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Join OPERA America
as a Member Today!

Become a member of OPERA America and maximize
your resources, impact and enjoyment of the entire opera field.
Perfect for performing artists, opera lovers and board members alike,
membership provides the most comprehensive access to
OPERA America’s offerings for individuals.

¢ Individual Membership: $75 annually
e Artist Membership: $30 annually

For Membership Benefits and to join, please visit:
operaamerica.org/content/about/membership/

Save the dates

for two very special Ambassador Circle opera trips.
Mark your calendars and

plan to join us!

San pera Festival
ust 14 — 17, 2012

In addition to sightseeing, museum visits and lunches and dinners in
some of Santa Fe’s best restaurants, we will see three operas:
Maometto II (Rossini), King Roger (Szymanowski) and Arabella (R. Strauss).

An Opera Week in Berlin

June 4 -10, 2013

The itinerary will include performances by the Staatsoper and the Komischer Oper
along with visits to some of Berlin’s extraordinary museums
(including the Pergamon Museum!),
exciting restaurants and other specially arranged activities.

(Our travel partner can assistwith trip extension arrangements before or after Berlin.)

__h‘

Christina Loewen, Opera.ca For information, contact Amanda Parker at
Nicholas Payne, Opera Europa AParker@operaamerica.org or 212-797-8620, Ext. 222.




letter from the president/ceo

Convening leaders in the field for discussion of important issues is one of OPERA America’s most valuable
and enjoyable services, whether at Forums, Committee meetings or the annual conference. OPERA America’s
latest Strategic Plan, approved by members in 2010, called for the establishment of a Strategy Committee
that would meet once each year to review and refresh the plan. The new Committee met recently in New York
in conjunction with the Winter Board Meeting and National Trustee Weekend. Over two days, members had a
lively and informative discussion about current trends shaping the future of opera, identifying opportunities
and challenges, and making note of specific ways OPERA America can assist members in navigating through
changing artistic and audience dynamics.

Representing diverse points of view, members of the Committee observed that artists are taking the lead in
defining opera’s future as they create new works that push on the boundaries of traditional definitions of the
art form. Opera companies, too, are influencing the future as they produce a more varied repertoire than ever before, frequently in
new and different venues — some of which aren’t even theaters. Some audiences are enticed into the opera house by productions
of the standard repertoire while others are attracted by new operas in unexpected locations. Different audience tastes and more
artistic options make running an opera company an ever-greater challenge.

But for the public, opera has become a feast of variety. The spectrum of artistic experiences available within the world of opera is
both stimulating and encouraging. In just the last month, I've sampled the range of possibility.

A riveting performance of The Lighthouse (Peter Maxwell Davies) was produced by Boston Lyric Opera at the John F. Kennedy
Presidential Library & Museum in Boston. A set, ramps and lighting were installed in a large room with a commanding view of
Boston Harbor. Nature played a leading role as the sun set across the water just as the libretto called for the lighting of the
lighthouse beacon.

Just a few days later, New York City Opera performed Prima Donna (Rufus Wainwright/Bernadette Colomine) at the Brooklyn
Academy of Music. The matinee I attended was completely sold out (as were all performances) to young people. The combination
of $25 tickets and an opera by a leading popular musician filled the theater with an audience everyone dreams of having. Some
critics liked the opera and others didn’t, but the audience stood and cheered, suggesting that these newcomers to opera were
ready for more.

The National Trustee Weekend began when 30 trustees from around the country attended a performance of Aida at the
Metropolitan Opera. A beautiful traditional production of a grand opera performed by an outstanding orchestra, chorus and
soloists was deeply satisfying. Big productions of great masterpieces of the 19t century still have the power to stir all our
emotions and are loved for good reason.

That same weekend, at the National Opera Trustee Recognition Program Award Dinner, artists from Minnesota Opera performed
excerpts from Kevin Puts and Mark Campbell’s Silent Night, an important work that premiered in November. In the same program,
aspiring singers and a pianist from the Lindemann Young Artists Development Program sang a selection of favorite arias.
Afterward, the conversation wove seamlessly between admiration for the artists and a great desire to attend the performances of
Silent Night next February in Philadelphia.

New operas and masterpieces of the 19 century. Opera house and unusual venues. Young artists and celebrated stars. Spotlights
on a big stage and singers standing in the niche of a piano. Members of the Strategy Committee tried to describe the future.
Maybe we're already there — and it's exciting.

- e Moo

Marc A. Scorca
President/CEQ
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Ensemble Paralléle’s 2011 production of Glass's Orphée. Photo by Steve DiBartolomeo, Westside Studio Images.

— “WE CAN BRAINSTORM ACROSS DISCIPLINES AND GROW TOGETHER."”
“I remember seeing an ad for a production of Wozzeck at Yerba Buena Center,” says Robert Ripps, now a board member of
Ensemble Paralléle. “The idea of Wozzeck in a small venue, with a chamber orchestration — that just fascinated me. It
absolutely astounded me how good it was, not only the musical execution, but also the visual component. I thought it was one
of the best things I had seen in quite some time.” A year later, after a similar experience with the ensemble’s production of
Orphée, Ripps knew he wanted to be involved.

Ensemble Paralléle, one of OPERA America’s newest Professional Company Members, was founded in 1994 to present new music
in collaboration with other artists — dancers, choreographers, and visual and multimedia artists. The organization’s decision, in
2005, to focus on contemporary chamber opera was a natural evolution. In addition to performing existing works and creating
original operas, Ensemble Paralléle has commissioned new chamber versions of important modern works, such as John Harbison’s
The Great Gatsby.

Collaboration continues to be at the heart of the endeavor, according to artistic director Nicole Paiement. “We have a nucleus,
an artistic team we like to work with. Because we are comfortable with each other, we can brainstorm across our disciplines and
grow together.” Depending on the project, the ensemble frequently calls on the special expertise of guest artists; for instance,
the recent production of The Great Gatsby employed a choreographer who specializes in dances of that period.

When engaging performers, too, Ensemble Paralléle benefits from a mix of familiar faces and new talent. “We are in residence
at the San Francisco Conservatory, so there is an apprenticeship aspect to our work,” explains Paiement. “We identify a few
positions in the orchestra and a few minor roles onstage that allow students an opportunity to participate, to work with and
learn from people who are very experienced.”

To further extend its educational mission, the company is testing a new program. A local high school chorus and jazz band have
prepared excerpts from The Great Gatsby; members of Ensemble Paralléle’s artistic team, including Paiement and Resident Stage
Director Brian Staufenbiel, will facilitate discussions and work with the students to mount portions of the work.

Connections in the community, connections between artists, and now, through OPERA America, a deeper connection within the
opera field: “I like the idea of learning from communal wisdom,” says Ripps. “We have reason to believe that there is growth
potential for Ensemble Paralléle. In order to pursue that growth in an intelligent and informed way, it's wise on our part to

be part of something bigger. In joining OPERA America, we are excited to share what we know and absorb what others have
learned.” &
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Jeffrey Thompson rehearsing Opera Lafayette's production of Monsigny's
Le Roi et le fermier. Photo by Louis Forget.

spring 2012

OPERA LAFAYETTE GOES TO VERSAILLES

In February, Opera Lafayette (Washington, D.C.)
appeared, by invitation, at the Opera Royal in
Versailles. The company, a period-instrument ensemble
focused on French 18%-century opera repertoire,
presented its modern premiere of Monsigny's Le

Roi et le fermier (1762), following performances

in Washington and New York. According to Artistic
Director Ryan Brown, the company is the first American
group to stage an opera at the Opera Royal.

Le Roi et le fermier was both a popular and
controversial opera in its day, heralded for a storm
scene bridging the mood of Act I to the nighttime
divertissement in Act II, as well as for its frank
treatment of class issues culminating in Act III.

After some adjustment for the censors, the work was
premiered at the Opéra Comique in Paris in 1762,
performed extensively there and in Vienna, and then,
ironically, taken up and performed by Marie Antoinette
and her troupe of seigneurs in the Théatre de la Reine
at Versailles in 1780.

When the company began discussions with Versailles,
says Brown, “We discovered that the sets from the
1780 production still existed.” He is thrilled that
Opera Lafayette was able to use this period scenery for
their production. “The forest scene is made up of five
beautifully painted wooden flats on the two sides, each
connected to a drop at top, with a huge additional
backdrop in the rear; the cottage scene is less deep,
with three wooden flats on each side. The drops at the
top give an amazing sense of a continuous wooden
ceiling, with an additional backdrop of an elaborate
hearth scene. Both were absolutely gorgeous with the
simulated 18-century lighting.”

“This is a very prestigious series in Europe,” says
Brown, who founded Opera Lafayette in 1995. “We
were honored to perform in such an important and
magnificent theater, and moved by the tremendous
reception given to us by our French audience.”

what's




Margaret Lancaster in Beth Morrison Projects's production of Fisher's Kocho. Photo by James Matthew Daniel.

“RESPONDING TO WHAT THIS GENERATION OF COMPOSERS IS DOING.”

Beth Morrison Projects (BMP), recently welcomed as a Professional Company Member of OPERA America, develops
and produces new work. “The mission starts with the composer,” says Creative Producer Beth Morrison. “I am
passionate about bringing emerging composers’ voices to the foreground, and I also find great joy in working

with established composers.” BMP’'s 2012 season includes Missy Mazzoli's Song from the Uproar at The Kitchen, an
experimental performance space in New York City; Paola Prestini's Oceanic Verses at The Kennedy Center, Winter
Garden and the Barbican; and David T. Little’s Dog Days at Peak Performances at Montclair.

As an independent production company, BMP operates on a different model than most OPERA America members. The
company is not affiliated with a specific venue, a permanent orchestra and chorus, or even a consistent audience
base, allowing Morrison tremendous freedom, she says, “to respond to what this generation of composers is doing.
They are not necessarily going to use a 30-piece orchestra and chorus. They might use an electric guitar and a drum
kit.”

Despite the differences between BMP and the average opera producer, says Morrison, “I feel very affirmed that there
is a place for me in OPERA America. I think there is an opportunity for me to learn from the existing producing
models and for other companies to learn from me. We are doing similar things, but they are not entirely the same.”

Because the works Morrison develops do not necessarily employ the resources of a standard opera company, she
says, she has collaborated more with presenting houses than with regional opera companies, but she hopes to see
that change. “It is time for opera companies to do what regional theaters did in the 70s,” she says, referring to the
explosion in “second stages” that allowed playwrights to experiment with new ideas and new forms. The good news?
“Opera companies don’t need to build those theaters any more. In every city there is already a black box. We just
need to build relationships with the organizations that have such spaces available.”

Morrison sees a real hunger for opera among today’s young composers: “MTV existed from the day they were born;
they see the world in a multimedia fashion.” This generation of composers is also marked, she says, by a DIY spirit:
While their predecessors established their reputations with smaller-scale works before being commissioned by opera
companies, “these guys are not waiting around for that.” For self-starting composers, Morrison’s company helps
bridge the gap from composition to stage-ready production. ¥

opera america
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“CONTINUOUS STRIDES TO REINFORCE ITS RELATIONSHIP WITH THE HISPANIC COMMUNITY."”

In January, Florida Grand Opera (FGO) launched a new Spanish language website — FGO.org/es. Offering season
information and purchase paths in Spanish, FGO is one of the few arts organizations in South Florida with a bilingual
website.

“Florida Grand Opera has made continuous strides to reinforce its relationship with the Hispanic community — from the
addition of projected translations in Spanish to the presentation of our first zarzuela. The Spanish website takes us one
step further in this effort and we are very proud we were able to launch it before the opening of the season,” said Bob

Heuer, general director and CEO of FGO.

In its first week, the site received just under 2,000 unique visitors. Visitors to the Spanish site browsed the content for an
average of three minutes — almost twice the time users spend on the English site.

FGO’s Spanish website features detailed descriptions of the season’s offerings — Luisa Fernanda, La rondine, Rigoletto and
Roméo et Juliette — as well as articles on ticket sales and unique offers, such as the free season preview CD available

to the general public. In addition, the site offers a Spanish language purchase path, allowing Hispanic patrons to select
subscriptions and seats in their own language. *

% i facebook.com/FamilyOpera | | twitter.com/FamilyOpera
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Chicago Opera Theater (COT) has
announced the appointment of
Andreas Mitisek as the company'’s
new general director, effective
September 1, 2012. Mitisek has signed
a five-year contract with Chicago
Opera Theater. He will take over

from Brian Dickie when his contract
ends on August 31, 2012. Mitisek is
currently artistic and general director
of Long Beach Opera (LBO), which

is known for its daring repertory and
unconventional interpretations. His
vision and leadership has helped

LBO more than double its budget
(from $434K to $1.2M), eliminate

a long-standing deficit and to raise
subscriptions by 500 percent. Mitisek
will remain as artistic and general
director of LBO, resulting in a model
artistic collaboration between two
companies with modest budgets and
similar creative sensibilities.

Michael Baitzer has been named
principal coach for Central City
Opera’s (CCO) Bonfils-Stanton
Foundation Artists Training Program.
CCO previously announced the
retirement of former administrator and
founder of the program, John Moriarty.
Stage director Marc Astafan, who

had worked often with Moriarty, was
named as Moriarty’s successor and will
work in tandem with Baitzer. Baitzer
will be responsible for teaching
diction classes and co-teaching the
audition class for the Bonfils-Stanton
Artists Training Program, as well as
taking on duties of musical coaching
for the singers from the program
through to the principal artist level.

Cincinnati Opera Artistic Director
Evans Mirageas has been named vice
president for artistic planning for the
Atlanta Symphony Orchestra. Mirageas
has served the orchestra since 2006,
when he became an artistic advisor,
and has been director of artistic
planning since 2007. His duties in
Cincinnati will not change.

