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My thesis composition, Manifesto on the Ledge, is a thirty-minute long chamber
opera for or soprano, mezzo-soprano and baritone, saxophone, violin, viola, cello,
percussion and electric keyboard. It is the result of collaborating with librettist John Paul
Carillo as well as with the vocalists of Rhymes With Opera, the company who
commissioned the work. Our collaboration led to a novel approach to the creative
process: rather than starting with a story and libretto, we began with music, which served
as inspiration for the text. Ultimately, this approach resulted in a rich collaborative
experience, with a great deal of give and take between composer and librettist. Many
other collaborations were vital to the success of the project, including the work with the
Rhymes with Opera vocalists, performers and leadership. As a result of this experience, |
plan on continuing to work collaboratively in future projects. There will be a full-scale
production of Manifesto on the Ledge in May 20135, presented by the commissioning

organization.
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CHAPTER I

INTRODUCTION

My thesis composition, a thirty-minute long chamber opera titled Manifesto on
the Ledge, is the result of collaborating with librettist John Paul Carillo as well as with
the vocalists of Rhymes With Opera, the company who commissioned the work.
Collaboration is important to me for many reasons. Working with others brings new
viewpoints and ideas to the project and it allows for discoveries stemming from new
processes and feedback from collaborators. Futhermore, the music that inspires me is
often the result of collaboration.

Carillo and I established an unusual process that allowed for the music and text to
be created concurrently, which I believe led to a richer, more interesting result. It allowed
for us to react to what the other had created in a kind of continual feedback loop. We
were both open to input from the other throughout the process, so the music and text
grew together, instead of the text coming first. The following document will briefly cover
my previous collaborations and my lifelong engagement and interest in collaborative art
to create context for this commission and the resulting opera, explain the process the
collaborating with Carillo, and finally, how the input from vocalists effected my edits. It
also contains the final product, the score of Manifesto on the Ledge, presented in full as

Appendix A at the conclusion of this discussion.



CHAPTER II

BRIEF PERSONAL HISTORY OF MUSICAL COLLABORATIONS

Collaborative music was vital to my development as a musician and composer
from early on. I began the saxophone in middle school and was drawn to the big band
music that my grandfather listened to as well as the classical arrangements I practiced for
my lessons. In high school, I started listening to John Coltrane, Miles Davis and Charles
Mingus and my lessons lead me to more contemporary music written specifically for the
saxophone . Because of this, I wasn't exposed to, or really interested in, classical and
romantic composers (i.e. figures you think of when you think of a “composer,” such as
Bach or Beethoven). I listened to avant-garde jazz saxophonist John Zorn, psychedelic
Pink Floyd, and constantly evolving, complex indie-rockers Radiohead: the people who
were between “high” and “low” art, perhaps.

I went to Peabody Conservatory to study saxophone. Being a “classical”
saxophonist at a conservatory was strange to me; the people around me were studying the
past—*‘“conserving” the repertoire from past centuries—a culturally important task to be
sure, but one that did not click with me personally. There is a lot of established repertoire
for the saxophone, but I didn't find much that I was truly excited about. My saxophone
teacher, Gary Louie, was very encouraging of his students to try new things, and was
supportive of my minor lessons in jazz saxophone with Gary Thomas, as well as my

participation in several of the jazz ensembles. While this music was closer to what I
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sought, especially the contemporary repertoire chosen by Michael Formanek for the jazz
orchestra, I found the fast changes of bebop unwieldy to my ears, and the licks we had to
memorize helpful for technicality, but not anything I'd want to use in an actual
performance. Luckily, I found the beginning of my musical self in an unlikely place my
sophmore year—the basement of a house in a part of Baltimore known as “Pig Town,”
for the first rehearsal of a rock trio with an unlikely instrumentation: bass-guitar,
saxophone and drum-set. However, the bass guitarist and composer for this ensemble,
John Paul Carillo, played chords on his bass and wrote songs much longer than the
typical three- and four-minute long tunes of rock bands, and opened up the pieces to
allow me to improvise over his drone-based, modal structures; a sound that I had always
loved through Coltrane's Love Supreme, and composer Terry Riley's music.

