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COMMENT

In the words of Lukas Foss

| began composing because | wanted to write music that is like music | love. For years that
may mean imitation. Then, one day, it is like a door opening, and a new thought comes
in. Why not try this instead. Suddenly | am doing something original, almost in spite of
myself. Even at this point | do not give up being influenced by what | love, by the music
that has made me a musician. But | make it my own... The prerequisite: love. If one uses
music that one does not really love, then one will not succeed in making it one’s own. There
is an interesting paradox here: by immersing ourselves in what we love, we find ourselves.
We do not lose ourselves. One does not lose one’s identity by falling in love. The paradox
is most striking in the performing arts. Does the actor stop being himself as he becomes
Hamlet on stage? He doesn’t. The greater his acting, the more likely he becomes himself
in the act and finds himself. So does the pianist when she immerses herself in a Beethoven
sonata. Through love we find ourselves. That is why we study masterworks. It's mysterious;
| cannot really explain it.

The word creative creates trouble. Let’s say I'm composing something and someone
enters my room unexpectedly. What do | say? “I am working.” Work is what we do. Who
creates? Women as they give birth? God, when he created the world? How presumptu-
ous to apply that word to writing music. Often the word creative is coupled with the word
genius: “creative genius.” What is genius? Another suspect word. Arnold Schoenberg the
composer said, “Talent is the ability to learn, genius is the ability to develop.” Developing
is difficult. Our daily lives throw obstacles in our way. To develop one needs inner peace of



mind, faith, courage, and belief. Above all, there has to be passionate involvement in one’s
work, not just industriousness. To put things together that don’t go together, and make
it work, that takes genius...

| have a funny theory. When | went back to visit my native Berlin after World War Il |
noticed that the only thing | really remembered from my childhood Berlin days was the
shoe store. Could it be that shoes are particularly important to children? They symbolize
standing tall rather than lying helplessly, looking at grown-ups towering above. Then, one
day, the child stands up and gets to wear shoes. Shoes may well be a symbol for becom-
ing a member of human society at last. What | am trying to do here is debunk the myth
concerning self-expression.

It is obvious that anything a scientist discovers or invents is based on previous discoveries
and inventions. The same applies to the arts. Invention does not fall upon a blank mind.
The artist falls passionately in love with art that already exists. This is the first step. Usually,
he or she is still a child when that occurs, and the child’s immediate desire is to “do it, too.”
Most people think an artist tries to be original, but originality is the last thing that devel-
ops in the artist. Nor is the artist concerned with expressing himself or herself. That may
be why I've always taken issue with certain tenets of “progressive education,” which are
based on the idea of getting children to express themselves. You give a child a pencil and
say, “Do something, do anything. Express yourself. Create.” Well, what are children going
to do? They will take the pencil and pick their nose. They do not want to express — they
want to learn. The first thing children want to learn is how to walk. They are not interested
in inventing original things to do with their legs. Here is the child, still horizontal, supine,
and he or she sees people walking. “Wow! That’s what | want to do — walk!”

Compiled from multiple sources by the editor:

Lukas Foss, Introductions and Good-byes, libretto by Gian Carlo Menotti (New York: Carl Fischer, Inc., 1961), 4.
Foss, Lukas. “About The Creative Process.” The Yale Review 94, no. 3 (2006): 115-22.

NOTES

INTRODUCTIONS AND GOOD-BYES (A 9-MINUTE OPERA), published
in 1959 and premiered on May 7, 1960. The cast includes one lead, vocal role,
nine non-singing stage roles, and an off-stage vocal quartet. Pit orchestration
comprises flute, clarinet, bassoon, horn, trumpet, percussion, piano, harp, and
strings. The opera was commissioned by Gian Carlo Menotti for the Festival dei Due
Mondi of Spoleto, Italy — where the opera was performed soon after its premiere in
Carnegie Hall.
THE JUMPING FROG OF CALAVERAS COUNTY, published in 1949, was
first performed on May 18, 1950 by the Indiana University Opera Department in
Bloomington, IN. The opera is scored for seven voices and orchestra (flute/piccolo,
oboe, 2 clarinets, bassoon, horn, 2 trumpets, trombone, tuba, percussion, piano, and
strings). The opera has been revised multiple times to accommodate radio broadcast
and televised performance.

By Dr. Megan Stahl

It is a challenge to find any piece of writing about Lukas Foss or his compositions that does
not include somewhere in the prose an adjective starting with the prefix “poly.” Almost
without fail, one will come upon terms such polymathic, polystylistic, polytonal, or polyphonic
utilized to describe both the man and the music. This is perhaps not surprising, as a word
meaning “many” seems the only appropriate way to characterize the life and work of Lukas
Foss. As a composer, conductor, pianist, and pedagogue, his creative output spanned half
a century and more than one hundred musical pieces.

Despite his extensive breadth of work, however, Foss’s compositions are infrequently per-
formed and noticeably absent from contemporary scholarship; in the few instances when
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his music is produced or analyzed, it is typically his orchestral work that receives the most
attention. This recording aims to expand the boundaries of such a dominant narrative by
celebrating two of Foss’s noteworthy contributions to the operatic stage: The Jumping
Frog of Calaveras County and Introductions and Good-Byes. These one-act operas, though
distinct in narrative and style, showcase Foss'’s skill in musically blending modernism,
humor, and insight to reflect the shifting landscape of American society in the post-war era.

Composed in 1949, Lukas Foss’s The Jumping Frog of Calaveras County [3-11] is based
on one of Mark Twain’s earliest and most famous short stories. Literary legend has it that
while living in Angels Camp, California, Twain overheard a story in the local tavern that
would inspire his first published work. Originally printed in The Saturday Press of New York
City under the title “Jim Smiley and His Jumping Frog” on November 18, 1865, the story
recounts the tale of Jim Smiley, a local gambler who trained a frog to jump to record heights,
only to be outwitted in a competition by a traveling conman. Twain’s cautionary narrative
about gambling and gullibility became popular almost instantaneously, and it was reprinted
in several other newspapers before being published in Twain’s first book, The Celebrated
Jumping Frog of Calaveras County, and Other Sketches, in 1867. The work marked a turning
point in Twain’s career, and firmly established the author as a unique and incisive humorist.

The tale of Jim Smiley’s frog similarly marked a professional milestone for Foss, as it
would be the basis for his first public foray into the world of opera composition. Featuring
a libretto by Jean Karsavia, this lively two-scene opera opens in Uncle Henry’s saloon, set
in the heart of California Gold Country. Here, we meet Henry’s niece, Lulu, and Jim Smiley,
the proud owner of an extraordinarily athletic frog named Daniel Webster—who, though
never physically present onstage, is represented through the music. When a Stranger
arrives in town and bets that he can coach any ordinary frog to beat Daniel in a jumping
contest, Smiley confidently accepts the challenge. While Smiley is busy preparing for the
competition, and Uncle Henry convinces the townsmen to bet on what seems like a sure

thing, the Stranger charms Lulu and secretly sabotages the celebrated frog by feeding
it buckshot. During the contest, Daniel Webster is unable to perform his signature jump,
allowing the Stranger to pocket his winnings and slip out of town. Smiley soon realizes
something is wrong when Daniel feels unusually heavy, and after turning the frog upside
down, Daniel vomits up the buckshot. Outraged, the townsmen chase down the Stranger,
drag him back to the saloon, and threaten to tar and feather him unless he returns their
money and leaves town for good. The opera ends with a rousing salute to Daniel Webster,
still the frog-jumping champion of Calaveras County.

The story’s significance—both in Twain’s original tale and Foss’s operatic adaptation— lies

not only in its comedic social critique, but also in how it captures the essence of regional

American storytelling. Locating his tale very specifically at the geographical and historical

epicenter of the California Gold Rush, Twain deftly employs the vernacular speech and local

color of the American West, which marked a distinct deviation from the dominant European

literary models of the period. Similarly, Foss’s opera successfully bridges the gap between

a European classical music tradition and American folklore, bringing Twain’s humor to the

operatic stage in a way that is both sophisticated and accessible (even including in his score

an existing folk ballad from 1858 called “Sweet Betsy from Pike”). Foss’s musical interpre-
tation of Twain’s tale maintains the charm of a nineteenth-century frog-jumping contest

while melding it with a contemporary musical edge, infusing the piece with his signature

rhythmic complexity as well as a kind of musical theater flair. While opera composers in

the United States had long drawn upon various aspects of folklore in their works, Foss’s

marriage of local folk narratives with his aesthetic amalgamation of neo-classicism and

eclectic modernism resulted in a new hybrid genre of opera: part European, part American,
and uniquely Foss-ian.

The Jumping Frog of Calaveras County premiered on May 18, 1950, at Indiana University, and
has since been frequently cited as the most popular of Foss’s three operatic compositions.



It is also consistently classified as a “children’s opera” alongside Foss’s Griffelkin, which
was originally broadcast on NBC in 1955. However, like all cleverly crafted kid-centric
entertainment, both pieces are intended to appeal to adult audiences as well. As Foss
explained to renowned opera director Dr. Jan Popper in a 1955 episode of Spotlight on
Opera (a series for National Educational Television), “It’s not really an opera about a frog.
The frog is incidental almost—the frog is a symbol. It is a symbol for what is wonderous
and wonderful to these people. These humble people in Calaveras, they have a pride and
they... they have a love, they feel it.” Though the narrative core of the opera retains Twain’s
satirical gloss, Foss’s music imbues the show with an inherent sense of joy and fun. From
the resonant and dramatic motif used to indicate that the Stranger is the villain of the
story, to the combination of staccato bassoons and muted trumpets representing Daniel
Webster’s jumping prowess, there is a musical freedom to Foss'’s score that encourages
an audience to recall the childlike sense of wonder, when anything—even a frog that can
jump 14 feet—seemed possible.

