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LUKAS Foss 1922-2009 NIGHT MUSIC FOR JOHN LENNON (1987)

[1] Prelude 540
[2] Fugue & Chorale 8:45

NIGHT MUSIC FOR JOHN LENNON

CELLO CONCERT (1966)

David Russell, cello
CELLO CONCERT e
[3] I. 653
4] |Il. Lento—withorchestraB 4:
CONCERTO FOR SOLO PERCUSS'ON ES% 1l Dz:);io pnlpreirtco e—sv;?th or;?egstras A&C 240
AND LARGE OR SMALL ORCHESTRA [6] IV. Sarabande by Bach —Lento 9:09
ALTERNATE MOVEMENT VERSIONS
[7] 1. Lento— withorchestraA 4:12
DAVID RUSSELL cello [8] Il. Lento— withorchestraC 3:.42
ROBERT SCHULZ percussion [9] IIl. Doppio piu presto — with orchestras A& B 2:45
[10] Ill. Doppio piu presto — with orchestras C& B 3:09
BOSTON MODERN ORCHESTRA PROJECT CONCERTO FOR SOLO PERCUSSION
Gil Rose, conductor AND LARGE OR SMALL ORCHESTRA (1974)

Robert Schulz, percussion

11] Numbers 1-15 7.08
] Cadenza 431

13] LettersE-J 8:00
] Letter J-End 10:22

TOTAL 81:08
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Lukas Foss, standing onstag
Buffalo, NY, March 3, 1968.

e at Second Festival of the Arts,
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COMMENT

Adapted from the writing and words of Lukas Foss

“| feel that the way to advance into new musical territory is to advance rear first waving to

the disappearing past. Unlike the perpetually youthful music of the Beatles, of John Lennon,
our classical (or modern classical) music is at best ageless: it is never young. Brahms loved
and envied Johann Strauss’ waltzes their quality of youth. Bartdk spent his life trying to
fuse the freshness of Gypsy folk elements with his highly erudite musical expression, and
in the 1920s, every composer had a love or a lover’s quarrel with early jazz.

* * *

| would agree that my curiosity has led me absolutely everywhere, but | make one qualifica-
tion: I've never done anything at the O.K. time. In other words, I've never been a bandwagon

jumper. I've never belonged to any school. I've never written a 12-tone piece when it was

fashionable to do so0.”

* * *

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.

* * *

I like the idea of performer choice. It fit into my idea of what makes aleatoric music fasci-
nating, and, of course, to me it wasn’t any good unless | was able to control it. In the Cello

Concert | controlled it by putting a vertical image of the two movements, two different

movements slow and fast, and you could choose a complement (of accompaniments). All

these things could be seen on one page; ... giving one the chance of making these choices.
Why should we want music that sounds different at each performance? The answer... is

simple: for the pleasure of surprise — not so much the audience’s, who may hear the piece

but once, but the performer’s. He will experience surprise at every performance (a) because

the detail is always different, (b) because, though always different, the music remains

somehow curiously the same.

* * *

Characteristic here is the composer’s fascination with the possibility of new tasks for his
new-found partner and confidant. The new tasks demand new ideas of coordination. In
fact, the creation of a new vocabulary requires that the composer give constant attention to
all performance problems in connection with his score. As a result, a thorough overhauling
of conducting technique is in the making, new instrumental discoveries have antiquated
every existing orchestration treatise; traditional limitations of voice and instrument have
proved to be mythical: the piano was the first instrument to expand, the flute underwent
a change of personality (due largely to Gazzeloni). The human voice followed; percussion
came into its own.

[In the Cello Concert,] My work is not only for the cello, but ‘about’ the cello; not only for Mr.
Rostropovich, but about “the virtuoso” and about the concerto idea. In the “Concerto for
Solo Percussion” he's (the soloist) more like a magician, who walks around and wherever
he is things are beginning to happen. He will, for instance, walk over to the timpani, where
there is a regular timpanist, and play from the other side. Now, when you get two timpanists
playing the timpani from each side, its like a duel, or a strange ritual. It's very dramatical.