The reason this is important is that all the music I love and that shaped me has an
element of interpersonal collaboration: the improvisation of Coltrane within the context
of his ensemble; the real-time communication between the musicians; the work of bands
where the greatness of their music comes not from one individual but what happens when
they work together; composers who were also musicians, coming up with their own
original work for an ensemble that they worked closely with, such as Steve Reich and
Philip Glass. This was the work that inspired me, and being a solo concert saxophonist
was not going to give me the same joy and opportunities that playing in this energetic,

original, hybrid rock-jazz trio. An enduring collaboration ensued as Carillo and I have



been performing as Joy On Fire (with various drummers and additional musicians) for the
past six years.

We started a concurrent project a year later that added amplified string quartet to
the trio and used written scores. This is when I decided I would try to compose
something. I was in a music theory class in which we had to compose “‘style studies,” and
I had enjoyed those assignments. [ began composition lessons with my theory instructor
at Peabody, composer David Smooke, and my first composition was completed a couple
months later. This was one movement in a suite for amplified string quartet, saxophone,
bass-guitar and drum-set. Two of the other movements were composed by Carillo and
another was a collaboration between the two of us, and the whole suite was played
nonstop, without breaks in between, for a complete twenty-five-minute experience. We
composed another suite together in a similar fashion for the new ensemble, Three Red
Crowns and premiered these pieces in November 2010.

While we were looking for musicians to join us for this performance, I got in
touch with Ruby Fulton, a composer and multi-instrumentalist. Fulton was immediately
enthusiastic about the project and this led to a great musical relationship and friendship.
As a composer and violinst, she has helped Carillo and I by coaching the string players
during rehearsals, making sure bowing and expressions are cohesive and correct,
understanding the possible “translation” questions between non-string playing composers

and the string quartet. Domenica Romagni played cello from the start of the ensemble;



Romagni and Fulton have been members of the ensemble from its inception, and this
long-term collaboration and communication has been vital to Three Red Crowns.

Fulton is a co-founder of Rhymes with Opera (RWO), a chamber opera company
based in New York City dedicated to premiering new works every year. Fulton invited
Carillo and I to attend a performance of her opera Ketamyth in 2011, premiered and
staged in a bar in Baltimore. I was impressed by her use of pre-recorded electronics,
grooves, and haunting, repetitive patterns in the voices. And, its presentation in a bar, not
somewhere you would normally encounter opera, enhanced the experience.

Later in 2012, Fulton and fellow RWO-founder George Lam asked me if [ would
be interested in writing a one-minute long piece to be premiered as one of twelve before
the staged performance of David Smooke's Criminal Element. By January 2013, they had
their three vocalists, Elisabeth Halliday, Bonnie Lander and Robert Maril, write up two
page documents about the specifics of their voices to give to the twelve composers. These
detailed not only their full ranges and tessituras, but also where their “breaks” fell in their
vocal range, the color palettes of each range, and samples of repertoire that embody what
they enjoy most as vocalists. Figure 1 contains a sample of Elisabeth Halliday's personal

vocal document.



Range: A3-Dbé

Absolute lowest you vocalize: Absolute highest you vocalize:
A E&

L]

Within complete range of voice, how many subsections, ranges, or voices do you think of?

Describe each of those ranges as specifically as possible:
Low voice — F4 and below

Middle voice — F4 to C25

High voice — C#5 to Bbe

Extension — B& and abowe

In what range do you feel you have the greatest palette of colors available?
Low and high voice

Outside of these ranges how are you more limited in choices?
My middle voice, though the most audible in terms of dichion, is the quietest part of my range and can be obscured by a
forte orchestra

Figure 1. Halliday's Vocal Information Sample.'

