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Note written by Ross Lee Finney and appended to his copy of the score for Three Pieces:

This is a work where | have used the numbers of the row in working out durations, as [ did in the
Piano Quintet No. 2 for USC, and in quite a different way the Concerto for Percussion + Orch.
I'm no longer interested in this sort of thing, but the rhythmic results did very much interest me.
I've often said it was like making a waffle — and that you eat the waffle, not the waffle iron.

COURTESY OF UNIVERSITY OF MICHIGAN LIBRARY

COMMENT

By Ross Lee Finney

Words are most inadequate to express the abstract values of music and painting. When we
discuss what music is all about — what it means — we must become involved with matters
of movement in time and consider qualities of tone and pitch. It is not an oversimplification
to insist that the most important properties of music can be defined by such contrasts
as slow and fast, loud and soft, high and low, because music is a language in which these
qualities are precisely defined.

The only method that can succeed is not to describe what has been done but to point
it out as it happens .... The essence of music — the way in which a composer has made
time meaningful — must be heard, must be felt, must be understood, but not necessarily
talked about. The composer does not project his personal emotional experiences so much
as he does the patterns and shapes of general emotional experience — the substratum of
feeling. He evolves a symbolic “language” that is a semblance of emotion. Whatever logic
he employs to integrate his musical material, in the end this material must find emotional
as well as intellectual response. So while it is not true that the composer reflects his emo-
tional life in his music, it is true that he must be emotionally involved in writing it. It is this
emotional involvement that seems to me characteristic of creative imagination in the arts.

Yet, we should distinguish the various phases of creative thought: the period of investigation,
the period of blankness when there seem to be no ideas at all, the flash of inspiration, and
then the long period of integrating experiences into a new concept or work. Each episode
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deserves respect and understanding as a part of the creative process. The flash of inspiration
is the most sensational, but inspiration does not always result in creative work. The period
of blankness is hard to endure, but it may be most important in clearing the mind. And surely
the process that Sinclair Lewis referred to as the “application of the seat of the pants to
the seat of the chair,” although not at all romantic, is equally important to all creative work.

But presently and perhaps more interestingly, this artistic process is challenged by a wave
of technological innovation. The resultant artistic revolution challenged one’s courage while
growing old. In middle age, | had to find a new relationship to the temporal design — to time
and space — both in my life and in my profession. | felt that the whole tradition of Western
music was in jeopardy and with it my integrity as an artist.

The older artist faced a dilemma: he could turn back to his earlier musical concepts, or he
could search for new concepts of time that suited his outlook. In doing the first he would
become reactionary, but in doing the second, he might be accepting an aesthetic position
that was untrue to his own personality. It took courage to grow old.

| found that the memory of earlier periods of my life brought to my music fresh ideas

that shaped the form and affected both rhythm and melody. | became absorbed in the

relationship of music to history. Music can exist only in the present. Every time a work is

performed, though it may have been composed many years earlier, it takes place in the

present. Memory changes the past into the present. (Perhaps in science-fiction imagina-
tion changes the future into the present. | am unable to think of anything in music that is

comparable to science-fiction.)

My work, Landscapes Remembered, was written because | wanted to write it. Many works
are written because they are commissioned, but this was not. | wrote it simply because |
wanted to and intended it as a nostalgic “other-side-of-the-coin” to a work for band | had
written earlier, called Summer in Valley City. | grew up out there in a small town in North
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Dakota — it’s smaller now than when | lived there — Valley City, North Dakota. Summer
in Valley City is humorous and light, but | wanted to write a companion piece that was
nostalgic and a bit different. | also wanted to achieve a musical continuity that came from
memory but was not encapsulated in closed structures. | decided to do this much in the
same way one does fade-ins and fade-outs in cinema, where first you have a focus, then
it blurs, and then you move to another focus.

Memory is the device of making the past become the present, and since a composer can

work only in the present, memory can greatly enrich his music. But every composer’s back-
ground is different and therefore his memory is different. This is the diversity that enriches

a culture, and it is this diversity in America that adds so much to our music.

Excerpted from the collected writings of Ross Lee Finney.
Thinking about Music: The Collected Writings of Ross Lee Finney. Tuscaloosa: University of Alabama Press, 1991.
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THREE PIECES, composed in 1962, is scored for percussion, celesta, strings,
and tape recorder. It was premiered on May 29, 1963 in McMillin Theatre, New
York City by The Composers’ Forum, conducted by Arthur Bloom.

