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NYSTA Events 2020-2021
Fall Season Opening Event and Reception
Musical Theater Master Class with Jane Seaman
Domingo Hall at National Opera Center, New York City
Sunday, October 25, 2020 2:30-4:30 PM EDT
Jane Seaman

Holiday Event and Reception Josephine Mongiardo
Great Coaches Series Masterclass with Chuck Hudson

Ryu-Kyung Kim

Arias and Action – Auditioning for Opera & Musical Theater
Domingo Hall at National Opera Center, New York City
Sunday, December 6, 2020 6:30-8:30 PM EST

Chuck Hudson

Winter Online Event with Narciso Solero
Turning your Ordinary Studio into an Extraordinary One!
Sunday, February 21, 2021 8:00-10:00 PM EST

Stephen Ng

Spring Event: Teaching Voice Students from East Asia

Narciso Solero

Understanding the Linguistic Challenges & Advantages Unique
to Native Mandarin, Cantonese, Korean and Japanese Speakers
with Ryu-Kyung Kim, Stephen Ng, & Sahoko Sato Timpone
Pearl Studios, New York City
Sunday, May 16, 2021 2:30 PM-4:30 PM EDT
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PRESIDENT’S MESSAGE
NYSTA: Reflections after Twelve Years of Service
This is the last letter of my three-year presidency that began
in June 2017. May 2020 is also my last month of service to the
NYSTA board of directors before I begin a new era, that of
past president. My twelve years of service have included eight
as editor-in-chief of VOICEPrints (2008–2016), five as vice
president (2012–2017), and three as president (2017–2020).
When I first joined NYSTA in 2007, I would not have believed
anyone if they told me that, ten years later, I would become
the organization’s president. As one who is not a resident of
the New York metropolitan area, I am probably the most
unlikely president in history of NYSTA. However, through
several twists of fate, I write to you today, grateful to have
had the opportunity to serve your organization in so many
different ways. In this final editorial, I would like to take the
time to thank the many people whom I have met and worked
with over the course of my twelve years of service to NYSTA.
There have been many changes on the board of directors
over the course these years, and I am grateful to have had the
opportunity to work with so many different, interesting, and
wonderful people. I will start at the very beginning, which is
always a very good place to start.