After years of collaborating with composers on new works, these vocalists knew
what we needed to know about them before starting these pieces, and the documents were
very useful resources. I had never written for vocalists before and knew very little about
the mechanics behind singing. I had to work to fully understand the difference between
range and tessitura, and once I discovered that the tessitura was too high, I lowered the
entire piece by a perfect fourth, which made the parts more comfortable. Later, I
continued to learn more about singers' vocal ranges and tessituras through the work with
RWO's vocalists.

This was my first time composing using a text, which was a humorous poem
written by a long-time friend of Carillo's, poet Robert Bradley; I found the process

exciting, and different from how I usually work. I sang through the poem a few times,

1 Elisabeth Halliday, January 11, 2013, email message to author.
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improvising different melodies while recording the ideas, until I found the “right” one.
The words seemed to have the melody contained in them, as language is inherently
rhythmic, and once “found,” my task was then to harmonize and embellish it. Working on
it with David Smooke in my lessons, we found a few ways to change up the textures,
which might otherwise have been limited in a piece using only three vocalists and no
accompaniment. For example, some techniques included having one vocalist sing the line
accompanied by “Ah”s in the other two, a rhymthic “sh”ing pattern, and a hocket line—

one line cut up and split between the three voices.

hodker,
m o
i”fj P separared, brearhy PE
- T 1
s1 Ha P r——— e T |
a L L > +
== No - thing pre - pared_—_ me for Lhis.
mp hocka, pp
‘ﬁ I separared_ brearky : :
$2 [Ie—r——F = et T
[ - = .
— No - thing  pre - pared me for this.
J‘J'!IJ Focker,
?— separared, breafy &_ 2P
- T T 1 s 1
I] I ) ] & [ | 4 & | & & F ' F3 1
= : —
N | I
—— No - thing  pre - pared me for this.

Figure 2. Hocket from Nuclear Winter.

I enjoyed working with text, but did not have the opportunity to write for vocalists
the following semester. However, in November, Fulton invited me to submit a proposal
for RWO for their end-of-year review for upcoming commissions. I saw this as a possible
opportunity to collaborate with Carillo in a new way, as he is also a writer of novels,

short stories and screenplays.

2 Robert Bradley, Nuclear Winter. Text used with permission.

7



CHAPTER III

COLLABORATION WITH LIBRETTIST

Beginning work on the opera opened up new opportunities to examine the
collaborative process. We first had to determine what the driving idea behind the text
would be. I wanted to do something vignette-like, not necessarily plot-based or linear. We
both like works in the realm of absurdity, and while I didn't want to attempt some sort of
“Monty Python-meets-opera,” I did want something more light-hearted than a typical,
overly-dramatic opera. Carillo wanted the characters of the three vocalists to be
consistent throughout the piece, tying the vignettes together.

Rhymes With Opera's application posed the following questions:

(1) Please describe your idea (300 words maximum) Tell us more about your idea

for a new piece for RWO.

(2) What is your vision for the audience's experience of your piece? (100 words

maximum). Tell us about what the audience's experience would be like, from

before it begins to after it ends.

(3) Tells a bit about why you're interested in working with RWO. (100 words

maximum) RWO performs small operas in non-traditional venues; as an artist /
composer, why are you interested in RWO?*

3 RWO. Submissions. http://www.rhymeswithopera.org/get-involved/submit-your-work/ (March 15,
2015)



My proposal was the following:

(1) Two movies that have had a great impact on me are Richard Linklater’s
Waking Life and Jim Jarmusch’s Coffee and Cigarettes—while they are about
vastly different subjects, they are both similar in construction as non-narrative and
built with vignettes and delve into dream-logic and the absurd, using simple
conversations as the basis for a larger philosophy. In Linklater’s film, the
protagonist moves through his dreams while encountering different people and
talking to them, or viewing others’ conversations or monologues, all around the
central theme of the importance of dreams’ effect on reality. In Jarmusch’s work, a
collection of short films, each section is a conversation between two or three
people that starts as a diatribe on coffee and cigarettes, but then veers into the
absurd. I am interested in daily interactions and absurdities that come from when
people communicate. But I’'m also interested in the way art can take the feeling of
these everyday conversations and heighten them, removing what’s meaningless
and finding connections that make meaning, finding rhythms within the
vernacular, puns in everyday language, beauty in the absurd, the surreal deal—
that will be the job of the libretto in “Communication Breakdown”.

