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ACT I
SCENE I 
The palace of the Maharajah of Rajaputana, somewhere near the Himalayas.

Mr. Scattergood, the American millionaire, and his daughter, Kitty, are 
guests of the Maharajah. Ostensibly, the reason for their visit is that Kitty, 
a student of anthropology, may capture the “Last Savage”—the subject 
of her college thesis. The true reason, however, is that Mr. Scattergood 
and the Maharajah are anxious to arrange a marriage between Kitty and 
Kodanda, the Crown Prince. The American millionaire secretly fears that with 
a democratic administration, increasing taxes and the ever-growing power 
of American unions, capitalism is doomed. He is, therefore, eager for Kitty 
to marry into a family of fabulous wealth. On the other hand, the Maharajah, 
who feels that the many social reforms underway in India will eventually 
rob him of his wealth and power, is anxious to marry his son to what he 
considers a solid American fortune. Both fathers agree with the terms of the 
marriage but their children, alas, think differently. Kitty refuses to consider 
marriage before completing her studies and she is so wholly dedicated to 
scientific enlightenment that she will not even look at a young man until 
this “Last Savage” is captured. The Prince, unattracted by American women, 
also refuses to consider the proposition. Realizing that Kitty’s quest is rather 
hopeless, the two fathers decide to speed the marriage by “inventing” a wild 
man. They hire Abdul, a well-built and simple-minded stable boy, to play 
the part, and for the sum of $100,000 ($1 in advance, the remaining $99,999 
to be paid at the end of the assignment), he is instructed to let himself be 
“captured” during one of Kitty’s expeditions. The modest and well-adjusted 
Abdul is reluctant to accept the job but is convinced by his girlfriend, Sardula, 
one of the palace chamber maids, who is attracted by the huge sum. 

SCENE II
A courtyard in the palace, six months later.

Kitty returns from one of her hunting parties having just captured Abdul 
who is playing the part of the wild man to perfection. The Maharajah calls 
in the palace scientists to study this extraordinary “catch.” Kitty exultantly 
announces that she will take Abdul to America and probably donate him to a 
zoo or museum. The Maharajah then invites everyone to a banquet in honor 
of Kitty. Left alone in his cage and rather despondent at the idea of being 
taken to America, poor Abdul bids a sad goodbye to the greedy Sardula who 
has forced him into such a dangerous adventure. 

SYNOPSIS
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ACT II
The Living Room of Kitty’s house in Chicago.

During her trip back to America, Kitty has become rather attracted to Abdul and 
has decided not to donate him to a zoo after all but to teach him English and 
slowly introduce him to the mysteries of modern civilization. Abdul, who has not 
been impervious of Kitty’s charms, learns his lessons with astonishing rapidity 
and soon becomes a very docile and affectionate pupil. Kitty decides to give a 
cocktail party in honor of Abdul mainly to introduce her wild pupil to the leading 
elements of contemporary civilization. The members of the clergy and the press 
plague Abdul with stupid questions and outrageous photographs. A group of 
rich socialites floods him with invitations. The politicians immediately surround 
him, trying to convince him of the righteousness of their theories. A strange 
group representing the arts enters; an ensemble begins a dodecaphonic piece, 
while a painter spatters a canvas and a poet recites words without sense. Half-
crazed with fright, Abdul suddenly knocks down the people around him and, 
having smashed everything within his reach, flees the room leaving the entire 
party in great panic and confusion. Back in India Kodanda tries to convince 
himself that  he and Sardula must deny their attraction. 

ACT III
A forest in India, three months later.

After Abdul’s disappearance, Mr. Scattergood, the Maharajah, the Prince and Kitty 
have organized a search party and have followed his traces back to India and 
the forest in which they believe he is hiding. During the search, Mr. Scattergood 
and the Maharani discover a past “association” that puts their plans in jeopardy. 
Kitty, no longer hiding her love for Abdul, whom she considers a superman, is 
inconsolable. But the Maharajah, still concerned with arranging the marriage, tries 
to explain to her that he is only a simple-minded, venal charlatan. To convince her 
of this, they are carrying with them a bundle containing the $99,999 still owed 
him which they are planning to pay in Kitty’s presence.  

Abdul is finally discovered living alone and happy in a primitive cave in the 
middle of the jungle. When offered the money he refuses it with horror—nothing 
will ever induce him to return to civilization, whose very memory fills him with 
fear and disgust. Kitty is exultant. This proves to her that he is a superman, and 
she announces that she will remain with Abdul and share his primitive life. The 
Maharani and Mr. Scattergood convince the Maharajah now to let Kodanda and 
Sardula marry. Mr. Scattergood, still carrying the bundle of money, bids Kitty an 
anxious farewell. She assures him she has a plan to secure her comfort in the 
cave. The entire group exists, leaving the couple alone together. Abdul and Kitty 
happily settle in the cave, and as night descends over the forest they lie together 
on a bed of tropical leaves. As they drift off together Mr. Scattergood’s servants 
are seen secretly bringing Kitty her creature comforts.
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When The Last Savage premiered in 1963 at the Opéra-Comique in Paris, 
audiences were faced with a work that seemed to defy categorization—the 
piece exuded the characteristic effervescence of its opera buffa structure, but 
its narrative was driven by a kind of biting satire that seemed to confound 
spectators and reviewers alike. The critics in Paris echoed the dichotomy 
of the production in their own divided response. Opera News referred to 
the Parisian premiere as “witty, romantic, and highly enjoyable,” while the 
Musical Times deemed the piece “funny not a minute, often silly and vulgar.” 
By the time the show reached the Metropolitan Opera in 1964, the criticism 
had become more unified in its negativity. TIME magazine proclaimed, 
“Merely to be believed, the Savage requires a better-natured audience than a 
composer can expect to find in all of Christendom,” and The New York Times 
reviewer asked, “How can one write about a modern theme when one’s 
language is of the 19th century?” It is an intriguing question, and one that 
echoes the broader confusion about the overall genre and message of The 
Last Savage. Was this a romantic comedy, a send-up of operatic exoticism, a 
philosophical fable about civilization, or a sly critique of the very culture that 
produced it? The answer, as with much of Menotti’s work, lies in the unique 
coexistence of all these possibilities.

From the very beginning, Gian Carlo Menotti defied definitive labels. Born 
in Italy and later an American citizen, he was raised on Beethoven and 
Schubert, encouraged by Toscanini, and eventually educated in Philadelphia 
by an ardent devotee of the great German masters. As a student, he 
experimented with a multitude of styles and did not initially set out to 
become an opera composer at all. In fact, Menotti later recalled that his 
path to opera was something of an accident. Trained at the prestigious 
Curtis Institute, he had intended to devote himself to writing masses or 
symphonies; however, an opera he composed for fun during a summer in 
Vienna caught the attention of one of the school’s founders, who decided 
to mount a production. The show impressed a representative from the 
Metropolitan Opera who was in the audience that night, and Menotti soon 
found himself with a Met production credit to his name at only twenty-five 
years old.

Once established in the opera world, Menotti stood out as one of the few 
composers who consistently wrote his own libretti rather than collaborating 
with a playwright or poet. In an interview published in the March 1997 issue

PROGRAM NOTES by Dr. Megan Stahl
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of Choral Journal, Menotti shared that his goal when writing was “to create 
music that is inevitable. You cannot change a note. It has to be the way it is.” 
This statement is not, however, indicative of a desire to be territorial; rather, 
it stems from Menotti’s firm conviction that music is a self-portrait of its 
creator, and that the notes one writes can derive only from that individual’s 
personal experience. “You must speak with the language that is really yours,” 
he asserted, arguing that a composition’s vitality comes from the courage to 
be one’s self. It is perhaps for this reason that Menotti frequently directed his 
own works as well, pursuing a comprehensive artistic vision in which idea, 
text, music, and staging were fully integrated—a reflection of his belief that 
opera’s power lies in the seamless fusion of all its theatrical elements.