LANDSCAPES REMEMBERED, composed in 1971 is written for chamber
orchestra, including woodwinds, percussion, harp, piano, and strings. It was
premiered on November 5, 1972 at Cornell University, Ithaca, New York by The

Cornell Chamber Orchestra under the baton of Karel Husa.

SYMPHONY NO.4 was composed in 1972. The piece, commissioned by the
Baltimore Symphony Orchestra, is scored for the full symphonic ensemble, including
harp, celesta, and piano. It was premiered on May 9, 1973 in Baltimore, Maryland by
the Baltimore Symphony Orchestra under the baton of Sergiu Comissiona.

Remembering Ross Lee Finney:
Folk Circles, Serialism, and the Art of Memory

By Clifton Johnson Ingram

And the moments of the past do not remain still; they retain in our memory the motion
which drew them towards the future, towards a future which has itself become the
past, and draw us on in their train. — Marcel Proust, A la recherche du temps perdu

His lifetime spanning nearly the entirety of the previous century, Ross Lee Finney’s composi-
tions offer a glimpse into an only recently-closed chapter of music history: the wide-ranging
and diverse world of twentieth-century American concert music. Though his career would
bring him around the world and to settle primarily on the East Coast of America, Finney



was in fact born in Minnesota and never shied from allowing his Midwestern roots to show

through in his works, bringing a sense of the rustic American prairie to his well-seasoned

international style. These recordings by the Boston Modern Orchestra Project highlight a

period of his output from the 1960s to the early 1970s, a period that found Finney embrac-
ing the contemporary trends of the day, including serialism and electronics. Like a musical

time capsule, these three pieces display Finney during a period when he was mastering

his unique compositional voice, one both accessible and challenging, rife with the stylistic

calling cards refined throughout a long career. There are references to American folk tradi-
tions and the circular patterns common to his early period; there is the lyrical exploration

of twelve-tone technique that marks his middle period; and there is the central, Proustian

focus on memory that characterizes his later works.

Indeed, Finney’s acumen for musical ecumenicalism came from his belief that no work
could be understood solely from one point of view, fueling his “principle of complemen-
tarity” where the character and dimensions of his music were defined by actively joining
opposites together. For example, by tempering harmonic complexity with rhythmic clarity
or by underscoring an easygoing melody with fraught chords, Finney’s open-mindedness
allowed him to forge what might seem like bric-a-brac at first glance into bronze. It was
this inclusive philosophy of Finney’s that made him a formidable composer as well as a
teacher. His students included many notable composers of the later twentieth century such
as William Albright, Robert Ashley, Leslie Bassett, George Crumb, Gordon Mumma, and
Roger Reynolds. As Reynolds noted, “Finney was a remarkable man. There’s probably no
composition teacher in American music history who has dealt with as large and as diverse
a group of successful composers as he.”

THREE PIECES — STRINGS, WINDS, PERCUSSION, AND TAPE

In its opening movement, the music of Three Pieces — Strings, Winds, Percussion, and
Tape begins with a start — as if awakened by an alarm, hurrying the instruments into action.
“In lengths and densities” [1] finds sustained tones staggered and stacked into anxious
harmonies against the metallic rapping of cymbal and timpani rim, which like morse code
are cryptically patterned against the noisy gurgling texture of swelling electronics. Written
in 1962, Finney had become convinced that electronic tape could be used effectively in
the context of chamber or orchestral ensembles, and he had spent the summer working
with Mario Davidovsky at the Columbia-Princeton Electronic Music Center in New York
City to produce the electronic tape part for Three Pieces. This first movement is bookended
by the electronic part, and Finney also makes sure to give the tape part several solo-like
passages during brief moments of instrumental respite, allowing the tape to hum, simmer,
bubble, and sputter like a coffee percolator that calls the ensemble back to their caffeinated,
harried work. Finney deftly uses trills and tremolos (both bowed and fingered) as well as
flutter tongue and harmonics in his writing for the winds and strings to increase the noise
and density of their acoustic lines. Combined with the sonic gamut of skins, woods, and
metals from the percussion, the ensemble’s clamoring cacophony ultimately proves a brief
affair but overall integrates well with the electronics.