* * *

And to the tensions between control, between choice and control, between composer and

performer: Give up solitude, and you have given up composition. But performance is always

with or for or both. As to the team (I dislike the word as much as you do), it complements

the composer’s work, it is a bridge. To learn to play the disorderly in orderly fashion is to

multiply rehearsal time by one hundred. | am convinced that genuine coordination must
ultimately be obtained via ‘reaction,’ in other words, via musical points of reference, via

listening and playing accordingly. Such interplay would constitute a task capable of engag-
ing the performer’s entire musical being.

Compiled from multiple sources by the editor:

Foss, Lukas. “The Changing Composer-Performer Relationship: A Monologue and a Dialogue.” Perspectives of New Music 1, no. 2
(1963): 45-53

Foss, Lukas, Cello Concert: Performance notes. New York: Carl Fischer, Inc., 1961, 2.

Foss, Lukas. Night Music for John Lennon: (Prelude, fugue, and chorale): for large or small orchestra and brass quintet concertante.
New York: Pembroke Music Co., 1982

Kozinn, Allan. “Lukas Foss, Composer at Home in Many Stylistic Currents, Dies at 86.” The New York Times, 2009.



NIGHT MUSIC FOR JOHN LENNON, composed in the winter of 1980-81, was
premiered at Avery Fisher Hall on April 1, 1981 by the Canadian Brass — by whom
the piece was commissioned — with the Northwood Symphonette, conducted
by Don Jaeger. The brass quintet comprised Frederick Mills and Ronald Romm
(trumpets), Graeme Page (horn), Eugene Watts (trombone), and Charles

Daellenbach (tuba).

CELLO CONCERT, published in 1967, was premiered at Carnegie Hall on March 5,
1967 with the London Symphony Orchestra under the baton of Lukas Foss by cellist
Mstislav Rostropovich, for whom the piece was composed. The piece is scored for solo,
amplified cello, taped cello, and orchestra.

CONCERTO FOR SOLO PERCUSSION AND LARGE OR SMALL ORCHESTRA was
composed as a commission for the 1972 Ford Foundation award winner and Buffalo
Philharmonic percussionist, Jan Williams. It was published in 1974 and premiered on

April 9, 1975 at Rutgers University by the New Jersey Symphony Orchestra, conductor
Jesse Levine, and percussionist Jan Williams. The piece is scored for a vast number of
percussion instruments and large orchestra or small orchestra.

By Eric Hollander

The years 1967 to 1981 measure a complicated era in world history: a time of transition, of
experimentation, of hope. With a little margin on either end, these years mark “the 70s”,
which, for Lukas Foss (1922-2009) were both a period of middle age and of new begin-
nings. Though, for Foss, every year might seem like a new beginning.

Jan Williams on stage with percussion set up for a performance of the Concerto for Solo

Percussion and Large or Small Orchestra with the Sjelland Symphony Orchestra, 1977. . ) .
In 1971, Foss left what had been a generally successful tenure with the Buffalo Philharmonic

Orchestra and began something entirely different with what was then called the Brooklyn
Philharmonia (later renamed Brooklyn Philharmonic Orchestra). Just before this, while

JAN WILLIAMS COLLECTION OF IMAGES OF THE STATE UNIVERSITY OF NEW YORK AT BUFFALO MUSIC LIBRARY



the Cello Concert was being composed, Foss was navigating a bureaucratic quagmire
with the Buffalo Philharmonic that ended with Foss leaving the orchestra. Yet, the years
spent in Buffalo (which were not, actually, “spent in Buffalo” as Foss maintained an
extraordinarily busy international touring schedule at this time and throughout his career)
did not fail to leave the composer with a residual wealth of influential musical experience
and important artistic connections, as we will see most obviously in the case of Concerto
for Solo Percussion and Orchestra.