A cornerstone of this artistic approach was Menotti’s insistence that opera’s 
primary obligation is to tell a compelling story in a way that remains both 
accessible to audiences and considerate of singers. At a time when avant-
garde experimentation was all the rage in the classical world, Menotti’s 
operas retained a tonal lyricism and direct emotional expression that was 
meant to communicate with audiences rather than seek approval from 
classical music elitists. This commitment brought him significant popular 
success early in his career; works such as The Medium, The Consul, and 
the television opera Amahl and the Night Visitors secured him a wide 
public following and two Pulitzer Prizes. However, many critics increasingly 
viewed his unabashed melodicism and straightforward dramaturgy as 
pandering to populist opinion in an era that prized radical musical language 
and technical innovation. As conductor Steven Mercurio noted in a 1996 
television interview, “In the ’60s, ’70s, a good part of the ’80s, it was very 
in vogue again to be misunderstood and write for an elite audience.” What 
Menotti was producing, Mercurio explained, “was classical music, but it 
was accessible, popular stuff so the critics just trashed it and the academics 
dismissed it.” What the critics failed to understand, however, was that 
the accessibility of Menotti’s work was incredibly purposeful, a deliberate 
rejection of the “art for art’s sake” mentality that dominated mid-century 
musical discourse.

In retrospect, it is easier to recognize just how firmly Menotti resisted 
the rigid either/or binaries favored by many of his contemporaries and 
critics. For him, opera did not need to stake its claim at one end of the 
traditional spectrum—either highbrow or popular—but could thrive in the 
space between. He freely blended elements of both traditions: his musical 
language remained tonal and immediately comprehensible, even as the 
subjects of his operas ventured into darker, more politically charged terrain. 
Menotti was first and foremost a dramatist, with a clear understanding of 
how to harness theatricality not merely for spectacle, but as a means of 
sharpening or even disguising his most scathing social critiques.
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In this way, Menotti’s aesthetic approach to The Last Savage places him in 
a long and distinguished lineage that stretches back to eighteenth-century 
opera buffa, an esteemed musical history that makes the derision he faced 
with this piece all the more curious. While opera buffa emerged in the 1700s 
from Italian intermezzi (short comedic performances used to lighten the 
mood between the tragic acts of Italian opera seria), it quickly became a 
robust and well-respected genre in its own right, as well as one that was 
practiced by true legends of classical music. Mozart’s 1786 masterpiece The 
Marriage of Figaro ushered in the golden age of opera buffa, a period that 
included premieres of comic operas by everyone from Rossini (The Barber of 
Seville in 1816) to Verdi (Falstaff in 1893). The tradition of creating populist 
operas that satirized contemporary sociopolitical issues was similarly 
successful in France, where it was reimagined by Jacques Offenbach in his 
highly sexualized yet incisively topical opéra bouffes, as well as in England 
(and by extension, America) in the more buttoned-up but still shrewdly 
insightful comic operettas of Gilbert and Sullivan.

Opera buffa has always thrived on the tension between surface wit and 
underlying critique, a juxtaposition that similarly drives the narrative of 
The Last Savage. At the center of the piece is Kitty Scattergood, a young 
American woman who travels to India on holiday with her father. While her 
father’s plans for the trip include arranging a marriage between his daughter 
and a local prince, Kitty is focused on her search for a man untouched by 
civilization to study for her doctoral studies in anthropology at Vassar, and 
she refuses to wed until she has found such a specimen. Desperate to hasten 
his daughter’s marriage, Mr. Scattergood hires a local farmer named Abdul 
to pretend to be the titular “last savage.” However, after bringing Abdul back 
to America, Kitty grows increasingly fond of him and decides to “civilize him” 
instead, certain that she can preserve his untamed purity while modernizing 
his manners. The result is a is a lively comedy of transformation and mistaken 
assumptions, as attempts to teach refinement gradually reveal that the 
process of “civilizing” may not move in only one direction.

On its surface, the plot resembles light operetta. There are disguises, 
misunderstandings, high society caricatures, and a final reconciliation 
in which love seems to overcome all odds. Yet in his libretto Menotti is 
investigating something darker. The dramatic arc of this opera lies in the 
collision between romantic projection and lived reality. Kitty—a wealthy, 
modern American woman—is convinced that the moral bankruptcy of modern 
society can be remedied by returning to “nature.” Her romantic idealism 
manifests in the projection of an Orientalist fantasy onto a man she barely 
knows. Abdul, meanwhile, proves to be less passive and naïve than he 
initially appears. As Kitty schools him in proper social etiquette, Abdul’s 
almost immediate facility in manipulating the rules illustrates to the 
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audience the absurdities inherent in Western upper-crust culture. The result 
is a comic yet pointed reversal: the “savage” masters society’s rituals, while 
the supposedly civilized characters are exposed as performative and shallow.

The historical context of the opera’s creation further deepens its resonance. 
Menotti was working on the piece during the early 1960s, a period marked 
by Cold War tensions, the Civil Rights Movement, rapid decolonization of 
global empires, and growing skepticism toward Western triumphalism. 
By tracing the shifting power dynamics in Kitty and Abdul’s relationship, 
The Last Savage interrogates the assumption that technological progress 
equals moral superiority. Kitty’s quest to “save” Abdul echoes the rhetoric of 
imperialism and missionary zeal. The opera emerged as former colonies were 
asserting independence and challenging the cultural narratives imposed 
upon them, making its satire of Western benevolence particularly pointed. In 
an era increasingly aware of globalization’s complexities, Abdul’s eventual 
ease within high society suggests that civilization may be less a moral 
achievement than a learned performance.

The infrequency with which The Last Savage is produced speaks to the razor-
thin line that Menotti walks in the piece between humorously exposing 
cultural arrogance and reinforcing it. For contemporary audiences, the 
opera’s depiction of India and its “savage” protagonist raise important 
questions about representation. Modern productions must grapple 
thoughtfully with the work’s Orientalist framework, foregrounding its satirical 
dimension to clarify that the opera is a critique of Western fantasy rather than 
an endorsement of it. In this light, Kitty becomes not a heroine but a figure of 
privilege and projection, and Abdul’s transformation becomes a commentary 
on assimilation and self-invention. Over the course of the narrative, Menotti 
dissolves the binary between nature and culture, suggesting that both are 
roles we inhabit and revise depending on circumstance.

Tonight’s performance offers more than a revival of a mid-century curiosity; 
it also offers an opportunity to consider why Menotti’s piece feels so 
contemporarily relevant. As we watch Kitty construct her fantasy and Abdul 
learn to navigate the world she represents, we may begin to recognize 
in these characters our own impulses to categorize, to “improve,” or to 
romanticize what we do not fully understand. In that sense, The Last Savage 
endures not because it explains an imagined Other, but because it gently (or 
perhaps sometimes pointedly) reveals ourselves.
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GIAN CARLO MENOTTI   

Gian Carol Menotti (July 7, 1911, Cadegliano, Italy—
Feb. 1, 2007, Monaco) was an Italian composer, whose 
operas gained wider popularity than any others of their 
time. His realistic operas on his own librettos represent 

a successful combination of 20th-century dramatic situations with the 
traditional form of Italian opera. Menotti used largely traditional harmonies, 
resorting at times to dissonance and polytonality to heighten dramatic effect.

Menotti wrote his first opera, The Death of Pierrot, by the age of 11.             
He studied at the Milan Conservatory and in the late 1920s emigrated to 
the United States, where he continued his studies at the Curtis Institute 
of Music, Philadelphia (1928–33), at the suggestion of Arturo Toscanini.   
There he met Samuel Barber, who became his lifelong companion and 
frequent collaborator. Although Menotti worked extensively in the United 
States, he retained his Italian citizenship.