The second movement, “In figures and groupings” [2], sees a slightly different dynamic
between ensemble and electronics. The instruments open and close the piece — as the
electronics did in the previous movement — with an Igor Stravinsky-esque dance. Here, a
slipstream of different time signatures — veering back and forth between groupings of 3,
4, and 5 that never rest for longer than a handful of measures — provides a fun, propulsive
trajectory for the music, which skitters along like a wind-up toy set into motion and left to
navigate a crowded table surface. As the ensemble whirls and churns, however, the electronic
tape part is mostly absent from this movement, assigned instead to fill in the passages of
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transition. Like strange sonic sutures, the electronics emit alien sounds like the chirps of
some sort of telephone-bird hybrid, stitching together the instrumental episodes. All the
more dazzling, Finney surprises us with a sudden shift in tone when the ensemble drops
out to allow for the celesta’s soft yet explosive arpeggiations. Twisting tuplet rhythms
swirl as the bell-piano’s arabesque figures gently cross-cut against the dancing of strings,
winds, cymbals, and drums. With this interruptive behavior, Finney lays the ground for the
clattering of xylophone, also obsessively arpeggiating in tuplets, into which piccolo and
clarinet punctuate. AlImost like possessed children’s toys, here the playfulness of Finney's
instrumental combinations lends a lightness to what ought to feel like a more dire affair
with its complexity and thorny harmonies. It’s hard not to think of modernist automatons,
like the colorful twittering bird-like creatures of early twentieth-century artist Paul Klee.
But Finney briefly teases us with this shift of gears, only to plunge us back into the dense
dance of Stravinsky-isms once more.

“In imitations” [3] closes the work with an about-face atmosphere. Languidly slow and
amorphous, Finney offers up smooth surfaces in contrast to the striated quality of the
previous movements. The electronic tape and ensemble occupy the same sonic spaces yet
again, as the tape part provides environmental textures, mimicking gusts of wind, shiftings
of sands, and rustlings of leaves. The music simmers as the wind section obsessively builds
in an imitative fashion. Cleverly, Finney chooses one of the lowest register instruments,
the contrabass, to echo the flute’s opening melody, again finding complementarity this
time in registral opposition. More on display than in previous movements, Finney here uses
instrumental techniques to mesh the acoustic sounds of the ensemble with the electronic.
For example, the opening flute melody is written in flutter tongue, giving a “pure” pitch a
more organic quality to match the throaty rasps of the tape. When the strings join the fray,
Finney adds even more texture and color by utilizing both bowed and pizzicato harmonics
(both natural and artificial). Eventually, the winds seemingly tire themselves out, and the
electronic tape guides the freshly emerged string section over a sweepingly anguished
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landscape of sustained tones. It becomes hard to track what is what in this movement,
where the individual sounds of the tape, winds, strings, or percussion begin or end, as sounds
and phrases dedicate themselves to imitate one another. The goal for Finney here seems
to be a landscape replete with both the relaxing peacefulness and survivalist violence of
the natural world. In this way, Finney’s compositional concept of complementarity is firmly
at play, weaving together dueling expressions of inward meditation and outward impulse
into a cohesive whole.

LANDSCAPES REMEMBERED

Lulling, undulating, the ringing of a five-note cluster chord from a vibraphone opens Finney’s

piece for chamber orchestra, Landscapes Remembered [4], completed by staggered

entrances on the same note by flute, harp, clarinet, then trumpet to form a six-note har-
mony. The clarinet and flute begin to bend their pitches slowly up and down by microtonal

quarter-step to deepen the shimmering and scintillation before the celli and bass enter to fill

out the low register. The complex result sounds almost like Japanese court music, gagaku,
with its slow progressions and sheets of close harmonies that unfold like a landscape.
The effect is a mystical murmuring, primordial, meditative, and evocative. However, the

expansiveness of Finney’s sonic landscape quickly takes on a more personal aspect, that of
the American landscapes he remembered from childhood growing up in Wells, Minnesota

and Valley City, North Dakota.