10

Robert M. Heuer, general director and
CEO of Florida Grand Opera (FGO),
has announced his planned retirement,
effective May 31, 2012, at the close
of the 2011-2012 season. Heuer will
focus the remaining months of his
tenure on developing and bringing to
closure several key projects, including
artistic initiatives and fundraising.

He will also place emphasis on the
development of land adjacent to

the Adrienne Arsht Center for the
Performing Arts of Miami-Dade, which
FGO acquired in 1995. In order to
focus on key projects, Heuer recently
appointed Kevin Mynatt to the role
of managing director with the task of
overseeing daily operations.

In February, Darren K. Woods's
contract as general director of Forth
Worth Opera was extended to June
2018. This is the third consecutive
time that the board has voted to
extend his contract. Woods has
instituted a number of successful
endeavors in his 11 years with the
company, ranging from the Fort Worth
Opera Studio (a year-round training
program for emerging young artists)
to switching the company over to its
current month-long festival format, to
the recently announced Frontiers new
works showcase. During Woods's time,
the company also has produced two
world premieres (Thomas Pasatieri’s
Frau Margot, 2007; and Jorge Martin’s
Before Night Falls, 2010), which were
both released on CD, as well.

Lyric Opera of Chicago has
announced that Alexandra Day has
been appointed director of public
relations. This is a new position,
reporting to Susan Mathieson
Mayer, director of communications.
Previously, Day served as director
of communications and business
development for Renée Fleming, who
was named Lyric Opera of Chicago’s
first-ever creative consultant in

December 2010. Day began her career
with the International Herald Tribune
in Paris, where she also worked for
IMG Artists and Universal Music.

She returned to New York in 2006

to join the press department of the
Metropolitan Opera, where she served
as special projects manager until she
began to work with Fleming. Day is a
graduate of Princeton University.

Michael Christie has been appointed
as music director of Minnesota Opera,
a new position for the company.
Christie became the Virginia G.

Piper Music Director of The Phoenix
Symphony in 2005, and served

as music director of the Brooklyn
Philharmonic from 2005-2010. He
also serves as music director of the
Colorado Music Festival, where he

has been praised for innovative
programming and audience
development success since his
inaugural season in 2001. Christie has
conducted the New York Philharmonic,
Los Angeles Philharmonic, National
Symphony Orchestra, Dallas Symphony,
Atlanta Symphony, Houston
Symphony, Saint Paul Chamber
Orchestra, Minnesota Orchestra and
the Cincinnati Symphony, among many
others.

Laura Lee Everett has joined the
OPERA America staff as artistic
services director. Everett comes to
OPERA America from the Maryland
Opera Studio at the University

of Maryland, College Park, where

she served as studio manager for

10 years. Everett also brings two
decades of opera production and
stage management experience,
having worked at opera companies
nationwide. She has collaborated
with some of the most renowned
conductors, directors, designers and
singers in contemporary opera. In
addition to overseeing productions at
the nation’s leading opera companies,

opera america



Everett has long been passionate
about mentoring young artists,
having trained as a singer and pianist
at Appalachian State University in
Boone, NC. She has an extensive and
dedicated history of working on new
operas and world premieres with many
of today’s most prolific composers
and librettists. Everett began her
affiliation with OPERA America on
the Technical/Production Committee
in 1998 and has been involved with
the Singer Training Forum since its
inception in 2004.

Lawrence J. Fried has been appointed
executive director of Opera In The
Heights (Houston, TX). His previous
positions include executive director

of the Bellevue (WA) Philharmonic,
general manager and artistic
administrator of the San Antonio
Symphony and Orchestra Manager and
artistic administrator of The Little
Orchestra Society of New York. He
holds a B.M. from the New England
Conservatory of Music and a M.M. from
the State University of New York at
Stony Brook.

Pittsburgh Opera General Director
Christopher Hahn's contract has been
extended through June 30, 2016.
Hahn's tenure as general director
began in 2008 after serving as artistic
director since 2000. Hahn's artistic
and administrative leadership at
Pittsburgh Opera has been marked

by an expansion of the repertoire to
include productions of contemporary
operas such Dead Man Walking (2004),
Billy Budd (2007) and The Grapes of
Wrath (2008), as well as productions
of Madama Butterfly (2007) and
Turandot (2011), among others. He
has developed important partnerships
with Carnegie Mellon’s School of
Drama for the company’s annual
Resident Artist production, and with
Chatham Baroque and Attack Theatre.
Under Hahn’s guidance, the company
moved to its new headquarters in the
former Westinghouse Air Brake factory
with administrative, rehearsal and
performance space all on site.

Greg Parry has been re-appointed as
the director of marketing and public
relations at Sarasota Opera. Parry
previously held the position of director

of marketing with Sarasota Opera from
2000-2004, during which time he
guided the organization in achieving
overall opera ticket sales of 100.01
percent in 2004, which included a
five percent growth in subscriptions.
Most recently, Parry founded and
served as CEO of Parry Arts Consulting
in Paris, France, incorporating North
American-style marketing, fundraising
and management techniques to the
European context. Following his
departure from Sarasota Opera, Parry
was director of marketing for the San
Diego Symphony from 2004-2009.

Joshua Grossman, ASTC, has been
promoted to principal from senior
consultant in Schuler Shook’s Chicago
office. Grossman joined the Chicago
team as a theater consultant in 2000,
applying his years of technical theater,
special events and architectural
restoration experience to a range of
performance projects. In his new role
as principal, he will continue to lead
significant theater planning projects
and provide leadership and mentoring
for new consultants.

Arts administrator Omus Hirshbein, who directed concert series at Hunter College and the 92 Street Y, founded the New
York Chamber Symphony and held posts at the National Endowment for the Arts (NEA), died on December 31 at age 77 in
New York City. Hirshbein was born in Manhattan on October 3, 1934, to Yiddish writer, playwright and journalist Peretz
Hirshbein and poet Esther Shumiatcher. After moving to Hollywood in the 1940s, he attended Hollywood High School
and Los Angeles Community College, where he studied piano. By the mid-1950s, Hirshbein was married and pursuing a
recital career on the West Coast. While completing a master’s degree at Juilliard in the late 1950s, he began working

at the Hunter College Concert Bureau and became director of the organization in 1969. He shifted from planning for a
performing career and became a presenter of concerts at Hunter until 1973, during which time he greatly expanded the
college’s offerings. The 92 Street Y hired him that same year to revive its concert program. Hirshbein left the Y in 1994
to direct the music and opera program at the NEA until 1997, when the budget was slashed from $11 to $5 million. He
left to become president of the service organization Meet the Composer. In 2003, he started Free for All at Town Hall, an
annual series of free concerts meant to attract newcomers to classical music. In addition to his wife, Hirshbein is survived

by two sons, Hillel and Peretz.

For a retrospective of Dr. George White, see page 44.
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opera america news

Jennifer Aylmer performs during OPERA America's Salon Evening featuring the work of
librettist Mark Campbell. Photo by José Rincon.

—— MUSIC! WORDS! OPERA!

SUMMER WORKSHOPS

Five member companies will be hosting
OPERA America Music! Words! Opera! teach-
er training workshops during the summer
of 2012, including: Opera Theatre of Saint
Louis (June 11-13), Fargo-Morehead Opera
(June 18-22), Central City Opera (July
9-13), The Atlanta Opera (July 9-13) and
Boston Lyric Opera (August 13-17). These
workshops introduce teachers to the Music!
Words! Opera! curriculum, as well as the
educational resources of the host company.
Participating teachers create an original
work of opera of music theater over the
course of the workshop; continuing educa-
tion credit is available through some sites.
Workshops are open to classroom teachers
and arts specialists for grades K-12.

For more information, please contact

Laura Day Giarolo at
LDay@operaamerica.org. &
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—— SALON SERIES
On January 25, 2012, OPERA America’s
Salon Series showcased the work of a
librettist for the first time. An Evening
with Mark Campbell featured excerpts
from Silent Night, Rappahannock County,
Lucrezia, The Inspector, Volpone and Songs
from an Unmade Bed, performed by soprano
Jennifer Aylmer, mezzo-soprano Wallis
Giunta, tenor Matthew Tuell, baritone Troy
Cook and pianist Timothy Long.

OPERA America’s Salon Series: Exploring
American Voices features live performances

of American opera and songs in the

intimate setting of the OPERA America

office. Remaining events in the 2011-

2012 season include An Evening with Jake
Heggie (March 21) and An Evening with
Wang Jie (April 11). Free, but reservations
are required. For more information, contact
José Rincon at JRincon@operaamerica.org. &

MAKING CONNECTIONS ON LOCATION: CAREER STRATEGIES FOR
SINGERS

OPERA America will present a workshop for singers, hosted by
Florentine Opera (Milwaukee, WI) on Saturday, March 31, 2012.
Sessions will include:

Getting Hired and Working as a Professional Singer
Building and Managing your Network

Breakout Groups: Planning your Career Path
Performing an Effective Audition

Member organizations can now bring OPERA America’s popular and
informative Making Connections program on site for students and
emerging artists. Just like our popular New York-based sessions,
these professional development and networking events address
the unique concerns of emerging artists including composers,
conductors, designers, directors, librettists and singers. For more
information on this workshop, or on hosting a workshop in your
city, contact José Rincon at JRincon@operaamerica.org. ‘&
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OPERA CONFERENCE 2012

A wave of creativity is sweeping the opera field as eco-
nomic challenges and social change compel a rethinking

of conventions. By combining rich traditions with inven-
tive energy, opera is responding to new opportunities with
flexibility and agility. Innovative artistic and administrative
practices are re-envisioning the art form and increasing
opera’s impact in the larger cultural community. Participate
in this creative resurgence at Opera Conference 2012 in
Philadelphia, June 13—16. OPERA America is collaborating
with Opera Volunteers International to bring even more
opera stakeholders together for this unforgettable learning
opportunity.

On Wednesday, June 13, the Philadelphia Academy of

Music provides a historic backdrop for the Welcome
Reception. Opened in 1857, this exquisite hall is the site of
the American premieres of such masterworks as Strauss’s
Ariadne auf Naxos, Wagner'’s Der fliegende Holléinder and
Gounod’s Faust. Connect with friends and make new ones in
this celebrated venue, the oldest opera house in the U.S. still
used for opera performances.

GENERAL SESSIONS

The entire conference community will gather for keynotes
and conversations with leading experts that serve as
jumping-off points for discussions to follow. In addition,

a special working session will offer an opportunity for
conferees to apply their collective intelligence toward
creating innovative new solutions.

Douglas McLennan helped change the ways people get
their news about arts and culture, first as music critic and
columnist for the Seattle Post-Intelligencer, and then as
founder and editor of ArtsJournal, one of the first websites
to aggregate arts and cultural news from around the world.
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Since its founding in 1999, ArtsJournal has grown to become
home to more than 60 prominent arts bloggers and a place
for important debate and discussion about cultural issues.
In this keynote address, McLennan shares his insights

and recommends ways for opera leaders to expand their
definitions of excellence beyond the performance. His
strategies for re-energizing arts organizations suggest that
opera companies embrace a new set of skills and behaviors
that increase the potential of reaching new audiences
interested in an experience that extends beyond the arts
event. His remarks will reflect on demonstrated success in
opera and challenge all stakeholders to think more broadly
about the dynamics of resurgence.

As president of the John F. Kennedy Center for the
Performing Arts and a long-time strategy consultant,
Michael Kaiser has a unique perspective on aspects of
leadership, governance, mergers and transformations in
the arts world. He shares his insights on the opera field’s
creative resurgence during a conversation with OPERA
America President/CEO Marc A. Scorca.

Artistic excellence. Audience engagement. Community
impact. A balanced budget. Each of these goals presents a
separate challenge. Choosing which to pursue — and what
to give up to get there — is a big challenge for today’s opera
company. Working in collaboration with colleagues from
across all areas of opera, conference attendees will chart the
future of the fictional Arepo Opera Company as it asserts its
identity and organizational priorities and transforms itself
into a more vibrant and financially viable organization.

Compelling leadership is important to an organization’s
success, but in order to have long-term financial stability
and ensure the future of this dynamic art form, opera
companies also have to strengthen their adaptive capacities.

opera america



Maureen McKay and Ruxandra Donose in Opera Company of Philadelphia’s company
premiere of Gluck’s Orphée et Eurydice. Photo by Kelly & Massa Photography.

Doing so requires a shift in organizational assumptions

and the courage to pursue new pathways to community
impact. Richard Evans, president of EmcArts and a national
expert on organizational innovation, proposes that if we
embrace adaptive change as a permanent part of our

core competencies, we can generate an abundance of
opportunities for artistic experience, create more intimacy
with our audiences and build sustainable public value
through opera.

Composer Jennifer Higdon delivers the closing keynote
address and reminds us all of the reason for attending

the opera conference and committing to a career in

opera administration: the creation of art, above all else. A
graduate of Philadelphia’s Curtis Institute, Higdon won the
2010 Pulitzer Prize in Music for her Violin Concerto, and
her Percussion Concerto won the 2010 GRAMMY Award for
Best Contemporary Classical Composition. She is currently
experiencing her first creative process in the world of opera
— composing an opera based on Charles Frazier’s best-
selling novel, Cold Mountain. A co-commission between
The Santa Fe Opera and Opera Company of Philadelphia,
the work will receive its world premiere in 2015. Conclude
the conference by hearing a composer reflect on the
responsibility and challenge of affirming our creativity.

Recent opera seasons have included a number of smaller
works, frequently in alternative venues, in place of — and
in addition to — works from the standard repertoire of
grand operas. Many companies have found new artistic
excitement and financial success in projects that were, at
first, conceived as cost-containment strategies. Explore the
many perspectives of smaller-scale productions — from
commissions to baroque revivals— through informative
sessions that include a consideration of new works on a
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smaller scale, strategies for selecting smaller-scale repertory
and venues, budgetary implications and new models for
collaboration.