Author and screenwriter John Paul Carillo and I will collaborate on the text. The
scenes will be vignette-like, each about a different situation or thought, such as a
surrealist word game, or a chess game where a piece has been replaced with a
small windup toy; the characters portrayed by Bonnie, Elisabeth and Robert will
be the connection throughout the whole piece. The music will be for string quartet
and electronics, and use a different underlying pulse for each scene—the rhythm
of life heightened by music.

(2) While the audience is getting settled, a TV will be playing a tape of the RWO
vocalists sitting around a table, with ambient background music. Next to it will be
a table and three chairs. When the opera begins, the first character to come on
stage will turn off the TV and sit. From there, the scenes will go on, all taking
place at this kitchen table. The opera will be entertaining and humorous but also
touch on daily struggles and questions of how to create real meaning and
connections in a society that is often talking at cross-purposes.

(3) RWO brings innovative new works to the music scenes in Baltimore and New
York—they show the general public that “new music” is not stuffy, but exciting
and relatable. Seeing Ruby’s Ketamyth at Liam’s was such a great experience, not
only for the music and staging, but also to see the community rally around such a
work, while enjoying a beer. For David’s nonopera, the work that went into
creating the whole experience—the puppets, the projection, the language—was



inspiring. I would love to have another opportunity to work with the fine company

that is Rhymes With Opera.

We were offered the commission on February 26, 2014, with the following details
from Fulton and Lam:

Duration between 20 - 35 minutes, cannot be longer than 35 minutes.

Piano/vocal score due November 1, 2014

Full score and parts due March 1, 2015

Shows in May, 2015 (details TBD)

Guaranteed payment of $150 with the hope to raise a higher commission fee

through grants*

They also asked if I was interested in writing for their full ensemble, consisting of
saxophone, keyboard, percussion, violin, viola and cello, to which I said I was. The
similarity of Three Red Crowns' instrumentation appealed to me, as did the addition of
electric keyboard. My original plan was to have Carillo complete a libretto by summer
and then to work on the music during the summer—this quickly changed. As Carillo and
I talked about how to get started, he emphasized that he did not want to work in the
traditional way, where the librettist works independently, then hands it off to the
composer to work independently. In fact, he told me that he wanted the opening music
first, to have the mood of that music inspire the text, which was the opposite of what I
was expecting. Throughout the spring, we watched and listened to contemporary operas

together, including Steve Reich's The Cave (1993), Missy Mazzoli's Song from the

Uproar (2012), Philip Glass' Einstein on the Beach (1975) and John Adam's Nixon in

4 Ruby Fulton, February 26, 2014, email message to author.
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China (1987). Carillo cited Glass' Einstein as an example of a successful opera not done
in the typical order, sending me the following quote.
Operas are usually created in this order: libretto, music, stage design. “Einstein”
went: stage design, music, libretto. While waiting for a libretto during the
rehearsal phase, performers sang the numbers 1-8 for rhythmic sections and

solfege syllables (do, re, mi..) for the lyrical ones. This became permanent when
Wilson asked if this was the vocal text, and Glass decided on the spot to respond,

113 295

yes

So I began to record improvised ideas, on the keyboard and saxophone,
attempting to find the opening music. After many attempts, I found a recording of
ambient city sounds, what you would hear on a busy street. Towards the beginning of it,
you could hear someone hammering something, perhaps on a nearby construction site.
Using Audacity, an audio editing application, I increased the speed of the short segment

and looped it, creating this rhythm, transcribed for woodblock and bass drum:

o == = P8 =

Figure 3. Opening Rhythm.