The point is, though, that the years in Buffalo comprised an explicit stylistic moment for
Foss. Beforehand (in the late 50s and early 60s), Foss had been deeply interested in the

performative yields of improvising ensembles. For several years, Foss composed music

primarily for such ensembles — some containing indeterminate notation; some containing

mostly text instruction with sparse notation; some entirely bereft of notation. This marked a

rather extreme change for Foss, for the first time placing him very publicly among America’s

avant garde composers (contrasting to his previous reputation as protégée of the classi-
cal institution and champion for more traditional audiences with music like The Prairie).
Yet, by the mid-60s, Foss had learned about as much as he cared to from the improvising

ensemble experiments, feeling that it had become too comfortable and thereby sterile:

“Improvisation that works is improvisation made safe... When | found this out, | dissolved

my improvisation ensemble and returned to composition.”

Moving to Buffalo and away from improvisation, however, did not remove Foss from the
avant garde. Though much of the indeterminacy was now gone from his scores, there was
still a definite addition of the experimental. 1967 to 1981, the years containing the premiers
of all three compositions on this album, situate us in precisely this experimental, third
moment of Foss’s career. All three of these compositions are decidedly aleatoric: music
that is — though often very “determined” and, in Foss’s case, precise in its notation —in
some way left to chance.

While none of the pieces on this album were dedicated to or composed for the Brooklyn
Philharmonia, it is probable that Foss’s experience with this orchestra over these years
provided a major influence on all three compositions. Indeed, when a composer is willing to
leave the performance of his carefully notated music to chance, a definite trust and respect
for musicians is disclosed. Upon Foss’s arrival in Brooklyn, neither the neighborhood nor the
community’s assembled musicians were at all suited for concert repertoire. By the time
he left Brooklyn, the orchestra was what he called a “virtuoso orchestra” of “80 soloists
and chamber musicians.” And to be sure, an ensemble fitting precisely this description is
required for the performance of the music on this album.

CELLO CONCERT

Originally commissioned by and dedicated to Mstislav Rostropovich, the Cello Concert
(1967) becomes (for, it is something new at each performance) a statement on the cello
and on the virtuoso. The Cello Concert (not concerto) is about the essence of the soloist, the
cello: "My work is not only for the cello, but ‘about’ the cello; not only for Mr. Rostropovich,
but about ‘the virtuoso’ and about the concerto idea.”

Throughout the piece, the cellist struggles in and out of musical “webs,” created both by
the orchestra and a track pre-recorded by the soloist, which is played from offstage ampli-
fiers. The first movement finds the cellist “stuck” on a particular pitch (Db). We are tricked
occasionally into believing his liberation only to find that it was the amplified track that
broke free and the live soloist is still (though quietly and sometimes invisibly) stuck. On the
topic of “the concerto idea,” this first movement [3] features a prominent cadenza section.
This is played through the speakers, which Foss refers to as both “the invisible” and “the
rival” cellist in the score. Despite the “emergence” of the cadenza and even a temporary
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THE CELLO CONCERT. NEW YORK: CARL FISCHER, INC., 1961. A SECTION OF PAGE 11 FROM THE SCORE.

departure from Db by the live cellist, the Db drone returns, “invades” the movement, “finally
drowning out, swallowing up both the visible and the invisible cellist.”

The second and third movements bring us to a first moment of chance. The aleatoric aspect
here is left in the hands of the conductor and cellist ... but mostly the hands of the conductor.
Foss's performance note before the score suggests that the cellist might have some say in
the matter, but then goes on to hope that “the solo cellist will experience a certain surprise”
as he or she moves through the score. Ultimately, there is only one option for the cellist. The
soloist is bound to a single, through-composed part. The orchestra, though, has twice as
much material as it needs: with three optional “accompaniment” parts, two of which are to
be used simultaneously for the third movement. After one option is chosen to accompany
the soloist’s second movement, the remaining two combine to accompany the third. Each
option features a distinct company of the orchestra: option A contains the full orchestra’s
percussion, piano, and harp; B, the six, tutti celli; and C, the remaining string sections.