A decade after composing Jumping Frog, Foss again set to work on another English opera,
though not initially of his own accord this time around. In a 1987 interview with Chicago

radio broadcaster and producer Bruce Duffie, Foss recalls that Italian-American composer
and librettist Gian Carlo Menotti “called me up and wanted an ‘album-leaf’ opera, a ten-
minute work for Spoleto [Festival], and he wrote words for me.” Introductions and Good-
Byes [1-2], as it came to be called, was, as Foss notes during the same interview with Duffie,
“the shortest opera I've written.”

Introductions and Good-Byes is a musicalized version of a cocktail party. As the curtain
rises, we watch a silent male servant begin to make martinis, underscored by a xylophone-
driven tune. The party’s host, Mr. McCleary, is the only on-stage singer in the opera (hence
Bruce Duffie’s characterization of the opera as “a monodrama for a baritone”). The rest
of the libretto is sung by a vocal quartet that is seated in the orchestra pit and invisible

to the audience. Over the course of the next nine minutes, actors or dancers playing the
nine party guests silently arrive at Mr. McCleary’s home and pantomime bits of business
around the stage. The text of the opera is limited to greetings between the host and his
guests, repetition of each guest’s name, and the farewells the guests and Mr. McCleary
bid to one another at the end of the party.

Though originally commissioned for Menotti’'s Festival of Two Worlds in Spoleto, Italy,
the opera ultimately premiered at the New York Philharmonic on May 5, 1960, with John
Reardon in the leading role. The performance was conducted by Leonard Bernstein, with
whom Foss shared both a lifelong friendship and professional relationship after the two
met as students at the Curtis Institute of Music in Philadelphia. In his review for The New
York Times, Howard Taubman praised the performance, remarking that “the drastically
reduced Philharmonic contingent played the brittle, light-fingered score with flavor under
Mr. Bernstein’s leadership,” but said little of the opera itself other than he found it to be
“a diverting trifle.” However, despite Taubman’s interpretation of the piece as seemingly
frivolous in subject, it's important to understand that the cocktail party is just a framework
through which Foss and Menotti satirize the performative nature of social etiquette in the
upper crust of society. By restricting the libretto to only the guests’ full names, the opera
foregrounds the prevailing emphasis on formal rituals during social gatherings, prioritizing
propriety above substantive conversation and meaningful connection. Social interactions
are, at their core, just another genre of performance.

While markedly different in subject matter and tone, the two operas have several signifi-
cant commonalities that highlight Foss’s innovative departure from conventional operatic
traditions of the time. Both Jumping Frog and Introductions and Good-Byes are one-act
operas that present recognizable characters in believable situations, and the works are sung
entirely in English with most of the lyrics arranged syllabically. This linguistic and drama-
turgical accessibility allows audiences to enter with ease an operatic world that may have



previously seemed esoteric or impenetrable to a broader audience. Through inventive and
unexpected musical techniques, both compositions explore the nuances of human social
behavior and communication while remaining grounded in touchstones of American culture.
Together, these operas reveal Foss'’s innovative approach to the genre as a medium for both
entertainment and subtle social critique, marking significant contributions to American
opera in the mid-twentieth century.

Lukas Foss was forever striving to find new means of expression through music. As he
explained to Raymond Yiu in a Tempo article titled “Renaissance Man: A Portrait of Lukas
Foss,” the composer described his process in detail: “When | compose, | explore. It is a
kind of burning curiosity, dare | say divine fire. With every piece | write, | try to solve a new
problem. That’s why | so often change techniques—which are not what people call styles
because they mix up style and technique. Actually | don’t change style, because style is
my personality. | make things my own, and the more things you make your own, the richer
your vocabulary and the more fascinating your style is, and compositional techniques are
like vocabularies” (July 2002). Foss'’s relentless curiosity and willingness to explore new
compositional techniques made his works deeply personal and continually evolving, ensur-
ing that his music remained both innovative and distinctly his own throughout his career.

© 2024 Megan Stahl

Dr. Megan Stahl is an educator and scholar who specializes in musical theater, Arab and Muslim American

plays and performances, and feminist theater. Theatre Focus Group of the Association for Theatre in Higher Education.
She is currently an associate professor of theater at The Boston Conservatory at Berklee.

TEXTS

Introductions and Good-Byes

a 9-minute opera

Music by Lukas Foss | Libretto by Gian Carlo Menotti
Thomas Meglioranza, baritone as the Host

[1] Outer Curtain

A male servant is seen setting up a small portable
bar in front of an inner curtain, at the extreme left
or right of the stage.

The servant takes out the glasses and the various
ingredients for martinis.

A few final preparations and the servant leaves
the stage, as the overture comes to a close.

[2] Inner Curtain

Host, Mr. McCleary stands in the middle of the
room, martini in hand.

[Doorbell]

Mr. McCleary opens the door.

Enter a lady and gentleman.

HOST (Mr. McCleary)
How are you Miss Addington Stitch?

SOPRANO (from pit)
How are you?

HOST

So good to see you.

This must be your friend, Le comte de la
Tour-Tournée.

How do you do, Comte?

TENOR (from pit)
How do you do.
HOST

May | offer you a...
[Doorbell]

Excuse me!

Mr. McCleary walks over to the door. Another
couple enters.

0 how are you Mister and Missus.
Cotlensky?

Please come in.

Missus Cotlensky, Miss Addington Stitch.



SOPRANO AND ALTO (from pit)

How do you do.

HOST

Miss Addington Stitch, Mister Cotlensky.
SOPRANO

How do you do

BASS (from pit)

How do you do.

HOST

Mousier Le comte de la Tour-Tournée,
Mister Cotlensky.

BASS

How do you do

TENOR (from pit)

How do you do.

HOST

Missus Cotlensky, Monsieur le comte de la
Tour-Tournée

TENOR
How do you do

ALTO
How do you do

[Doorbell]
Mr. McCleary goes toward the door. Another
couple enters.

HOST

O how are you?

Do come in.

Miss Panchanera, Miss Addington Stitch.
ALTO

How do you do

SOPRANO

How do you do

HOST

Miss Addington Stitch, Doctor Lavendergas.

SOPRANO
How do you do

BASS
How do you do

HOST
Doctor Lavendergas, Miss Cotlensky.

ALTO AND BASS
How do you do

HOST
Mister Cotlensky, Miss Panchanera.

SOPRANO AND BASS
How do you do

HOST
Mister Cotlensky, Doctor Laverndagas.

TENOR AND BASS
How do you do

HOST
Doctor Lavendergas, Le comte de la Tour-
Tournée.

The Party becomes less formal. The guests help
themselves, or are being helped to drinks.

Mr. McCleary pours himself another drink.
Missus Cotlensky, Miss Panchanera.

Miss Panchanera, comte de la Tour...
[Doorbell]

The sound of the doorbell startles Mr. McCleary,
but he completes the introduction.

comte de la Tour-Tournée.

Mr. McCleary holds the note while he walks
toward the door.

Two more people are let in.

0 how are you?

Please come in.

All noise stops abruptly as Mr. McCleary is about
to resume his introductions.

Missus Wilderkunstein, Miss Addington
Stitch.

Miss Addington Stitch, Mister
Wilderkunstein.

Doctor Lavendergas, Missus Wilderkunstein.

Missus Wilderkunstein, comte de la Tour-
Tournée.

Mister Wilderkunstein, Missus Cotlensky.
Missus Cotlensky, Missus Wilderkunstein.
Mister Cotlensky, Mister Wilderkunstein.
Mister Cotlensky, Missus Wilderkunstein.
Miss Panchanera, Missus Wilderkunstein.
Miss Panchanera, Mister Wilderkunstein.
Mister Wilderkunstein, Doctor Lavendergas.

Mr. Wilderkunstein does not seem to understand
the name.

Doctor Lavendergas.
Mr. Wilderkunstein adjusts his hearing aid.
Doctor Lavendergas.

[Doorbell]

A single gentleman is admitted.

O how are you, general?

Do come in.

Mister Wilderkunstein, | should like you to
meet: General Ortega y Guadalupe.

Le comte de la Tour-Tournée, general Ortega
y Guadalupe.

SOPRANO AND ALTO
General Ortega y Guadalupe

TENOR AND BASS
General Ortega y Guadalupe

HOST
General Ortega y Guadalupe, Missus
Cotlensky.



General Ortega y Guadalupe, Mister
Cotlensky.

General Ortega y Guadalupe, Miss
Panchanera.

General Ortega y Guadalupe, Doctor
Lavenderga—a—a-.. —as.

ALL VOICES
General Ortega y Guadalupe

SOPRANO
Ha ha ha...

ALTO

Doctor, Mister, Missus, Monsieur le comte.
Monsieur le comte, Mister, Missus, Doctor.
Doctor, etc...

TENOR

General Or... y Guad ding tumn... general Or...

y Guad ding turn... etc.

BASS
De la TourTour... unstein. De la tour-Tour...
unstein... etc.

Mr. McCleary moves about while singing: turning
his back to the audience, and around again.

HOST
Goodbye Mister Wilderkunstein.

SOPRANO AND ALTO
Goodbye

TENOR

Goodbye Monsieur le comte de la Tour-
Tour-Tour

BASS

Goodbye Mister and Missus, Missus
HOST

Goodbye Missus Wilderkunstein.