Matthew Hoch

The summer of 2005 was a significant one for me. I had
just finished my doctoral residency at the New England
Conservatory in Boston; I was about to begin my first full-time
assistant professorship in Wisconsin, and—most important—
I had just gotten married. Still childless and with a little
wedding-gift cash, I enrolled in a three-day McClosky seminar
at Bentley College in Waltham, just outside of Boston. One of
the faculty members was Maria Argyros, a longtime NYSTA
member who at the time served on the executive board
as registrar. On several occasions during the course, she
mentioned NYSTA’s Oren Lathrop Brown Professional
Development Program (PDP) with its five-course core
curriculum in anatomy and physiology, acoustics and
resonance, vocal health for voice professionals, developmental
repertoire for singers, and comparative pedagogy. I thought
that it sounded like a magnificent program (and exactly what
I needed at the time) but was disappointed to learn that these
courses were only offered live in New York City. “Maybe
someday soon I will move back there,” I thought, and I put
the NYSTA PDP courses on my “bucket list” for another day.
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I remain grateful to Maria for introducing me to NYSTA.
Little did I know at the time the impact this organization
would soon have on my life and career.
Two years later, I found myself even further away from New
York: as an assistant professor at Shorter College in Rome,
Georgia, which at the time had a strong BFA degree in musical
theater. With the help of a grant from NATS—it was the first
year of the NATS Voice Pedagogy Award—I was granted the
opportunity to study with Jeannette LoVetri at one of the
early installments of her Somatic Voicework™ three-level
certification program at Shenandoah University. It was a
career-changing ten days, and I still consider meeting and
forming a relationship with Jeanie LoVetri that summer to
be one of the crucial turning points in my career. She would
continue—and still continues to be—an enormous influence
on my teaching and research. Jeanie was also a past president
of NYSTA and one of the faculty members of the singer’s
developmental repertoire course in the PDP core curriculum.
Again I wished I lived closer to New York City to take
advantage of these courses. I felt that I very much needed
them at that point in my career.
As fate would have it, a few weeks after returning from the
institute, I received an email advertisement from NYSTA.
Beginning in the fall 2007, NYSTA’s core curriculum was going
to be offered online via webinar format! Someone must have
been listening to my prayers, and that someone turned out to
be David Sabella, who was the architect of NYSTA’s nowfamous online PDP program. It was David who had the vision
not only to go online, but to go global. The tagline “Educating
Voice Professionals Worldwide” became a new mantra for the
organization, and, thanks to David, those last years of the first
decade of the twenty-first century were to become some of the
most significant in NYSTA’s 114-year history. I enrolled in
Scott McCoy’s course, Anatomy and Physiology, and set aside
two hours every Tuesday night of the Fall 2007 semester. Since
we had just had our first baby, my wife was not altogether
pleased with this commitment, but it turned out to be another
fortuitous decision.
That first semester of the online PDP program was interesting
(i.e., bumpy) to say the least. The class was a “hybrid,” with
half the class attending “live” at Columbia University in New
York while the other class “phoned in” from their home
computers. I mean “phoned in” in the literal sense: the audio
did not come through the computer—only the video did. We
literally had to “call in”—via our cell phones or landlines—in
order to hear the lecture. Also, inevitably, at some point during
the lecture (sometimes several times), the camera would
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freeze, and Scott would say in a cheerful way, “I have just been
informed that my camera has frozen.” David, who always
remained calm and patient, would announce a short break,
and we would pause for a few minutes to restart the hardware
and try again.
I enjoyed the course so much that I enrolled in the second one
(Acoustics and Resonance) in the spring of 2008, and it was
at that time that David, who recently had been named
president-elect of NYSTA, invited me to be on his board of
directors for 2008–2011. With an interest in expanding the
organization beyond New York, I was to become the first “at
large” member of the board. Serendipitously, the position of
editor-in-chief of VOICEPrints was also open at the same time,
and I expressed interest in and was offered that position. At
age thirty-two, I was editor of a New York publication while
living in Georgia. Strange indeed! Daniel Shigo, the founding
editor of VOICEPrints, was a generous colleague as I “learned
the ropes” of my first editorship. And David, who would go
on to become NYSTA’s only two-term president, became a
close and valuable colleague and friend during this time.
I perhaps owe more to David than anyone else whom I will
mention in this letter. Thank you, David.