Forums, Seminars and Workshops

Full- and half-day seminars and workshops will provide
attendees the opportunity to gain practical experience in

a variety of areas while learning from experts from both
within and beyond the field about topics that include online
fundraising, creative aging, electronic media, leadership
development, strategic planning and writing copy for digital
platforms.

Several of OPERA America’s professional learning forums
will meet in Philadelphia, including the Finance and
Administration Forum, the New Works Forum, the Singer
Training Forum, the Technical/Production Forum and the
Trustee Forum. Opportunities for further discussion will
be offered through two conference roundtables, enabling
staff from Professional Company Members to share their
perspectives and collectively strategize for success.

OPEN
Open sessions will address more than two dozen different
topics. Session titles include:
e Development Essentials: The Performance Program
e  Fundraisers and Friendraisers
e  Personalizing the Patron Experience
e Increasing Audience Engagement
e Technology in Opera Education
e Rethinking Teacher Training
e New Works for Young Audiences
e Marketing New Works
e Mobile Sites and Apps for the Arts
e Is Dynamic Pricing Right for Your Organization?
e  Marketing Strategy and Social Media
e Cradle-to-Cradle Scenic Construction
e A Mile in Their Shoes: Cross-Company Exchanges
e  Raise the Roof: New Opportunities from New
Facilities
e  Building Board Diversity
e Leadership During Transition

NETWORKING OPPORTUNITIES AND SPECIAL EVENTS

Connecting with colleagues is essential to professional
development and allows for learning to continue even after
the conference has ended. In addition to the Welcome
Reception at the Academy, conference attendees may attend
Network Dinners and get to know others doing similar work.
A number of evening activities, including a Women of Opera
networking event and an after-party following the Friday,
June 15 performance of Dark Sisters, are also planned.

Enjoy Philadelphia’s rich historical and cultural heritage!
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Philadelphia Museum of Art. Photo by Paul Loftland Photography and courtesy of the
Philadelphia Convention and Visitors Bureau.

In addition to exploring the Avenue of the Arts, Museum
Mile and the city’s fine restaurants as part of planned
conference activities, attendees of Opera Conference

2012 are encouraged to extend their stay in the City of
Brotherly Love. Join OPERA America and Opera Company of
Philadelphia for a hosted reception on Saturday evening and
free admission to Philadelphia cultural and historical sites
throughout the weekend.

The New Works Sampler, a showcase of works-in-progress
and recent premieres, has become an important part of
OPERA America’s annual conference. Artists from a variety
of Philadelphia-based opera organizations will perform

a selection of works in Lenfest Hall at Curtis Institute of
Music. This year’s selections, chosen by an independent
jury, include: La Reina (Jorge Sosa), Oceanic Verses (Paola
Prestini/Donna Di Novelli), Oscar (Theodore Morrison/
John Cox), Cecilio Valdes, King of Havana (Paquito D’Rivera/
Enrique del Risco and Alexis Romay) and Love/Hate (Jack
Perla/Rob Bailis). New American works that received a
professional premiere after January 1, 2010, or are currently
being developed by Professional Company, Associate,
Educational Producing Associate and Publisher Members
were eligible for consideration by a jury that included

Cori Ellison, artistic director, Opera in the Highlands and
dramaturg; Susanne Mentzer, mezzo-soprano and Stewart
Wallace, composer.

Nico Muhly and Stephen Karam’s Dark Sisters,
co-commissioned and co-produced by Opera Company of
Philadelphia, Gotham Chamber Opera and Music-Theatre
Group, will be performed twice during Opera Conference
2012. The opera follows one woman’s dangerous attempt
to escape her life as a member of the Fundamentalist
Church of Jesus Christ of Latter Day Saints, a sect that split
from mainstream Mormonism in the early 20" century. Set
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against a red-earthed landscape filled with revelations, dark
prophets and white temples stretching towards heaven,
Dark Sisters charts one woman’s quest for self-discovery in
a world where personal identity is forbidden. Conference
attendees are encouraged to purchase their tickets for the
performance on Friday, June 15.

Michael Ching’s Slaying the Dragon will also receive several
performances during conference. Based on a true story
depicted in Not by the Sword (Kathryn Watterson), Slaying
the Dragon is about a Grand Dragon of the KKK, who in

the 1990s renounced violence and hatred as the result

of his unlikely friendship with a rabbi. The opera is about
atonement, forgiveness and redemption; through their
relationship, both men undergo personal transformations
and break from the prisons of their dark pasts. Slaying the
Dragon is the latest work to emerge from Center City Opera
Theater’s Creative Development Projects, an ongoing series
of new opera works that are nurtured from inceptions to
fully-staged premieres.

Conference registration is now open, with Early-Bird pricing
available through April 13.

OPERA America encourages companies to bring a number
of staff and board members through a special pricing offer.
Teams of four or more individuals from an organization who
register in advance of the Early-Bird deadline receive 40
percent off each registration (a savings of $198 per person
for members).

Learn more about conference offerings and connect with
fellow attendees on the conference community website at
operaamerica.org/conference, and use hashtag #OperaConf
on Twitter to see what others are saying about Opera
Conference 2012.

Not able to make it to Philadelphia? Select sessions will
be streamed online. For more information and to stay
connected, visit operaamerica.org/conference. ¢

OPERA America gratefully acknowledges
the William Penn Foundation for its generous support
of Opera Conference 2012.
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ow do opera organizations

seeking to further the evolution

of the art form select the best
composers, librettists and new operas?
When Opera Company of Philadelphia
(OCP) announced its new composet-
in-residence program last spring, a
staggering 172 candidates answered the
call. “There are a lot of people who
want to write opera,” affirms Lawrence
Edelson, producing artistic director of
American Lyric Theater (ALT). “But
while someone might be a great composer
or playwright, that does not necessarily
mean that person will be a great opera
composer or librettist.”

“Everybody who gets involved in panel
processes and selecting processes has to
deal with this issue of quality,” says Ben
Krywosz, artistic director of Nautilus
Music-Theater, “and I would say the
notion of quality is a little bit of a red
herring, The reality is we don’t know
what’s good. None of us knows what’s
good. We know what we like, and we can
make a guess at who is technically capable,
able to handle the tools of the trade
effectively and efficiently. But whether

or not they are good — what does that
mean?”’

While quality is a primary — if elusive
— criterion, most organizations in the
business of developing artists and new
work also carefully consider who or what
is the best fit for the program in question.
To find that fit, each group develops a
distinct process, with a unique set of
application requirements, criteria for
judgment and selection procedures — the
choice of which ultimately reflects the
nature of the program itself.

“I’'m looking for really exciting voices,”
says Steven Osgood, director of

Conductor Steven Osgood leads a discussion during an American Opera Projects Composer and the Voice workshop. Photo by Gerry Goodstein.
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American Opera Projects’s (AOP)
Composers and the Voice program, “and
when I'm listening to pieces, I learn as
much about composers through their
non-vocal as through their vocal writing,”

Composers and the Voice is a year-long
program, designed to teach emerging
composers and librettists to write
effectively for the operatic voice, through
work with singers and music directors,
libretto study and, intriguingly, acting and
improvisation classes. Each year, Osgood,
with the aid of other AOP staff, selects
six composers as fellows.

“Most of them have little experience
writing for the stage, particularly the
grand opera stage, and some don’t have
a lot of vocal experience. That’s not a
prerequisite for us. What they have to
exhibit in the application is something
that makes us think this is a potentially
vital and exciting talent, both for vocal
writing and ultimately for theatrical
writing.”

Applicants are not required to send actual
vocal compositions. Osgood requests
three work samples in any genre. The
program, “adamantly geared toward
skill-building,” exists not to find but to
produce great vocal composers.

“The works composers submit with their
applications are not works we take on to
continue. We're using the submissions to
identify intriguing talents. I’'m happy to
hear orchestral writing, small-ensemble
writing. It leaves a bigger gray area. I have
to guess what they would do in vocal
writing. I don’t mind doing that at all.”

At ALT, target applicants are similarly
defined as “emerging,” and the first year
of the program is likewise weighted
toward process rather than production.
Composers and librettists are guided

by experts in the field to develop an
arsenal of opera-related skills, including
vocal writing, collaboration between
composers and librettists, dramaturgy
and directing; (Second-year artists are
then mentored on the development of
full-length works.) Because of its broader
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focus, ALT requires a more wide-ranging
body of work from composer candidates,
including demonstrations of skill in vocal
writing and orchestration.

“We really want to get to know them
from as many sides as possible,” explains
Edelson. “Something like orchestration
skill isn’t going to get somebody a yes or
a no, necessatily, but we need to know
exactly where they are in all facets of their
development.”

Both of these programs select multiple
applicants each year. In the case of the
172 applicants for the composer residency
sponsored by OCP (in partnership with
Music-Theatre Group and Gotham
Chamber Opera), the stakes were higher:
a single position, lasting three years. (A
second, identical residency begins one
year after the first.)

Says Kyle Bartlett, OCP’s new works
administrator: “It was important to us to
be able to hear a wide range of music, to
get a sense of all the different kinds of
things that are being written right now.
That’s why we made the first round of
the application process very easy. The
composer just had to send in one sound

Matt Boehler and Christopher Burchett in American Lyric Theater’s
orchestral workshop of The Poe Project. Photo by Steve J. Sherman.




Chatlotte Cohn in Center for Contemporary Opera’s atelier for
Wolosoff’s Madimi. Photo by Richard Marshall.

file and one score for the competition.” A
second round of 35 applicants required

a larger and more varied sample of

four works, which were reviewed by a
larger panel that included OCP General
Ditrector David Devan, as well as
representatives from Gotham Chamber
Opera and Music-Theatre Group.

OCP’s application specified that the first-
round work be one “that best represents
your expertise or potential for composing
operatic works, vocal music or hybrid
forms of music drama.” Bartlett and
OCP Artistic Director Robert Driver
applied a comprehensive set of criteria to
the 172 samples.

Reactions to composers’ work is
somewhat subjective, acknowledges
Bartlett, “but certain things are pretty
tangible as well. I’'m looking for someone
who can write idiomatically for the
instruments and for the voice, who can
make them sound their best and hopefully
bring out new qualities. Also, are people
able to manage larger time scales? It’s

one thing to write a three-minute song,
but another to have 10 minutes or half
an hour of music that hangs together.
It’s important for me that musical ideas
develop over time, rather than just
recycling or moving on to new material
constantly. Is the person able, over the
longer term, to help you hear the musical
material in new ways? And also, is there
a dramatic flair to the music, a narrative
sense? Do they construct their music in
a way that you could imagine it telling a
story?”

While work samples are always important,
sometimes mote than just their notes
matters — especially when a program’s
emphasis is less on process and more on
production.

Opera Fusion New Works (OFNW)
accepts operas or opera excerpts for
semi-staged performance, calling on

the combined resources of Cincinnati
Opera and the College-Conservatory
of Music at the University of
Cincinnati. “The first time around,” says
Marcus Kuchle, OFNW’s co-director, “we
got 51 applications. In the first round,

we started with practical considerations.
For me, the most basic things are: Is

the material performable based on the
resources available to the project? And,
with the people we have available, can we
make a significant impact on the work’s
development? What we can provide

is a dozen singers or more, pianists,

other instrumentalists if we need to. A
monodrama like Erwartung doesn’t make a
whole lot of sense for us.”

The Development Series at Center for
Contemporary Opera (CCO) similarly
offers ateliers and concert readings for
complete or unfinished operas. “Of
course, the opera has to be technically
sound,” says General Director Jim
Schaeffer. “But another critetion is, is
the subject matter interesting? Is this an
opera we think will be viable to a wide
audience? We want to select operas we
know are going to be attractive to other
companies.”
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Lori Wilner, April Armstrong, David Anderson, Matia-Christina Oliveras and Adam Overett rehearsing for the New
Dramatists Composet-Librettist Studio. Photo by Ben Krywosz.

“We ask for a history of the work and any
upcoming performances it may have with
other companies,” continues Schaeffer,
who goes on to note that a work with a
looming premiere “is most in need of

our development services. So if an opera
company someplace has commissioned
the work, we’ll go ahead and put that at
the top of our list.”

Sometimes, supporting materials are as
crucial as work samples for determining
which work or artist best fits the
program’s mission.

For a company like ALT, the question

is one of artistic vision. “We’re not
interested in writing opera for Mozart’s
time, or Verdi’s time,” ALT’s Edelson
declares. “We’re interested in developing
works for contemporary American
audiences. So we have a pretty detailed
questionnaire, with a number of questions
to give us an idea of the applicant’s
perspective on opera. What do they
think opera is historically? What do they
think opera has the potential to be as a
contemporary form? What is it about the
form that attracts them to it, and what
do they feel they have to contribute to it?
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We also ask them what they think their
weaknesses are, what they hope to get out
of the program.”

With highly interactive programs such

as ALT’, or Composers and the Voice,
references and interviews take on added
weight. “We ask specifically about the
ability to absorb criticism, ability to
collaborate, ability to meet deadlines,”
says Osgood, “and then I interview each
of the finalists and pursue these issues
with them directly. The references and
interview have often been quite influential
in determining the final roster of fellows.”

With so many factors involved, how do
organizations make the most intelligent
decisions, balancing all critetia together?
Krywosz, who has been co-directing the
Composer-Librettist Studio for playwright
group New Dramatists since 1984, has

his own approach: codifying a wide range
of criteria to be kept in mind during
selection, including such traits as “unique
style,” “ability to compromise,” “attitude
toward creativity” and “textual impulse,”
with each criterion explicitly tied to a
specific area of application material.
“What I wanted to avoid was something
like, “Well, I think this composer would

be good. Well, why? Well, I don’t know, I
just think maybe they’d be good.” Intuition
is a really important part of the decision-
making process. But we also need to
complement that with a more rigorous
and specifically articulated set of criteria.”