Menotti’s opera Amelia Goes to the Ball, a witty satire on society manners 
and morals, was produced in Philadelphia in 1937 with great success and 
was transferred to the Metropolitan Opera in New York City in 1938. It was 
followed by a radio opera, The Old Maid and the Thief (1939), and The 
Island God, produced at the Metropolitan in 1942. These works were less 
successful, and Menotti turned to writing chamber operas—requiring 
fewer singers and smaller orchestras—on melodramatic subjects. His first 
opera of this type, The Medium (1946), was a tragedy about a medium who 
becomes a victim of her own fraudulent voices. It was followed by a one-
act comic opera, The Telephone (1946). In 1947 the two operas were paired 
in an unprecedented Broadway run. In 1951 The Medium was made into 
a motion picture.

In 1950 Menotti’s opera The Consul, which won a Pulitzer Prize, was 
produced on Broadway. Like all of his operas, it is a work of great theatrical 
effectiveness. Set in an unnamed country under totalitarian rule, it deals 
with the vain efforts of a woman to gain an exit visa to join her husband, 
an enemy of the state. Amahl and the Night Visitors (1951), the first opera 
composed for television, is the story of a lame shepherd boy who gives his 
crutch to the Three Wise Men as a gift for the Christ child. With The Saint of 
Bleecker Street (1954) Menotti won a second Pulitzer Prize.

Photo credit:  Alfred Eisenstaedt

COMPOSER
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SOLOISTS 
SHARLEEN JOYNT  Kitty

Coloratura soprano Sharleen Joynt has been praised for her 
“silvery, sparkling, substantial and resonant soprano” (Die 
Deutsche Bühne), her “scintillating high range, reminiscent 
of the most beautiful moments of Mady Mesplé” 

(Opernwelt), and “an artistic command that leaves the listener breathless” 
(Deutschland Radio). Recently, Sharleen reprised the role of the Controller in 
Jonathan Dove’s Flight for Seattle Opera, which was filmed and released for 
streaming.

Sharleen’s recent engagements include her “stunning” (ResMusica) French 
debut as Cunégonde in Candide with Opéra National de Lyon, critics hailing 
her a “formidable discovery” (Bachtrack) and “a revelation” (Forum Opera). 
She reprised Gilda in Rigoletto with both Opera Colorado and Florida Grand 
Opera, joined Seattle Opera for her role debut as Morgana in Handel’s 
Alcina, and returned to Edmonton Opera for her role debut of Euridice in 
Gluck’s Orphée. Engagements in the 2024/25 season included her debut 
with Wexford Festival Opera as Prima Donna Daria Garbinati in Donizetti’s Le 
convenienze ed inconvenienze teatrali. She also sang a concert of opera arias 
with Classical Tahoe and returned to Seattle Opera as the Queen of the Night 
in Barrie Kosky’s production of Die Zauberflöte. This season, she will appear 
as the soprano soloist in Handel’s Messiah with the Grand Philharmonic 
Choir and these evening’s production of The Last Savage.

Prior engagements include the role of Winnie in Lembit Beecher’s Sky on 
Swings—starring Frederica von Stade—with Opera Philadelphia, Musetta 
in La bohème with Vancouver Opera and Pacific Opera Victoria, and 
Cunégonde in Candide with Tanglewood Music Festival, Ravinia Music 
Festival, Anchorage Opera, and the Orlando Philharmonic. At home with new 
music, Sharleen sang Christine in the North American premiere of Belgian 
composer Philippe Boesmans’ Julie, in a co-production with Canadian 
Stage and Soundstreams. In concert, highlights include Glière’s Concerto 
for Coloratura, Op. 82 (Guelph Symphony), as well as the soprano solos in 
Handel’s Messiah (Charleston Symphony), Howard Goodall’s Eternal Light 
Requiem (Bach Society of St. Louis), Mahler’s Symphony No. 4 (Thunder Bay 
Symphony), and New Year’s Galas with the Hong Kong Philharmonic.

Sharleen made her European début when she joined the Anhaltisches 
Theater Dessau ensemble to sing Oscar in Un ballo in maschera, Adele 
in  Die Fledermaus, and Despina in Così fan tutte. With the Badisches 
Staatstheater Karlsruhe, she sang Marie in La fille du régiment and Adele in 
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Die Fledermaus. She performed her signature role of Zerbinetta in Ariadne 
auf Naxos with Theater St. Gallen, Theater und Orchester Heidelberg, and 
in the Chinese premiere of the opera, produced by Oper Leipzig. As part of 
the Theater und Orchester Heidelberg ensemble, Sharleen sang Frasquita 
in Carmen, Blonde in Die Entführung aus dem Serail, Fausta in the German 
premiere of Scarlatti’s Marco Attilio Regolo at the Winter in Schwetzingen 
Baroque Festival, and Soprano 1/Ariadne in Wolfgang Rihm’s Dionysos.

Honors include nominations for Nachwuchssängerin (Singer of the Year), 
awarded by Opernwelt magazine, and the prestigious Der Faust prize, 
awarded by the German Stage Association. Her fearless onstage presence 
in German Regietheater led to a three-page feature in Deutsche Bühne 
magazine, and she was featured on the cover of the Winter 2023 issue of 
Opera Canada magazine. Sharleen has been a prizewinner in competitions 
including the Liederkranz Foundation, the George London Foundation, the 
Young Concert Artists International Auditions, the Licia Albanese Foundation, 
the Canadian Music Competition’s International Stepping Stone, and the Palm 
Beach Opera Vocal Competition. 

PHILLIP LOPEZ  Abdul  

Described by Opera News as a “resonant bass-baritone,”       
Phillip Lopez is generating great acclaim in new and established 
repertoire across the United States. Last season, Mr. Lopez 
joined Riverside Theatre as The Commentator in Scalia/Ginsburg, 
returned to Florida Grand Opera to sing the role of Zuniga in 
Carmen, and to cover the role of Dulcamara in L’elisir d’amore, 

and made his St. Petersburg Opera debut as Escamillo in Carmen. In the 2025-2026 
season, Mr. Lopez made his premiere at West Edge Opera portraying Cesar Chavez in 
the opera Dolores, a new work by Nicolás Lell Benavides outlining the farmworkers’ 
rights movement in the 1960s; he returns to Wichita Grand Opera as Chino in West 
Side Story, and returns to St. Petersburg Opera to sing Curio and cover Achilla in 
Giulio Cesare. In the 2023-2024 season, Mr. Lopez made his house and role debuts 
as Emil de Beque in South Pacific with the Orpheum Theatre, Don Parmenione in 
L’occasione fa il Ladro with Opera Southwest, and Bartolo in Opéra Louisiane’s 
production of Il barbiere di Siviglia. In concert, Mr. Lopez appeared as a soloist in 
a Spanish-language version of Handel’s Messiah with the Phoenix Symphony, and 
as Baritone soloist in Beethoven’s 9th Symphony with the Southwest Michigan 
Symphony Orchestra. In the 2022-23 season, Mr. Lopez joined Florida Grand Opera 
singing Geronimo in a Spanish language version of Il matrimonio segreto, Betto in 
Gianni Schicchi/Buoso’s Ghost, and Angelotti/Jailer in Tosca, as well as covering 
the Sacristan in Tosca and Basilio in Il barbiere di Siviglia. Other highlights include 
Masetto in Don Giovanni (Wichita Grand Opera), his Central City Opera debut as 
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Monterone in Rigoletto, as well as Angelotti in Tosca and Zuniga in Carmen with Opera 
Colorado. No stranger to new music, Mr. Lopez made his Chautauqua Opera Company 
debut as the Father in Kamala Sankaram’s Thumbprint and Ulysses S. Grant in Virgil 
Thompson’s The Mother of Us All. Also with the company, he workshopped Derek 
Bermel’s The House on Mango Street as the Bum Man and Pregón. He premiered 
the song Learning the Grammar of Animacy by Mary Prescott with the Chautauqua 
Symphony Orchestra, and appeared with Opera Colorado as The Senator in Paul 
Moravec’s The Shining, and in his first professional recording as Guard #2 in Gerald 
Cohen’s Steal a Pencil for Me with conductor Ari Pelto. While at the Yale School of 
Music, Mr. Lopez performed in excerpts as Nick Shadow in The Rake’s Progress and 
Sancho Panza in Don Quichotte, sang Winterreise at Sprague Recital Hall, interpreted 
the role of Riolobo in Florencia en el Amazonas, and sang as the bass soloist in 
Mozart’s Requiem with the Waterbury Symphony Orchestra. Mr. Lopez has twice won 
1st place at the District Level of the Metropolitan Opera Laffont Competition, and 
subsequently received 2nd Place and an Encouragement Award at the Regional Level 
of the same competition. Mr. Lopez holds degrees from the Yale School of Music 
(MMA ‘21), Wichita State University (MM ‘19) and Millikin University (BM ‘16). 