I then used Spear, a spectral analysis program, to analyze what harmonics were
present in the loop, finding B, C#, E, G# and A# to be the most present. I uploaded my

“construction loop” into the digital audio workstation Logic, and began improvising

5 Perry Santanachote. The Method and Madness of ‘Einstein on the Beach’.
http://www.thirteen.org/metrofocus/2012/09/the-method-and-madness-of-einstein-on-the-beach/ (March
20, 2015).
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using those 5 notes over the rhythm. After finding a repeating bass line with those notes, |
began to improvise another, more melodic line. Then came one last decorative, rhythmic

line, and the result was the opening music (Figure 5):
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Figure 4. Prologue, Measures 24-27.

I gave Carillo the recording, and the following day, he gave me the beginning of
his libretto—a prologue that sets the stage in a Greek chorus style, a first draft of Act I,
the opening scene of Act II, as well as sketches for the three characters. He wrote the
words of the prologue fitting them to the rhythm of the melody I sent him. In an

interview, he explained where the opening line came from and how the music inspired it.

12



Bob [Bradley] has that line in a screenplay. There is a wonderful scene in a script
he wrote where an old man is in a hospital bed, and he's rambling absurdly, and in
the old man's ramble there's this line “when the trees walked the earth.” So, 1
loved Bob's script and I loved that line and I told him “I'm going to steal that one
day for song lyrics”—I was thinking more of a rock-and-roll song at that point.
Then when you sent me the opening music, there was an exurberance that
matched Bob's line, if Bob's line is taken out of context. In context, it was a little
different, because of who was speaking it. But just that line and the music, I felt it
matched the exurberance, especially to a particular phrase in the opening music.
So I decided to use that, to steal it for this, and use that as the opening line and
maybe I would change it later, maybe I wouldn't, and we ended up sticking with
it, even though it never comes back but it sets tone poetically.®

J“ (locking up and away)

i I  ——
= =—r—=

[~ 1

4
el
iy

e
| 188
.ﬂ;___

Ronaire

When f(rees walked the earth

Figure 5. First Vocal Line in Manifesto, Measures 76-79.

Bradley's line led to Ronaire's character, a “stay-at-home” philosopher. “Ronaire
has big theories about the grandiose aspects of life, of miracles and the miraculous, and,
as a result, doesn't or cannot recognize the harder realities (work, responsibility)””’.
Opposite Ronaire is his lover, Melinda, who works a desk job that she hates, longing to
rejoin the Navy, misremembering her time there as positive. And finally, the third
character is Melinda's boss who, on the day Melinda decides to go on a personal-strike,

shows up to drag her to work. Melinda's “I'm not going” echos the two note eighth-note

ostinato from the opening music, see Figure 6.

6 Carillo 2015.
7 John Paul Carillo, July 31, 2014, email message to author.
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Figure 6. Act I, Measures 19-23.

Now that I had the text to Act I, I continued to improvise loops that fit with the
various sections, either by singing through the words in a similar process to Nuclear
Winter or improvising into Logic with the keyboard. When this music was completed, |
gave Carillo recordings generated from Finale's playback and we listened through the
Prologue and first Act together. Again, he used the trajectory of the first Act musically
and where it ended up as inspiration for where the text led. I received Act II and the
beginning of Act III from him in early September, along with a note from Carillo: “Act II
opens with a sped up version of the opening music.”

Because of how we were working, with the text and music being completed by
section, he made this musical request in his text. I was unsure if [ wanted to do this
musically, but we talked about it; his reasoning was, along with liking the opening music,
was that bringing it back in this changed form connects the scenes but also differentiated
it—what was once relaxed is now falling apart, unravelling. This along with our mutual
love of repetition and variation in music (i.e. minimalism, ambient, dub) convinced me to
use this as the opening of Act II. In addition to increasing the tempo from “quarter
note=112, Laid-back groove” to “quarter note=140, Frantic,” I varied the phrases by

modulating parts of it up and back a minor third, and used wide dynamic jumps from
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forte to piano and back for short phrases, both variations suggested by my professor,
Mark Engebretson.