Being the editor-in-chief of VOICEPrints was certainly a lot of
work, but it became one of the most fulfilling (and defining)
endeavors of my young career. My role with VOICEPrints
offered me the opportunity to collaborate with pedagogues
from all over North America and the rest of the world in a
series of articles on all kinds of topics. I became a “curious
generalist” in voice pedagogy, a label that still accurately
describes me. It was during this time that I got to know Peak
Woo, Wendy LeBorgne, Joan Melton, Brian Gill, Patricia
Caicedo, Mary Saunders-Barton, Jennifer Hamady, and many
others who contributed important articles to VOICEPrints. I
remained editor-in-chief eight years, serving what is currently
the longest-serving editorship of the publication. In 2016,
Anna Hersey took over as the publication’s third editor-inchief, and—as you faithful readers know—she has taken the
publication to its greatest heights yet. The journal has been
revamped for an entirely new look, all articles are now peerreviewed by an editorial board, and VOICEPrints articles past
and present are fully registered with EBSCO and RILM.
Thank you, Anna.
In August 2012, while I was beginning my fifth year as editorin-chief, I got a call from David with the invitation to assume a
second NYSTA role. The vice president at the time was unable
to complete her term, and I was asked to step into that office.
I accepted the position, and in early 2014 I was elected to my
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own three-year term as vice president, one during which I
would serve under president Judith Nicosia, whom I believe
is one of the kindest, wisest, and most knowledgeable souls in
our profession. That was not only an opportunity, but also a
joy. Thank you, Judith.
I had intended my vice presidency to be my last NYSTA board
of directors position. I believe that the strongest organizations
should rotate their leadership, and nine years seemed enough
for a board member of any organization. However, NYSTA
was hitting some rocky times in 2016, both financially and
structurally, and some of the past presidents (who comprised
the nominating committee) began to strongly encourage me
to run for the presidency. At first I declined, feeling that the
president of NYSTA should be a resident of the Greater New
York area. Four years later, I honestly still feel that way. But
for where the organization was and what it needed at the time,
I reluctantly accepted the responsibility. It is a decision that I
do not regret, and I am proud of what we have accomplished
during these three years, which has included a long-needed
constitutional revision, a full indexing of VOICEPrints in
international databases, membership in the International
Congress of Voice Teachers (ICVT), a soon-to-be-unveiled
revision of PDP courses, and—most important—a brand-new
website that will not only adequately, but superbly meet our
needs as we enter the third decade of the twenty-first century.
Amanda Flynn’s recent appointment as the director of the
PDP program also forecasts a bold new era. Under Amanda’s
visionary leadership, I depart with confidence, knowing that
this signature program of NYSTA is in excellent hands.
There are a few other people that I would like to thank who
have been a tremendous help during my presidency. Felix
Graham has been a longtime board member who has been an
indispensable member of our team, particularly with technical
issues related to NYSTA’s website and PDP program. Sahoko
Timpone and Paula Liscio have been an enormous help
with our many events, and Deborah Popham has steered our
PDP program through some difficult waters as we have
transitioned to new and updated courses. Diane Aragona and
Eileen Cooper Sedek
have transformed NYSTA’s social media
,
presence as they balance this work with their most important
assignment, that of being new mothers of beautiful children.
Perhaps most important, Elizabeth Saunders has had a tenure
on the NYSTA board that is almost as long as mine. Her rich
experience in several positions—most prominently as registrar
and vice president—have prepared her to be an outstanding
NYSTA president from 2020 through 2023. I am grateful to all
of these competent and consummate professionals, and many
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others who have served on the board of the directors, for
their support and hard work over the past three years.
As a child, I loved Dr. Seuss books, and just like Marvin K.
Mooney, it is now time to go. Twelve years is more than
enough, we are in a solid place as an organization, and the
future is a bright one. I feel comfortable saying that NYSTA is
stronger at the end of my term than it was when I began it,
and that alone provides me with a satisfying exit. I am
confident that the incoming board of directors will continue
building on our progress, finding new and innovative ways
to retain NYSTA as a viable organization in our discipline, a
branding that it has sustained since 1906. The oldest singing
teachers’ organization in the world is still relevant and vibrant,
and it will remain so in the hands of these capable individuals.
Thank you for the privilege of serving your organization.
Sincerely,