SOPRANO

I had a lovely time

HOST

Missus Wilderkunstein, have you met the
general?

ALTO

| had a most enjoyable time Monsieur

TENOR

Goodbye, goodbye, goodbye

HOST

General Ortega y...

Mr. McCleary'’s introduction is repeatedly
interrupted.

SOPRANO
Goodbye monsieur.

HOST
Goodbye Missus Cotlensky.

TENOR
Comte de la Tour-

HOST
General Ortega y Guda...

SOPRANO AND ALTO
Goodbye, Madame.

TENOR
Tour-Tournée-Tournée

HOST
Goodbye Mister Cotlensky.

BASS
General Ortega y Guadalupe -delupe.

ALTO
Nice meeting you.

HOST
General: this is Missus Wilderkunstein.

SOPRANO
Most delightful.

ALTO
Nice meeting you

BASS

Mister and Missus Cotlensky,

Miss Addington Stitch, General Ortega y
Guadalupe.

TENOR
Mister and Missus Cotlensky, goodbye

BASS

Miss Panchanera, goodbye. Goodbye, Miss
Addington Stich.

TENOR
Missus and Mister Cotlensky

HOST
Goodbye, Miss Panchenera.

SOPRANO
Goodbye

ALTO
Goodbye

HOST

To Mr. Cotlensky:

Goodbye.

TENOR

Goodbye, goodbye, goodbye, goodbye
BASS

Goodbye, Madame.

SOPRANO
Goodbye, Miss Addington Stitch

ALTO
Goodbye, Monsieur



HOST

The Cotlenskys are again interrupting.
To Mrs. Cotlensky:

I'd be delighted.

BASS
So nice to meet you

ALTO

Mister Wilderkunstein
HOST

To Mr. Cotlensky:

So good of you.

SOPRANO

Goodbye, Monsieur

ALTO

Doctor Lavendergas

Mr. McCleary edges the Cotlenskys toward the
door.

ALTO
Goodbye, Monsieur

BASS
So nice to talk to you

HOST
| wished you would.

SOPRANO
General Ortega y Guadalupe.

HOST
To Mr. Cotlensky, exasperatedly polite:
Any time. Really!

Exit Mr. and Mrs. Cotlensky. Shortly after them,

exit Mr. and Mrs. Wilderkunstein.
Host, Mr. McCleary empties another martini.

ALL VOICES
Goodbye, Monsieur.

HOST
Goodbye.

ALL VOICES

Goodbye, Madame.

HOST

General Ortega y Guadalupe.
Goodbye, Doctor Lavendergas.
SOPRANO

Most delightful party.

TENOR

Goodbye

HOST
Goodbye,
ALTO
Goo...d-

HOST
comte de la Tour-Tournée.

ALL VOICES

Goodbye

HOST

My dear Miss Addington Stich, goodbye.
Exit Miss Panchanera, the General and

Dr. Lavandergas.

HOST
Goodbye.

Mr. McCleary accompanies his last guests to the
door, stands in the doorway, and sings offstage.

Goodbye.

The male servant reappears, begins to clean up.
Mr. McCleary returns, watching the servant pick
up the glasses, ashtrays, etc.

Mr. McCleary helps himself to another martini.
The servant, finished, leaves — taking the portable
bar with him.

Mr. McCleary stands, alone and immobile, in the
middle of the room, martini in hand, as he was
first seen.



The Jumping Frog of Calaveras County

Music by Lukas Foss | Libretto by Jean Kersavina,
after the story The Celebrated Jumping Frog of Calaveras County by Mark Twain.

Lulu Felicia Gavilanes, mezzo-soprano
Smiley Neal Ferreira, tenor

The Stranger David Salsbery Fry, bass

Uncle Henry Isaac Bray, baritone

Guitar Player James Demler, bass-baritone

st Crapshooter Jonathan Boyd, tenor

2nd Crapshooter John Paul Huckle, bass

[3] Overture

[4] Scenel

Uncle Henry's bar in Calaveras
UNCLE HENRY
Jumped fourteen feet? Say, that’s a record!

LULU
Ain't pullin’ our leg, are you, Smiley?

SMILEY

So help me God, it’s the truth. My Dan’l's a
champion, a champion! Jumped fourteen
feet, caught fourteen flies! Who'd believe a
varmint his size, a country frog,

UNCLE HENRY
Here's to Dan’l. To Dan’l the jumping frog

LULU
To Dan’l the jumping champion

SMILEY
a country frog!

LULU
to Dan’l!

LULU, SMILEY, AND UNCLE HENRY
Here's to Daniel the frog, the jumping frog,
the jumping frog of Calaveras County!

UNCLE HENRY

Dan’'l Webster will make us famous. Put us
all on the map he will! If we brag a bit, who
can blame us? Ain’t many frogs with his
jumping skill, not many frogs!

SMILEY AND UNCLE HENRY
Here’s to Dan’l the jumping frog, the
jumping frog of Calaveras County!

LULU

Here's to Dan’l the jumping frog of Calaveras
County! Dan’l Webster is smart, you said it,
does what no other frog can do; But Smiley
here deserves some credit; we aim to brag,
we aim to brag, we aim to brag on Smiley
too.

LULU
Here's to Smiley who trained the frog.
The jumping frog of Calaveras County! To

SMILEY

To Dan’l the jumping frog, the jumping
frog, the jumping frog, the jumping frog of
Calaveras County. To Dan’l! To Dan’l!

UNCLE HENRY

Here's to Smiley who trained the jumping
frog, who trained the jumping frog, who
trained the jumping frog, who trained

the jumping frog of Calaveras County! To
Smiley! To Smiley! Here's to you!

SMILEY

| ain’t done much; learned him patient;
learned him patient like and slow; all a frog
wants is an education, and he'll learn what
he has to know.

LULU AND UNCLE HENRY

Our Smiley, we declare, is the best in
Calaveras. Our Smiley, we declare, is the
best in Calaveras, the best in Calaveras, and
that's a fact.

SMILEY

And he’ll learn what he has to know, what
he has to know.

UNCLE HENRY

And he’ll learn what he has to know, what
he has to know.

LULU

Copyright © 1949; VOCAL SCORE: New York: Carl Fischer, 1951. Pub. pl. no. 30807, N1692. Pub. no. 03720. Revised edition: And he’ll learn what he has to know

: ’ Smiley! To Smiley! Here's to you!
New York: Carl Fischer, ©1968. Orchestral score and parts available on rental.
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SMILEY

| only learned him patient, gave him an
education; | only learned him patient, gave
him an education, gave him an education,
and that'’s a fact.

LULU AND UNCLE HENRY

| don’t know when | seen anybody smarter,
when | seen anybody smarter, and that's
afact.

UNCLE HENRY
Well | declare, well | declare, | never seen a
man so clever.

LULU

To Smiley! Well | declare, well | declare, |
never seen, | declare, | never seen a man
so clever, | declare, | never seen a man
so clever, seen a man so clever, a man so
clever, so clever.

SMILEY
Well | declare, well | declare, | ain’t done

much; there sure was never a frog so clever;

there sure was never a frog so clever; a frog
so clever, a frog so clever, a frog so clever!

UNCLE HENRY

To Smiley! | declare, | never seen a man
so clever, | declare, | never seen a man
so clever, seen a man so clever, a man so
clever, a man so clever!

SMILEY
Come on, Daniel, let’s show these folks!

LULU, SMILEY, AND UNCLE HENRY
Our Dan’l, we declare, is the best in
Calaveras, our Dan’l we declare, is

LULU AND SMILEY
the best in Calaveras, the best in Calaveras,
and that’s a fact!

UNCLE HENRY

so modest, so straightforward, so modest,
so straightforward, and that’s a fact! Well
| declare, well | declare, | never seen a frog
so clever!

LULU

To Dan'l! Well | declare, well | declare, | never
seen, | declare, | never seen a frog so clever, |
declare, | never seen a frog so clever, seen a
frog so clever, a frog so clever, so clever!

SMILEY

Well | declare, | never seen a frog so clever!
There sure was never a frog so clever, there
sure was never a frog so clever, a frog so
clever, a frog so clever!

SMILEY
Come on, Daniel, you can do better than
that!
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UNCLE HENRY

He is the champion! A drink to him; he
deserves it. There’s no-one like him in all of
Calaveras County, in all of Calaveras!

SMILEY

In all of Calaveras, in all of Calaveras County,
Calaveras; was ever frog so rare as the pride
of Calaveras, the jumping frog, the jumping
frog, the jumping frog of Calaveras County?
To Dan’l! To Dan’l, the jumping frog of
Calaveras County!

LULU

In all of Calaveras County, in all of Calaveras,
the jumping frog, the jumping frog! Was
ever frog so rare as the pride of Calaveras,
the pride of Calaveras County? To Dan’l! To
Dan the jumping frog of Calaveras County!

UNCLE HENRY

Was ever a frog so rare as the pride of
Calaveras, Calaveras, the jumping frog, the
jumping frog, the jumping frog of Calaveras
County? To Dan’l! To Dan’l, the jumping frog
of Calaveras County!

Enter the Stranger

[5] STRANGER

Mind if I join you?

UNCLE HENRY
Not at all, Stranger, make yourself to home.
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STRANGER
Thank you. Rye whiskey. What might it be
you got in that box?

SMILEY
Might be a parrot, might be a canary, but it
ain’t, Stranger, it’s only just a frog.

STRANGER
A frog? Well of all things! A frog belongs
in a bog!

SMILEY
Not this one, not Daniel. He's special, he's
talented. He's Dan’l Webster, pride of our
county.