The first hint of the prairie comes as a viola’s spiccato bowing skitters across the ensemble’s
drone like a tumbleweed, followed by a rising, short pastoral phrase from the violins. A folk
song seems to be trying to emerge from Finney’s sonic landscape, and eventually it does
when the violin ascends above the ensemble to play a folk melody, but one that seems might
have been fiddled with as if with Schoenberg’s twelve-tone technique to include more

chromatic notes than typical of a rustic tune. By the writing of Landscapes Remembered
in 1971, Finney had decidedly taken the plunge into using serialism, a technique for which
he had picked up the ins and outs from lessons with Alban Berg in the early 1930s. Like
Berg, Finney wanted to use this technique to generate long lyrical lines. This explains
Finney's choice of the opening six-note chord, a hexachord that when combined with a
second six-note aggregate (often a mirror image of the first hexachord) uses all twelve
chromatic notes of the western octave. On full display here is Finney’s method by which a
six-note hexachord could be used in compliance with most pentatonic melodies, allowing
him to modify serialism — originally developed to achieve escape velocity in departure
from western music’s traditional harmonic structure — into a system that could work in
tandem with the tonality of the past, a way of looking simultaneously toward the future
and back to the past of music, emphasizing Finney’s emerging preoccupation with music
as an expression of memory. The nostalgia of Finney’s prairie-like music does give way
to brief episodes of atonal ferment, unsettling calmer planar landscapes with snaking
lines that contrast jazzy reeds and brass. Brassy fanfares also serve to stoke the chamber
orchestra’s embers into fiery full-ensemble activity; but when things calm down again, a
lonely, muted trumpet melody emerges that nostalgically reminds one of scenes from a
Ennio Morricone-scored spaghetti western film.

What might be less obvious to the ear is a score-based concern of Landscapes Remembered,
where Finney juxtaposes two approaches to notating time. The first is the traditional method
in which time signatures instruct the players how to count rhythms, but the second is
proportional notation, where the physical space between notes on the page indicate their
relative duration and placement. Here, the ensemble relies on the conductor’s cues for
individual entrances, to shape a music that does not — perhaps cannot — rely on exactly
dictated rhythms. While the functionality of creating music with proportional notation
may seem just as linear as traditional notation in the score, the lyrical lines that Finney



evokes via this notation become arc-like. Of course, one of Finney’s main concerns dur-
ing his early period as a composer was circular patterns and structures, and if one links
enough arcs together, a circle is formed. About his concern with musical circles, Finney in
conversation once remarked,

I do not know if this obsession with circles has a deep philosophical root, but naturally
there is. The circle is a very interesting symbol in art .... Probably when they refer to
my philosophical interest they are referring more to my approach to serialization and
twelve-tone technique.

In this way, Finney’s previous preoccupation in his music with circles easily lent itself to
his later adaptation of the twelve-tone serial technique, where one repeats a sequence of
pitches to generate both new material and to return to sounds already heard. Additionally,
the act of remembering can be mapped onto a circle as well; as one recalls a memory over
and over, it’s as if they are returning to the same point as they travel around a circle’s
circumference. Indeed, by the end of Landscapes Remembered [4], Finney has returned
to the scintillating drones from which the work began as if to come full circle.

SYMPHONY NO. 4

At first glance, Finney’s Symphony No. 4 seems at odds with itself. Scored for a grand

orchestra of romantic proportions, the work is cast in only three movements in the “Italian”
classical fashion. Indeed, erupting violently from the get-go, Finney seems to lean into

the “Italian” entertainment mode, as these three-movement symphonies were often used

historically during the Classical era in opera houses as overtures and entr'actes. However,
Finney’s musical language here is decidedly not in a classical idiom with its stormy chro-
maticism, eerie calms, and thorny jabs.

The first movement, Allegro energica ma cantando [5], bursts at its seems like a piece from
the Mannheim school given a contemporary facelift, the orchestra rocketing upward in full-tilt
tutti. Much of the movement obsesses over creating variations on this initial upward leap,
but often the orchestra’s thrusts dissolve into the same kind of proportional notation used
in Landscapes Remembered, allowing for more lyrical material to grow. Finney masterfully
juxtaposes this dualism, contrasting steamrolling bluster with proportional spaciousness,
dramatically making the moments of proportional notation highly audible throughout the
work. During these moments, it’s as if members of the orchestra have become suddenly
stuck in time, left to sustain their notes until their colleagues (often playing frenetic repeating
figures) are able to chisel away at the moorings that have trapped them. The last “stuck
moment” that cues the end of the movement is a prolonged building of chaotic chromatic
micropolyphony, melting into a slow Largo cantando that ends with a lamenting sigh.

Finney shifts gears with his Allegretto capriccioso, a more whimsical affair that can never
seem to make up its mind, always shifting away from expectations like a jesting scherzo.
But Finney doesn’t pull his punches, and there are jabs aplenty amidst the playfulness as
mocking temple block rolls are contrasted with militaristic snare drum fills. Also in contrast
to the first movement, where the music was concerned with rising figures, Finney focuses
more on counterbalancing passages that fall: a strategic counterbalance. The movement
is polished off with a jocularly trumpeted call-to-action that comes out of nowhere, as if
the instrument simply wanted to get the final word.