Once application materials and criteria
have been accounted for, an important
question remains: who judges them?

“We’re not looking for uniformity, for
works that all share similar traits and
outlooks,” says Robert Beaser, artistic
director of American Composers
Orchestra, a veteran group in providing
opportunities to emerging artists. “We’re
looking for outstanding promise. So we
try to keep the structure of the system
open to that. Our first review of matetials
is usually by a panel of three people not
on our artistic staff. Why do we do that?
Because we're trying to stay open to fresh
ideas. Every member of that preliminary
panel looks at everything, but separately.
We don’t put them in a room together to
come up with a consensus, with safe bets
that everybody likes and feels comfortable
with. We're trying to allow glimmers

of people who do something a little
different, who might catch someone’s
attention, but maybe others don’t get it.
We're trying to allow those to pass to the
next round, knowing that evaluation of a
composition is a very subjective thing.”
A similatly open outlook prevails at CCO.
“We’re not wedded to one particular
style,” says Schaeffer. “In the past three
years we’ve done microtonal operas

and atonal operas and tonal operas.” At
CCO, after a first review by the artistic
committee, outsiders are brought in to
help make the final cut. “We do that
because we don’t want to get territorial.
We want to make composers feel that
they have a good chance of getting a
hearing, so we try to make this as open
and transparent as possible.”

Kichle offers one good reason to

adopt this kind of attitude: “I don’t feel
comfortable saying what I would have
done, for example, with an application by
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Richard Wagner. Wagner wrote 13 operas
in his entire life, the first three of which
he considered not really worthy. His
magnum opus, the Rézg, took him 30 years
to write. According to all accounts he
was a very difficult person to work with.
Would I have supported him? Would I
have said, OK, yes, I'd like to work with
him anyway? I don’t know. So I think it’s
good to share this burden, and keep the
process transparent. We specifically don’t
want to keep the burden of selecting
strictly on us. That’s why we’ve built an
advisory panel into the actual project —
and had it funded as well, so that people
really pay attention.”

While these production-oriented
programs bring in outsiders, groups
which focus on artistic development, and
have a more specific artistic vision, tend
to broaden their base of evaluators with
multiple voices from within their own
programs.

At ALT, Edelson is advised by a shifting
panel of faculty reviewers, including
composer Mark Adamo and dramaturg
Coti Ellison. At OCP, members of
partner organizations are enlisted
following the initial evaluation. “We

had an established relationship with the
Gotham Chamber Opera and Music-
Theatre Group,” says General Director
David B. Devan. “Gotham specializes in
chamber work, and Music-Theatre Group
is a new works developer. We approached
them to partner with us on this initiative,
a) because they weren’t like us and b)
they had specific skills and experiences
the composers might not have benefitted
from otherwise.” Those same differences
broaden the evaluation process.

While the ultimate success of the artists
who make the cut may go a long way
toward determining a program’s efficacy,
the perspective of the “losers” may have
the greater impact on how the program
is judged by the composition community.
From this perspective, even seemingly
insignificant decisions can become all-
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important — as new music ensemble
Eighth Blackbird learned the hard way.

Two years ago, the ensemble announced
a composition competition on its website.
“Because we were deciding this after
we’d already figured out our budget for
the year,” relates pianist Lisa Kaplan,

“we couldn’t offer a huge monetary

prize. We said, we’ll give the winner
$1,000, plus expenses to come to the

first performance. Obviously, that’s not a
huge amount of money, but that’s what
we could afford to do at the time, and

we were particularly hoping to target
young composers. Then there was a

huge internal discussion about charging
an application fee.” The organization
finally settled on a $50 fee, in part to keep
submissions to a manageable number —
they hoped to select from 50 to 75 scores.

Within houts of the announcement,

new music website Sequenza21 exploded
with a now-legendary comment thread,
including posts calling the group’s motives
into question and suggesting that they
were out of touch with their constituent
community.

“Frankly I was sort of shocked,” says
Kaplan. “There were people who were
saying, basically the losing composers are
funding the winner’s monetary prize with
the application fee and things like this. We
wete stunned. But we said, OK, maybe
the appropriate thing to do is to say that
we’re considering all this feedback, and
we’re going to suspend the competition
so we can reevaluate what we’re going to

don

Eventually, the competition was
reinstituted, in partnership with the
American Composers Forum and Finale
music program. “They had a budget to
pay a better monetary prize. And we
didn’t charge an application fee, and there
was no age limit.*

The double-edged result? “We got 504
applications.”

Of similar concern is the question of
feedback at the end of the process —
which comes with its own difficulties.
“After you’ve listened to 40 people, and
you’ve narrowed it down to five,” admits
Krywosz, “the head is so full of music, it’s
hard to keep everybody straight. And that
sounds so lame — but it’s true.”

But for some groups, feedback is an
integral element of the selection process.
At OFNW; says Kiichle, “we wrote
personalized e-mails, and very often
commented on the wotks themselves.

All 51. It took quite some time — and
intentionally, because we actually took the
time to listen to everything and read all
the scores. We wanted to let the people
know that we actually did that!” He adds,
“We take this seriously, and if people go
to the trouble of submitting their works
to us, the least thing we can do is let them
know we read and listened.”

“When I was writing the letters,” adds
Robin Guarino, Kiichle’s partner as
co-artistic director, “I listened to the
music all over again. I know what it’s

like to receive a letter like that. It can be
very de-humanizing, when you know

the person isn’t even thinking about

you, ot about your piece. So I listened to
each piece again, just to make the letter
specific, unique to every work. That kind
of letter is really hard to write. But writing
an opera takes a huge chunk of your life.
I can spend an hour writing somebody a
letter.”

All professionals in the business of
developing new opera — and new opera
artists — acknowledge the difficulty of
making decisions, whether listening to
short samples or evaluating extensive
application packets. Are they rejecting
the next Wagner? (Or giving away a plum
gig to the next Meyerbeer?) Happily, with
the increasing number of opportunities
for emerging artists, the group of people
making these decisions continues to
expand and diversify, in methodology
and in taste. How to select the best
composers, librettists and new works? Ask
17 listeners, and you will get 17 answers.
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The National Opera Center:

Demolition begins for the National Opera Center. Photo on page 24 is courtesy of OPERA America, the photos on page 25 are by Jeff McCrum.

onstruction is well underway for the National Opera

Center, designed to deliver an array of services to
members that has never before been available under a
single roof in a purpose-built facility. In February, steel
and concrete were removed between floors to accommodate
the two-story, acoustically excellent Audition/Recital Hall.
OPERA America staff will move in to the administrative
offices in summer 2012. Reservations for the Audition/
Recital Hall and large, versatile Rehearsal Hall, as well as
additional ensemble rooms and vocal studios, are now being
accepted from organizational and individual members.

The Audition/Recital Hall, with its raised stage and
seating for up to 89 people, is also ideal for master
classes, readings of new works, workshops, rehearsals,
seminars and press conferences, in addition to
auditions and recitals.

The Rehearsal Hall can accommodate chorus or
staging rehearsals and is also suitable for instrumental
readings, co-production meetings and design
presentations, as well as master classes and coaching
sessions for artists.
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Countdown

OPERA America members have exclusive access to
these spaces at this time — and will always be

able to make reservations during protected booking
periods. Members also enjoy discounted rates at all
times. For photos, booking details and the rate sheet,
or to submit your reservation request, please visit
www.operaamerica.org/operacenter.

During the Official Grand Opening weekend, set for
September 28-29, 2012, activities will include a
ribbon-cutting ceremony, open house, demonstrations
and a celebratory dinner. &
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Developing New Opera

By Lyndsay Werking

“It's courageous to commission a brand new work from a composer who is unknown.
To do that in a safe way, you need to have a large enough window for development,
so that once you present it, you know it works.”

— Jacques Desjardins, Ensemble Paralléle

Ensemble Paralléle’s production of Harbison’s The Great Gatsby. Photo by Steve DiBartolomeo.

A new opera or music-theater work
begins as an idea. The journey from
idea to stage is long, formidable
and expensive. In speaking with
artists, producers and publishers,
it is apparent that there is no
guaranteed method or recipe that
will spell success for a new work.
Each new piece will traverse a
unique path of development, which
is dependent on the creative team,
company and publisher involved in

spring 2012

the process. Interest in new works
is strong throughout the country.
Many OPERA America members
are exploring development
processes and programs to
contribute to an ever-growing canon
of vibrant and creative American
opera.

Focusing on the creative process,
traditional producing companies
are beginning to invest in programs

with aims other than creating a
world premiere production. In
2009, Kentucky Opera launched a
composer workshop in partnership
with University of Louisville and the
Academy of Music at St. Francis

in the Fields. The program allows
a composer the chance to try out
pieces in a public performance

and lets audiences experience the
work of a contemporary composer.
General Director David Roth
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explains, “In the past, students

did not have a chance to connect
with living composers. We are
providing a development tool

to the composer and reaching
students at the same time.” The
residency is malleable and takes
structure around the goals and
needs of the composer. To date,
three composers have been in
residence from one to three weeks,
including Jake Heggie, Daron
Hagen and Ben Moore. Projects
have included master classes and
a concert of works by Jake Heggie;
a full evening performance of New
York Stories by Daron Hagen;

and the first orchestral reading

of Ben Moore’s Enemies, a Love
Story performed by the student
orchestra at University of Louisville.
After each residency, staff from
partnering companies meet with the
creators to discuss the workshop
process and feedback on the piece.
Thus, Kentucky Opera is providing
a vital service to the composer,
even without committing to a fully
staged production. Roth explains,
“I think opera companies need

to understand that they can be
useful to artists during the creative
process, even if they don’t have the
resources to produce a premiere.”

Recently, several new residency
programs have been created at
traditional producing companies.

In September, Opera Company
of Philadelphia, in collaboration
with Gotham Chamber Opera and
Music-Theatre Group in New York,
announced the selection of Lembit
Beecher as their first composer-in-
residence. Dividing his three-year
residency between Philadelphia
and New York, Beecher will be an
active participant in the workings
of the three partner companies,
focusing on practical learning and
creative growth. In January, Fort
Worth Opera announced the
launch of Frontiers, a new works
showcase for unpublished works
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Minnesota Opera's world premiere production of Puts's Silent Night. Photo by Michal Daniel.

by composers from the Americas.
General Director Darren K. Woods
explains that the impulse to launch
the program came from a strategic
meeting with the company’s board
of directors. After producing various
new American works in the past
years, the companies wanted to
be involved at an earlier stage of
development. Woods elaborates,
“It's really hard to change a piece
after is has been orchestrated and
it is being rehearsed onstage.”
Composers whose works are
selected to be part of Frontiers will
be in residence at the Festival and
receive feedback on their work
through private meetings with the
Frontiers jury panel.

Beyond residencies and
showcases, many producing
companies are programming
world premiere and subsequent
productions of works by

contemporary American companies.
This season, San Francisco Opera
premiered Heart of a Soldier by
Christopher Theofanidis and Donna
Di Novelli. The work is based on
the life of Rick Rescorla, a Vietham
veteran who went on to serve as
head of security for a brokerage
firm based in the World Trade
Center, where he saved thousands
of lives during the 9/11 attack. For
this work, the company planned a
weeklong workshop casting resident
Adler Fellows to read the work with
two pianos. In attendance for the
final run-through were company
staff, key members of the board,
potential sponsors and members of
local veteran groups. Kip Cranna,
director of music administration,
explains, “The workshop allows

us to hear the vocal lines and
review the dramatic arc of the
work.” In the afternoon following

the reading, the creative team and
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key company staff met to discuss
first impressions of the work.
Additionally, Cranna collated written
reactions from audience members
and other staff for discussion with
the creators. “Ultimately, it's up

to the composer and librettist to
decide which advice to take and
which to disregard,” Kip explains.
While the top management may
issue imperatives from a logistical
standpoint, such as limiting the
number of one-liner characters for
financial reasons, other creative
decisions are ultimately left to

the composer and librettist. Eight
months later, the company began
the five-week rehearsal period for
the premiere.

In November, Minnesota Opera
presented the world premiere of
Silent Night by Kevin Puts and
Mark Campbell, the company’s
first commission in their ambitious
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New Works Initiative. Launched in
2008, the seven-year, $7 million
program includes an international
co-production, three revivals and
three commissions of contemporary
American opera works. “We invest
in three full workshops for our
commissions: two piano/vocal
workshops and an orchestral
workshop,” states President and
General Director Allan Naplan. With
two piano/vocal workshops, the
company can address structural
issues with the music and libretto,
the dramatic arc of the work

and overall length of the piece.

The company typically plans the
orchestral workshop for a full

year after the second piano/vocal
workshop. The orchestral workshop
allows for checking balance
between instruments and voices

— a process that saves rehearsal
time and stage time immediately
preceding the premiere.

Opera Theatre of Saint Louis has
presented a variety of new works in
the past three seasons; the world
premiere of Peter Ash’s The Golden
Ticket was preceded by a specially
commissioned reorchestration

of John Corigliano’s The Ghost

of Versailles, which made this
important work accessible to
companies with modest orchestra
pits. The company’s newest
commission is an opera by jazz
composer Terence Blanchard and
librettist Michael Cristofer. General
Director Timothy O’Leary strives for
two piano/vocal workshops: one to
test out a single act and a second
to hear the full work. “Ideally,” he
says, “the company should allow

a full year between the second
workshop and a premiere, so

there is enough time for creators

to incorporate what they have
learned.” Originally scheduled for
2012, the new Blanchard opera

will now premiere in 2013. O’Leary
elaborates, “If you're going to go
through all the work and expense

of commissioning a new opera,

you want to make sure everyone is
set up for success.” This decision
does not imply that creators should
be given an endless period of
development. O’Leary believes that
deadlines are important and can
often force creativity and inspiration,
pointing out that of the best-known
standard repertoire has been
written in compressed periods. Yet,
producers should be honest with
themselves and the creators about
the time needed to get to opening
night. O’Leary states, “You have

to believe in the work. You have to
believe that what you’re about to
present to the public is fantastic and
ready to move people.”