Frankly, the cellist will probably be too occupied with the solo part to garner much “surprise”
at the fact that this or that accompaniment is muttering along underneath. The solo parts
for both the 2nd and 3rd movement are quite challenging. The 2nd uses two staves in order
to fit the abundant left-hand pizzicato and bass accompaniment beneath a delicate and
expressive upper line. The result is fiendishly difficult and may trick listeners into supposing
that the off-stage amplifiers are still playing pre-recorded material, which is not the case:
there is no taped cello in either the 2nd or 3rd movement.

As the cellist then moves into the third movement, he is faced with a very different chal-
lenge: handfuls of grace notes pack nearly every measure, each of which must be played
with enough rhythmic accuracy to align with now two orchestra accompaniment parts.
Called a “scherzo” the playfulness resides both in the intensely virtuosic movement and



multi-tasking of the cellist as well as his “surprise” to be playing it to the accompaniment
of whatever happens to be the orchestra’s remaining permutation.

For this album, all possible accompaniment permutations for the 2nd and 3rd movements
were recorded. The result is six tracks for the two movements. You will hear, if you listen
straight through, what amounts to a straight performance of the 4 movements with a
2nd movement [4] accompanied by orchestra option B (the six, tutti celli) and the 3rd
movement [5] by orchestra options A and C (percussion, harp, piano, violins, violas, and
contrabasses). Then, following the 4th movement [6], the remaining options for the middle
movements are provided: mvt. Il with percussion, harp, and piano [7]; mvt. Il with violins,
violas, and contrabasses [8]; mvt. Ill with percussion, harp, piano, and tutti celli [9]; mvt.
Il with tutti strings [10]. The cellist, though playing the same parts for all of these tracks,
is granted permission by the composer to “adjust,” serendipitously, to the accompaniment.

Depending on the choices made above, the 3rd movement may have a sudden, dramatic

end or might peter-out in a debris of soft plucks. Either way, the 4th movement enters

from silence and stillness: the off-stage, taped cello begins with the first measures of the

Sarabande movement of the 5th Suite for solo cello by J.S. Bach. Perhaps a commentary

on the tendency of cellists to play this movement as an encore, especially when perform-
ing in symphony halls, or perhaps reacting to the sheer, haunting beauty of the Baroque

movement, Foss molds, out from this sarabande, all of the material for this Concert’s final

movement through a very modern process of developing variation.

Soon after the taped cello begins, the live cello activates a sort of sonic interference — at first
scarce but increasingly lively and rhythmically complex. As if reacting to its live “rival”, the
taped cello part also strays from the straight saraband material, decaying into a disjointed
and distorted retreat to silence. Eventually, the live cello and orchestra (mostly strings
and organ to begin, and then with the gradual addition of winds, harp, and percussion)

completely overtake the taped cello. The complexity of the score increases together with
amplification of the live cello throughout: reaching a climax, which is also a breaking up in
amoment of glory, near the end in which the soloist is given floating note-heads which he
is free to play in any rhythm: loud. “The orchestra weaves a polyphonic web around the solo
cello, amalgamating with the cello sound (becoming ‘cello’). At a climactic moment at the
end not only does the orchestra stop but also the cello’s amplification is abruptly turned off.
The cellist is heard calmly finishing the Bach Sarabande as if he had never played anything
else.” (Foss’s note) Finally, the rival, taped cellist returns — to finish, in a sickly decay, the
sarabande: the Concert — as “the orchestra watches in silence.”