The finale, an Adagio sostenuto [7], at first provides a much-needed rest from Finney’s
hyperactive orchestral writing in the previous movements. A romantic, almost folk-like
violin solo is then given to the high winds, who take turns passing the melody around as
the string section offers lushly padded support. But the trumpet sparks the orchestra into
action again, and an obsession with rising figures (endemic to the first movement) begins



anew. A stormy Tempestoso gradually builds steam into a Prestissimo, as the orchestra
dramatically builds itself up over and over again into a froth until finally Finney mounts a
challenging climax that ends on a final stinging figure of triumph.

Clifton Johnson Ingram is a Vermont-native and DC/formerly Boston-based composer, performer, and writer. He has composed for

award-winning ensembles and musicians from around the world, and his music has been released by Experimental Sound Studios,
Dismissive Records, and New Focus Records.
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Ross Lee Finney, was born in Wells, Minnesota on
December 23, 1906. Though Midwesterner in style and
spirit throughout his life, Finney and his music would travel
around the country and the world as a student, composer,
and educator. After his mother and several important child-
hood influences formed the young Finney into a musician —
and primarily a cellist — of certain aptitude, he would go

on to become a grateful student of Alban Berg and Nadia
Boulanger. Despite his European studies, Finney remained a decidedly American composer
and spent the bulk of his professional career as a professor: of music at Smith College from
1929 t01949 and as professor of composition and composer in residence at the University of
Michigan from 1949 to 1973.

In 1930, Finney married Gretchen Ludke, an English scholar who often found creative ways
to integrate musical ideas into her study of language and literature. Gretchen and Ross had
two sons together. Though Finney had been composing steadily throughout his years as a
student and young professional, he withheld these early compositions from publication and
from anything besides academic performances. However, in 1927, his First String Quartet
won him a Pulitzer Prize. In the early 1930s, critical and professional attention to his music
was unavoidable. The remainder of his career was then characterized by a constant struggle
to sanction the time he felt he needed for a profession in composition, fending off various
demands of academic positions and constricting commissions. From about 1933 until his
death, Finney primarily considered himself a composer and his output was — excepting a
hiatus during the WWII years while he served with the Office of Strategic Services overseas
— steady and prolific.

Though he was hesitant to categorize his own or any composer’s output into “periods,”
Finney did acknowledge three distinct phases in his artistic development: from folk idioms



and circular patterns, to twelve-tone exploration, to a final focus on memory. However, a
certain foundation in pattern and twelve-tone ideology stuck with the composer for the rest
of his career following his studies with Alban Berg.

Unique to Finney’s acquisition of twelve-tone composition was his constant attachment to
tonality. Finney always, in all phases of his development, considered his music tonal. Deeply
inspired by medieval Italian repertoire, Finney defined tonality as “not a matter of triadic
harmony but a matter of how the musical material functioned to give spatial shape to time.”
This notion persisted even into his late explorations with twelve-tone-derived hexachords and
serialization of musical form. Finney’s music theory was all his own and eventually mastered
in his late career, beginning in the mid-1960s, at which point he also took an interest in
opera, ballet, and early endeavors into electronic music: fostering a specific desire to use tape
recording as a soloist or in chamber music.

Besides the Pulitzer Prize mentioned above, Finney was awarded two Guggenheim
Fellowships, one Rome Prize, and elected to the National Institute of Arts and Letters in
1962. Long into his “retirement” in 1974, which he planned to spend focused on his personal
composition projects, he was constantly bombarded by commissions and requests to lecture
at various academic institutions. In addition to composition, he was regarded as a specialist
in American music and often spoke or taught courses on that topic. Finney died in his home
on February 4, 1997 in Carmel, California at the age of 90. Still influential in modern composi-
tion and electronic music, his composition students include George Crumb as well as Roger
Reynolds.
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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
indefinable, 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 100 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 Frederick Douglass, the second opera
in the series 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 the repertoire of
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 cham-
pion of, virtually every ism, and every genre- and era-mixing hybrid that composers’ imagina-
tions 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,
permanent access to both classics of the 20th century and the music of today’s most
innovative composers. BMOP/sound has released over 100 CDs on the label. 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
uniguely positioned to redefine the new music concert and recording experience.
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FLUTE/ PICCOLO / ALTO FLUTE
Ashley Addington (3]