One thing Carillo and I discussed was how to approach and set an absurdist text
without creating overtly humourous music. We found that the absurdity of the text
became emphasized when paired with the music, which, in this case, tends toward loop
and groove-based structures along with simple harmonies, melodies and orchestrations.
In addition, Carillo specified certain lines he wanted spoken—often to deliver a joke, or
to break down the scene and reveal the underlying sadness or true anger. For example, in
Figure 7, a musical quote of Dolly Parton's Working 9-to-5 is interrupted by Melinda's

spoken line, to show true anger.

M| Sudden, Dolly Parton’s "Working 9-to-5"
A =104
4 i I I I Spoken, dead anger:
o I ! T I I i L=
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[y
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P T — I — I = ]
Boss || > I f f {
ST 1 1 1 1
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twiangy, Dolly Parton-esque —
N -y L2 T I"- -.ﬁl L. > - = P 199 -'_\-' :I" ™ I ]
Ronaire i e e e i e ot - e e e = {
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Wor-king mine to—  five, what a way to make a I - ving!

Figure 7. Act II, Measures 141-144.

When the opera was completed and sent to RWO in November 2014 in
preparation for the workshop the following February, it was without the true ending, as

the vocalists were not expected to sing at this point. Endings are always the hardest part
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for me to compose, and this being the largest-scale piece I have done in my composition
career thus far, I needed some time to step back and rethink the right way to bring it to a
close. It also gave Carillo and I some time to reflect on what the piece means and how it
grew from and changed the initial proposal. We had eschewed the initial idea of vignette-
like, unconnected scenes; in discussion, we realized that the vignettes of Jarmusch's film
Coffee and Cigarettes actually had individual narratives, despite the overall non-narrative
structure. It was those narratives that created the success of the best scenes, and we
realized that having a narrative did not prevent the piece from being absurdist. We
maintained the primary goal of an opera that is “entertaining and humorous but also
touch[es] on daily struggles and questions of how to create real meaning.” Melinda
struggles with being overworked at a job she hates, and would prefer being in physical
danger over it. The initial proposal was focused on the minor miscommunications and
daily absurdities of life, with a working title of Communication Breakdown. The final
product instead focuses on the accumulation of minor miscommunications that can
happen in relationships; Ronaire isn't sure what Melinda does for a living after being

together for two years, but, he “wrote it down somewhere!” (See Figure 8).

203 Fa —— J‘Il'm:h':.l.sfrr_'.'}' angry — === m== = == =» earaged, Spir our wards
f - 1 e gy = Tt :
: A f ] = — = 1 o - Pt
Melinda = T . —— 2 — B o o o - T T B o — - =l =
¥ T — o1 1 F | T ] I i r | L ——
P | I I | L= | |
We've bocn to - ge-ther for  two yecars and  you dom't know what I do fora L - ving?

L Spoken, fanx-frantic:
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Figure 8. Act I, Measures 203-210.
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CHAPTER IV

WORKSHOP, COLLABORATION WITH VOCALISTS AND REVISION

Rhymes With Opera organized a workshop rehearsal well in advance of the
performances, in order to have a chance for the vocalists to sing through the piece (with
the piano reduction). This gave Carillo and I a chance to hear how it works live and for
them to give us feedback on what worked, what didn't and any general suggestions for
revision. We met at the National Opera Center in New York City, on Sunday, February
22,2015 and recorded the run-through and comments.