STRANGER

| heard of pet cats and roosters and rats
and seals and pedigreed hogs, there’'s many
contend a dog’s man'’s best friend, but who
ever keeps pet frogs?

SMILEY
Some not only keep 'em, some train 'em.

STRANGER
| seen a trained pig start dancing a jig; | seen
a trained flea.

LULU, SMILEY, AND UNCLE HENRY
Listen to him mockin’ Dan! Ain’t he just the
meanest man?



STRANGER
And once at the zoo a trained kangaroo, but
a trained frog | never did see!

LULU, SMILEY, AND UNCLE HENRY
Listen to him; listen to him; listen to him;
listen to him; listen to him!

UNCLE HENRY
Stranger, hardly come to town, tries to run
our Dan’l down!

STRANGER
Well, what can he do?

LULU
Stranger, hardly come to town, Stranger
runs our Dan’l down!

SMILEY

Do? Let’s see... Give 'em a little punch and
he'll start to whirl, whirl in the air like a
doughnut. Give 'em another punch and he'll
summerset, land on his feet too, sure as

a cat, catch another fly "fore you say scat.
Then with his hind foot indiff'rent-like, he’ll
fall to scratchin’ his head, to scratchin’ his
side, not proud all. Like what he just done?
Nothing but the purest fun.

STRANGER
Nope, | don’t see no p'ints 'bout that frog
that’s better'n any other frog!

SMILEY

Maybe you don't, Stranger. Maybe you've
no experience. Maybe as frogs go you're just
an amateur, but | got my opinion, and one
thing is sure, I'll risk forty dollars that he out
jumps any living frog in Calaveras County!

STRANGER
I'm just a stranger here. | got no frog, but if |
had a frog, I'd bet you.

SMILEY
Seems hardly fair to let you; still, if you'll just
set and wait a while, I'll find you a frog.

STRANGER
Forty dollars.

SMILEY
Forty dollars on the line.

LULU

To Dan’l! No other frog! Without a doubt
he’ll win this bout! He'll win hands down the
champion’s crown! To Dan’l! He'll win the
match, beat any frog that you can catch!

SMILEY

He'll win this "bout, no other frog can
crowd him out! He'll win hands down the
champion’s crown! To Dan’l! He'll win the
match, beat any frog that you can catch!
He’'ll win the race and prove our case,
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UNCLE HENRY

Dan’l will win out! He'll win this bout! He'll
win this 'bout; he’ll win hands down the
champion’s crown! To Dan’l! He'll win the
match, he'll win the match, beat any frog
that you can catch!

STRANGER

Nope, there’s nothin’ "bout that frog that's
better’'n any other frog. I'll find a way to fool
them all; | bet their frog won't jump at all!
They think I'm just a gambling fool, to trust
a frog from any pool! The stupid dupes, the
nincompoops,

LULU, SMILEY, AND UNCLE HENRY

Make us famous if we brag,

SMILEY
and if we brag,

LULU, SMILEY, AND UNCLE HENRY
who can blame us?

STRANGER
The dirty duds, the stick in the muds, | bet
their frog won't jump at all!

LULU, SMILEY, AND UNCLE HENRY
To Daniel!

STRANGER
I'll find a way to fool them all!
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LULU, SMILEY, AND UNCLE HENRY
To Daniel!

STRANGER

They think I'm just an amateur; their
braggin’ is premature,

SMILEY

A jumping match! A jumping match!
UNCLE HENRY

A jumping match! He'll win the race!

LULU

He'll win the race and prove our case; he'll
win!

STRANGER

I'll find a way to fool 'em all, | bet their frog
won't jump at all!

SMILEY AND UNCLE HENRY

He'll win!

STRANGER
I'll fool them all; I'll fool them all; I'll fool
them all!

UNCLE HENRY

Guess we better start the word goin’ 'round
'bout that contest. You go tell the boys in
the backroom, Lulu.



STRANGER

You wouldn’t know where a lonesome man
could find himself a square meal in this
town, would you, Ma'am?

LULU

I’'m not a bad cook myself, they tell me.
STRANGER

Why, Ma’am, | didn’t mean...

LULU

| got a soft heart! Never could stand the
thought of a lonesome man!

[6] Lulu’s Song

It may be the way | was raised; it may be

my natural bent; I've never been able to
stand the thought of a womanless gent. I've
never been able to stand the thought of a
womanless man. It makes me so lonesome
myself, so lonesome myself, | do for him all
that | can. When | was only a slip of a girl my
folks used to warn me and say: Your heart is
as big as a house; no sense letting in ev'ry
stray. I've let in all sorts in my time; there’s
some who will say it’s a sin, and still when a
lonely man asks, when a lonely man asks, |
like to invite him right in. You just wait here.

[7] STRANGER

Each time I hit a town, | do the same: | shake
some sucker down and jump the blame,

find me a woman and give her the eye, then
thank ye kindly Ma’am, and it's good-bye.
Sometimes it fails me, sometimes it works,
but this time, by golly, I'm havin’ me the
works.

The Stranger takes Daniel out of his box and

pries open the frog’s jaws. He stuffs Daniel with
buckshot.

Each time | hit a town, turn on the charm,

| do myself some good, so where the hell’s
the harm? If a woman likes me, we have us a
time; Let her feed and love me, now where’s
the crime? Each time, each time, each time
| cheat them, then hit the trail, know how to
treat them and stay out of jail. With an ace
in the hole, why play it straight? When they
find me out they’re always too late, they're
always too late! Each time I'm on the make,
| fool these bums: | take away the cake and
leave 'em the crumbs! Just keep on the
lookout for the big chance, when it comes
grab it by the seat of the pants. Each time,
each time | fool 'em, take what they got, but
this time, by golly, | hit the jackpot! Forty
dollars U.S. money and a home cooked meal;
Lovin® without matrimony, an all-round good
deal! Forty dollars U.S. money, that’s a good
day’s haul; grab it up and kiss my honey, and
goodbye all!
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[8] Scenell

The village square

GUITAR PLAYER

Oh don’t you remember sweet Betsy from
Pike, who crossed the big mountains with
her lover lke, with two yokes of oxen and one
spotted hog, an old Shanghai rooster and an
old yellow dog.

1ST CRAPSHOOTER, 2ND CRAPSHOOTER
So roll, you old bones, roll along, roll, along,
maybe

1ST CRAPSHOOTER, 2ND CRAPSHOOTER,
GUITAR PLAYER

you'll do better if | sing a song.

GUITAR PLAYER

Now Betsy and lke reached Cal-i-for-ni-ay.
They liked what they saw, said we think
that we'll stay. We'll stake us a claim, go
prospectin’ forgold, and maybe we'll strike
some before we grow old.

1ST CRAPSHOOTER, 2ND CRAPSHOOTER,
AND GUITAR PLAYER

So roll, you old bones, roll along, roll along;
maybe you'll do better if | sing a song.

1ST CRAPSHOOTER

The country’s wide open, there’s riches
enough; the womn’ are few and the men
they are rough, and maybe you'll stay rich
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and maybe you'll not, and gamblin’s a sure
way to lose what you got.

1ST CRAPSHOOTER, GUITAR PLAYER
Roll along you old bones, roll along, roll along

GUITAR PLAYER
Maybe you'll do better

1ST CRAPSHOOTER, GUITAR PLAYER
If I sing you a song

2ND CRAPSHOOTER

Come seven, come eleven, my pile’s getting’
low; if I had sense I'd be quittin’ right now;
my hunches are wrong, and I'm down on

my luck, and if | win now, I'll be plumb
thunderstruck.

UNCLE HENRY

Save your lucre, gents. Hold on to your
paydirt. If you can bet on a sure thing, why
risk your shirt?

1ST AND 2ND CRAPSHOOTER
What's the good word?

GUITAR PLAYER

What'’s on, Henry?

1ST CRAPSHOOTER, 2ND CRAPSHOOTER,
GUITAR PLAYER

What's the proposition?



UNCLE HENRY

Ain’t you heard? Damn fool stranger comes
in my saloon, takes a look at Smiley, takes a
look at Dan’l. Nope, he says, there’s nothin’

‘bout that frog that’s better’'n any other frog.

GUITAR PLAYER
Never heard the like!

2ND CRAPSHOOTER
I'll be doggone!

1ST CRAPSHOOTER
That stranger don’t have the sense he was
born with.

UNCLE HENRY

And right away he bets forty dollars, says
any other frog can out jump 'im, and that
ain’t all, and that ain't all, for he hollers side
bets are welcome.

1ST CRAPSHOOTER

Crazy fool! Bet you can’t guess who my
money'’s on; bet you can’t guess who my
money'’s on; bet you can’t guess who my
money’s on.

2ND CRAPSHOOTER
We'll teach him a lesson! Bet you can’t
guess who my money’s on.

GUITAR PLAYER

We'll show him! Bet you can’t guess who
my money's on; bet you can’t guess who my
money’s on.

UNCLE HENRY

We'll stump 'im! We'll stump 'im! We’'ll
stump 'im! Easy! He'll be comin’ soon; he’ll
be here any minute now; we’'ll hold that
contest here.

1ST CRAPSHOOTER

I'm ready.

2ND CRAPSHOQOTER

Hooray!

GUITAR PLAYER
We'll stump 'im all right!

UNCLE HENRY

Easy! You haven’t heard the best yet. Fact
is, he's comin’ with Lulu.

1ST CRAPSHOOTER

That stranger don't have the sense he was
born with.

GUITAR PLAYER

I'll be doggone! That girl comes high, then
she’d like to spit in your eye if you're not
her type.