Photo credit:  Jaimie Kraus

ANYA MATANOVIČ  Sardula

Praised for her “thrilling vocal color” and “sweetly winning” 
presence, American soprano Anya Matanovič (ma ta’ no vich) begins 
the 2025-2026 season with an exciting role debut as Wendy Torrance 
in Paul Moravec and Mark Campbell’s The Shining with Nashville 
Opera. She also returns to the roster of The Metropolitan Opera to 
cover Violetta in La traviata and Musetta in La bohème. 

Last season, Ms. Matanovič joined The Met to cover Also Jess in the season 
opening production of Grounded, as well as Musetta in La bohème. Slovenian by 
heritage, she brought her dynamic interpretation of Violetta in La traviata to that 
country’s Opera Maribor, before performing and recording the title role in Mark 
Adamo’s Lysistrata with Odyssey Opera and Boston Modern Orchestra Project. 
Anya also debuted the role of Carrie in Anne Bogart’s anniversary production of 
Carousel with Boston Lyric Opera.

In the 2023-2024 season, the soprano returned to the Metropolitan Opera to 
cover Musetta in La bohème. Additionally, she portrayed Violetta with Knoxville 
Opera and sang Micäela in Carmen with Opera Santa Barbara. The 2022-2023 
season saw Ms. Matanovič join The Metropolitan Opera for the first time, 
covering Violetta in all seventeen of the company’s performances.
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Her signature roles in addition to Violetta include Musetta (Arizona Opera, 
New Israeli Opera), Gilda (Opera Memphis, Boston Youth Symphony), 
Gretel (Seattle Opera, Utah Opera, Kentucky Opera, Opera Cleveland), and 
Pamina (Boston Youth Symphony, Crested Butte Music Festival, Utah Opera).  
Highlights of recent seasons include a variety of house and role debuts, 
including Bard SummerScape as Isotta in Strauss’s Die Schweigsame Frau, 
under the baton of Leon Botstein, as well as joining the Lyric Opera of 
Chicago for the first time to cover Ginevra in Ariodante. 

Other notable engagements include her company and role debut as Mimi in 
La bohème with Opera Colorado, Anne Trulove in The Rake’s Progress and 
Violetta with Boston Lyric Opera, Stella in Previn’s A Streetcar Named Desire 
with Kentucky Opera, Mabel in Pirates of Penzance with Lyric Opera of Kansas 
City, Susanna in Le nozze di Figaro with Madison Opera, and New Orleans 
Opera as Adele in Die Fledermaus. She joined New York City Opera as 
Frasquita in Bizet’s Carmen, as well as productions of Massenet’s Cendrillon, 
La bohème, and Purcell’s King Arthur.

Ms. Matanovič is equally comfortable on the concert stage, having appeared 
with the Cleveland Orchestra and Cincinnati Symphony for Mendelssohn’s 
A Midsummer Night’s Dream, Qatar Philharmonic Orchestra, for Carmina 
Burana under Alastair Willis, North Carolina Symphony for Mozart’s Mass in C 
Minor, Richmond Symphony as the soprano soloist in Orff’s Carmina Burana, 
Eugene Concert Choir for Mozart’s Grand Mass in C Minor,  Santa Barbara 
Symphony for Mozart’s Exsultate Jubilate and Mahler’s Symphony No. 4, 
Portland (OR) Chamber Orchestra, Hoku Concert Series in Hawaii, the Palm 
Springs Orchestra and the Music of Remembrance Concert Series in Seattle.

Photo credit: Arielle Donesen

OMAR NAJMI  Prince Kodanda

GRAMMY®-nominated tenor Omar Najmi enjoys a dual 
career as a performer and composer. In the 2024-
2025 season Omar debuted with LA Opera as Simon in 
Adoration, the Spoleto Festival as Peter Quint in The Turn 
of the Screw, Seattle Symphony and Boston Baroque as the 
tenor soloist in Handel’s Messiah, and returned to Boston 

Lyric Opera as Enoch Snow in Carousel. His recent performance credits 
include Darius Shah in the workshop of The Many Deaths of Laila Starr at 
Minnesota Opera, Mr. Herz in Mozart in the Museum with Anchorage Opera, 
Valcour in The Anonymous Lover with Boston Lyric Opera, Enoch Snow in 
Carousel at First Coast Opera, and tenor soloist in Mozart’s Requiem with the
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Tulsa Symphony. Additional credits include the role of Demler in Frederick 
Douglass with Opera Odyssey, a return to Boston Lyric Opera as Malcolm in 
Macbeth, a chamber music concert with Grace Note Farm and a concert with 
Commonwealth Chorale. His new micro-opera The Elevator Trial will premiere 
in January as part of Boston Opera Collaborative’s annual performance of 
Opera Bites, and The Elevator Trial with Boston Opera Collaborative.

In 2026, the busy singer joins hornist Radek Baborak to perform works by 
composer Joseph Summer at Carnegie Hall followed by a recording of the 
piece in Prague. Najmi joins the Tucson Symphony for Mozart’s Requiem, 
the Worcestershire Youth Symphony for Bruckner’s Te Deum, and Boston 
Baroque as Arbace in Idomeneo. He makes a role and company debut 
in Joseph Summer’s The Tempest with Teatro Grattacielo, and premieres 
The Many Deaths of Laila Starr at Minnesota Opera. Already a celebrated 
composer, his opera Mud Girl premiered at the Kennedy Center in 2025 as 
part of WNO’s American Opera Initiative.

Najmi is a featured soloist on Danaë Xanthe Vlasse’s album Mythologies II, 
which was nominated for Best Classical Compendium at the 2025 GRAMMY® 
Awards. He premieres the work in 2026 with the Arkansas Symphony. He 
can also be heard as the title character in Hamlet and as a soloist in Who 
is Sylvia?, both with Navona Records, and in Centaur Records’ Enterprises 
of Great Pitch. He recently released his solo debut album Transformations, 
featuring a selection of romantic to modern classical songs including his 
own original song cycle More Than Our Own Caves.