Ensemble Paralléle plans for a
three-year development process
for commissioned works. Before
any music is written the company
wants to review and refine the
libretto. General Manager Jacques
Desjardins explains, “We want to
be sure the story is understandable
and the dramatic arc is strong.”
Throughout the development,

the company plans at least two
piano/vocal readings of the work.
Desjardins believe that opera might
benefit from examining the music-
theater model of development. He
encourages producers, “Trust the
development process. After a few
readings, the work is bound to be
better.” Ensemble Paralléle also
plays a role in the continuing life of
large-scale contemporary operas by
commissioning re-orchestrations; in
February, the company presented
John Harbison’s The Great Gatsby
in a new version with 30 musicians.
The commission was completed in
partnership with the Aspen Music
Festival and the publisher,

G. Schirmer. Notably, the
partnership between the Aspen
Music Festival and Ensemble
Parallélle was suggested and later
established by the third partner,

G. Schirmer.
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The publisher’s role in the
development of new works
continues to evolve. Peggy
Monastra, director of promotion

at G. Schirmer, has spent much

of her career either looking for
producers to sign on to a specific
project or working with a composer
to finalize a subject and librettist
once a general commission has
been requested. However, she
has noticed a new trend in recent
years: some commissioners are
coming to the table with an idea
for an opera already in place.

In addition to projects pairing a
composer with a producer, the
publisher might also be asked to
help identify a composer who is
interested and passionate about
subject material that has been
chosen in advance. Once the match
between creator and producer has
been made, G. Schirmer will work
to find development opportunities
for the project. Smaller producing
companies may be interested in
supporting the world premiere of
an opera, yet unable to financially
support all necessary workshops.
Publishers can help search for
festivals, universities, orchestras
and other groups that are interested
in supporting the early development
of new works. Monastra explains,
“Publishers may be aware of
development opportunities that
are not public knowledge.” She
does her best to attend readings
so that she may serve as an
additional source of feedback for
the composer. Familiar with the
composer’s entire catalogue of
works, a publisher will be able to
relate feedback to prior works and
experiences. Monastra encourages
producers to learn about an artist
and establish a relationship before
any commission begins: “It's
important for the commissioners to
have a strong familiarity with the
style of the artist’s body of work
and also of the personality of the
composer before entering into
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a large-scale commission. It's a
long-term commitment for both the
creative artists and the producers.”

Zizi Mueller, president of Boosey
& Hawkes, feels that publishers
should be seen as a resource

for opera companies that are
interested in commissioning a

new work. A publisher can work

as a matchmaker to put together
co-commissioners who are
interested in working with the same
composer. Furthermore, publishers
are well-positioned to initiate and
facilitate collaborations between
companies that might not have
thought of working together. Once
the relationship is established, the
publisher can work to negotiate
contracts, text clearances, etc.
Mueller explains, “Our role is to

put together the project. We ask,
‘How do you get it from an idea, to
a working consortium, through to a
reading?’” An additional role for a
publisher is to ensure a composer
is not taking on an opera before he
or she is ready. Opera composers
must write for voice, orchestra and,
at times, a chorus. Mueller explains,
“If an inexperienced composer is
enthusiastic about writing an opera,
the publisher has a responsibility to
say, well, you haven'’t written a song
cycle yet, let’s start there.” Likewise,
the publisher should prepare the
artists for the length of commitment
involved in the creation of the
work, typically two to three years

of writing and development before
anything will be produced.

At Theodore Presser, Judith llika,
director of performance promotion,
encourages both composers and
producers to involve publishers

as contracts are being negotiated.
Publishers are concerned not only
with the premiere, but also with
future performances. Even though
a publisher may not be a signatory
to a commissioning contract, their
viewpoint can help to avoid future

Cast and crew rehearse for San Francisco Opera's world premiere
production of Theofanidis’s Heart of a Soldier. Photo by Cory Weaver.
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problems involving text permissions
and performance rights. llika
explains, “It's in all of our interests if
the publisher is consulted to avoid
future pitfalls.” Additionally, she
warns of the difficulty of exclusivity
surrounding the premiere. To

a certain point, exclusivity is
understandable, but if that period

is too long, it can undermine the
ability of future producers (and
publishers as promoters) to harness
the excitement and energy that
surrounds a new work.

Other organizations actively
involved in the development of new
opera works are developmental
lab companies whose purpose is
to focus on the creative process.
American Lyric Theater is

home to the Composer Librettist
Development Program (CLDP).
When working with the artists in
the CLDP program, the company
asks: How do we serve this artist’s
personal artistic development, as
well as their individual pieces?
Projects begin with structured
schedules, with deliverable
deadlines for the libretto, piano/
vocal score and orchestral

score. Producing Artistic Director
Lawrence Edelson elaborates:
“We try to give them a structure to
have a time frame for goals, but
they have to be flexible. | consider
it an advantage of our model that
we do not envision a deadline for
premiere. We don’t put the work out
in front of people until it is strong
enough to be evaluated.”

American Opera Projects (AOP)
works with composers and librettists
to talk through all the possibilities
for a new work that has yet to be
written: Who is the target audience?
Where do you see the work being
produced? What is the structure

of the piece? “Some composers
immediately think: ‘I want a

big house like The Met or San
Francisco,” says Executive Director

Charles Jarden, “After we talk, they
find out that maybe they really want
it to be a festival piece. AOP can
refocus the creators to consider a
different view of the work.” Often,
artists benefit from an outside
person or group helping them
break down the creative process
into manageable goals. Before any
music is written, AOP will plan a
libretto reading. After the reading
the company gathers reactions
from the actors, director, company
staff and audience members.
Jarden emphasizes: “The feedback
mechanism is what drives the work
to the next step. If there is not a

lot of positive energy among staff,
creators and funders, then the work
may not go forward.” If the company
decides to move forward, the next
step is commissioning a scene

or act of the opera. Most projects
receive the first musical reading in
a “First Chance” program, featuring
three musical excerpts linked
together. Before AOP will move
forward with a full commission,
they again review critical response
from creators, audience and staff.
Through each step of development,
Jarden stresses the importance

of an objective eye: AOP exists to
ask challenging questions about
structure, music and presentation.

At Music-Theatre Group,
conversations beget commissions.
Says Producing Director Diane
Wondisford: “Conversations form
the basis of all of our artistic
relationships, and it is over coffee
and meals — and over time — that
the ambition of a work is explored
and understood. It is through
conversation and familiarizing
oneself with the extant work of

the artist that the decision to
commission a new work is made.
An important early step with a new
project is to develop a timeline

— to write down the work plan

for the artists, individually and
collaboratively — for delivering the
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libretto, piano/vocal score, fully
orchestrated work. The addition

of new members to the creative
team — music and stage directors,
choreographer, designers — is
also charted on the timeline. To
workshop or not to workshop? The
real question to be asked is, ‘What
is the purpose of the workshop?
What will be most productive to the
process of bringing the work to the
stage, and where does it fit in the
timeline?”

Other companies in New York,
such as HERE and Beth Morrison
Projects, focus on developing
multi-disciplinary works. The
HERE Artist Residency Program
(HARP), founded in 1998 by
Artistic Director Kristin Marting,

is devoted to developing artists
both professionally and artistically.
Participating artists are in residence
from one to three years, depending
on the scope of the work and
length needed for development.
Throughout the residency, they are
given opportunities to show works-
in-progress, develop workshop
productions and mount full-scale
productions. Marting and Producing
Director Kim Whitener meet
frequently with HARP artists to
check-in on a work’s progress. “Our
most important role,” says Marting,
“is listening to the artist and being
flexible to their development
process.” For the feedback
mechanism, Whitener states, “We
have our own feedback process:

a Frankenstein version drawing
from The Field’s Fieldwork and

Liz Lehrman’s Critical Response
Process.”

At Beth Morrison Projects (BMP),

works begin with a composer’s
idea. Then, Creative Producer
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Beth Morrison works to solidify the
idea and assemble the rest of the
creative team, including a librettist,
stage director, set and costume
designers, as well as a filmmaker
in appropriate cases. Next, she
works to find artist residencies and
other developmental opportunities
through which the creators can
meet and work to further refine and
focus the piece. Morrison states,
“For all residencies, | try to have
very clear goals that we are trying
to achieve.” Composers choose to
work with Morrison because she is
very involved in the development
process. First and foremost, she
sees herself as an artist whose
job is to facilitate communication
between the artists and plan the
production.

Whether choosing to develop
independent artists, workshop an
opera in progress or commission

a world premiere, the models

and processes for new works
development are as varied as

the resulting works. Regardless

of budget, a company interested

in new works can find a way to
contribute to the development

of new works and emerging
artists. Any investment in new
works should include sensitivity

to the creator’s unique vision

and working style; established
deadlines, with the understanding
that developmental timelines

need to be flexible; as well as
honest evaluation and constructive
feedback. To continue the growth
and success of American opera,
companies must acknowledge that
investing in the creative process is
just as important as investing in a
polished presentation of the finished
product.«#
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How Do You Spell Success?

Commissioning a new work is a big risk for an opera company, a risk that administrators and funders
hope will pay off and deliver a success. But what does that mean? Some stakeholders measure success
in ticket sales, or in critical or popular response. Others argue that only time will tell — the true

measure of success is a work’s life after its premiere.

At the fall 201 | New Works Forum, it was suggested that artists approach the “success” question
differently than administrators. Below, several active composers and librettists share their perspectives

on success in new opera.

Syracuse Opera’s production of Little Women (Mark Adamo). Photo by Doug Wonders.

MARKADAMO

From the point of view of any artist | think the only real
index of success is his or her response to:“Have you gotten
onto the stage what you intended? Were you able to get
the blueprint on to the page in a way that empowered the
performers to have the experience onstage?” The way the
field defines success can be quite whimsical and this can be
discouraging for artists. Little Women got mixed reviews but
has been revived everywhere. Lysistrata, on the other hand,
was reviewed better but has not had the same life. Even if a
show sells out, it may not be a financial success.
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The goal is that by the time you get to the first vocal score
meeting, you've asked all the relevant questions. And no
matter how smart and experienced you think you are, there
are always things you can miss. Because opera is such a big,
collaborative, rich form, when it goes well, there’s nothing
better. But there are a thousand ways to get it wrong.There
are also a lot ways to get it right. But if you don’t have a
sense of how the stage action is implicit in the score, or
how a director will work with what you’ve written, either
you need to work harder or find another field. There is no
substitute for knowing very clearly what you want to do and
having the technique to do it.




Karen Jesse, Katherine Lerner and Ashley Thouret in in Curtis Opera Theatre's 2007 production of Postcard from Morocco (Dominick
Argento/ John Donahue). Photo courtesy of the Curtis Institute of Music.

The definition of success in opera depends on a person’s
point of view. For me, it’s a sense of longevity. Postcards

from Morocco is over 40 years old and has been done every
year. | think this sort of endurance is a measure of success.
These days, most new operas are deemed successful or not
at the premiere. But the difficulty of acquiring subsequent
productions causes even the successes to be one-season
pieces. Producers often choose to premiere a mediocre
work over mounting the second production of a great work.
Everyone likes a virgin.

From a compositional standpoint, successful opera occurs
when the music and drama are absolutely inextricable. The
“Presentation of the Rose” scene in Der Rosenkavalier is such
a scene and one that will never cease to produce a lump in
my throat.Wagner’s “Liebestod” is another.The story cannot
be told the same way without the music.

In comedy, success depends on both the composer and
librettist understanding how to write for the genre.That’s
why it’s so perilous and frightening and difficult to write.You
can think you’ve written the funniest line ever and then... no
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one laughs. Or you can write the funniest line ever but if the
composer doesn’t set it correctly, it doesn’t work. And you
never really know how funny something is until the audience
is there. And if no one laughs at all, well, that pretty much
defines “unsuccessful.” | tend to measure success by how
much a piece reaches an audience emotionally. That’s the
biggest and best gauge of success to me. It’s nice if there are
great ticket sales and plans for future productions, but when
| hear a really good belly laugh, that’s how | measure success.
Or when there’s complete silence because an audience is
engaged with the story or a character or a certain emotion.
Those moments are the most exciting for me in my work.

For me, the idea of success is always linked to the next
project. It’s the ability to take everything you've learned in
one experience and bring it into the next. | also gauge my
success by who I’'m working with. Forming collaborations
with directors and composers is a measure of personal
fulfillment. My most rewarding collaborations allowed me to
go places | couldn’t have gone alone.

You never really know if a piece is successful until it’s before
an audience. For instance, with Heart of a Soldier, at the end
of every show there were veterans coming up to me and
Chris Theofanidis in tears — literally people weeping in our
arms. It was the furthest thing from my mind that veterans
would have such a reaction. In a way | thought the opposite
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San Francisco Opera's world premiere production of Heart of a Soldier (Christopher Theofanidis/Donna Di Novelli). Photo by Cory

Weaver.

Nancy Gustafson as Susannah Polk in Houston Grand Opera’s 1996 production of Susannah (Carlisle Floyd). Photo by Jim Caldwell.

would occur because of the opera’s antiwar sentiment.You
always hope your work will touch people, but even the word
“success” pales when | think of those men.

CARLISLE FLOYD

When we pronounce a new opera to be a success it usually
implies a fairly unanimous agreement from musicians, singers,
general directors, critics and audiences, although there will
always be dissenters no matter how unanimous the verdict
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seems to be. However, what goes into the mix to enable us
to render such a verdict is more elusive: a verdict of success
can’t be rendered without there being a number of things
being present, and that can be argued over endlessly.