Matthew Hoch, DMA

President, New York Singing Teachers Association (NYSTA)

An Appreciation
As graphic designer for this publication from its inauguration back at the Turnof-the-Century up ‘til now, I’d like to add my own two cents to the chorus of
appreciation for the work of Matthew Hoch and Anna Hersey as they depart the
NYSTA scene. Both are at the high noon of their careers—professional and
personal—so one can expect plenty from them in future, but in the meantime we
all thank them for their dedication to this organization. While I am anchored—
literally in these scary days—to my New York City desk, from afar Matt and
Anna have, year after year, managed the VOICEPrints publication with patience,
elegance and the highest level of competence. This has been the ideal example of
successful social distancing.
Hopefully by the time the next issue of VP goes up in the fall, with new editor
Jennifer D’Agostino and president Elizabeth Saunders at the helm, teaching can
again be in person, concerts happen, audiences sit together and applaud.
Meanwhile, here’s to our fine departing duo—thank you, Anna and Matt!

John Ostendorf
Designer, VOICEPrints
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EDITOR’S MESSAGE
Dear Readers,
This editor’s message sat unfinished on my computer desktop
for a long time. I knew it would be a difficult one to write as I
close this professional chapter as editor-in-chief of VOICEPrints,
but I had no idea how much the world would change since we
released our March-April issue of the journal.
NYSTA has been a pioneer in online presence and educational
opportunities for voice teachers worldwide, but its online
operations behind the scenes have also been ahead of the curve.
I believe NYSTA was the first organization in which I was
involved to hold remote meetings. Since my involvement began
in 2015 as editor-elect, the NYSTA board of directors has met
regularly online, now the “new normal” for voice lessons,
seminar classes, faculty meetings, and even family gatherings as
the world struggles to control the Covid-19 pandemic. Although I
have not met most of the members of the NYSTA board in person,
I consider them friends and colleagues via our regular online
interactions and have watched with dismay as Covid-19 has
hit New York, the home base of NYSTA, particularly hard. In
addition to threatening our health, the pandemic threatens our
livelihoods in the arts sector, which is at its core dependent on
the live performer-audience interaction. As many performance
and teaching opportunities have been rendered impossible, the
pandemic is affecting musicians and teachers in a very real and
very tragic way. This upheaval of day-to-day life has surely
affected each and every member of NYSTA.

Anna Hersey

As the oldest organization for singing teachers, I have no doubt
that NYSTA will weather this storm and continue to support
teachers locally, nationally, and internationally. NYSTA’s
leadership in the online realm continues to the present, with a
soon-to-be-launched new website and a completely revamped
Professional Development Program coming this fall (see p. 61
of this issue for more information).
As a native of the Midwest, I first heard of the New York Singing
Teachers’ Association when Matthew Hoch, then-editor of this
publication, approached me at the International Congress of Voice
Teachers (Brisbane) in 2013 about writing an article. I had no
idea that this chance meeting would have such an impact on my
career. Matt has been an important mentor and cheerleader over
the years, and I learned a lot from him during my year as editorelect as I prepared to fill the editor-in-chief role. Matt has also
penned the first feature article in this issue, and although he
analyzes a piece by Desjardins that premiered eighteen years ago,
it is particularly timely as the composer was reacting to another
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“jolt” to our world and specifically to New York City—the
September 11 attacks in 2001.
I am grateful to Brian Manternach, author of our second
feature, for allowing us to fast track his article on low “spit
factor” semi-occluded vocal tract exercises. Clear and factbased information such as this will be crucial for our health
as we eventually transition safely back to in-person
performances, lessons, and choral rehearsals.
I would be remiss without thanking my associate editors, Ian
Howell and Loralee Songer, for their service and input over
the last four years. Coincidentally, the three of us are alumni
of the same class of NATS Interns at Vanderbilt University
and the incoming editor, Jennifer D’Agostino, was also a
member of our cohort that year. It has been a pleasure to
grow together as we all transitioned from “early-career” to
“mid-career,” and for me to watch all three of my colleagues
accomplish amazing things since we first met in 2013. For me
personally, VOICEPrints has remained a constant over a period
marked by personal change, including the birth of my son, a
cross-country move, and starting my new job at University of
Wisconsin Oshkosh.
Finally, I would like to say thank you to two people who
worked largely behind the scenes. First, John Ostendorf, never
one to seek adulation, is the skilled designer that keeps the
publication looking smart and consistent from issue to issue.
He was the mastermind behind the layout overhaul that took
place a few years ago, and, I am told, a fantastic singer. He
manages his role with patience, good humor, and complete
competence. I had a secret fear that during my editorship he
would retire, and then I really don’t know where VOICEPrints
would be. I will miss our correspondence, and hope that one
day we can meet for a coffee in the Big Apple. Thank you,
from the bottom of my heart. Second, I would like to thank my
father, Lane Hersey. Although he is an engineer by trade, he is
an enthusiastic supporter of music and musicians, and he has
really enjoyed learning an immense amount about music over
my lifetime by proof reading most of my writing, including
my VOICEPrints editor’s messages.
While this issue is the end of my tenure as editor-in-chief, this
publication is in good hands as I pass the torch to Jennifer. I
thank NYSTA’s membership and the VOICEPrints readership
for the opportunity to serve and to grow in this role. I wish
you all the very best—stay safe and healthy.
Sincerely,