CONCERTO FOR SOLO PERCUSSION AND LARGE OR SMALL ORCHESTRA

Commissioned by Jan Williams, who among many other impressive accolades was associate
professor of percussion and creative associate for the Center of the Creative and Performing
Arts (founded by Lukas Foss) at the University of Buffalo, the Concerto for Solo Percussion
and Large or Small Orchestra [11-14] is — of the three pieces on this album — the most
radically experimental. Composed in 1974, Foss had already made his break from compos-
ing for improvising ensembles, but this score — which is mostly notated in blocks of text
and time measurements — leaves substantial room for the performers’ interpretation as
the aleatory verges into several classes of indeterminacy. The piece is divisible into three
sections, though there is no break between to indicate three movements. Overall, a single
trajectory from beginning to end plunges the ensemble ever more deeply into choice. We
could even think of the concerto as an exercise or exploration in aleatoric composition.

Perhaps counterintuitively, the deeper the piece moves into the hands of the performers
the more extensive the score’s instruction becomes. Rather than leaving gaps in the score,
Foss provides several sets of musical instruction and allows the performers to pick which



one they like. For most of the piece, these choices and their execution are held together by

a clock: every set of instructions has a finite duration, after which another set is taken up.

But eventually, even these time parameters become optional. At this point, the music is
truly in the hands the performers. Unlike the Cello Concert, in which most of the choosing
is left to the conductor, the concerto relegates the conductor to an exceptionally menial role.
In fact, Foss even suggests in the score’s notes that the piece could be performed without
a conductor, using instead some sort of large clock. Though this suggestion is generally
impractical due to the occasional need for someone to cue synchronized events across the
ensemble, the conceptual gesture is clear enough: the piece becomes a conception of the
performative act and its actors.

Really, to listen to the piece is only half the experience. First of all, Foss provides staging and
lighting instruction in the score, indicating when performers should be facing the audience
or have their backs turned, when the lights should be raised and lowered, etc. But more
importantly, the virtuosity involved in the percussion part is almost impossible to grasp
through the audio alone. An early reviewer of a 1982 performance wrote colorfully that
“armed with mallets, Mr. Williams stalked through a 25-person orchestra eliciting sound
from the players nearest him as he went, and whacking every percussion instrument in

sight.” Actually, this description is quite analytically astute, as towards the end of the piece,

the orchestra generally takes to miming rhythms and motions of the percussionist as he
or she turns towards them, then silencing themselves — though continuing their rhythmic

motion — as the percussionist turns away, towards another set of instruments. The silent,

rhythmic swinging that continues across the stage, which is subject to re-erupting into
sound at the percussionist’s next turn, is an example of Foss’s niente technique (a sort
of mimed playing of instruments or singing), featured both throughout this concerto and
even more abundantly in other works.

CONCERTO FOR SOLO PERCUSSION AND LARGE OR SMALL ORCHESTRA. EDITIONS SALABERT, 1975: A SECTION OF PAGE 28 FROM THE SCORE.
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Jan Williams and Lennart Fessel playing percussion during a rehearsal of Lukas Foss’s
Concerto for Solo Percussion and Large or Small Orchestra with the Sjelland Symphony Orchestra.

JAN WILLIAMS COLLECTION OF IMAGES, MADE AVAILABLE THROUGH THE DIGITAL COLLECTIONS OF THE UNIVERSITY AT BUFFALO LIBRARIES.

And beyond the indeterminacy in each performance, there exist latent mysteries in the

score as well. When asked about the concerto’s subtitle “All the Angels Have Big Feet”,
Foss commented many years after composing the work that “the percussion part is a

metaphor for the poetry of Ezra Pound.” Yet, | don’t think I'm the only researcher who has

been stumped on exactly how this title and that poetry relate. | can, though, by the oppor-
tunity of this note and this album, chance a sort of aleatoric speculation. Pound scholar

and literary critic Hugh Kenner published an article in the early 1980s with the very same

phrase as its title. Perhaps inspired by the same poem or aspect of Pound’s poetry, both the

music and the article present a critique of modern materialism. The abundance of “stuff”
both on stage and in the score resonates with Kenner's commentary on modernist literary

style and its penchant for thingitude, defending this style as simply a mirror for the world

it describes. Foss’s concerto can, in turn, be heard as a commentary on modern “stuff”:

the piece is rife with things, both musical and material. By the end of the first movement,
we have heard the sound of saws, bells, electronics, shouts, and a Souza march to round

things out. Without descending into crude humor, the piece becomes a critical journey

through a forest of nouns.