Sarah Brady* [12.3]

Rachel Braude [3]

OBOE/ENGLISH HORN
Nancy Dimock [3]
Jennifer Slowik* [1,3]
Catherine Weinfield-Zell
(English Horn) [3]
CLARINET / BASS CLARINET
Amy Advocat [1]
Gary Gorczyca
(Bass Clarinet) [3]
Jan Halloran [3]
Michael Norsworthy* [2, 3]

BASSOON

Ronald Haroutunian [1]

Jensen Ling [3]

Gregory Newton
(Contrabassoon) [3]

Margaret Phillips* [3]

FRENCH HORN

Nick Auer [3]

Neil Godwin* [3]
Clark Matthews [1]
Alex Stening [3]
Sarah Sutherland [3]

TRUMPET

Eric Berlin* [3]
Terry Everson [2]
Adam Gautille [3]
Richard Kelley [3]

TROMBONE

Hans Bohn [2]

Alexei Doohovskoy* [3]
Robert Hoveland [3]

BASS TROMBONE
Christopher Beaudry (3]

TUBA
Kenneth Amis [3]

PERCUSSION

Craig McNutt [2,3]
Robert Schulz* [13]
Matt Sharrock [1]
Nicholas Tolle (Synth) [2]

TIMPANI
Craig McNutt [1]
Nicholas Tolle [3]

PIANO / CELESTE / SYNTH
Linda Osborn-Blaschke [1,2,3]

HARP
Franziska Huhn [3]
Ida Zdorovitch [2]
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VIOLIN 1

Maelynn Arnold (3]
Gabriel Boyers [3]
Colleen Brannen* 1]
Piotr Buczek [1,3]
Benjamin Carson [3]
Gabriela Diaz* [3]
Charles Dimmick* [2]
Lilit Hartunian [3]
Zenas Hsu [3]

Yumi Okada [1]
Nicole Parks [3]
Nivedita Sarnath 1,3
Sarita Uranovsky [3]

VIOLIN 2

Paola Andrea Caballero [3]
Gabriela Diaz [2]
Tudor Dornescu [1]
Susan Jensen [3]
Annagret Klaua [1,3]
Sean Larkin [3]
Judith Lee [1,3]
Yumi Okada [3]

Aija Reke [3]

Micah Ringham [3]
Kay Rooney [3]
Zoya Tsvetkova* [1]
Edward Wu [3]



VIOLA

Joan Ellersick* [2]
Nathaniel Farny [1]
Jason Fisher [3]
Noriko Futagami* [1,3]
Ashley Gordon [3]
Maureen Heflinger [3]
Dimitar Petkov [3]
Emily Rideout [3]
Emily Rome [3]

Peter Sulski* [1]
Alexander Vavilov [3]

CELLO

Nicole Cariglia [3]
Katherine Kayaian [1]
Jing Li 3]

Stephen Marotto [3]
Valléda Miragias [3]
Rafael Popper-Keizer* [2]
David Russell* [13]

Aron Zelkowicz [3]

BASS

Charles Clements [3]
Anthony D’Amico* [2]
Scot Fitzsimmons [3]
Reginald Lamb [3]
Bebo Shiu* 1,3

KEY
* Principal
[1] Three Pieces
[2] Landscapes Remembered
[3] Symphony No. 4

Ross Lee Finney

Three Pieces — Strings, Winds, Percussion, and Tape
Landscapes Rememebred

Symphony No. 4

Producer: Gil Rose

Recording and postproduction engineer: Joel Gordon

Three Pieces — Strings, Winds, Percussion, and Tape, Landscapes Remembered, and Symphony No. 4 are all
published by C.F. Peters Corporation

Three Pieces — Strings, Winds, Percussion, and Tape was recorded on February 11, 2017; Landscapes Remembered
was recorded on November 13, 2010; and Symphony No. 4 was recorded on May 10, 2019, all at Jordan Hall,
Boston, MA.

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

Cover image: Arthur Dove, Broome County from
the Black Diamond. 1931-1932. Qil on canvas,
181/4 x 24 in. Frances Lehman Loeb Art Center,
Vassar College, Poughkeepsie, NY. Bequest

of Mrs. Arthur Schwab (Edna Bryner, class of
1907), 1967.31.20 / Art Resource, NY.
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