In addition to his operatic performances, Najmi has appeared in concert as 
the tenor soloist in Mozart’s Requiem with the Tulsa Symphony Orchestra, 
Dvorak’s Stabat Mater and Mendelssohn’s Lobgesang with Greenwich 
Choral Society, Haydn’s Lord Nelson Mass with Coro Allegro, Haydn’s 
Mariazellermesse with Masterworks Chorale, and Bach’s St. John Passion, 
St. Matthew Passion, and Christmas Oratorio with Emmanuel Music. Najmi 
made his Carnegie Hall debut in 2018 as the tenor soloist in Mark Hayes’ 
Gloria and has since returned as the soloist in Dan Forrest’s Requiem for the 
Living and as a soloist in Talents of the World Inc.’s Caruso Tribute Concert.
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GABRIEL PREISSER  Scattergood

GRAMMY® Award winning baritone Gabriel Preisser has 
been praised by Opera News and The New York Times 
for his “handsome voice, charismatic energy, timbral 
allure” and “wonderful” performances. This season he 
makes his Lincoln Center debut as the bass soloist in 
Handel’s Messiah with the National Chorale. His resume 
includes over 50 operatic and musical theater roles 

including Billy Bigelow in Carousel with Minnesota Orchestra, the Father 
in Hansel & Gretel with Utah Opera, the title role in Sweeney Todd with 
Helena Symphony, Figaro in Il barbiere di Siviglia and Le nozze di Figaro with 
multiple companies, Dandini in Cenerentola with Opera Tampa, Escamillo 
in Carmen with Lyric Opera of the North, Belcore in L’elisir d’amore with 
Shreveport Opera, Le Mari in Les Mamelles de Tiresias with Opera Parallele, 
Albert in Werther with Minnesota Opera, Danilo in The Merry Widow with Opera 
Idaho, Tommy in Brigadoon with Gulfshore Opera, Silvio in Pagliacci with 
Opera Naples, Harold Hill in The Music Man with Colorado Symphony.  He has 
been praised for having a “matinee idol’s charm and charisma,” “a beautiful, 
luscious baritone,” and   “a compelling, commanding stage presence.”

Mr. Preisser has made a name for himself as a versatile, cross-over performer 
and has especially been active in new works. He created the role of Lt. 
Gordon in Kevin Puts’ Pulitzer Prize winning Silent Night at Minnesota Opera 
with subsequent performances at Opera Philadelphia, Cincinnati Opera, 
and Michigan Opera Theatre. His performance as Lt. Gordon with Minnesota 
Opera was also broadcast nationally on PBS in 2013 and 2014.  He also 
took on the role of Farmer Bean in Tobias Picker’s Fantastic Mr. Fox both 
with Opera San Antonio and Odyssey Opera of Boston.  He can be heard on 
the first official audio recording of Fantastic Mr. Fox under the baton of Gil 
Rose with the Boston Modern Orchestra Project which won the GRAMMY® 
Award for best new opera recording of 2019.  He has also been seen as the 
title role in Aldridge’s Elmer Gantry, Tom Joad in Gordon’s The Grapes of 
Wrath,  Riolobo in Catan’sFlorencia en el Amazonas, Antonio in Hagen’s New 
York Stories, John Brooke in Adamo’s Little Women, and the Shoe Salesman/
Puppet role in Argento’s Postcard from Morocco.  

A 2016 League of American Orchestras Emerging Artist, Preisser is known 
for his dynamic interpretation of Orff’s Carmina Burana performed with the 
Atlanta Ballet, Gulf Coast Symphony, Orlando Philharmonic, and others. He 
has also been heard as a bass soloist in Bach’s St Matthew Passion with the 
Colorado Symphony under the baton of Cristian Macelaru, soloist in William 
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Walton’s Belshazzar’s Feast with Jacksonville Symphony, Schlendrian in 
Bach’s Coffee Cantata with Orlando Philharmonic, bass soloist in Bach’s  
St John’s Passion with the Houston Bach Society, soloist in Britten’s War 
Requiem and the Brahms’ Requiem with the Canterbury Chorale,  soloist 
in H.C. Gruber’s Frankenstein with Colorado Symphony, and bass soloist in 
Handel’s Messiah with Ars Lyrica, Villages Philharmonic, and The Messiah 
Choral Society.

Outside of his performance career, Mr. Preisser serves as founding general 
director and CEO for Opera Orlando. 

MICHELLE TRAINER The Maharani

Versatile singing actress Michelle Trainor is known for her 
“powerful, penetrating soprano” (Wall Street Journal) and as 
both a “comic genius” and “vocal treat” (Boston Globe). An 
alumna of the Boston Lyric Opera’s Emerging Artist initiative, 
Trainor has become “a favorite of the Boston opera scene,” 
(Schmopera) in productions of contemporary opera including 
The Handmaid’s Tale, Burke & Hare and Haroun and the 

Sea of Stories. In standard rep like Macbeth, Barber of Seville and Threepenny 
Opera, she was described by Berkshire Fine Arts as “an ebullient comedian” 
who steals “every scene she is in with her pure joie de vivre.”

This season, Ms. Trainor reprises the role of Aksinya in Lady Macbeth of 
Mtsensk at the George Enescu International Festival in Budapest under the 
baton of Giancarlo Guerrero, a role she has performed in concert with the 
Boston Symphony Orchestra at both Carnegie Hall and Symphony Hall. She 
also returns to Boston Lyric Opera for their gala as Mercedes in excerpts from 
Carmen and Rossweise in excerpts from The Ride of The Valkyries alongside 
Christine Goerke. In the spring, Ms. Trainor reprises her signature role of 
Berta in The Barber of Seville with the Helena Symphony.

As a concert soloist, Trainor has performed in Mozart’s Requiem, Mass in C 
Minor, Solemn Vespers and Missa Brevis in B Flat, as well as Mahler’s Symphony 
No. 2, Beethoven’s Ninth Symphony, Haydn’s Missa in Angustiis, Nicholas 
White’s Magnificat, and Vaughn Williams’ A Sea Symphony. Trainor made her 
Carnegie Hall debut as a soloist in Mahler’s Eighth Symphony with Canterbury 
Choral Society. She has performed at Boston’s First Night and has sung works 
with the Composers in Red Sneakers where she was described as having a 
“huge yet flexible sound and excellent diction” by the New Music Connoisseur. 
She joined the stage with Boston Ballet in their production of A Midsummer 
Night’s Dream as the soprano soloist and performed Isolde’s Liebestod from 
Brookline Symphony Orchestra from Wagner’s Tristan und Isolde.
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Among her accolades, Trainer counts the Boston Lyric Opera’s Shrestinian 
Award for Excellence and St. Botolph Club Grant, along with first place wins 
in the New Jersey Verismo Opera Competition, New England Regional NATSAA 
and the Peter Elvins’ Competition. She has been a NATSAA National Finalist 
and winner of the Berton Coffin Award, and was a finalist in the Concorso 
Lirico di Fedora Barbieri, Career Bridges Grant Award as well as the Rochester 
Oratorio Society Vocal Competition. 

Photo credit:  Kate L Photography

MATTHEW BURNS The Maharajah

Matthew Burns brings more than 25 years of experience 
to the operatic stage, performing with leading companies 
across the United States and internationally. Renowned 
for his command of comedic timing and vocal agility, 
Burns is widely regarded as a master interpreter of 
basso buffo and character roles. His repertoire includes 
standout portrayals of Leporello (Don Giovanni), Doctor 

Bartolo (Il barbiere di Siviglia and Le nozze di Figaro), and Sulpice (La fille 
du régiment), alongside dramatic roles such as George (Of Mice and Men), 
Blitch (Susannah), and Dansker (Billy Budd).

Critics consistently praise Burns’ ability to marry vocal authority with 
sharp theatrical instinct. Opera News highlighted the “vocal and comedic 
flexibility” of his Leporello at Detroit Opera, while other reviewers have noted 
his “effortless command of the stage and an instinctive sense of comic 
truth” and a bass-baritone voice that is “as supple as it is powerful.”

In recent seasons, Burns has appeared as Bartolo with Portland Opera and 
Utah Opera, returned to The Metropolitan Opera for the revival of The Hours, 
performed Sergeant of Police in The Pirates of Penzance with Nashville 
Opera, and reprised his acclaimed Sulpice in La fille du régiment with Utah 
Opera. His career includes seven seasons at The Metropolitan Opera and 
collaborations with companies such as Opera Memphis, Detroit Opera, 
Washington National Opera, and Festival Napa Valley.