What is most always agreed upon is that the libretto must
be stage-worthy. Probably nothing sabotages new operas
more than a composer’s choice of a poor libretto, which
the finest musical score cannot rescue. A very well-known
opera composer once said to me over lunch,“Carlisle, I've
decided that two thirds of the success of a new opera de-
pends on the libretto.” | think she thought | might disagree
but | agreed completely.




s

Aundi Marie Moore and Kevin Moreno in Virginia Opera’s world p-rem\ere production of Rappahannock County (Ricky lan Gordon/Mark

Campbell). Photo by David Polston.

The musical score is of course the other vital ingredient of
opera, and a score which lacks theatricality, or which seems
unwedded to the libretto, can contribute mightily to the fail-
ure of an opera.The musical idiom of the composer may be
off-putting, but | am convinced that as long as the audience
is absorbed with what is happening onstage and senses, even
subliminally, its connection to the stage action, an audience is
much more indulgent of a challenging score.

When we speak of “success” with new operas we have

to acknowledge that success can be fleeting. | think the
designation of “success” has to be judged for the time and
tastes in which the opera was written.We properly stand in
awe before such monuments as the Mozart operas, among
others, which continue to have the power to absorb and
move us two centuries after they were written. Those
operas which do endure across generations have one thing
in common — a humanity embedded in the characters
which surmounts all differences of styles, social mores or
customs, rendering time periods meaningless.

RICKY IAN GORDON

There are two aspects to success — the internal and the
external. The external is if, as a composer, you engender
more yeses, more green lights from people who are

interested in what you're doing. That’s the good part — that
one is heard. The mixed part is the criticism that grows and
the expectations that rise. In terms of internal success, I'm
looking for self-acceptance.What | find most painful is my
own self-criticism. At times, success to me has meant that
more people than my mother like what I’'m doing. My self-
acceptance grows as it becomes clear people want to hear
me.

| write music because | want the audience to know how

| feel and then feel it themselves. That’s why I’'m drawn to
opera.You're illustrating a story and your goal is to imbue
the characters musically with what you're feeling. Notes on
a page are notes on a page, but the big question is, “How will
your work be delivered?”’ And the stronger the artist, the
more likely your intent will come through.That’s a reason to
succeed — so you can work with the people you want to
work with.

The true measure of success is the internal. It can’t be based
on what’s happening externally — it’s too variable. If you rely
on the externals of success, they are flames in a doorway.
Everyone who has success even for a minute knows that it
can be taken away. But if you focus on the internal, it can’t be
taken away from you.You worked as hard as you could.You
have to be centered and understand that we were created
with bodies that disintegrate. And either you take what life
brings you with gratitude and try to learn something, or you
are fighting the inevitable.
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oyce DiDonato as Sister Helen Prejean in Houston Grand Opera’s production of Dead Man Walking (Jake Heggie/Terrence McNally).

Photo by Felix Sanchez.

A positive audience reaction is a partial measure of success.
| want to connect with the audience. It’s why | write. If it
didn’t matter to me then | wouldn’t try to get anything
produced. But you have to know who your audience is
because there are many different kinds of audiences. Some
only like traditional opera with lyrical writing, some only
like contemporary repertoire that is academic and angular.
And then there are audiences who generally prefer standard
repertoire but are willing to try something new. If the wrong
audience shows up, then a piece may seem unsuccessful.
Historically a lot of great music has been misunderstood
because the wrong audience showed up. A piece can also
be successful for a specific time period. It may not get a
second production right after the premiere, but you can’t
call it an unsuccessful piece. It was embraced and loved and
applauded, and it resonated with the public when it was
performed.

Composers have to be very clear with what their
expectations are for a piece.When | am writing a new piece,
| know the story I'm trying to tell and the kind of music |
want to write with. | express all of this to the board, general
director and other people in charge, and then it’s up to them
to put together a campaign that expresses it to the public.
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Transparency about where a project stands at every stage of
development is also important. If a company has entrusted
me with a commission, then it is my responsibility to be

in touch about what’s going on with the piece. They don’t
want to make a misinformed statement to their public. This
doesn’t mean they are giving away secrets, but a new piece
has a much better chance of success if the producers have
built honest anticipation.

| run my own publishing house so | can tell if a piece is
commercially successful by how much it gets picked up. s
there buzz around it? Are people travelling to see it? | never
try to convince anyone of anything. | don’t have the stomach
for it. But it’s a small enough world that if a piece is good,
word will get out. One thing composers can do to help
themselves is make sure the individual parts work well and
everything is as clear as possible for the musicians. This is
one of the few things you can control.

In terms of my own composing, success is communicating
with an audience. | want them to be engaged throughout
and feel the emotions in the music. | can usually tell if I've
achieved this by how an audience reacts during and after




Anna Jablonski as Mae the Waitress with members of the Pittsburgh Opera chorus in Pittsburgh Opera’s 2008 production of
The Grapes of Wrath (Ricky lan Gordon/Michael Korie). Photo by David Bachman.

a performance. Body language tells a lot. Are they looking
at the stage? Are they looking at the floor? There’s a lot

of pulling and tugging, ups and downs, soft and loud, but
everything has to be engaging. | want to hear collective gasps
and cries. It’s a very careful balancing act and | don’t know

if you ever perfect it. But when you reach it, it is incredibly
rewarding.

Success to me means having opportunities to see my work
performed, and making work which | feel tells the truth and
which hopefully pushes the envelope. | guess my definition of
success varies depending on whether I’'m writing an opera
libretto or a musical. In musicals, a sustained run can reach

a wider audience and lead to multiple productions.That’s
one kind of success — a work gets done, known and makes
an impact. In opera, the performances come few and far
between. Each time has to count and make some kind of a
big noise in its initial production, or there won’t be a second
time. That’s the end of that opera.

Some of what | think of as successes are personal. They
occur in small moments. At a performance of The Grapes of
Wrath at Minnesota Opera, a gentleman sought me out after
the show. He identified himself as a conservative Republican
opera fan.The opera had made him reconsider the debate
over illegal immigrants. He said that he now realized today’s

illegal immigrants are just like the Joad family — looking for
a way to feed their families. That felt like a success to me
— a connection had been made with an audience member
through art in a way that created empathy where it hadn’t
been before. Another satisfying experience was during
Harvey Milk at Houston Grand Opera. At the opening,
conservative patrons and oil tycoons were sitting side by
side with drag queens wearing three-foot tall wigs. An entire
block of seats had been given to AIDS hospice patients. The
audience couldn’t have been more disparate or suspicious
of each other, yet over the course of the performance they
became united.To me, that felt like a unique and memorable
success.

Opera companies judge success by different criteria than
artists do.They have to raise money to keep their companies
afloat. When a new opera is awarded with big grants, big
donations, big headlines — that’s success to them. Artists
need to keep their own perspectives.You can’t put my
feelings about watching a new work onto a grant application,
or quote them in a season brochure like a review. But those
are the experiences which keep me going, not blinking dollar
signs or blazing quotes.

| don’t consider anything finished, ever. | don’t stamp it
with a date and write, “Done.” Look at Porgy and Bess. New
generations keep finding new ways to interpret and find
validity in that work.You may like the interpretation or you
may not, but the fact that it’s still speaking to audiences
makes it a success. Each work adds to a shared culture and
has an invisible impact that you can’t immediately judge.
Worry about the next piece, | say. Time will tell.
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David Adam Moore in Beth Morrison Projects's production of Soldier Songs (David T. Little). Photo by Jill Steinberg.

DAVIDT.LITTLE

| think there are two sides to the question of success in
opera — how do the composer and creative team feel
about the work, and what is critical response? With Soldier
Songs, | didn’t know how it was going to be received. |

was writing on instinct and remember being very nervous
during the premiere. | sat through the performances trying
to experience it as both the composer and an audience
member. Depending on how | felt at any given moment I'd
think, “Oh, that worked!” or “Oh, | guess that didn’t work
the way | wanted it to.”

Successfully executing what | set out to execute is a
complex beast. While writing | think about all the aspects of
opera — the speech rhythm, the lighting, the stage, etc. 'm
setting text, I'm imagining a scenario — how the characters
would speak, what the timing and impact will be. How long
will it take a character to get from sitting at the kitchen
table to the back of the house on a stage | haven’t seen yet?

The rehearsal process is crucial to the success of a piece.
I've written two operas with Royce Vavrek and he and | are
often on the same wavelength as to what'’s working and
what’s not as a piece develops. He’ll hand me a finished
libretto and once | start writing, everything is up to
continued evolution.

spring 2012
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So much of the success of the piece has to do with the
development process. In opera, much more than other
genres, there is a lot of back and forth, beginning with the
composer and librettist, and continuing with the stage
director, the producer, the singers and many others — there
are a lot of proverbial cooks in the kitchen, and a great

deal depends on productive and collaborative relationships.
Getting a libretto that the librettist is happy with and that

is also workable for the composer is important, but it must
also satisfy the other parties, which can be quite difficult.

For me personally, to write successful music, | need a story
that feels real to me and that | can tell while being myself
musically. Characters who come to life have to come from
a true place as | personally feel it for the music to work. If
| can’t get the feelings and timings across that | feel, then
it’s not successful to me personally, irrespective of the way
other people respond to it.

The premiere is of course very important, but what comes
next is probably even more important, as most operas
continue to develop dramatically for the better over
subsequent performances. ¥

Learn more about these artists’ works at OPERA America’s North
American Works Directory, found at operaamerica.org.
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The ATA Carnet Specialists.

“I'd been working hard planning our international tour, and | was at the point where questions were arising that | couldn’t answer.

Details about foreign import duties and taxes on our tour equipment needed explaining. Customs requirements, staying within
budget, and avoiding delays were concerning me. So | called Corporation for International Business and asked what they could
do for me. An ATA Carnet Specialist said “When you use a camet to clear your equipment through Customs, both foreign and
domestic, you'll avoid paying import duties and taxes. Traveling in and out of the countries on your tour is easier and quicker
with a carnet. Our Specialists are trained and qualified to guide you every step of the way.” He emphasized that he would advise
me on each aspect of using a carnet for our international tour. I'd found experts to answer my questions and explain the process!
This was exactly what | needed to finalize our

tour plans. Now that | understand how easy boomerang

using an ATA Carnet is... I'm already planning

our next tour.” {relght Contact us:

Use the benefits of an ATA Carnet to promote solutions (800) 282‘29_00
international rentals. Corporation for International Business boomerangfrelght.com
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2012 NATIONAL OPERA TRUSTEE
RECOGNITION AWARDS

PERA America is pleased to announce the
Orecipients of the 2012 National Opera Trustee

Recognition Award, a program made possible by
the generous support of Bank of America.

In its fifth year, this award honors the trustees of U.S.

opera companies for exemplary leadership, generosity and
audience-building efforts on behalf of their respective opera
companies.

The recipients of the 2012 National Opera Trustee
Recognition Award are Elizabeth M. Eveillard of The
Glimmerglass Festival (Cooperstown, NY), Joseph and
Judy Liff Barker of Nashville Opera, Susan F. Morris
of The Santa Fe Opera, William C. Morris of The
Metropolitan Opera and Dr. George R. White of Opera
Theater of Pittsburgh. Dr. White, who passed away on
January 14, 2012, was honored posthumously.

Each year, OPERA America member companies are invited
to nominate one of their trustees for this award. Honorees
from each of the four OPERA America budget levels are
chosen by an adjudication committee through a competitive
selection process. Recognizing their combined monumental
contributions to two of the country’s largest opera
companies, both Susan F. and William C. Morris, husband
and wife, are being honored in the level one budget category.

42

Susan F. Morris, Frayda Lindemann, Elizabeth M. Eveillard, William C. Morris, Peter George,

L

Zachary Liff and Jonathan Eaton. Photo by Jon Simon.

OPERA America paid tribute to these 2012 honorees and
celebrated their remarkable achievements at a dinner and
reception on Friday, February 24, 2012 in New York City.
The evening’s entertainment included excerpts from Silent
Night (Kevin Puts/Mark Campbell), sung by Troy Cook and
Karin Wolverton and accompanied by the composer; and
classic arias performed by members of the Metropolitan
Opera Lindemann Young Artist Development Program
(Wallis Giunta and Alexander Lewis, accompanied by
Natalia Katyukova).

The February weekend offered an opportunity for OPERA
America Ambassador Circle and National Trustee Forum
members to celebrate their passion for opera and the
dedication they have shown to the field. The weekend
itinerary included Metropolitan Opera performances of
Aida and Madama Butterfly, pre-performance dinners at
renowned New York restaurants, a visit to the Neue Galerie,
and a closing reception hosted by William and Susan Morris,
in addition to the dinner celebrating the recipients of the
National Opera Trustee Recognition Award.

OPERA America is committed to recognizing strong
trustee leaders, acknowledging the pivotal role they play
in the success of opera companies and the vitality of the
communities they serve. By celebrating the dedication of
board members at the national level, the National Opera
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Trustee Recognition Program seeks to inspire and celebrate
exemplary service to opera companies and to strengthen the
relationships between opera companies and their trustees
nationwide.

“We are delighted to be joined by Bank of America in
celebrating the significant, enduring contributions of

these devoted trustees on a national scale,” stated Marc A.
Scorca, president/CEO of OPERA America. “The National
Opera Trustee Recognition Award affords the entire opera
community with the opportunity to salute and learn from
those who have been so generous in their passion for the art
form, vision and support of their opera companies.”

These honorees represent a significant range of
accomplishments, generosity and a deep commitment to
promoting opera in their communities.