Each performance of the concerto is bound to be a unique phenomenon, and yet, there can
also be effort made to capture something of the essential artistic gesture Foss had in mind.
Plenty of that effort was made in the assembly of this recording: the percussion solo is
here played by Robert Schulz, student of Jan Williams, and while the performance on this
album is a composition all its own, crafted by the capable hands of Schulz and the BMOP
virtuosi, it is not hard to imagine Foss’s band of soloists from the Brooklyn Philharmonia
as we hear in this performance shouts and eruptions of un-notated articulations and gra-
cenotes leaping out of the accompanimental textures; we begin to appreciate, along with
an artistic heritage and Foss’s meticulous attention to detail, an aspect of the spontane-
ous — of phenomenal specificity that belongs to this and every performance of the piece.
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NIGHT MUSIC FOR JOHN LENNON

(Prelude, Fugue, and Chorale)
for large or small Orchestra with Brass Quintet concertante
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NIGHT MUSIC FOR JOHN LENNON. NEW YORK: PEMBROKE MUSIC CO., 1982. A SECTION OF THE FIRST PAGE FROM THE SCORE.

NIGHT MUSIC FOR JOHN LENNON

Premiered in April 1981, the compositional process of Night Music for John Lennon began

the morning of the day on which John Lennon was killed: December 8th, 1980. Now, most

likely, Lukas Foss began working on this piece before John Lennon was shot, for it is clearly

indicated in the first edition of the score that he began composing “in the morning” while

Lennon was shot in the night. Regardless, the project fulfilled (and was probably begun

as) a commission for the Canadian Brass quintet and so became a sort of two-fold musi-
cal dedication.

Though the piece does not directly reference any of John Lennon’s music, there are definite

rock and pop attributes throughout. Foss is recorded saying that he was very attracted
to the youthfulness of the Beatles’ music: “Our classical (or modern classical) music is
at best ageless: it is never young. Brahms loved and envied Johann Strauss’ waltzes their
quality of youth. Barték spent his life trying to fuse the freshness of Gypsy folk elements
with his highly erudite musical expression, and the 1920’s, every composer had a love or
alover’s quarrel with early jazz.”

While the piece is officially divided into three segments (Prelude, Fugue, and Chorale), the
fugue and chorale really merge together to form a cohesive section, which we will see is
largely due to the aleatory involved in the transition from the one to the other. Beginning
with a solo piano, as if from nowhere or as if we had just walked in on a pianist already
playing, the Prelude [1] introduces several returning themes and textures that hold the
piece together. Throughout, Foss sets groups of musicians in motion and lets them run,
adding and subtracting this and other groups: generating musical development. The piano
will become a group of its own, the strings another, and the brass quintet a most important
continuity — both in the Prelude and until the end.
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The Prelude ends as it began, brief and sanguine. Then, for something completely different
and perhaps more rock than pop inspired, a fugue, “fast and steady” begins with trumpets
in mixed-meter. [2] All of this piece’s aleatory is saved for relatively deep in the fugue sec-
tion. After a through-composed, “traditional” fugue, Foss allows for another type of fugue
to happen, one dependent on the conductor’s choice. Eventually, the instruments of the
initial fugue begin to taper out, ending with the brass quintet. From this nadir of the move-
ment, the brass begin again with more fast and steady rhythmic patterning that they will
keep up until the Chorale. Atop this continuo pattern, the conductor cues in, one at a time,
in an order of his choosing, various groups of instruments with their own patterns to play.
Each repeats an initial pattern four times, pauses, and then moves to secondary material,
which is repeated in free, independent rhythm until all of the instruments have made it
through their own cycles. Finally, all the groups having joined in and proceeded to secondary
material, the orchestra comes together in a raucous finale — as always, “fast and steady.”