Elisabeth Halliday, the soprano singing Melinda, gave a lot of important feedback
—in addition to working with RWO for the past seven years, she has also worked with
composers commissioning pieces for voice and saxophone in her “Emerging Voices”
project in 2011. From those years of experience with composers, she knows what we may
not know or understand about vocal writing, what we need to know, and how to
communicate that. The first major comment she had was about the Boss' part, that it
wasn't quite a soprano role, but wasn't quite a mezzo-soprano role. I had somewhat
intentionally written it that way, since I wanted it to be lower than Melinda's part, but at
the time of writing it, RWO was unsure who the third vocalist would be and what voice
type. Halliday emphasized the need to differentiate the roles range-wise. Once RWO
secured a mezzo-soprano, it made sense in several sections to drop the Boss' line down an

octave. A good example of this is the Boss' “aria” in Act II, “Obelisk.”
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In the first draft, the Boss' music in “Obelisk” was higher, with most of it in the
Ab4-AbS range (and F4 the lowest note). During the reading, it seemed too high, which
took away from the 'seductive/sleazy' feel, but having a soprano sing this was still a
possibility, so we held off on addressing this. Figure 9 shows an excerpt of “Obelisk” in

the original range.
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A few weeks after the workshop, preparation for my degree recital began, part of
which included exerpts of Manifesto with student vocalists at UNCG. Natalie Havens, a
first year Master's student and mezzo-soprano agreed to sing “Obelisk” and during the
first rehearsal, we talked about the range. Parts of it were too high for her and she told me
her range would allow for the whole excerpt to be sung down an octave, which we
decided to go with for this performance.

Shortly after the recital, RWO let me know that mezzo-soprano Megan Thnen
would be singing the role. I got in contact with her immediately to ask her how she would
feel about this octave change, and we had a helpful conversation that allowed me to tailor
this section to her voice. I was hoping I would be able to drop everything an octave, like I
had with Natalie, but didn't know how low her range went, and also, from listening to
clips of her singing, knew she had a different voice type. Ihnen sent me the following
comments via email:

Let me know how these thoughts strike you:

I like opening with the Bb4 because it can cut a lot easier. How would you feel

about me singing "let me tell you about what makes" up the octave and dropping

to the lower octave on "world go round"? I think it gives that line sassy character

(but I wouldn't want to make you feel like that's too saccharine or anything like

that.) Then, yes, please, let's do everything down the octave after that until after

Rehearsal R. It's not that it's too low but I think you'd get a more effective sung

sound in the higher octave from "It's like an obelisk" until the end. I think it's a

nice use of the mezzo range to have that lower sound and then build to the higher
sound over the course of excerpt.®

8 Megan Ihnen, March 27, 2015, email message to author.
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I felt like most of her suggestions would work, so after thinking about it, I asked
her how she felt starting on a Bb4 but then jumping to Bb3 earlier, on “about what makes
my world go round.” T also felt that the “It's like an obelisk™ section could be back up in
the F4-F5 range (mm.185-189) but then, instead of staying up, could move back down for
“worship,” mm.191-195. I wanted to use the changes she suggested, so that it fit her
voice nicely, but also have them fit the mood and narrative shape for this section and was
able to find a solution that worked for both of us. When you know the musicians you are
writing for, especially vocalists, it is important to consider their personal sound and
strengths, and it was enlightening to work with two different vocalists in such a short
period of time on the same excerpt to experience this lesson. Figure 10 shows the entire

“Obelisk” solo sung by the Boss in its final, completed form.
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Manifesto on the Ledge: Act 11
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Figure 10. Revised Act II, Measures 172-195.
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The vocalists of RWO are especially good at a cappella sections—one of the
reasons why they had the twelve signature pieces written for them and specified no
accompaniment—so I wanted to be sure to have a section that highlighted this. In Act I, 1
have the three vocalists singing three different intertwining lines without accompaniment.

An excerpt of the original version can be seen below.

b
£ =

A -
i o - — f - — f - : |
Sop. 1 ... T P T I T = 7 I | . 1
AT ! I | L I ! I | al I ! I 1
3 [ [ [
I'm mnot go - ing! I'm not 20 - ing! I'm not
ﬁ -
g = T 1 T T T 1 T T ]
Sop.2 |- e e :
LAY I | | - I I | | - I 1
Py [ wF
You am late! You are lake!
-F a_ F_- a pl ‘F- -
= I | - | 1 - I 1 - || 1 - ]
Bar, > r— e E— — e — — - — —— ——F
1 | 11 I 1 1 1 | I 1 1 | 1
™ [ [
That's why vou should go to work! That's why you should go  to work! That's why you should

Figure 11. Original Act II, Measures 129-133.