Elizabeth M. Eveillard, The Glimmerglass Festival
(Cooperstown, NY)

Over the past decade, Betty Eveillard has devoted herself

to the successful governance of The Glimmerglass Festival.
Mrs. Eveillard brought to Glimmerglass extensive experience
as a member of corporate and college boards, as well as the
background of her 30-year professional career in investment
banking. Throughout her tenure, she has been the voice of
balance and sensitivity that has encouraged Glimmerglass

to remain true to its artistic mission, while considering

fresh ideas that respond to the financial climate, changes

in audience behavior and opportunities brought forth by

new artistic and general directors. Mrs. Eveillard and her
husband, Jean-Marie, understand the important philanthropic
role of a board officer, contributing to the annual sponsorship
of a production in addition to providing generous personal
encouragement to the talented artists involved. Mrs.
Eveillard has also consistently served on committees for

the company’s annual fundraising galas in New York City.
Her warmth, hard work and personal enjoyment at these
events are exemplary of her overarching generosity, spirit
and love for Glimmerglass. Glimmerglass Vice Chair
Patricia Kavanagh credits Mrs. Eveillard with inspiring
model stewardship of the organization: “Everything Betty
has done for Glimmerglass flows from her love of opera and
specifically this organization. It has formed her leadership of
the board and widened our circle of enthusiastic supporters.
It’s catching.” Mrs. Eveillard is a graduate of Smith College
and Harvard Business School.

Joseph and Judy Liff Barker, Nashville Opera

Joseph and Judy Liff Barker are passionate about Nashville
Opera and believe that Nashville, like so many other great
cities, deserves a great opera company. The Liff Barker
family has been involved with Nashville Opera for over

20 years. Starting first as donors, then subscribers, and
finally taking on a board leadership role that led to making
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a transformational gift that not only gave Nashville Opera

a permanent home, but also an earned income stream in

the form of the Noah Liff Opera Center. In addition to their
generous lead gift for the campaign, the Liff Barkers have
worked tirelessly to promote Nashville Opera within the
community and to raise financial support for Nashville Opera
from other prominent leaders in Middle Tennessee. For the
last seven years, they have been and continue to be among
the largest individual contributors to the company’s annual
fund each year, because they recognize the need for both
capital and annual operating support. In 2009, when the
recession caused other donors to extend their pledge payment
schedules, the Liff Barker family accelerated their capital
gift payment schedule to assist Nashville Opera in making
term loan payments. Nashville Opera would not be where

it is today without Joseph and Judy Liff Barker — their
vision, generosity and commitment. The Liff Barker family
continues to leave a legacy for opera in Nashville through
both the Noah Liff Opera Center and their generous support
of Nashville Opera’s productions and programs.

Susan F. Morris, The Santa Fe Opera

Susan F. Morris attended her first Santa Fe Opera
performance as part of the Gala Opening Celebration

for the company’s 40" season in 1996. As a token of her
admiration for the company’s founder and general director,
Mrs. Morris and her husband established the John Crosby
Production Endowment Fund, which helps to underwrite
one production each season. She became a member of the
board of directors of The Santa Fe Opera in 1999 and was
later elected vice president in 2001 and president in 2003,
serving until 2011. During that time she chaired the Building
a Sound Future Campaign, providing the single largest gift
to the $30 million multi-year campaign to improve rehearsal
and patron facilities. Mrs. Morris was a hands-on president,
bringing to the opera her extensive experience from the
board of trustees of her alma mater, the Masters School,

and providing advice and support to Richard Gaddes, the
company’s second general director. She spearheaded the
search for the company’s third general director, identifying
and then recruiting Charles MacKay for the position. In her
leadership capacity, she participated in the strategic planning
process undertaken by the board of directors in concert with
Mr. MacKay. Mrs. Morris has advocated for the company
with the Mayor and City Council and also walked the halls
of the state capitol to campaign on behalf of The Santa Fe
Opera with state legislators. “The Morris’s contributions to
opera are immeasurable, and a lasting legacy to their passion
and commitment to the art form,” observed Mr. MacKay.

William C. Morris, The Metropolitan Opera

William C. Morris, the current chairman of the Metropolitan
Opera’s Executive Committee, recently completed eight
years of exemplary service as the company’s president and
chief executive officer, a period of extraordinary artistic
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achievement and unparalleled fundraising success. Mr.
Morris’s association with the Met began in 1995, and

since that time, his board roles have included advisory
director, managing director and president and CEO. He

has made remarkably generous unrestricted operating gifts
each fiscal year, in addition to participating at the highest
possible level in Met galas and special events. On top of his
unrestricted gifts, Mr. Morris also underwrote a number of
new productions and other special projects. Perhaps most
importantly, he oversaw the long-range planning process
that resulted in a $470 million Campaign for the Met, of
which $320 million has been raised to date and to which he
contributed generously. As a strong advocate for audience
development, he has been a particularly keen supporter of
General Manager Peter Gelb’s “Live in HD” program. Mr.
Morris has also demonstrated his commitment to engaging
new audiences through his support of the Agnes Varis and
Karl Leichtman Rush Tickets program. He also contributed
extra gifts to expand the Rush Tickets program to include
weekend performances. Today, the Met’s board is stronger,
better informed, and more engaged than ever before, thanks
to Mr. Morris’s stewardship. He has helped the Met assume
a leadership role in the larger cultural community with his
financial acumen and bold support of the art form of opera.

Dr. George R. White, Opera Theater of Pittsburgh

Dr. George R. White, former Opera Theater of Pittsburgh
board president and generous friend, had a deep and

abiding love for opera and boundless energy in sharing his
enthusiasm for the discipline with others. Thanks to his
unyielding efforts and philanthropy, Pittsburgh was able to
build up a great capacity for producing opera at much higher
quality levels than would have been possible in his absence.
His visionary leadership was a primary force in Opera
Theater’s recent transformation into a summer festival.

Dr. White viewed his greatest achievement as pursuing the
vision and securing the funding for “The Pittsburgh Ring,”
Opera Theater’s production of Wagner’s complete Ring
Cycle in the Jonathan Dove orchestration. Five years ago, Dr.
White placed his reputation and financial support on the line
to encourage Opera Theater and Pittsburgh Opera to establish
an innovative collaboration. This resulted in a marketing and
co-production partnership with Pittsburgh Opera to bring
new and inventive productions to the Pittsburgh area. Dr.
White encouraged Opera Theater to think more expansively
about diversity in both casting and repertoire selection. As

a result, Opera Theater produced an extraordinary series of
operas that addressed the African-American experience in
the U.S. and appealed to the African-American community.
Over the last several years, Dr. White encouraged Opera
Theater to assemble cost-effective productions of both new
and canonical works to encourage the company to ensure
that opera will be relevant and economically viable in the
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21% century. Dr. White was a champion for the art form,
raised the artistic quality of the art form, and provided more
opportunities for music lovers in Pittsburgh to enjoy opera.

The National Opera Trustee Recognition program is chaired
by OPERA America Vice Chairman and Chairman-Elect
Frayda B. Lindemann (New York, NY); committee members
include Elizabeth M. Eveillard* (New York, NY), Fred Good
(Cincinnati, OH), Ruth Orth (Pensacola, FL) and Fillmore
Wood (Corona del Mar, CA).

OPERA America’s commitment to recognizing excellence
in governance is shared by its sister organization
Opera.ca, the Canadian national association for opera.
Opera.ca honors Peter George of Manitoba Opera as
the 2011-2012 recipient of its National Opera Directors
Recognition Program. &

PREVIOUS NATIONAL OPERA TRUSTEE
RECOGNITION PROGRAM RECIPIENTS:

2008
Jane A. Robinson, Florida Grand Opera
Sally S. Levy, Opera Theatre of Saint Louis
G. Whitney Smith, Fort Worth Opera
Betty W. Healey, Opera Birmingham

2009
James T. Cody, Jr., The Dallas Opera
Beth Ingram, Lyric Opera of Kansas City
Richard Holland, Opera Omaha

C. Guy Rudisill, ITI, Piedmont Opera

2010
Marc I. Stern, Los Angeles Opera
Jeffrey A. Evershed, Portland Opera
Fred and Eve Simon, Opera Omaha
Benjamin Keaton, Long Leaf Opera Company

2011
Lynn Wyatt, Houston Grand Opera
Eleanor “Ellie” Caulkins, Opera Colorado
Jackie Lockwood, Dayton Opera
John I. (Jack) Riddle, PORTopera

* Note: As both a committee member and a nominee, Betty
Eveillard did not participate in the discussion and selection
of the recipient of the National Opera Trustee Recognition
Award in her budget level.
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ifty years ago this April, I began my opera career at

Glyndebourne. During all these years in the business,
I have been somewhat associated with the new — albeit in
a way that some would regard as conservative rather than
radical, evolutionary rather than revolutionary.

This newness has been across the board. I have devoted my
career to finding new singers, new conductors, new directors,
new approaches to production and, of course, to new work;
but NOT to really new ways of doing things. On the contrary,
I have tried to protect my companies from the invasiveness
of the corner cutters, and have attempted to preserve the
methods developed by the artistic fathers of Glyndebourne,
Fritz Busch and Carl Ebert. After all, here in Chicago is also
one of America’s finest opera companies, less than a mile
away, doing work to the highest standards. We would not
wish to compare unfavorably with them although we are

a much smaller operation. So we stay, on the whole, with
methods that have stood the test of time.

In that first season at Glyndebourne, 1962, there was much
that was new. Raymond Leppard’s “new” edition and
realization of Poppea saw the light of day and was a game
changer. A new Italian soprano, Mirella Freni, sang her

first Susanna and first Adina. Carl Ebert directed a new
production of Pelléas et Mélisande. That was a new experience
for all. And I was the new boy on the block — never thinking
that I would remain there for almost three decades and end

up as the boss in October 1981, 19 years later.

During those Glyndebourne years I also served as artistic
director of the Wexford Festival for seven years, from the
tender age of 25. And as always, everything in Wexford

— from their perspective — was new. Rossini’s Otello and
Lequivoco stravagante, Bizet’s La Jolie Fille de Perth and the
first production Ireland of a Janacek opera, Katya Kabanova,
directed by a new young director, David Pountney.

But let us concentrate on really new work for a moment.
During my career I have been involved with the world
premieres of a handful of works only. At Glyndebourne there
was Nicholas Maw’s The Rising of the Moon, Nigel Osborne’s
The Electrification of the Soviet Union and Michael Tippett’s
New Year. In Canada there was Harry Somers’s Mario and the
Musician, and here in Chicago nothing! The nearest we got
to that was my getting the ready agreement of John Adams to
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WHAT IS NEwW?

By BriaN DiIcKIE

conduct for Chicago Opera Theater (COT) his new opera, A
Flowering Tree, at lunch the day after the world premiere in
Vienna in November 2006.

But that does not mean that we did not pursue innovation
and “newness” during my 13 years here at COT. In addition
to Flowering Tree, we brought John Adams’s Nixon in China
to Chicago for the first time in 2006. But before that we

set the tone opening the 2000-2001 season with a new
production by a new director of a very old opera indeed,
Monteverdi’s Orfeo. This Diane Paulus production, led
musically by Jane Glover, provided the kind of fresh approach
commonly encountered in the theater but rarely in American
opera houses. And when something really radical appears
the conservative element of the traditional opera audience
protests!

In the case of Orfeo, Paulus was brilliantly successful in
making the ancient characters in this early opera flesh

and blood. And this set COT on course for the series

of innovative approaches to the Monteverdi canon
(Lincoronazione di Poppea in 2004 and Il ritorno d’Ulisse in
patria in 2007). And it spawned three brilliant productions
by the Paulus/Glover team of the Mozart/da Ponte operas.
Moreover it persuaded me that our audience was ready for
anything, and excited by the approach we were taking. The
only setback was the production of Don Giovanni, which was
considered to have too much sex. Well, that is what the opera
is driven by to a great extent, but perhaps it was too graphic!

Much of one’s responsibility as general director of an opera
company should be about “curatorship.” Of course the
obligation to manage a team and raise money is there as
well. But that is of no useful purpose unless the work is
relevant and important and excellent.

In addition to the Mozart survey we have undertaken here
(which also included Entfiihrung and La clemenza di Tito),
we have explored the works of Benjamin Britten. This
included introducing Death in Venice, Owen Wingrave and
A Midsummer Nights Dream to the Chicago public. We
added Noye’s Fludde, The Rape of Lucretia and The Turn

of the Screw to provide Chicago, given that Peter Grimes
and Billy Budd have been seen at Lyric, with an almost
complete panorama of the works of the 20* century’s finest
and most widely performed opera composers. Only Paul
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Bunyan, Gloriana and the church
operas are missing — something
for my successor to put right!

Furthermore, our about to be
completed triptych of Medea
operas, Cavalli’s Giasone, Marc-
Antoine Charpentier’s Médée
and Handel’s Teseo, has been

a curatorial task of great value
for the many members of our
audience who have an extended
interest in opera. So we are not
here for entertainment alone; we
have a quasi-scholarly function
as well, as do all important arts
organizations.

Of course the most obviously
innovative thing we did at COT
was to partner with MIT and ART,
and the Futurum Foundation in
Monaco, in the development and
performance of Tod Machover’s
Death and the Powers. The

opera and its production was
developed by MIT’s Opera of

the Future group — maybe too
grandiose and ambitious a title,
but undoubtedly this was, and is,
unlike anything attempted before
in terms of its subject matter and
use of technology. Machover is

an inspirational character, as well
as an innovative creator of truly
wonderful lyrical expressive music
of real humanity.

Marrying the avant-garde with the
eternal values of communication
of emotion through music was a
rare if not singular achievement
of Machover and his team. We were privileged to have been
junior partners in this project for much of its development
period. And it proved to be the climax and final production
of a partnership with Diane Paulus that has been so
important to me and to COT for the last 12 years.

So what else is new? And is newness always a virtue? And is it
always a fact?

Often we find that if a production, of whatever ancient

vintage, comes to a city for the first time it is called “new”
— this of course is nonsense. I remember when Lamberto
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Jason Griffin as Puck in Chicago Opera Theater's 2005 production of Britten's A Midsummer Night's Dream.
Photo by Liz Lauren.