2ND CRAPSHOOTER

I'll be doggone!
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1ST CRAPSHOOTER
She'll start to gripe

GUITAR PLAYER, 2ND CRAPSHOOTER
She will!

1ST CRAPSHOOTER
when he’s cleaned out.

GUITAR PLAYER
You said it!

2ND CRAPSHOOTER
When he’s cleaned out!

1ST CRAPSHOOTER
I'll be doggone if she don’t!

2ND CRAPSHOOTER
When we win out

UNCLE HENRY

Feller must be a city slicker, but as frogs go,

he’s sure no picker.

GUITAR PLAYER
When we win out

2ND CRAPSHOOTER
the jumping bout

1ST CRAPSHOOTER
Maybe it was the liquor.

UNCLE HENRY
Nope, he was cold-stone sober
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GUITAR PLAYER, 2ND CRAPSHOOTER
without a doubt

1ST CRAPSHOOTER
We'll sure win out.

2ND CRAPSHOOTER
I'll be doggone

1ST CRAPSHOOTER, 2ND CRAPSHOOTER,
UNCLE HENRY, GUITAR PLAYER

[t's Dan’l Webster our money’s on; it's Dan’l
Webster our money’s on; it's Dan’l, it's
Dan’l, Dan’l.

UNCLE HENRY
Sh... There they are!

The Stranger and Lulu enter, arm in arm.

[9] STRANGER

That was a mighty good dinner, and
served in real fine style, and you were a
real wonderful hostess. Wish | was stayin’
awhile.

LULU

Wish you could stay a lot longer, for you're
my type of man, but now you know the way.
Honey, you can come again and again.

STRANGER

That'’s real big of you, Sugar, | hope you
mean what you say, for I'll take you up on
that proposition whenever | travel this way.



LULU
Must you go, Honey?

STRANGER
'Fraid | have to.

LULU
Can't you settle down awhile?

STRANGER

I'm a rolling stone, a rolling stone by nature;

settlin’ down ain’t my style. Wish | could
stay a lot longer. We're takin’ just what we
can.

LULU

Wish you could stay a lot longer, for you're
my type of man; no use cryin’

STRANGER

No use lyin’

LULU

Maybe I'll meet you, maybe I'll meet you
again.

STRANGER

Maybe I'll meet you, meet you again.

STRANGER
Howdy, Uncle Henry; Howdy. Howdy,
everybody!

[10] 2ND CRAPSHOOTER

How you been, Lulu?

LULU
Misssss Lulu to you!

1ST CRAPSHOOTER

"Fore you get high and mighty, better wait
till the contest’s through; better wait, better
wait.

UNCLE HENRY
Better wait.

2ND CRAPSHOOTER
Better wait till the contest’s through.

GUITAR PLAYER
Better wait.

STRANGER

| know what you're thinking; I'm chancin’ an
awful lot, and | oughtn’t bet a-gin’ a frog so
educated. But a gambler’s got to gamble,
got to take the longest shot. So I'll make you
an offer: put up your money and I'll match it.

LULU

Awful free with your cash! Watch it; you
might save some to buy a girl a present.
STRANGER

Every little thing in it's own time; don't get
impatient.
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LULU

Is that a promise?
STRANGER
Maybe so.

LULU
Well, a girl would kinda’ like to know.

STRANGER

Don't you fret, Sugar, don't get impatient;
don’t get impatient, every little thing in its
own time.

GUITAR PLAYER

Them outlanders thinkin” how smart they
are!

UNCLE HENRY

We'll stump 'im!

1ST CRAPSHOOTER

Think he'll take us all on?

2ND CRAPSHOOTER
That one’s a bettin’ fool!

UNCLE HENRY
We'll stump 'im!

1ST CRAPSHOOTER
Think he'll take us all on?

GUITAR PLAYER
Got too much money!
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SMILEY

Sorry to keep you all this time. Had to wade
through a lot o’ slime, but | found you, |
found you a frog.

LULU

Show us, Smiley,

1ST AND 2ND CRAPSHOOTER

Show us, Smiley, show us!

GUITAR PLAYER

Looks right peaked!

LULU

let us see 'im!

1ST CRAPSHOOTER, 2ND CRAPSHOOTER,
UNCLE HENRY, GUITAR PLAYER
Don’'t compare with Dan’l!

2ND CRAPSHOOTER

Will he jump?

1ST CRAPSHOOTER

Tweak it!

LuLUY
Git away!

1ST CRAPSHOOTER, 2ND CRAPSHOOTER,
UNCLE HENRY, GUITAR PLAYER
Don’t compare with Dan’l!



SMILEY
No molestin’! It ain't sportin’! It ain’t
sportin’l No molestin’!

STRANGER
Tweakin” we don’t allow.

LULU

No molestin’! It ain’t sportin’! No molestin’

the challenger now!

UNCLE HENRY

Nope, it

UNCLE HENRY, GUITAR PLAYER
Don’t compare with Daniel!

2ND CRAPSHOOTER

Make it jump Make it jump! Make it jump!
Make it jump!

1ST CRAPSHOOTER

Tweak it! Tweak it! Tweak it!

1ST CRAPSHOOTER, 2ND CRAPSHOOTER,
GUITAR PLAYER, UNCLE HENRY

Don’t compare with Daniel!

UNCLE HENRY

Make your bets, gents; make 'em large or
small; make your bets, make your bets;
come one, come all!

GUITAR PLAYER

Here's an Eagle!

1ST CRAPSHOOTER
And five!

SMILEY
Dan’l can't lose!

UNCLE HENRY
Here is mine!

2ND CRAPSHOOTER

And twenty!

1ST CRAPSHOOTER

Yippeeaye!

GUITAR PLAYER

Money must be burnin’ his pockets!

LULU
Wish | knew which side I’'m on.

STRANGER
Like you said, cash on the line.

SMILEY
Dan’l can't lose

2ND CRAPSHOOTER
Stakes are high!

UNCLE HENRY
Turnin’ on Dan’l, Lu? Hard to forgive!

1ST CRAPSHOOTER
Double mine, Stranger!
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GUITAR PLAYER
Double mine! Stakes are high!

STRANGER
Sure will!

LULU

Well, it’s his jack and a girl's gotta live!
SMILEY

Can't lose!

2ND CRAPSHOOTER

Another twenty!

STRANGER

Why not?

GUITAR PLAYER

Climbin’ clean up to the sky!

1ST CRAPSHOOTER
Bet on Dan’l, Lu, come on.

STRANGER
And twenty more for the lady!

SMILEY
| say Dan’l can't lose!

LULU
Got to choose sides real careful now!

GUITAR PLAYER
Something here "pears mighty shady!
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1ST AND 2ND CRAPSHOOTER
Dan’'l Webster undefeated, give 'im
challenge, he'll meet it!

SMILEY, UNCLE HENRY, GUITAR PLAYER
Dan’l Webster undefeated

1ST CRAPSHOOTER

Undefeated, undefeated, undefeated
2ND CRAPSHOOTER

He'll meet it; he'll beat it; he'll meet it,
defeat it.

STRANGER

Your pet will be defeated.

LULU
Wish | knew who'll be defeated.

SMILEY

Bring any frog,

1ST CRAPSHOOTER, UNCLE HENRY, GUITAR
PLAYER, 2ND CRAPSHOOTER

Bring up any frog. He'll beat it.

SMILEY
He’'ll beat it; he’ll meet it; he’ll beat it, defeat
it.

UNCLE HENRY
He’ll meet it and beat it, defeat it.



1ST CRAPSHOOTER
He'll meet it and beat it, he'll meet it, he'll
beat it, defeat it.

2ND CRAPSHOOTER
Bring any frog, he’ll meet it and beat it,
defeat it, he'll meet it, defeat it.

GUITAR PLAYER
he’ll beat it, defeat it; he’ll meet it, defeat it.

STRANGER

My frog will eas’ly beat it.

SMILEY

Now then, Stranger, if you're ready, set your
frog alongside Dan’l, forepaws even. When |
give the word, you poke 'im. Ready, set, one,
two, three,

LULU, SMILEY, 1ST CRAPSHOOTER, UNCLE
HENRY, GUITAR PLAYER, 2ND CRAPSHOOTER
Go!

The Stranger’s frog makes a small jump. Daniel is
planted solid.

SMILEY
Don't let that other frog show you up!

1ST CRAPSHOOTER
other frog show you up!

UNCLE HENRY
show you up!

2ND CRAPSHOOTER

show you up!

SMILEY, 1ST CRAPSHOOTER, UNCLE HENRY,
GUITAR PLAYER, 2ND CRAPSHOOTER
Jump!

LULU
Don't let 'em down, Dan’l!

SMILEY, 1ST CRAPSHOOTER, UNCLE HENRY,
GUITAR PLAYER, 2ND CRAPSHOOTER

Don't let us down, Dan’l; don't let us down,
Dan’l! We believe in you; show what you can
do! Don't let us down, down.

STRANGER
Nope, | don’t see no p'ints 'bout that frog
that’s better'n any other frog.

[11] Finale

SMILEY, 1ST CRAPSHOOTER, UNCLE HENRY
Unhappy day for Calaveras. Our hero has
struck out.

SMILEY, 1ST CRAPSHOOTER, UNCLE HENRY,
GUITAR PLAYER, 2ND CRAPSHOOTER

He was the pride of Calaveras.

SMILEY
Oh

LULU, 1ST CRAPSHOOTER, UNCLE HENRY,
GUITAR PLAYER, 2ND CRAPSHOOTER

He's lost the jumping bout.
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SMILEY, 1ST CRAPSHOOTER, GUITAR
PLAYER, 2ND CRAPSHOOTER
Oh!