During the workshop, Halliday noted that this could be more complex, as they
often start on the same pitch and had simple rhythms. I originally thought this was
necessary to make the a cappella section work, but they said it could be more complex
harmonically and rhythmically. I was able to create more complexity in this section, both
by changing the rhythms throughout and having a modulation, while maintaining the

original feel of the music, see Figure 12.
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Figure 12. Revised Act II, Measures 137-141.

In addition to these edits, I also made a few minor changes that included octave
changes to aid in clarity of the text (a few soprano words were hard to understand above
the staff), and fixed Melinda's solo introduction to Act I to fit the emotion of the text
better. Also, I was able to compose the end of Act III, which involved working with my

professor Steven Bryant to add a more dramatic climax.
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CHAPTER V

CONCLUSION

As of this writing, the real evidence of the result of this work lies in the future.
Manifesto will be performed May 29-31, 2015 at the HB Playwright Theatre in New York
City. In the weeks prior, there will be ensemble and staging rehearsals, during which time
Carillo and I will get to work with the stage director. We are looking forward to seeing
the completed, staged work, as the acting and staging are as important to expressing the
story as are the music and text.

The process engaged in creating Manifesto has caused me to reflect on the
importance of collaboration in my work, and think about ways to deepen such
collaborative relationships in future work. Working closely with librettist John Paul
Carillo allowed us to create the text and music concurrently, which resulted in a cohesive
expression of our narrative. Despite my original misgivings, we plan on working on
future projects similarly, as composing the opening music first allowed the mood of the
music to directly influence the mood of the text. Feedback from the vocalists was vital to
making edits to this piece, as it allowed me to create parts that worked well for their
individual voices. The workshop was especially useful, as hearing the piece early on
highlighted changes that needed to be made melodically and range-wise. One thing |
would have done differently would be to contact the vocalists sooner, to send drafts of

parts to see how they sound and talk about melodic material prior to the workshop. This
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would have allowed for some of the vocal revisions to take place prior to the workshop.
However, the interactions with the vocalists still allowed for revisions, which I believe
made the piece more successful. It allowed me to better express my own musical vision
using the very personal instruments of these vocalists: their individual voices.

Working closely with vocalists who specialize in new music has opened up a new
world of collaboration to me. UNCG Opera Theatre Director David Holley has
encouraged Carillo and I to apply as a team for National Opera Association's Chamber
Opera Competition in 2016. We also plan on applying to American Opera Project's
Composer and the Voice program, which is a fellowship in New York City that “givel[s]
composers and librettists extensive experience working collaboratively with singers on

writing for the voice and contemporary opera stage.”

Additionally, we plan on exanding
Manifesto to an hour-long piece, and producing a performance of it in Greensboro next
year.

The collaboration involved in creating Manifesto on the Ledge has been
instrumental in expanding my voice as a composer; using a text has pushed my melodic
and harmonic language and working with vocalists has furthered my understanding of
how to write for the voice in a more effective manner. It has reinforced my view on the
importance of collaboration in creating musical works, and furthered my artistic vision. |
previously never imagined writing a large-scale work with text. I now look forward to

continuing my work in the field of new opera as an intergral part of my career in music

composition.

9 AOP. Composers and the Voice. http://www.operaprojects.org/composers_voice.html (March 29, 2015)
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REVISED SCORE OF MANIFESTO ON THE LEDGE
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An American Comic Opera
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Transposed Score

April 2015

Music: Anna Meadors
Text: John Paul Carillo
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Sudden, Dolly Parton's "'Working 9-to-5"
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