Gardelli came to Glyndebourne as a new discovery in 1964
he was described in the press as “the brilliant young Italian.”
He was 48!

So I guess it’s all relative and subjective. Take your context,

take your personal perspective — one man’s “new” may be
another man’s “old hat™! (s

After 13 years, Brian Dickie is leaving as general director of
Chicago Opera Theater on August 31, 2012.
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f you build it, will they come? Any opera production
requires the commitment of significant staff, rehearsal
and financial resources, and in the case of a new work,
the investment is often even greater. While the excitement
around a new work may be high within a company, as
the performances approach, the question looms: Will the
audience attend?

When viewing new works, audiences may be presented with a
variety of unfamiliar musical styles, performance techniques
or stories. Yes, new experiences are often exciting, but they
can also be intimidating and, at times, uncomfortable.
Regular operagoers enjoy La traviata because they recognize
favorite melodies, appreciate virtuosic performance
techniques and can easily follow the familiar story. With a
new work, opera aficionados are confronted with unknown
music, new singing styles or original storylines — at times all
three at once! For audience members uncertain about new
works, opportunities to learn about the work in advance of
the performance can be a tremendous benefit.

OPERA America has awarded nearly $11 million to

assist companies with the expenses associated with the
creation and development of new works. The Opera Fund,

a permanent endowment established in 2002, awards
Repertoire Development and Audience Development grants
in alternating years.

Audience Development grants exist to support community
engagement activities undertaken in conjunction with the
creation and/or production of a new or existing American
work. Companies may apply for a design grant, which

covers some of the costs associated with planning audience
development activities; or a project grant, which underwrites
some of the cost of implementing specific activities or events.

This year, 16 grants were given in the Audience Development
category, allowing producers to implement activities that
deepen current audiences’ understanding and appreciation
of new and existing American works. The final selection

of awarded projects was made by a panel of five opera and
community engagement experts including Andrea Allen,
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director of education at Seattle Repertory Theatre; Cori
Ellison, artistic director at Opera Company of the Highlands
and dramaturg; Jeanette Honig Grafman, director of
orchestra operations and educational outreach at Chamber
Orchestra of Philadelphia; Susanne Mentzer, mezzo-soprano;
and Stewart Wallace, composer.

This year’s Opera Fund recipients are:

The award supports two lecture programs, which include
live performances of Musto’s work: Signature Series: An
Afternoon with John Musto, presented at the Museum of Fine
Arts, Boston, coordinated by Artistic Advisor John Conklin;
and Opera Night at the Boston Public Library. The composer
will attend both events and discuss the work’s creation and
themes of the opera.

In celebration of the 25" anniversary of the world premiere,
The Dallas Opera will present a new production of Argento’s
The Aspern Papers in April 2013. Many activities have been
planned to explore themes and elements of the opera,
including a free film screening, Italian food and wine

tasting, an event about the cultivation of cutting flowers in
collaboration with the Dallas Arboretum, a book club for The
Aspern Papers novella, as well as panel discussions.

Eugene Opera is partnering with several local organizations,
such as the Confucius Institute and Jordan Schnitzer
Museum of Art, to present educational events exploring

the historical content of the opera’s plot, as well as the
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performance history of the work. Additionally, the company
will place Quick Response (QR) codes on billboards, which
unlock a 10 percent discount on tickets, and send an original
DVD, featuring information about Eugene Opera, Nixon in
China and related educational events, to non-operagoers in
zip codes of the highest number of regular opera attendees.

Partnering with the Modern Museum of Fort Worth, Fort
Worth Opera will present an “Overture” event with Jake
Heggie, who will describe the creation of the work, as

well as its journey from premiere to various subsequent
productions. Furthermore, the company will host live-
streamed conversations with the composer and artists during
the rehearsal period.

Part of the four-year “East + West” initiative at Houston
Grand Opera, Bricklayer is a new chamber opera that

will incorporate Western and Iranian musical styles. In
conjunction with the production, the company has planned a
series of storytelling workshops, presentations about Persian
artistic and historical culture to precede each performance, as
well as a recording with KUHF — Houston Public Radio for
broadcast via radio and online streaming.

Nashville is presenting this work as part of their new
“Nashville Opera @ Series,” which features four operas
presented in four different venues. To engage audiences, the
company will present a film screening and develop various
web-based resources including an online study guide,
YouTube and podcast series to discuss the themes and subject
matter of The Difficulty of Crossing a Field.

With the goal of creating a young professionals group, North
Carolina Opera will present a series of events in partnership
with the Contemporary Art Museum of Raleigh and the
Raleigh Downtown Alliance. At these events, which highlight
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music and themes from Glass’s work, the company will
distribute handbills with Quick Response (QR) codes that
access a social media space and special ticket offers.

Opera Colorado will present an Amazon Festival in
coordination with its upcoming production of Florencia en

el Amazonas. The festival will include events that highlight
dance, food, film, literature, fine art and artifacts of Hispanic/
Latino/Spanish speaking cultures.

Opera Company of Philadelphia will present a series of
events for the public to engage with the creators of Dark
Sisters. Activities will include an interactive video conference
with Nico Muhly, in which he will discuss the creation of
Dark Sisters and his individual career as a composer, a writing
seminar with Stephen Karam on his approach to creating the
libretto and a moderated discussion with both Muhly and
Karam accompanied by performances of selected excerpts.

Opera Theater of Pittsburgh will commission a series of five
chamber operas, each 10-20 minutes in length, all of which
will be set in the same hotel room on subsequent nights. The
works will first be presented individually, each following a
mainstage performance. Later in the festival season they will
be performed in sequence as a full evening. In conjunction
with these new works, the company will present public
performances and interviews with the creative teams, as well
as a dedicated website.

Opera Theatre of Saint Louis has created a Blanchard Opera
Steering committee to make meaningful connections on the
company’s behalf with organizations and individuals in the
African-American community in St. Louis. Specific activities
include artist residencies with the African-American soprano
Kendall Gladen and composer Terence Blanchard serving

as community ambassadors. Additionally, the company will
create a documentary of Gladen’s life, career and work as a
community ambassador in St. Louis.
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Piedmont Opera

The Crucible

by Dr. Robert Ward and Bernard Stambler

$10,000

To honor Dr. Robert Ward and celebrate the established
partnership between Piedmont Opera and the University of
North Carolina School of the Arts, the company is presenting
The Crucible. In coordination with the work, the company
has planned an event that compares performances from the
play with corresponding scenes from the opera, a roundtable
discussion with Ward and a study guide for students at local
high schools who will perform the full-length play in the

coming year.

Portland Opera

Galileo Galilei

by Phillip Glass and Mary Zimmerman

$15,000

Portland Opera will present an outreach tour of Galileo
Galiei in Eugene, OR, lectures with artists in collaboration
with the Portland Art Museum and the Portland Institute for
Contemporary Art, a planetarium program on Galileo’s life
and work with the Oregon Museum of Science and Industry,
as well as a film screening with the Northwest Film Center.

Tulsa Opera

Dead Man Walking

by Jake Heggie and Terrence McNally

$14,000

In collaboration with the Living Arts of Tulsa, Tulsa Opera
will present “Crime and Punishment,” an exhibition in
support of Dead Man Walking. Additionally, the company
will partner with the University of Tulsa College of Law to
co-sponsor a public event featuring Sister Helen Prejean. The
company will also present a series of lectures with composer
Jake Heggie.

Virginia Opera

Orphée

by Phillip Glass

$15,000

In conjunction with the company’s first production of a work
by Phillip Glass, Virginia Opera will present “An Evening
with Glass” with the Chrysler Museum of the Arts, which
will feature the composer’s work and highlight the upcoming
production of Orphée. Furthermore, the company is planning
“An Evening of Iconic Storytelling” with the Naro Theatre in
Norfolk, as well as film screenings with the Byrd Theatre and
discussions with area universities. .-
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Corresponding with Carlos:

A Biography of Carlos Kleiber
Charles Barber

Scarecrow Press

ISBN13: 9780810881433

Because of his well-known aversion to
publicity, many came to regard Carlos
Kleiber (1930-2004) as reclusive and
remote, bordering on unapproachable.
But in 1989, a conducting student at
Stanford University wrote him a letter
and an unusual thing occurred: the
world-renowned conductor replied.
And so began a 15-year correspondence,
study and friendship by mail. Drawing
heavily on this decade-and-a-half
exchange, Charles Barber offers insights
into how Kleiber worked based on their
long and detailed correspondence. This
biography considers Kleiber’s singular
aesthetic, his playful and often erudite
sense of humor, his reputation for
perfectionism, his much-studied baton
technique, and the concert and opera
performances he conducted. Charles
Barber is artistic director of City Opera
Vancouver and the author of Lost in

the Stars: The Forgotten Musical Life of
Alexander Siloti.

Melodramatic Voices:
Understanding Music Drama
Sarah Hibberd, Ed.

Ashgate Publishing Ltd.
ISBN13: 9781409400820

The genre of mélodrame a grand spectacle
that emerged in the boulevard theaters
of Paris in the 1790s — and which was
quickly exported abroad — expressed
the moral struggle between good and
evil through a drama of heightened
emotions. Physical gesture, mise en

scéne and music were as important in
communicating meaning and passion
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RECENTLY PUBLISHED

as spoken dialogue. The premise of

this volume is that the melodramatic
aesthetic is central to our understanding
of 19"-century music-drama, broadly
defined as spoken plays with music,
operas and other hybrid genres that
combine music with text and/or image.
This relationship is examined closely,
and its evolution in the 20" century in
selected operas, musicals and films is
understood as an extension of this 19™-
century aesthetic. The book develops the
understanding of opera in the context
of melodrama’s broader influence on
musical culture during the 19 and 20™
centuries, and is designed to appeal to
those interested in film studies, drama,
theater and modern languages, as well as
music and opera.

Singer and Actor: Acting Technique
and the Operatic Performer

Alan E. Hicks

Amadeus Press

ISBN13: 9781574672015

Current market forces in the performing
arts, such as aging audiences, electronic
media and HD broadcasts, have changed
the operatic landscape. Young opera
singers entering the workforce find
themselves navigating difficult and
highly competitive waters. Previously
ignored skill sets become assets — and,
in many cases, requirements — in
casting. This volume demystifies
theatrical acting technique stemming
from Stanislavsky’s Method of Physical
Action and provides singers at all levels
a roadmap with which to complete
character preparation, using a clear and
organized progression based on the
work of Franchelle S. Dorn, as well as
exercises and examples (recitatives, arias
and ensembles). Singers are given the

By ALExA B. ANTOPOL

necessary tools to prepare auditions and
inhabit a character from rehearsal to
final performance.

John Adams’s Nixon in China:
Musical Analysis, Historical and
Political Perspectives

Timothy A. Johnson

Ashgate Publishing

ISBN13: 9781409426820

John Adams’s Nixon in China is one

of the most frequently performed
contemporary operas. The opera
captures an important moment in
history and in international relations,
and a close study of it from an
interdisciplinary perspective provides
fresh, compelling insights about the
opera. Timothy A. Johnson illuminates
the opera and enhances listeners’ and
scholars’ appreciation for this landmark
work. This music-analytical guide
presents a detailed, in-depth analysis
of the music tied to historical and
political contexts. Musical metaphors
drawn between harmonies and their
dramatic contexts enrich this approach.
Motivic analysis reveals interweaving
associations between the characters,
based on melodic content. Analysis

of rhythm and meter focuses on
Adams’s frequent use of grouping and
displacement dissonances to propel
the music forward or to illustrate

the libretto. Johnson shows how the
historical depiction in the opera is
accurate, yet enriched by this operatic
adaptation. The language of the opera
is true to its source, but more evocative
than the words spoken in 1972 — due
to Alice Goodmanss poetic libretto. And
the music transcends its repetitive shell
to become a hierarchically-rich and
musically-compelling achievement. (&
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The Crane School of Music, SUNY Potsdam

Domenic J.Pellicciotti
Opera Composition Prize

2013 Call for Scores

The Domenic |, Pelliccictti Opera Compositicn Prize was founded by Dr. Gary C. Jaguay
to honor his life partner Domenic |. Pellicciotti, an ardent fon of cpera. The award seeks
to encouroge and acknowledge the creation of new operatic works that explore, within
a broad range of possible expressions vand representations, themes reloted to tolerance,
inclusion andfor the celebration of diversity within an inclusive community.

$20,000 in Total Prize Money*

Composers/Librettists are invited to submit recently composed operatic works suitable
for performance by college-level singers and instrumentalists. Works which explore issues
relevant to the LGBT community are particularly encouraged.

Eligibility
Submissions of recently composed, original operas which have not received
a professional premiere ore welcome, A selection of two or three works
{either in part or whole) will be performed by the Crane Opera Ensemble
and Orchestra in November of 2014,

Deadline for Submission: March 29, 2013

*The 520,000 prize will be divided among the winning
submissions ot the discretion of the committee,
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OPERA CONFERENCE
REA JUNE 13 - 16, 2012

Connect, engage and learn at the largest gathering of
opera professionals in North America!

Keynote and general sessions with Douglas McLennan, Michael Kaiser, Richard Evans and
Jennifer Higdon

Over two dozen open sessions focusing on opera issues

Receptions and networking events

Opera performances, including Dark Sisters (Opera Company of Philadelphia), Slaying the Dragon
(Center City Opera Theater) and the New Works Sampler

Special sessions on Chamber Opera

Artist Intensive, Seminars and Forums

Register by April 13 for extra savings!

Register four individuals from your organization by April 13 and save 40% off the Early-Bird rate of $495
(S595 for non-members). For members, that’s a savings of $198 per person!

For more information and to register, visit operaamerica.org/conference.