UNCLE HENRY

Oh misfortune, oh dishonor, Dan’l Webster
lost the bout.

STRANGER

It might be smart to kinda’ get an early start.
LULU, SMILEY, 1ST CRAPSHOOTER, UNCLE
HENRY, GUITAR PLAYER, 2ND CRAPSHOOTER
Unhappy day for Calaveras, oh cruel blow

to all of us.

LULU

Why, Dan'l still keeps tryin’; he sure looks
like he’s dyin’.

STRANGER

That frog is good for nuttin’!

UNCLE HENRY

Can't tell what frogs will do!

SMILEY
Oh!

LULU
I'd kinda’ like to put my lot in with a
gentleman like you.

STRANGER
With all this cash it might be smart to kinda’
get an early start.
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SMILEY, 1ST CRAPSHOOTER, UNCLE HENRY,
GUITAR PLAYER, 2ND CRAPSHOOTER
Oh day of woe, oh cruel blow

LULU

Oh, oh, all is woe.

SMILEY, 1ST CRAPSHOOTER, UNCLE HENRY,
GUITAR PLAYER, 2ND CRAPSHOOTER

All'is lost; oh, all is woe.

STRANGER
to kinda’ get an early start.

LULU

Unhappy day for Calaveras, unhappy day for
us, cruel blow to all of us,

SMILEY

Unhappy hour, unhappy day, oh cruel blow
to all of us,

1ST CRAPSHOOTER

Unhappy hour, cruel blow to all of us,

UNCLE HENRY
Unhappy day for Calaveras, oh cruel blow,
cruel blow to all of us,

GUITAR PLAYER, 2ND CRAPSHOOTER
Unhappy day for Calaveras, oh cruel blow
to all of us,

STRANGER

Their glory has abated, their pride sure is
deflated.



LULU, SMILEY, 1ST CRAPSHOOTER, UNCLE
HENRY, GUITAR PLAYER, 2ND CRAPSHOOTER

Unhappy day for Calaveras, unhappy day for
us, cruel blow to all of us; Oh day of woe for

Calaveras.

STRANGER

Friends, | must be on my way; let me bid you
good day: good day!

LULU

Come, Smiley, have a snort; it’ll do you good.

SMILEY
Hey, look it! What in tarnation!

LULU
He's sick.

SMILEY

What could be ailin” him? You, Dan’l! Why,
blame my cats if he don’t weigh five pound!
Fellers! Bring that four-flusher 'round!

SMILEY, 1ST CRAPSHOOTER, UNCLE HENRY,

GUITAR PLAYER, 2ND CRAPSHOOTER
You don't see no p'ints about that frog?

SMILEY, UNCLE HENRY, 2ND CRAPSHOOTER
so you don’t see no p’ints about that frog
that's better'n any other frog?

1ST CRAPSHOOTER, GUITAR PLAYER, 2ND
CRAPSHOOTER

No, none, none at all, no, none, none at all.

LULU, SMILEY, 1ST CRAPSHOOTER, UNCLE
HENRY, GUITAR PLAYER, 2ND CRAPSHOOTER

You put your money on any other frog,

SMILEY, UNCLE HENRY, 2ND CRAPSHOOTER
You put your money

LULU, SMILEY, UNCLE HENRY, 2ND
CRAPSHOOTER

on any other frog, lay odds on it too,

LULU, SMILEY, 1ST CRAPSHOOTER, UNCLE
HENRY, GUITAR PLAYER, 2ND CRAPSHOOTER
wouldn’t you? Don’t hear you braggin’ now;

LULU, SMILEY, 1ST CRAPSHOOTER
What you got to say for yourself?
UNCLE HENRY, GUITAR PLAYER, 2ND
CRAPSHOOTER

Don't hear you braggin now!

GUITAR PLAYER

Fork over!

STRANGER
I'm just a stranger here, | had no stake;

LULU
Here a girl thinks she’s gettin a break!

STRANGER
I had no stake, I'm just a stranger here. Miss
Lulu, you understand?
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LULU, SMILEY, 1ST CRAPSHOOTER, UNCLE
HENRY, GUITAR PLAYER, 2ND CRAPSHOOTER
If you show your face in this town again
we'll tar and feather you and draw and
quarter you and string you up and ride you
on arail,

1ST CRAPSHOOTER, GUITAR PLAYER, 2ND
CRAPSHOOTER
and truss you up like a Christmas goose,

LULU
We'll

LULU, SMILEY
double tar and feather you and string you up
and quarter you and

LULU, SMILEY, UNCLE HENRY
double tar and feather you and string you up
and quarter you and
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LULU, SMILEY, 1ST CRAPSHOOTER, UNCLE
HENRY, GUITAR PLAYER, 2ND CRAPSHOOTER
feather you and quarter you and feather you
and quarter you and feather you and quarter
you and feather you and quarter you and
next time next time it’ll be the noose!
UNCLE HENRY

Git out!

Uncle Henry kicks the Stranger out with his foot.
LULU, SMILEY, 1ST CRAPSHOOTER, UNCLE
HENRY, GUITAR PLAYER, 2ND CRAPSHOOTER
Here's to Daniel the frog; here’s to Daniel the
frog; here's to Daniel the frog,

SMILEY

still champion

LULU, SMILEY, 1ST CRAPSHOOTER, UNCLE
HENRY, GUITAR PLAYER, 2ND CRAPSHOOTER
of Calaveras County.



ARTISTS

Lukas Foss came to America in 1937, as a fifteen-year old
prodigy, to study at Philadelphia’s Curtis Institute of Music.
By that time, he had already been composing for eight years,
starting under the guidance of his first piano teacher, Julius
Herford, in Berlin, the city of his birth. He also studied in Paris
with Lazare Lévy, Noel Gallon, Felix Wolfes, and Louis Moyse,
after his family fled Nazi Germany in 1933. At Curtis, his
teachers included Fritz Reiner (conducting) and Isabelle Vengerova (piano). By age 18, the
young musician had graduated with honors from Curtis, and was headed for advanced study
in conducting with Serge Koussevitsky at the Berkshire Music Center (Tanglewood) and in
composition with Paul Hindemith at Tanglewood and Yale University. From 1944 to 1950,
Foss was the pianist in the Boston Symphony Orchestra and in 1945 he was the youngest
composer ever to receive a Guggenheim Fellowship.

When Foss succeeded Arnold Schoenberg as Professor of Composition at the University of
California at Los Angeles in 1953, the University probably thought it was replacing a man
who made traditions with one who conserved them. In 1957, however, seeking the spontane-
ous expression that lies at the root of all music, Foss founded the Improvisational Chamber
Ensemble, a foursome that improvised music in concert. The effects of these experiments
soon showed in his composed works, where Foss began probing and questioning the ideas
of tonality, notation and fixed form. Lukas Foss’s compositions of the last fifty years proved
that a love for the music of the past can be reconciled with all sorts of innovations. Whether
the musical language is serial, aleatoric, neoclassical or minimalist, the “real” Lukas Foss

is always present. The essential feature of his music is the tension, so typical of the 20th
Century, between tradition and new modes of musical expression. Many of his works—Time
Cycle (1960) for soprano and orchestra (which received the New York Music Critics’ Circle
Award), Baroque Variations (1960) for orchestra, 13 Ways of Looking at a Blackbird (1978)
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for soprano and small ensemble, Tashi (1986), for piano, clarinet and string quartet, and
Renaissance Concerto (1985), for flute and orchestra—are landmarks of the 20th Century
repertoire.

His ideas—and his compelling way of expressing them—garnered considerable respect for
Foss as an educator as well. He taught at Tanglewood, and was composer-in-residence at
Harvard, the Manhattan School of Music, Carnegie Melon University, Yale University, and
Boston University. In 1983 he was elected to membership in the American Academy of Arts
and Letters, and in May 2000 received the Academy’s Gold Medal in honor of his distin-
guished career in music. The holder of eight honorary doctorates (including a 1991 Doctor

of Music degree from Yale), he was in constant demand as a lecturer, and delivered the
prestigious Mellon Lectures (1986) at Washington’s National Gallery of Art. Still an active
musician into his 80s, Foss continued to teach, conduct and compose. A longtime resident of
New York City, he died there at home on February 1, 2009.

Thomas Meglioranza, American baritone, was a winner of
the Walter W. Naumburg, Concert Artists Guild, Franz
Schubert/Music of Modernity, and Joy In Singing competi-
tions. Described in The New Yorker as an “immaculate and
inventive recitalist,” his Songs from the WWI/ Era program
was named one of the “Top Ten Best Classical Performances
of the Year” in the Philadelphia Inquirer. His discography
includes the Schubert cycles, assorted lieder, and French
mélodies with pianist Reiko Uchida, songs of Virgil Thomson
with the Boston Modern Orchestra Project, and Bach
cantatas with the Taverner Consort.

He has been an oratorio and pops soloist with many of America’s leading orchestras, sing-
ing Copland’s Old American Songs with the National Symphony Orchestra, Peter Maxwell
Davies’ Eight Songs for a Mad King with the Los Angeles Philharmonic, John Harbison’s Fifth
Symphony with the Boston Symphony Orchestra, Milton Babbitt's Two Sonnets with the
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MET Chamber Ensemble, Roberto Sierra’s Missa Latina with the Houston Symphony, and
Bach cantatas with Les Violons du Roy and the Orpheus Chamber Orchestra. He has also
appeared with many period instrument ensembles, including the American Bach Soloists,
Philharmonia Baroque, Portland Baroque, the New York Collegium, the Waverly Consort, and
Apollo’s Fire.

