in BMOP programs and publications
= |nvitations to receptions with composers and guest artists

m  The knowledge that you are helping to sustain the present and future of

orchestral music

You may contribute in the following ways:

CALL 781.324.0396 to speak to a BMOP staff member.

VISIT www.bmop.org to give through
BMOP’s secure online donation form.

SCAN the QR code at right
to donate via our secure online form.

MAIL your donation to BMOP,
376 Washington Street, Malden, MA 02148.

GIVE your contribution to a BMOP staff member tonight!

For more information, please contact Sissie Siu Cohen,
General Manager, at 781.324.0396 or ssiu@bmop.org.

DONORS

We gratefully acknowledge the following individuals, corporations, and foundations whose
generous support has made our concerts and recordings possible. (Gifts acknowledged
below were received between July 2020 and January 2022.)

FOUNDATIONS, CORPORATIONS, AND INSTITUTIONS
Anonymous

Aaron Copland Fund for Music

The Howard and Katherine Aibel Foundation
The Alice Ditson Fund at Columbia University
The Amphion Foundation

Catherine and Paul Buttenwieser Foundation

t
viC &
The Ellis L. Phillips Foundation

The Jebediah Foundation EINAE::EI]#II?I'IIENT MITS

Massachusetts Cultural Council e
National Endowment for the Arts

The Wise Family Charitable Foundation

Ortloff Organ Company

Ruane & Company

BMOP was supported by
New Music USA’s New Music Organizational Development Fund

QUARTER CENTURY CIRCLE

Christopher Avery

James Barnett and Carolyn Haynes
Stephanie Boye

David Lloyd Brown

Jason and Sara Sedgwick Brown
Cape Harbor Realty

The Gay & Lesbian Review

Newton Wellesley Family Pediatrics
Saltmarsh Insurance Company
David Scudder

Anne-Marie Soulliere and Lindsey C.Y. Kiang

BViOP22

BENEFACTORS ($10,000 and above)

Anonymous Brad Meyer

Christopher Avery Patricia O’Connor

Elizabeth S. Boveroux Joanne Sattley

David Lloyd Brown David and Marie Louise Scudder
Sam and Deborah Bruskin Campbell Steward
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GUARANTORS ($5,000—%$9,999)

In memory of Larry Philips
Stephanie Boye

Lawrence Devito

John and Rosemary Harbison
James Barnett and Carolyn Haynes

LEADERS ($2,500—%$4,999)
Katherine Cain

Harriett Eckstein

Rayford Law

PATRONS ($1,000—$2,499)
Nathalie Apchin

H. Paris Burstyn

Marjorie B. Cohn and Martin Cohn
Eran and Yukiko Egozy

Dorothea Endicott

Joel Gordon

Richard Greene

Walter Howell and Jennifer Layzer
Gil Rose

Ronald Sampson

Howard Stokar

Walter Howell and Jennifer Layzer
Pyra Shapero

Bob and Sue McNutt
Peter D. Parker and Susan Clare
David Rakowski and Beth Wiemann
Julie Rohwein and Jonathan Aibel
Anne-Marie Soulliere and

Lindsey C.Y. Kiang

PARTNERING MEMBERS ($500—%$999)

Kate and Gordon Baty
Colleen Brannen
Joyce Carnes

Pravin Chaturvedi
Timothy Davis

Steven Ledbetter

Robert ). Henry

John Loder

Robert and Jane Morse
Patrick O’Shea

Paul Tomkavage

Anu Yadhav

SPONSORING MEMBERS ($250—%499)

Anonymous (2)

Birgit and Charles Blyth
Hans and Mary Lynn Bohn
Gail Davidson and Tom Gidwitz
John Doherty

David and Eileen Felder
Randal Guendel

Ronald Haroutunian
Katherine Kayaian

David A. Klaus

Russell Lopez

Arthur Mattuck

Marvin and Elsa Miller
Eric Moe

Andrea Pokladowski
Bernie and Sue Pucker
Larry Rosenberg
Henry Schilb

Vineet and Hillary Shende
George Stalker

Hans Tutschku

Tom Walmsley

Peter Wender

Steven Wolfe

SUPPORTING MEMBERS ($100—%$249)

Larry Banks
John C. Berg

Libby Blank
Sarah Boardman

Eric Buehrens

Renata E. Cathou

Mary Chamberlain

Eric Chasalow and Barbara Cassidy

Frederick Cowan & Dr. Richard Gardner

ChenYiand Zhou Long
Donald Crockett
Anthony D’Amico
Jeffrey Duryea

Nicole Faulkner

John and Ruth Fitzsimmons
Rachel Freed

Chuck Furlong
Winifred Gray

Petie Hilsinger
Pauline Ho Bynum
James Kaddaras

Jim Kiely

John and Rita Kubert
Joe Law

Brian Leahy

Bruce and Linda Leibig
Stephen Long

Joel Mayer

FRIENDS ($99 and below)
Anonymous (2)