VOICEPrints
Volume 17, No. 5

Dr. Anna Hersey
Editor-in-Chief
Dr. Loralee Songer
Associate Editor
Dr. Ian Howell
Associate Editor

Anna Hersey
Editor-in-Chief

John Ostendorf
Designer
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NYSTA Professional Development Program
New, Updated Classes launching Fall 2020!
NYSTA’S Professional Development Program is a series of
online classes designed for teachers of singing, led by leading
experts in the field. The goal of the program is two-fold. First,
we provide our students with contemporary, evidence-based
content that is designed to further their understanding of the
voice. Second, we provide real-world connections between the
pedagogical information and what actually takes place in the
voice studio. Graduates of the PDP will not only have a deep
understanding of voice science and pedagogy, but they will
also greatly improve their effectiveness in the studio.
NYSTA is thrilled to be re-vamping these courses, designing
them specifically for online learning. We are bringing in new,
exciting experts in the voice field to provide PDP students
with the most current pedagogical information. If you’re
interested in being updated on the launch, please email the
new PDP Director, Amanda Flynn, at pdpdirector@nyst.org.
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Amanda Flynn is a voice teacher
and trainer with clients performing
on Broadway, Off Broadway,
national tours, international tours,
and regional theater. In 2019,
Amanda was the Production Vocal
Coach for The Lightning Thief and
Be More Chill, both on Broadway.
As a Singing Voice Specialist, she
frequently works with injured
singers, collaborating with laryngologists and voice therapists across
the country. Some performing
credits include the LA company of
Wicked and the Las Vegas company
of Mamma Mia. Amanda holds a
MM in Vocal Performance with a
Musical Theater concentration and
an Advanced Certificate in Vocal
Pedagogy, both from NYU. She
completed the Vocology Mentorship
at Mt. Sinai, the Distinguished
Voice Professional certificate from
NYSTA, and completed her Certificate in Vocology from NCVS.
A recipient of the Van Lawrence
Fellowship, Amanda is an active
voice researcher and has presented
research at conferences across the
country. She is thrilled to be joining
th board of NYSTA as PDP Director.
www.amandaflynnvoice.com
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IN MEMORIAM

Donald Gray Miller
(1933-2020)
It is with the heaviest and saddest of hearts that we announce the unexpected passing of
Donald Gray Miller on Wednesday, April 22 in Roden, The Netherlands from complications
following surgery. He was 87. His beloved and devoted wife Dagmar was by his side. A
formal obituary will be released very soon. Don was a glorious bass-baritone soloist and
Professor of Voice Performance at Syracuse University who discovered a mid-life interest in
and eventual love for voice science. He collaborated in research for more than two decades
with renowned Dutch otolaryngologist and voice physiologist Harm Schutte and they
published multiple groundbreaking scientific papers in revered, peer-reviewed journals. As
the developer and founder of VoceVista Video Pro, the first voice feedback system designed
specifically for singers and their teachers, Don brought real-time feedback with objective
measures both in acoustics and vocal fold physiology (with the brilliant addition of
electroglottography, EGG) into the singing voice studio.
Over more than three decades, he trained and mentored hundreds of acolytes and admirers
throughout the world. His generosity and affable good nature were defining characteristics
of his life. In 2015, the first-ever Singing Voice Science
Workshop (SVSW) was held at Montclair State University in
New Jersey. This workshop, now an annual event where the
tools of VoceVista and principles of science-informed pedagogy
are taught, was permanently dedicated to his name to honor
his unmatched professional accomplishments.
An online memorial service is being organized for Don and
will be announced in the coming week, or so. Please stay
tuned for details and join us for a magnificent tribute to our
teacher, mentor, and dearest of friends.
With Love and Admiration for Don,