His operatic roles include Fritz in Die tote Stadt, Mozart’s Don Giovanni and Count Almaviva
in Le Nozze di Figaro, as well as Chou Enlai in Nixon in China, Prior Walter in E6tvés Peter’s
Angels in America, and Oedipus in Ruth Schonthal’s Jocasta. He also regularly performs with
the Mark Morris Dance Group, including the role of Aeneas in Dido and Aeneas.

A native New Yorker of Thai, Italian, and Polish heritage, Meglioranza graduated from Grinnell
College and the Eastman School of Music. His non-musical interests include cooking and
fungi.

Felicia Gavilanes Acclaimed as “sensitive and impas-
sioned” by Opera News, Italian American mezzo-soprano
Felicia Gavilanes is gaining a reputation as an exciting and
versatile singing actress. An Emerging Artist Alumna with
Boston Lyric Opera, Felicia is a frequent performer in both
mainstage and concert roles in Boston and throughout New
England. As The Double in Poul Ruders’ The Handmaid's Tale
with Boston Lyric Opera, the Wall Street Journal wrote
“Felicia Gavilanes brought a poignant innocence to Offred in
The Time Before” and Opera Magazine praised her
“touching vulnerability.”

Felicia recently made her Jordan Hall debut as Ino in Boston Modern Orchestra Project and
Odyssey Opera’s East Coast Premiere of John Corigliano’s The Lord of Cries — starring
Anthony Roth Costanzo — and a return to Latin America as an invited soloist with the
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National Conservatory Symphony Orchestra of the Dominican Republic in an evening of opera
arias and duets.

Felicia is a recipient of Berklee College’s Faculty Recording Grant, Boston Lyric Opera’s
Stephen Shrestinian Award for Excellence, Opera America’s Career Blueprints grant, the
Beaulieu Award in Opera, the Gallaher Award, and the Edith S. Joel Fellowship in Opera.
Felicia is a recent finalist in the MetroWest Opera Vocal Competition for Emerging Artists and
a prize winner of Mobile Opera’s Madame Rose Competition.

A dual citizen of the U.S. and Italy, Felicia received her Bachelor of Arts in Italian Literature
and Music from Dartmouth College. She received her Master of Music with Honors from the
New England Conservatory and her Doctorate from Florida State University.

Neal Ferreira Praised for his “rich, powerful voice” and
“bravura-filled stage presence,” Neal Ferreira is a nationally
recognized lyric tenor known for his cultivated vocalism and
eloguent expression. Dubbed a “Boston mainstay” by The
Boston Globe, he recently appeared with Boston Lyric Opera
in the New England premiere of Rhiannon Giddens’ and
Michael Abels’ Pulitzer Prize-winning opera, Omar
(Auctioneer/Taylor).

A much sought-after interpreter of new music, Mr. Ferreira
made his European debut in 2021 as Laertes in the world
premiere of Joseph Summer’s Hamlet with State Opera Rousse, Bulgaria. His successful per-
formance as the Visitor in Boston Lyric Opera’s production of Philip Glass’ In the Penal Colony
was called “poignant” by the Wall Street Journal and “perfect” by Opera News. The tenor

can be heard on the premiere recordings of numerous operas, including Charles Wuorinen's
Haroun and the Sea of Stories (BMOP/sound), James MacMillan’s Clemency (BIS), Joseph
Summer’s The Tempest (Albany), and Mario Castenuovo Tedesco’s The Importance of Being
Earnest (Odyssey Opera).
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In a professional career spanning two decades, Ferreira has appeared with an array of compa-
nies including Florida Grand Opera, the Glimmerglass Festival, Opera Colorado, Virginia Opera,
Anchorage Opera, Syracuse Opera, American Repertory Theatre, Handel and Haydn Society,
Odyssey Opera, Boston Modern Orchestra Project, Emmanuel Music, and Guerilla Opera. Mr.
Ferreira holds degrees from Providence College and New England Conservatory of Music, and
he is a student of renowned operatic tenor, Frank Lopardo. In addition to performing, he is
also an Assistant Professor of Voice at Berklee College of Music.

David Salsbery Fry is a bass opera singer, actor, and
advocate for performers with disabilities. Praised for his
“extremely sensual and almost impossibly deep tones” by
concerti, he is the grand prize winner of the Bidu Sayéo
International Vocal Competition.

This is Mr. Fry’s sixth appearance with Odyssey Opera.
Previous roles include Don Alonzo & L'Envoyé Maure in

Le Cid (2015), Bertrand in The Maid of Orleans (2017),
Usher, Second Herald, Peasant, and Bass Solo in Jeanne
d’Arc au bdcher (2018), Méthousaél & Sadoc in La reine
de Saba (2018) and The Earl of Pembroke in The Chronicle
of Nine (2020).

Other notable engagements include Butt the Hoopoe in Wuorinen and Fenton’s Haroun and
the Sea of Stories for BMOP, Osmin in Die Entfiihrung aus dem Serail for St. Petersburg
Opera, Don Basilio in Il barbiere di Siviglia for Vero Beach Opera, and the world premiere
productions of Wheeler and Jacobs’s Naga, Karchin and Osen’s Jane Eyre, Czernowin and
Perceval’s Infinite Now, and Maor and Levy’s The Sleeping Thousand.

His writing includes articles for Classical Post, Classical Singer, HowlRound, The Liberated
Voice, and Opera and Disability. He is also a featured contributor to Claudia Friedlander’s The
Singer’s Audition & Career Handbook and James Harrington’s Building a Career in Opera from
School to Stage: Operapreneurship.
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More on Mr. Fry’s life and career can be found at davidsalsberyfry.com and in the October
2015 issue of Classical Singer.

Isaac Bray has performed numerous operatic roles and other
solo engagements with musical organizations around the
United States including Florida Grand Opera, Boston Lyric
Opera, Central City Opera, Opera Grand Rapids, Opera San
Antonio, Charlottesville Opera, Bangor Symphony, and Opera
in the Pines. Bray’s notable opera roles include Marcello in La
Bohéme, the title role in Don Giovanni, Guglielmo in Cosi fan

8 tutte, John Proctor in The Crucible, Le Dancalre in Carmen,

8 and Sam in Trouble in Tahiti. He has performed solo
engagements in New England with Bar Harbor Music Festival,
Bagaduce Chorale, Acadia Choral Society, and Blue Hill Bach. Bray was a member of the
Florida Grand Opera Young Artist Studio, the Bonfils-Stanton Apprentice Program with
Central City Opera, and the apprentice artist program with Natchez Festival of Music. He is a
graduate of the Boston University Opera Institute, The Boston Conservatory, and Abilene
Christian University. Mr. Bray teaches on the voice faculty at the University of Maine and also
serves on the board of the Maine chapter of NATS.

James Demler, bass-baritone, is known for his versatile
range of repertory, spanning the operatic, oratorio, concert,
and popular music genres. He has been an annual favorite
with Odyssey Opera, cast as Pistol in Sir John in Love by
Ralph Vaughn Williams, Jov in Dvorak’s Dimitrij, Pietro de
Wissant in Donizetti’s L’Assedio di Calais, Geronte in
Gounod'’s Le Medecin Malgre Lui, Gualtiero in Pacini’s Maria,
Regina D’Inghilterra, and most recently in the role of Earl of
Arundel in the World Premiere of Arnold Rosner’s The
Chronicle of Nine, a co-production with the Grammy Award
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winning Boston Modern Orchestra Project (BMOP). In this role, Schmopera writes: “James
Demler absolutely stole the show in his big setpiece duet, using the full roar of his voice...a
truly unforgettable moment.”

He recently sang his debut with Opera Orlando as The Water Goblin in a new production of
Rusalka. In the 2024-2025 season, Mr. Demler covers the role of Benoit/Alcindoro in La
Bohéme with the Metropolitan Opera, sings the Father in Paola Prestini’s Silent Light with
Brooklyn’s National Sawdust Theatre, and becomes Monterone in Rigoletto with Pacific
Opera Victoria.

In 2023 Mr. Demler joined the roster of the Metropolitan Opera, covering the role of the
Notary in Der Rosenkavalier. He sang Don Alfonso in Cosi fan tutte with the Newport Festival
in Rhode Island, returned to the Berkshire Opera Festival as Benoit/Alcindoro in La Boheme,
sang Alidoro in Boston Lyric Opera’s La Cenerentola, and sang highlights of the role of
Escamillo with the North Carolina Philharmonic Orchestra.

Jonathan Boyd, a native of Corning, New York performs to
great acclaim in Europe, North America, and South America.
Mr. Boyd performed the role of Alfredo in Verdi’s La Traviata
with Portland Opera, Icelandic Opera, Deutsche Oper Am
Rhein, and Opéra-Théatre de Metz Métropole. He was heard
by thousands in the outdoor performance at Le Sénat in Parc
Luxemburg of Paris.

Noted engagements include Lensky in Eugene Onegin with
'Opéra de Reims and a return to Opéra-Théatre de Metz
Métropole. Mr. Boyd'’s debut with the Lebanese Philharmonic
Orchestra was in the role of Ferrando in Mozart’s Cosi fan tutte. Following this success in
Lebanon, he made a debut with Opéra de Tours as multiple characters in the production
Powder Her Face by Thomas Adés.