The Chorale is a process of return: from the rock-inspired fugue back to the forlorn, pop,
piano of the Prelude. With the brass quintet’s abrupt stop, an obviously chorale-like texture
proceeds, but with rhythmic, detritus noise from the strings, slowly being swept up at
the end of the show. This continues, the winds adding to the chorale’s strength, and the
strings are eventually subdued. We return to the beginning, now with an impossibly soft
harmonic pillow underlying the piano. But so soon as we thought to come to rest, a terrific
wave overtakes the piano — punctuated by a shot in the night.

© 2024 Dr. Eric Hollander

Dr. Eric Hollander is an independent researcher who studies
phenomenological music theory, theology, and music therapy: separately and together.
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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)
for soprano and small ensemble, Tashi (1986), for piano, clarinet and string quartet, and
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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.

David Russell Hailed as “superb”, “incisive” and
“sonorous and panoramic” in The Boston Globe, cellist
David Russell maintains a vigorous schedule both as soloist
and collaborator across the U.S. and internationally. A
strong advocate of new music, Russell has performed with
such ensembles as Boston Modern Orchestra Project,
Firebird Ensemble, Callithumpian Consort, Ludovico

/i . Ensemble, Music on the Edge, Dinosaur Annex, Collage, the
Fromm Players at Harvard and entelechron. He has commissioned and premiered many
works including cello concertos by Laurie San Martin and Sam Nichols, works for cello and
electronics by John Mallia and Eric Moe, and works for solo cello by Tamar Diesendruck and
Roger Zahab. His many solo and chamber recordings include works by Chen Yi, Lee Hyla,
Donald Crockett, Daron Hagen, Gilda Lyons, and Lukas Foss. He serves as Principal Cello of
Odyssey Opera, has been guest faculty at the Boston Conservatory and Berklee, and has been
on the faculty of Wellesley College since 2005. Russell has recorded for the Tzaddik, Albany,
BMOP/sound, Parma, New Focus Recordings, CRI, Centaur, and New World Records labels.
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Robert Schulz Drummer/percussionist/timpanist Robert
Schulz has long been one of the finest first-call musicians
in the Boston area, where he has lived, studied and worked
since 1990. His collaborative aesthetic combined with an
unusually broad musical vocabulary has led to a career of
music making that routinely transcends boundaries of
musical style, time, or place.

He is principal percussionist for the Boston Modern
Orchestra Project, winner of the 2019 Grammy Award for Best Opera Recording (Tobias
Picker’s Fantastic Mr. Fox), and performs with the Boston Landmarks Orchestra, Boston
Musica Viva, and Dinosaur Annex New Music Ensemble. With BMOP/Sound, he has
organized and performed the innumerable percussive details for over 80 commercially
available recordings. Schulz is also principal timpanist for Odyssey Opera (co-winner of a
2019 Grammy) and Emmanuel Music (a unique collective with a proud tradition of present-
ing weekly Bach cantatas in a liturgical setting). He performs regularly with the Boston
Symphony, Pops, and Ballet Orchestras, the Handel & Haydn Society, A Far Cry, Teatro
Nuovo, and is a frequent guest of the Boston Chamber Music Society, First Monday Series
at NEC, and the Boston Celebrity Series. In 2014, Schulz received a Grammy nomination for
Best Small Ensemble Performance (Yehudi Wyner’s The Mirror).

Schulz’s Concerto performances include works by the Tan Dun (Water Concerto), Lukas Foss
(Percussion Concerto), Eric Moe (Drumset Concerto), and Philip Glass (Timpani Fantasy),
and he has made recital appearances with Chinese pipa virtuoso Wu Man in Paris, New York,
Shanghai, and Beijing. Schulz’ first teachers were John Rowland and Lynn Harbold, both with
the Buffalo Philharmonic. Later, at the University of Buffalo, he worked for several years with
Jan Williams, who commissioned the Foss Percussion Concerto and performed as its original
soloist. It is to these early mentors and with immense gratitude and fond memories that he
dedicates this world premier recording with BMOP.
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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
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in Boston, with innovative, thematically linked seasons. The company has also established
itself as a leader of modern opera in the United States, having given three world premieres
and numerous U.S. premieres.