Equally respected as a pedagogue and mentor, Burns is a sought-after 
master class clinician and advisor to young professionals entering the 
operatic field. He currently serves as Assistant Professor of Voice at the 
University of Memphis, where he teaches applied voice, mentors emerging 
artists, and remains actively engaged as a performer.
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GIL ROSE  Artistic Director, Conductor

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 Fall 2021, 
Gil was named the Director of Opera and Sonic Exploration at Artpark in 
Lewiston NY. His tenure there was launched with a performance of a staged 
version of Carmina Burana.

In 2013, Gil Rose expanded his musical vision with the founding of Odyssey 
Opera, a company 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 
itself as a leader of modern opera in the United States, having given three 
world premieres and numerous U.S. premieres. 

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
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repertoire, Rose has led performances by the 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 students 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 the 2022/2023 Season, 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. Gil and BMOP 
traveled to Carnegie Hall for the orchestra’s debut performance and celebration 
of the culmination of their 25th season in April 2023. Last season, BMOP and 
Odyssey co-produced Ulysses Kay’s Frederick Douglass, 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. 

Photo credit Kevin Condon

EVE SUMMER  Director

Described as “a star of stage directing” with “a gift for 
translating classic symbolism into familiar detail” and work that 
is “transfixingly personal,” Eve Summer returns this 2025-26 
season to Opera Columbus, Tulsa Opera, Resonance Works, The 
Opera Institute at Boston University, The Princeton Festival, and 
Opera Grand Rapids to direct new productions of La traviata, The 
Pirates of Penzance, Kamala Sankaram and Kelley Rourke’s The 

Jungle Book, Romeo et Juliette, Madama Butterfly, and  H.M.S. Pinafore, as well as 
debuting at Odyssey Opera with Menotti’s The Last Savage. 

Selected directing credits include Trouble in Tahiti at the Glimmerglass 
Festival; Tosca at The Princeton Festival; Ariodante at Boston Baroque; Cosi fan 
tutte, Les Mamelles de Tirésias, The Seven Deadly Sins and Albert Herring at Curtis 
Opera Theatre; Rachel Portman’s The Little Prince at Tulsa Opera; Don Giovanni at 
Opera Carolina; Rigoletto, Tosca, and Don Giovanni at Opera Columbus; The 
Barber of Seville at Opera Saratoga; The Tales of Hoffmann and Lizbeth at Opera 
Orlando; Die Entführung aus dem Serail, Don Giovanni, L’elisir d’amore, The 
Pirates of Penzance, Così fan tutte, Le Docteur Miracle, and The Mikado at Opera 
Grand Rapids; Musto and Campbell’s Volpone at the A.J. Fletcher Opera Institute 
at UNCSA; The Pearl Fishers at Opera Tampa; Le nozze di Figaro at Knoxville Opera, 
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dell’Arte Opera Ensemble, Mobile Opera, Kaliope Opera, and Varna International 
Music Festival, La donna del lago at Resonance Works; La clemenza di 
Tito, Adamo’s Little Women, and Musto and Campbell’s Later The Same 
Evening at the Opera Institute at Boston University; Xerxes for Connecticut 
Early Music Festival, Carmen for MassOpera; Suor Angelica with the Boston 
Symphony Orchestra; Così fan tutte for Connecticut Lyric Opera, Les contes 
d’Hoffmann, La Bohème, The Pearl Fishers, and The Magic Flute at Opera in 
Williamsburg, Aida and Lucia di Lammermoor at Boheme Opera New Jersey; The 
Magic Flute The Hartt School at University of Hartford, and the world premiere of 
Larry Bell’s Holy Ghosts at the Berklee Performance Center.

 A former professional ballet dancer and choreographer, Eve choreographs her 
own productions in addition to credits such as a commission to choreograph 
a new ballet, Jeanne’s Fantasy, by composer Mark Warhol for the premiere 
with Contrapose Dance and Fort Point Theatre Channel, Elektra at Des Moines 
Metro Opera, and Falstaff at Opera Colorado. She’s been described as having a 
“gift for banishing stodginess from an art form too often seen as fossilized and 
elitist” and her theater productions have included The Merry Wives of Windsor, 
Extremities, A Midsummer Night’s Dream, The Woolgatherer, ‘Art,’ Two Gentlemen 
of Verona, and her own play Neighbors, an adaptation of the novel of the same 
name by Thomas Berger. 

Photo credit:  Gentle Grace Photography

EDWARD JONES  Chorus Master

Edward Elwyn Jones is the Gund University Organist and Choir-
master at Harvard University, a post he has held since 2003. 
Mr. Jones directs the music program in the Memorial Church in 
the midst of Harvard Yard, where he leads the Harvard University 
Choir in its daily choral services, broadcasts, tours, commissions, 
and recordings. Mr. Jones is also Music Director of the Harvard 

Radcliffe Chorus and the Lowell House Opera, and he is a frequent collaborator 
with Yale’s Schola Cantorum. He has led opera productions with Iceland’s Reykjavik 
Summer Opera Festival, New England’s Intermezzo Opera, Lowell House Opera, 
and Enigma Chamber Opera, and he has worked alongside conductors William 
Christie, Christopher Hogwood, Nicholas McGegan, Gil Rose, and Masaaki 
Suzuki. During his time at Harvard, Mr. Jones has overseen the publication of a 
new university hymnal, the installation of two new pipe organs in the Memorial 
Church, and he has commissioned works from some of America’s most prominent 
contemporary composers. A native of Wales, Mr. Jones studied music at Cambridge 
University, where he was Organ Scholar of Emmanuel College; he received his 
Master of Music degree in orchestral conducting from the Mannes College of Music 
in New York City, where he was the recipient of the Felix Salzer Memorial Award.
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A unique institution of crucial artistic importance to today’s musical world, 
the Boston Modern Orchestra Project (BMOP) is the premier orchestra in the United 
States dedicated exclusively to commissioning, performing, and recording music 
of the twentieth and twenty-first centuries. Founded by Artistic Director Gil Rose 
in 1996, BMOP has championed composers whose careers span nine decades.

Each season, Rose brings BMOP’s award-winning orchestra, renowned soloists, 
and influential composers to the city’s most prestigious halls in a series that 
offers orchestral programming of unrivaled eclecticism. Musical America’s 2016 
Ensemble of the Year, BMOP was awarded the 2021 Special Achievement Award 
from Gramophone magazine as “an organization that has championed American 
music of the 20th and 21st century with passion and panache.”

Since its extended quarter-century season celebration, which kicked off in 
February 2022 at Boston’s Symphony Hall, BMOP has inaugurated As Told By; 
visited Carnegie Hall for its debut performance; and released its 100th recording 
on BMOP/sound.

ABOUT 

   THE BOSTON MODERN ORCHESTRA PROJECT

N E W  E N G L A N D ’ S  P R E M I E R  W I N D  &  B R A S S  P R O  S H O P

2 3 4  H U N T I N G T O N  A V E .
B O S T O N ,  M A

W W W . V I R T U O S I T Y B O S T O N . C O M

6 1 7 . 5 3 0 . 1 9 9 3

I N F O @ V I R T U O S I T Y B O S T O N . C O M
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BMOP/sound, BMOP’s independent record label, was created in 2008 to 
provide a platform for BMOP’s extensive archive of music, as well as to 
provide widespread, top-quality, permanent access to both classics of the 
20th century and the music of today’s most innovative composers. BMOP/sound 
has garnered praise from the national and international press. It is the 
recipient of a 2020 GRAMMY® Award for Tobias Picker: Fantastic Mr. Fox as 
well as nine GRAMMY® nominations, and its releases have appeared on the 
year-end “Best of” lists of The New York Times, The Boston Globe, National 
Public Radio, American Record Guide, DownBeat, WBUR, NewMusicBox, and 
others. Admired, praised, and sought after by artists, presenters, critics, and 
audiophiles, BMOP and BMOP/sound are uniquely positioned to redefine 
the new music concert and recording experience. 