In previous seasons, Mr. Boyd was heard in the title role of Werther with the Scottish National
Opera and for a live HD stream broadcast from Teatro Coldn in Argentina. Mr. Boyd's debuts
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with Opéra de Nice, Opéra de Toulon, and Teatro Coldn were in the role of Lysander in A
Midsummer Night’s Dream. His debut of Peter Quint in Turn of the Screw was with Théatre
du Capitole in Toulouse, with subsequent performances in Dijon. In a début with Opera di
Firenze Maggio Musicale, he was heard in the role of Le Prince in L’Amour des Trois Oranges.
With Opéra-Théatre de Metz Métropole, he was heard as Anatol in Vanessa, and with Malta’s
National Theater he made his personal debut as Tamino in Die Zauberfléte. Mr. Boyd's debuts
with Théatre de I'’Athénée and Saint-Quentin-en-Yvelines in France were in one of his signatu

John Paul Huckle A graduate of Indiana University and
Boston University Opera Institute, Pittsburgh native and
British American Bass John Paul Huckle has garnered high
praise from the press for his powerful performances in some
of the great opera theaters in the world. A winner of the
prestigious New York City Opera Foundation award, affiliate
with the Teatro Regio di Torino in Italy and the Deutsche Oper
Berlin in Germany, and following the completion of his vocal
studies, Huckle’s career took off in Europe, continuing to
debuts in the theaters of Teatro Carlo Felice in Genova, Teatro
Regio di Parma, Teatro del Giglio di Lucca, Teatro Rovigo, Rome Opera, Teatro San Carlo di
Napoli, Teatro Verdi di Pisa, Teatro Comunale di Modena, The Royal Opera house in London,
The Longborough Festival Opera in England, Opera Wroclaw in Poland, and the Lyrique en
mer festival in Belle-lle, France.

Mr. Huckle has recorded the roles of Ashby in Fanciulla del West as featured on DVD/Blue
Ray with the Dynamic label at Teatro San Carlo di Napoli, the role of Papa Leone with the
Real Sound label at Teatro Comunale di Modena, the role of Nikitich in Boris Godunov for
DVD/Blue Ray with Opus Arte at Teatro Regio di Torino, and King Mark in Tristan und Isolde
with Navona Records. Mr. Huckle has been fortunate to study with some of “the Golden Era”
legendary basses, Mr. Giorgio Tozzi, Mr. Bonaldo Giaiotti, and Mr. Simon Estes. He has also
studied with Mr. Peter Volpe.
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KEVIN CONDON

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

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

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

In 2013, Gil Rose expanded his musical vision with the founding of Odyssey Opera, a com-
pany dedicated to eclectic and underperformed operatic repertoire from all eras. Working with
an international roster of singers and directors, Odyssey has presented more than 35 operas
in Boston, with innovative, thematically linked seasons. The company has also established
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itself as a leader of modern opera in the United States, having given three world premieres
and numerous U.S. premieres.

In addition to his role as conductor, Rose is leading the charge for the preservation and
advancement of underperformed works through recordings. BMOP/sound, the independent
record label Rose founded in 2008, has released over 90 recordings of contemporary music
by today’s most innovative composers, including world premieres by John Cage, Lukas Foss,
Chen Yi, Anthony Davis, Lisa Bielawa, Steven Mackey, Eric Nathan, and many others. With
Rose as executive producer, the label has secured eight GRAMMY® nominations and a win
in 2020 for Tobias Picker’s opera Fantastic Mr. Fox. Odyssey Opera’s in-house label has
released five CDs, most recently a complete version of Camille Saint-Saéns’s Henry VIII.

Beyond Boston, Gil Rose enjoys a busy schedule as a guest conductor and educator. Equally
at home on the podium in both symphonic and operatic repertoire, Rose has led perfor-
mances by the Tanglewood Opera Orchestra, the Netherlands Radio Symphony, the American
Composers Orchestra, the National Symphony of Ukraine, the Matsumoto Festival of Japan,
the New York City Opera, and the Juilliard Symphony among others. In addition to being
former faculty at Tufts University and Northeastern University, Rose has worked with stu-
dents across the U.S. at institutions such as Carnegie Mellon University, MIT, New England
Conservatory, and the University of California at San Diego. He is a visionary curator of music,
inaugurating the Ditson Festival of Music at Boston's Institute of Contemporary Art and
programming three seasons for the Fromm Concerts at Harvard series.

In recent seasons, Gil Rose led Odyssey Opera in a concert performance of three one-act
operas by Rachmaninoff and brought John Corigliano and Mark Adamo’s new opera The Lord
of Cries to Boston audiences. In addition, he and BMOP traveled to Carnegie Hall in April
2023 for the orchestra’s debut performance and culmination of their 25th season. Future
seasons include a BMOP and Odyssey co-production of Harriet Tubman: When | Crossed
That Line to Freedom, the second opera in As Told By: History, Race, and Justice on the
Opera Stage, a five-year initiative highlighting Black composers and vital figures of Black
liberation and thought.
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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. Described by The New York Times as “one of the most artistically
valuable” orchestras in the country, BMOP is a unique institution in today’s musical world,
disseminating exceptional orchestral music “new or so woefully neglected that it might as
well be” via performances and recordings of the highest caliber.

Founded by Artistic Director Gil Rose in 1996, BMOP has championed composers whose
careers span over a century. Each season, Rose brings BMOP'’s award-winning orchestra,
renowned soloists, and influential composers to the stage of New England Conservatory’s
historic Jordan Hall, with programming that is “a safe haven for, and champion of, virtu-
ally every ism, and every genre- and era-mixing hybrid that composers’ imaginations have
wrought” (Wall Street Journal). The musicians of BMOP are consistently lauded for the
energy, imagination, and passion with which they infuse the music of the present era.

BMOP’s distinguished and adventurous track record includes premieres and recordings of
monumental and provocative new works such as John Harbison’s ballet Ulysses, Charles
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Wuorinen’s Haroun and the Sea of Stories, and Lei Liang’s A Thousand Mountains, A Million
Streams. The composers performed and commissioned by BMOP contain Pulitzer and Rome
Prize winners, Grawemeyer Award recipients, and MacArthur grant fellows.

From 1997 to 2013 the orchestra won thirteen ASCAP Awards for Adventurous Programming.
BMOP has been featured at festivals including Opera Unlimited, the Ditson Festival of
Contemporary Music with the ICA/Boston, Tanglewood, the Boston Cyberarts Festival,
Concerts at the Library of Congress (Washington, DC), the Festival of New American Music
(Sacramento, CA), Music on the Edge (Pittsburgh, PA), and the MATA Festival in New York.
During its 20th anniversary season, BMOP was named Musical America's 2016 Ensemble of
the Year, the first symphony orchestra in the organization’s history to receive this distinction.

BMOP has actively pursued a role in music education through composer residencies, col-
laborations with colleges, and an ongoing relationship with the New England Conservatory,
where it is Affiliate Orchestra for New Music. 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
2004 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, perma-
nent access to both classics of the 20th century and the music of today’s most innovative
composers. BMOP/sound has released over 30 CDs on the label, bringing BMOP’s discogra-
phy to over 100 titles. 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,
eight GRAMMY® Award nominations, and its releases 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.

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.
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FLUTE

Ashley Addington [2]
Jessica Lizak [1]
OBOE

Jennifer Slowik [2]
CLARINET

Gary Gorczyca [2]
Jan Halloran* [2]
Michael Norsworthy [2]
BASSOON

Sam Childers* [2]
Jensen Ling [1]
HORN

Whitacre Hill [2]
Clark Matthews [1]
TRUMPET

Peter Everson [2]
Terry Everson [1]
Joseph Foley* [2]

CHORUS: VOCAL QUARTET
Krista River [1]
Angela Gooch [1]

TROMBONE

Hans Bohn [2]
TUBA

Kenneth Amis [2]
PERCUSSION

Brian O’Neil [1]
Robert Schulz* [2]
PIANO

Linda Osborn [12]
HARP

Amanda Romano [1]
VIOLIN |

Colleen Brannen* [2]
Piotr Buczek [2]
Tudor Dornescu [2]
Susan Jensen [2]
Shaw Pong Liu [1]
Nivedita Sarnath [1]

Don Wilkinson [1]
Brendan Buckley [1]
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VIOLIN Il

Paola Caballero [2]

Lilit Hartunian [2]
Aleksandra Labinska [2]
Klaudia Szlachta* [2]

VIOLA

Abigail Cross* [2]
Dimitar Petkov [2]
Emily Rome [1.2]
CELLO

Nicole Cariglia* [2]
Darry Dolezal [2]
Rafael Popper-Keizer [1]
BASS

Anthony D’Amico [2]
Adrian Phipps [1]

KEY:
[1] Introductions and Good-Byes
[2] The Jumping Frog of Calaveras County

Lukas Foss
Introductions and Good-Byes
The Jumping Frog of Calaveras County

Producer Gil Rose
Recording and postproduction engineer: Antonio Oliart

Introductions and Good-Byes and The Jumping Frog of Calaveras County are published by Carl Fischer Co.

Introductions and Good-Byes was recorded July 19, 2017, and The Jumping Frog of Calaveras Country was recorded
June 4, 2021, both in Fraser Hall at WGBH studios, Boston, MA.

This recording was made possible by the generosity of an
anonymous donor.

Cover image: Mark Catesby. The Bull-Frog (Rana maxima
Americana Aquatica) and the Lady’s Slipper of Pennsylvania
(Helleborine). The Natural History of Carolina, Florida, and
the Bahama Islands, Volume 2.183-1749. Courtesy of the
Wilson Library’s North Carolina Collection at the University
of North Carolina at Chapel Hill.
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