Nancy, Meyer, and Samuel Brown
Richard and Ruth Colwell
Bruce and Susan Creditor
Alexei Doohovskoy

Norman Feit

Alice Adler and EdwS.Ginsberg
Robert ). Henry

Karl Koehler

Paul Lehrman

Harold Lichtin

Carol Lubkowski

Laird Melamed

IN KIND
John Kramer
New England Conservatory

Matthew Mclrvin 25
Lucy Murray

Kern Ormond

Joseph Pennachio

Ronald Perera

Dimitar Petkov

Harold I. Pratt

Djim Reynolds

Sheila Rizzo

Victor Rosenbaum

Mathew Rosenblum

Curry Sawyer

Raymond Schmidt

Robert Shapiro

Kay and Jack Shelemay

Mary Sherman

Diane Sokal and Randolph Meiklejohn
Joel Stein

Peter Sulski

Chinary Ung

Dan Vanhassel

Scott Wheeler

Wendy Woodfield

Beverly Woodward and Paul Monsky

Hugues Marchand
Rosalind Mohnson
Michael Moran
Jeffrey Nicolich
NuchineNobari
Barry O’Neal
Rachel Prabhakar
Emily Rideout
Mona and Malcolm Roberts
Mary Roetzel
David Schneider
Paul Tomkavage
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BMOP BOARDS AND STAFF

BOARD OF TRUSTEES

Chris Avery
James Barnett

Elizabeth S. Boveroux,
Treasurer

David Lloyd Brown
H. Paris Burstyn
Harriett Eckstein
Walter Howell
Rayford Law

Sam Mawn-Mahlau
Gil Rose, President

ADVISORY BOARD
Mark DeVoto

Alan Fletcher

Charles Fussell

John Harbison

John Heiss

Joseph Horowitz

John Kramer

Steven Ledbetter

Tod Machover

Martin Ostrow

Bernard Rands

Kay Kaufman Shelemay
Lucy Shelton

STAFF

Gil Rose

Bailey Hoar Jensen
Sissie Siu Cohen
Stefanie Lubkowski
April Thibeault

Chuck Furlong

eeWee Productions, LLC

Co-founder, Boston Smoked Fish Co.
Retired software architect
Vice President (retired), Eaton Vance Management

Attorney, McCarter & English, LLP

Principal, Rayford W Law Architecture & Planning
Attorney, Davis, Malm, & D’Agostine, PC

Artistic Director, BMOP

Composer and Theorist, Tufts University
President and CEO, Aspen Music Festival
Composer

Composer, MIT

Composer and Flutist, New England Conservatory
Cultural Historian, Author

Artist/Designer, John Kramer Design
Musicologist

Composer and Director, Experimental Media Facility, MIT
Producer/Director, Fine Cut Productions
Composer, Harvard University
Ethnomusicologist, Harvard University

Soprano

Artistic Director

Director of Institutional Advancement
General Manager

Development and Publications Manager
Publicist

Label Manager

Social Media Management

751 Main Street, Winchester, MA
781-729-4615 | www.saltmarshinsurance.com

MSaltmarsh
V@Insurance Agency

When it comes to insurance expertise,
there's simply no substitute for knowledge,
experience, and service. For over 50
years, our customer first philosophy has
driven us to provide the very best solution,
based on your particular circumstances.
More importantly, please know that our
thoughts are with all of you, as we
navigate our way through this pandemic,

and the health, safety, and well-being

of our employees, customers, and the
community are of the utmost importance
to us. We at Saltmarsh Insurance are
dedicated to all of you, and we are

here for you, especially during these
most challenging times. Please take

care of yourself and one another, and
contact us if we can be of service.

N

TROIce
A3 3
] z Voted Reader's Choice for 16 years!! Trusted
% &g Choice"
P Independent Insurance Agant

Commercial



ARTISTIC
YEABS DIRECTOR

The Life
and Times of
Malcolm X

FRIDAY JUNE 17, 2022, 8PM
THE STRAND THEATRE

Davéne Tines stars in Pulitzer Prize—

. winner Anthony Davis’s seminal opera.
:'jlt:;rtﬁ:zf:t'he Xis the first of five operas by Black
Opera Stage composers in the As Told By series.