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 VIl

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
Wuorinen’s Haroun and the Sea of Stories, and Lei Liang’s A Thousand Mountains, A Million
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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 90 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
Rachel Braudy
(doubling piccolo) [1:3]

OBOE
Jennifer Slowik [1,3]

CLARINET
Jan Halloran 1]

SOPRANO SAXOPHONE
Phillip Staeudlin [3]

BASSOON
Ronald Haroutunian [1,3]

HORN

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

TRUMPET

Eric Berlin [3]
Michael Dobroski [1]
Terry Everson* [2,3]

TROMBONE

Hans Bohn* [2,3]

Alexei Doohovskoy [1,3]
Victoria Garcia-Daskalova [2]

TUBA
Takatsugu Hagiwara [3]

TIMPANI
Craig McNutt [2.3]

PERCUSSION
Bob Schulz* 1,2]
Matt Sharrock [3]
Nick Tolle* [2,3]

HARP
Ina Zdorovetchi [2]

PIANO

Benjamin Cook [3]
Yoko Hagino 1]
Linda Osborn [2]

ORGAN
Yoko Hagino [2.3]

ELECTRIC GUITAR
Daniel Vanhassel [1,3]

VIOLIN ||

Mae Lynn Arnold [2]
Gabriel Boyers [2]

Piotr Buczek [2]

Sonia Deng [2]
Gabriela Diaz* [2,3]
Tudor Dornescu [1]
Omar Guey [3]

Lilit Hartunian [1]
Susan Jensen [1,2,3]
Aleksandra Labinska [1]
Yumi Okada [2]

Klaudia Szlachta [2]
Katherine Winterstein* [1]

VIOLIN Il

Colleen Brannen* [1,2,3]
Julia Cash [2]

Lilit Hartunian [2]

Annagret Klaua [12]

Judith Lee [2]

Kay Rooney [1.2]

Nevidita Sarnath [2]
Katherine Winterstein* [2,3]

VIOLA

Mark Berger [1]
Abigail Cross [1.2]
Joan Ellersick* [2]
Nathaniel Farny [2]
Noriko Futagami [1,2.3]
Dimitar Petkov [2]
Emily Rome [2]

Peter Sulski* [1,3]

CELLO

Miriam Bolkosky (2]
Darry Dolezal [1]
Stephen Marotto [2]
Francesca McNeeley [2]
David Russell* [1,3]
Rebecca Thornblade [2]
Amy Wensink [2]

Aron Zelkowicz* [12,3]

BASS
Anthony D’Amico* [1,2,3]
Bebo Shiu [2,3]

BRASS QUINTET
Terry Everson [1]
Eric Berlin [1]
Kevin Owen [1]
Hans Bohn [1]
Kenneth Amis [1]

KEY:
[1] Night Music for John Lennon
[2] Cello Concert

[3] Concerto for Solo Percussion and
Large or Small Orchestra

*principal

Lukas Foss

Night Music for John Lennon

Cello Concert

Concerto for Solo Percussion and Large or Small Orchestra
Producer Gil Rose

Recording and postproduction engineer: Joel Gordon
SACD authoring: Brad Michel

Night Music for John Lennon is published by Pembroke Music Co. Cello Concert is published by Carl Fischer Co.
Concerto for Solo Percussion and Large or Small Orchestra is published by Durand Salabert Eschig.

This recording was made possible through the generous support of an anonymous donor.

Cover image: John Lennon, by Nadir (Nardiello
Gennaro). Licensed under the Creative Commons by
Attribution Sharealike 4.0 International.
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