ABOUT 

   BMOP/sound

In Summer 2024, BMOP/sound celebrated a milestone: the release of its 
100th album, John Alden Carpenter: Complete Ballets [1100]. The sheer size 
of BMOP’s collection underscores its steadfast commitment to expanding the 
historical record of underacknowledged talent in modern music. 

This month, BMOP/sound releases two more albums featuring a familiar 
face and a new voice. Eric Sawyer: Civil Disobedience [1108] is available 
for purchase at tonight’s concert and online, and Shelley Washington: Both 
[2002] will be the latest addition to our all-digital lineup, BMOP/sound 
Singles. See the latest at bmopsound.bandcamp.com

SUBSCRIPTIONS:

BMOP/sound subscribers on Bandcamp get our albums first and save some 
money! Plus, they support BMOP in its mission to keep releasing more 
exciting new music. Learn more at bmopsound.bandcamp.com/subscribe

TO ORDER:

Call 781.324.0396, email bmopsound@bmop.org, or scan code below to 
order at bmopsound.bandcamp.com
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Ticket revenue accounts for a fraction of the expense of Odyssey Opera 
concerts, BMOP/sound recording, and outreach programs. The sum of many 
gifts of all sizes insures Odyssey Opera’s future. With your support, we will 
advocate for composers of all ages, bring together audiences, young and 
old, distribute recordings to international locations, and know that today’s 
landmark orchestral works will remain a part of our collective memory.

COMPLIMENTARY Odyssey Opera CDs

RECOGNITION in Odyssey Opera programs and publications

INVITATIONS to receptions with composers and guest artists

KNOWLEDGE you are helping sustain the present and future of orchestral music

GIVE to ODYSSEY OPERA 
and BMOP/sound

BENEFITS of GIVING INCLUDE:

CALL 617.826.1626 to speak to an Odyssey Opera staff member.

VISIT  odysseyopera.org to give through Odyssey Opera’s secure online form. 

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

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

GIVE your contribution to an Odyssey Opera staff member tonight!

YOU MAY CONTRIBUTE in the FOLLOWING WAYS:

Scan code to donate 
to Odyssey Opera.
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GIVE to ODYSSEY OPERA 
and BMOP/sound

BENEFITS of GIVING INCLUDE:

YOU MAY CONTRIBUTE in the FOLLOWING WAYS:

Chris Avery | Chair 			  Co-founder, Boston Smoked Fish Co.	
James Barnett 
Elizabeth S. Boveroux 		  VP (retired), Eaton Vance Management 
Stephanie Boye
David Lloyd Brown 			  Visual Artist
H. Paris Burstyn | Secretary
George Hallberg
Walter Howell | Treasurer 		  Attorney, McCarter & English, LLP 
Rayford Law			   Principal, Rayford W. Law
				    Architecture & Planning
Gil Rose | President 		  Artistic Director, BMOP           

STAFF
Gil Rose 				   Artistic Director                	       
Sissie Siu Cohen 			   General Manager     
Heather Buck			   Associate Artistic Administrator
Billy Sheahan			   Label Associate
Marie Svoboda   			   Production Coordinator
April Thibeault    			   Publicist              
eeWee Productions, LLC 		  CRM Consulting Services     

BOARD OF DIRECTORS

BMOP BOARD and STAFF

Anonymous
Aaron Copland Fund for Music
Ann and Gordon Getty Foundation
The Howard and 
Katherine Aibel Foundation
The Alice Ditson Fund 
at Columbia University
The Amphion Foundation
Catherine and 
Paul Buttenwieser Foundation

The Ellis L. Phillips Foundation
Eversource
Klarman Family Foundation
Lois Lehrman Grass Foundation
Massachusetts Cultural Council
Mellon Foundation
National Endowment for the Arts
New Music USA

We gratefully acknowledge the following individuals, corporations, and foundations
whose generous support has made our concerts and recordings possible. 
(Gifts acknowledged below were received between July 2024 and June 2025.)

BMOP DONORS

FOUNDATIONS, CORPORATIONS, AND INSTITUTIONS
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Anonymous
Mark Adamo
Gigi G. Anthony
Nathalie Apchin
Ara Arakelian
Dominic Armstrong
Christopher  Avery
Larry Banks
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Kathy Boyce
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David Chavolla
Yi Chen and Zhou Long
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Martin Cohn
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Donald Crockett
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Conrad Cummings
Anthony D’Amico

Timothy Davis
Lawrence DeVito
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Harriett Eckstein
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Steve Elman
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Bob Farrell
David Felder
Mary Fillman
Paula Folkman
Rosalind Forber
Rachel Freed
Jeremy Gill
Barrie Gleason
Martin L.  Grass
Richard Greene
Randal Guendel
Jim Haber
George and Lilian Hallberg
Theresa Hamacher
Ronald Haroutunian
Yi He
Virginia Hecker
George Hein
Robert J. Henry
Charles Hill
Petie Hilsinger
Walter B Howell and Jennifer Layzer
Derek Hurst
Willemien Insinger
James Kaddaras
Jeffrey Kaufman
Stuart Kaufman
Peter R. Kermani 
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David A.  Klaus
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Brian Leahy
Steven Ledbetter
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Harold Lichtin
Daniel Liss
Andrew List
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Stephen Long
Thalia Loosigian
Stefanie Lubkowski
David Maddox
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Anya Matanovic
Sue McNutt
Ernie Meunier
Stephen Michaels
Marvin and Elsa Miller
Rosalind Mohnsen
Robert and Jane Morse
Martin Murray
Therry Neilsen-Steinhardt
Barry O`Neal
Kern Ormond
David Parish
Peter Parker and Susan Clare
Winfield Perry
Dimitar Petkov
Andrea Pokladowski
Rachel and Vinay Prabhakar
Harold I. Pratt
Sue Pucker
David  Rakowski and Beth Wiemann
James Reynolds

Martha Richmond
Sheila Rizzo
Miguel Rodriguez Santos
Mary Roetzel
Susan Rose
Lawrence Rosenberg
Mathew Rosenblum
Joanne Zarvas Sattley
Justus Schlichting
Howard Schmuck
David Schneider
David W Scudder and Betsy Ridge
Kay Shelemay
Mary Sherman
Anne-Marie Soulliere and Lindsey 
C.Y.Kiang
Joel A. Stein
Campbell Steward
Scott Stucky
Viola Thomas
Nicholas Tolle
Paul Tomkavage
Mia Unson
Dan Vanhassel
Robert Weltzien
Scott Wheeler
Donald Wheelock
Phyllis Williams
Steven Wolfe
Wendy Woodfield
Cynthia Young
Gerald Zaritzky
Stephen Zeller
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Anonymous 
Mary Allen Wilkes
Dominic Armstrong
Jeannine Ayotte
Donald Barker
Suzanne Bass
Leslie Becker
Lawrence Bell
Alan Benenfeld
Samuel and Deborah Bruskin
Gregory Bulger
Katherine Cain
Carole Charnow
Larry DeVito
Michael Ellmann
Thomas R. Engel
Christina Englund
David Evans
Goldsmith Family
Mary Jean Farrington
Elizabeth Forman
Samuel Forman
James Glazier
Winifred Gray
Richard Greene
Susan Heideman
Robert Henry
Raymond Hodgdon
Jesse Huang
Keith L. and Catherine B. Hughes
James Kaddaras
MaryAnne King
Paul Kleinman
Avi Kogan

Nancy V. Kougeas
Steven Ledbetter
Karin Ludlow
Stephen Michaels
Therry Neilsen-Steinhardt
William Pananos
Sergey Paushkin
Gene Pokorny
Vinay Prabhakar
Adam Schwarz
David Scudder and Betsy Ridge
Brokerage Services
Donald Smith
Anne-Marie Soulliere and Lindsey 
C.Y.Kiang
Mary Stevens
Campbell Steward
Charles and Theresa Stone
Mia Unson
Peter Wender
The Windover Foundation
Joanne Zervas Sattley

ODYSSEY OPERA SUPPORTERS

We gratefully acknowledge the following individuals, corporations, and foundations
 whose generous support has made our concerts and recordings possible. 
(Gifts acknowledged below were received between January 2025 and January 2026.)