As Told By

PHOTO BY MARION S. TRIKOSKO | THIS IMAGE IS AVAILABLE FROM THE UNITED STATES LIBRARY OF CONGRESS

NEW ENGLAND 20213
PHILHARMONIC 2022:

Innovation & Tradition in Concart e ot

, Ourselves

Saturday, F&bﬂlﬂl!f 251 2022 B:00-9:30 PM
Boston University Tsai Performance Center

Ellen Taaffe Zwilich Upbeat Boston Fromice
Jonathan Bailey Holland Stories from Home

Nicholas DaMansan
NEP Music Birector Finalist

George Tsontakis Violin Concerto Na. 3, Buston P
Danielle Maddo I, Vialin

TICKETS ON SALE

Jean Sibelius Symphony No. 5 NEPHILHARMONIC.CRG

JOIN US

as we celebrate our latest instrument

St. Alban’s
Episcopal Church

Cape Elizabeth, Maine
2 manuals, 19 stops

OPEN SHOP

See and play the organ up close

_____ IIIH \

1 I : .- Saturday, March 5
" I ' 1" 11:00 - 3:00

178 Crescent Road
Needham, MA

ORTLOFF

ORGAN COMPANY, LLC.
NEEDHAM, MASSACHUSETTS

www.ortlofforgan.com

CAPE HARBOR REALTY

The rhythm of the ocean, the tempe of the surl]

the chorus of seagolls . ., Lisien fo your privaie
symphony on the shores of Cape Cod?

Seaside Congges, Wiiorfromt & Vicatron flomes,
Family Compounds , Year-Round Residenees,

Income Propertres. Retirement Communniines

Smooth “Sales” with Us

CAPE HARBOR REALTY: For all vour Real Estate Needs

«  Nutionad Award Winning Agency

4 Years Huving and Selling Kxperfence

S =Ntar Keviews and Top 0% with Zillow
Alfiliate Services for Buvers and Seflers
Centrally Located in Hyvanmis, WA

LI | - &

David & Georgia Perrasko, Brokers/Owners
SF-367-2400

wwn capeliarborrealty. com | infogdcapeharborrealty com
130 Kilkeore Brive, Hyvanois, MA 02604




THE BOSTON MODERN ORCHESTRA PROJECT

is the premier orchestra in the United States dedicated exclusively to commissioning,
performing, and recording music of the twentieth and twenty-first centuries. A unique
institution of crucial artistic importance to today’s musical world, the Boston Modern
Orchestra Project (BMOP) exists to disseminate exceptional orchestral music of the pres-
ent and recent past via performances and recordings of the highest caliber. Hailed as
“one of the most artistically valuable [orchestras] in the country for its support of music
either new or so woefully neglected that it might as well be” by The New York Times,
BMOP was the recipient of Musical America’s 2016 Ensemble of the Year award, the first
symphony orchestra in the organization’s history to receive this distinction.

Founded by Artistic Director Gil Rose in 1996, BMOP has championed composers whose
careers span nine decades. Each season, Rose brings BMOP’s award-winning orchestra,
renowned soloists, and influential composers to the stage of Boston’s premier venues in
a series that offers the most diverse orchestral programming in the city. The musicians
of BMOP are consistently lauded for the energy, imagination, and passion with which
they infuse the music of the present era. BMOP was selected as Musical America’s 2016
Ensemble of the Year, the first symphony orchestra to receive this distinction. In 2021,
Gramophone magazine bestowed BMOP with a Special Achievement Award in recogni-
tion of their service to American music.

BMOP’s distinguished and adventurous track record includes premieres and re-
cordings of monumental and provocative new works such as John Harbison’s ballet
Ulysses, Charles Wuorinen’s Haroun and the Sea of Stories, and Lei Liang’s A Thousand
Mountains, A Million Streams. A perennial winner of the ASCAP Award for Adventurous
Programming, the orchestra has been featured at festivals including Opera Unlimited,
the Ditson Festival of Contemporary Music with the ICA/Boston, Tanglewood, the Boston
Cyberarts Festival, the Festival of New American Music (Sacramento, CA), Music on the
Edge (Pittsburgh, PA), and the MATA Festival in New York. BMOP has actively pursued
a role in music education through composer residencies, and collaborations with col-
leges. The musicians of BMOP are equally at home in Symphony Hall, Weill Recital Hall
at Carnegie Hall, and in Cambridge’s Club Oberon and Boston’s Club Café, where they
pursued a popular, composer-led Club Concert series from 2003 to 2012.

BMOP/sound, BMOP’s independent record label, was created in 2008 to provide a
platform for BMOP’s extensive archive of music, as well as to provide widespread, top-
quality, permanent access to both classics of the 2oth 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 eight Grammy Award nominations and its re-
leases have appeared on the year-end “Best of” lists of The New York Times, The Boston
Globe, National Public Radio, Time Out New York, American Record Guide, Downbeat
Magazine, WBUR, NewMusicBox, and others. In 2020, BMOP/sound won the Grammy
for Best Opera Recording for Tobias Picker’s Fantastic Mr. Fox.

BMOP expands the horizon of a typical “night at the symphony.” 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.

Boston Modern Orchestra Project
376 Washington Street, Malden, MA 02148
781.324.0396 | bmop@bmop.org | www.bmop.org

JOHN KRAMER DESIGN