Program design by KarenLynchArtDirector.com



ODYSSEY OPERA SUPPORTERS  New and Upcoming 

Releases

Both
by Shelley Washington [2002] 

Errand into the Maze
by Gian Carlo Menotti [2003] 

Civil Disobedience
by Eric Sawyer [1108] — OUT NOW!

No Time Like the Present
by Eric Moe [1109]

Frederick Douglass 
by Ulysses Kay [1110]

TOBIAS PICKER  b. 1954

AWAKENINGS
LIBRETTO BY ARYEH LEV STOLLMAN

BMOP/sound, the label of the acclaimed Boston Modern Orchestra Project, explores the 
evolution of the music formerly known as classical. Its eclectic catalog o� ers both rediscovered 
classics of the 20th century and the music of today’s most in� uential and innovative 
composers. BMOP/sound gives adventurous listeners a singular opportunity to explore the 
music that is de� ning this generation and the next.

BMOP/sound  |  376 Washington Street  |  Malden, MA 02148  |  bmop.org  2023 BMOP/sound 1094
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Composing AWAKENINGS was an act of love: love for my old friend Oliver, a man with an endless 

heart, who is central to the story; love for my husband and partner of 43 years, the splendid neuroradiologist/

novelist/librettist Aryeh Lev Stollman; love for the brave survivors of the “Sleepy-Sickness” pandemic; 

and love for the power of music and words to bring to life a long-dormant story of sadness and hope.

 — Tobias Picker
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ULYSSES KAY 
FREDERICK DOUGLASS

BOSTON MODERN ORCHESTRA PROJECT  |  ODYSSEY OPERA GIL ROSE

DISC 1 (55.25)

ACT I
 [1] Scene 1: October 1966. 

A hospital dayroom 8:24

 [2] Scene 2: Three years later, February 1969. 
Hospital meeting room 4:55

 [3] Scene 3: March 1969 9:30

 [4] Scene 4: Morning, July 1969 8:02

 [5] Scene 5: Sultry evening. Early August 1969. 
Sacks’ dining room. 
Patients’ rooms 8:20

 [6] Scene 6: Early August 1969. 
New York Botanical Garden 8:01

 [7] Scene 7: Later that a° ernoon. Dayroom 8:12

DISC 2 (48:13)

ACT II
 [1] Scene 1: Evening August 26, 1969. Dayroom 8:51

 [2] Scene 2: Leonard’s room, a week later. 
September 1969 6:32

 [3] Scene 3: October 1969. Dayroom a° ernoon. 
Rose’s room, evening 8:03

 [4] Scene 4: Administration meeting room. 
Sacks’ parents’ living room 8:45

 [5] Scene 5: Morning, December 1969. Dayroom 5:45

 [6] Scene 6: Twilight, December 1969. Dayroom 10:14

KENNETH KELLOGG
Frederick Douglass

MELODY MOORE
Helen Douglass

NEAL FERREIRA
Aubrey

LEROY DAVIS
Howard Douglass

JOHN ALLEN NELSON
Senator Norton

OMAR NAJMI
Demler

MATTHEW ARNOLD
Busby

DEVON RUSSO
Secretary Welles

DANI ZHANG
Agnes

BOSTON MODERN ORCHESTRA PROJECT  |  ODYSSEY OPERA Gil Rose

TOBIAS PICKER  has drawn commissions from and 
performances by the world’s leading musicians, orchestras, and 
opera houses. The New Yorker has called him “a genuine creator 
with a fertile, unforced vein of invention”; The Wall Street Journal 
wrote he was “our � nest composer for the lyric stage”; and BBC 
Music Magazine described him as “displaying a distinctively 

soulful style that is one of the glories of the current musical scene.”
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BMOP/sound, the label of the acclaimed Boston Modern Orchestra Project, explores the 
evolution of the music formerly known as classical. Its eclectic catalog o� ers both rediscovered 
classics of the 20th century and the music of today’s most in� uential and innovative 
composers. BMOP/sound gives adventurous listeners a singular opportunity to explore the 
music that is de­ ning this generation and the next.

BMOP/sound  |  376 Washington Street  |  Malden, MA 02148  |  bmop.org  2025 BMOP/sound 1106
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Listening through these works, I hear a person growing—through 

loss and joy, through solitude and connection, through motherhood 

and memory. THE LAST HIVE MIND marked a turning point in the 

maturation of my compositional voice: I allowed myself to create 

something unapologetically fun, adventurous, and emotionally direct. 

By the time I composed PURPLE MOUNTAINS, I had grown more 

comfortable embracing lyricism and vulnerability. I stopped trying to 

impress and simply tried to tell the truth. MISS YING-NING reconnected 

me with the magic of storytelling. The piece is a gentle dialogue with 

my heritage, ­ ltered through the lens of who I’ve become living far 

from home. OUT CAME THE SUN, unquestionably my most personal 

piece on this album, became the diary I couldn’t yet write in words. 

And OVERTURE TO “THE SIEGE” takes me back to the beginning. 

There’s something raw and restless about it that I now ­ nd endearing. 

I can still hear the seeds of my voice taking root.  — Shuying Li

SHUYING LI  is an award-winning composer and pianist, 
committed to fostering cultural dialogue through music. Her works 
have been performed by major orchestras and ensembles worldwide, 
and she has launched several artistic initiatives for the development 
of new music and the support of young performers and composers. 
Originally from China, Shuying holds a bachelor’s degree from The 

Hartt School, master’s and doctoral degrees from the University of Michigan, and is currently 
on the faculty at California State University, Sacramento.

 [1] THE LAST HIVE MIND (2021) 7:03

 [2] OVERTURE TO “THE SIEGE” (2012) 7:51

 MISS YING-NING (2021)
Shuying Li, narration

 [3] I. Encounter at the Lantern Festival  2:03

 [4] II. Through the Sickness 1:40

 [5] III. Into the Mountains 1:31

 [6] IV. Reunion 1:57

 [7] V. The Wedding  1:39

 [8] VI. Fighting for Justice  1:51

 [9] VII. The Overdue Funeral for the Fox Mother 1:49

 [10] VIII. Childbirth and Happily Ever A¦ er  2:03

 [11] OUT CAME THE SUN (2017) 12:19

 [12] PURPLE MOUNTAINS (2023)  8:23

  TOTAL 50:11

SHUYING LI b.1989

THE LAST HIVE MIND
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BOSTON MODERN ORCHESTRA PROJECT Gil Rose

ERIC MOE 
NO TIME LIKE THE PRESENT

REPEAT OFFENDER  |  THE SWEETNESS OF DESPAIR, THE NECESSITY OF HOPE

ERIC MOE piano
  BOSTON MODERN ORCHESTRA PROJECT GIL ROSE

GIAN CARLO MENOTTI  
ERRAND INTO THE MAZE

 BOSTON MODERN ORCHESTRA PROJECT GIL ROSE

SHELLEY WASHINGTON  
BOTH

 BOSTON MODERN ORCHESTRA PROJECT GIL ROSE



www.bmop.org  |  781.324.0396

ARTISTIC DIRECTOR | GIL ROSE 