Richard Lissemore
Director, Singing Voice Science Workshop
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Donald Gray Miller, 87th birthday (2/20)
Roden, The Netherlands
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Jacques Desjardins’s Homme Sweet Homme:
A Musically Eclectic Response to Tragedy
By Matthew Hoch
Commissioned for the Eckardt-Gramatée competition in 2002,
Jacques Desjardins’s Homme Sweet Homme is a thirteen-minute
dramatic work for voice and piano. The poetic text—written in
both English and French by the composer—is a response to the
September 11, 2001, terrorist attacks in New York City. Throughout
the work, Desjardins uses an array of musical devices to depict
the confusion and horror of that tragedy. The composer writes:
“September 11, 2001 is considered by many as the fateful day
when our world truly entered the twenty-first century. On this
memorable date, we all lost some of our innocence and much
of our confidence.”1 This article will introduce the reader to
Desjardins’s work through exposition, social and historical context, written analysis, and musical examples.

Jacques Desjardins

1

Program note included
in the manuscript of
Desjardins’s score.

About the Composer and Work
Jacques Desjardins (b. 1962) is a native of Montréal and currently
on the faculty of the San Francisco Conservatory of Music. He
holds graduate and doctoral degrees in composition from
McGill University and the University of Michigan. His principal
composition teachers include Bruce Mather, Bengt Hambraeus,
William Bolcom, and William Albright. His music has been
performed in Canada, the United States, and Europe, as well as
by internationally acclaimed ensembles such as the Toronto
Symphony Orchestra and the Ijsbreker Ensemble of Amsterdam.
In 2001, Desjardins was approached by professor Lawrence Jones
from Brandon University in Manitoba, who asked him to write
the required Canadian piece for the 2002 edition of the EckhardtGramatté Competition, an annual competition for the performance
of Canadian and contemporary music. The competition has been
held annually since 1976 and is named in honor of Manitoban
composer, pianist, and violinist SC (Sonia) Eckhardt-Gramatté.
Desjardins accepted the commission, but initially struggled with
composing the work. He writes:
I had just completed a work for choir and orchestra, and had
not yet found the angle through which I could approach this
new project. I liked the idea of a text that would freely switch
from French to English to allow all candidates—coming from
all regions of Canada—to sing in both official languages of the
country. I also wanted the piece to visit various moods and
tempi to let the performers shine in the virtuosic passages and
incite introspection in the calmer moments. I knew that
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for a piece of this scope it would be possible to explore the
full range of the voice, and that the narrative suggested by
the text would allow a wide variety of articulation and
expression.2

2

Ibid.

And then, the infamous events [of September 11, 2001]
happened... As citizens, we all felt that something needed to
be done. I then wrote the text in a state of frenetic necessity.
The words poured out as is, in the first degree, as if to
exorcise all my inner rage. The title—Homme Sweet Homme
(“Man Sweet Man”)—serves as much as a trigger to launch
the poem, as a refrain, with the four reprises of the phrase
at strategic moments; it’s an invocation that reminds us of
the limits of our human condition, and of the grave
consequences brought by some of our actions.
The work was premiered by all the competition finalists on
May 5, 2002, where Canadian baritone Peter McGillivray and
Canadian pianist Amanda Johnston were awarded the prize
for Best Interpretation of the Commissioned Work.

Overall Structure
On the overall form of Homme Sweet Homme, Desjardins writes:
The piece is divided in five parts and travels through time
and space, suggesting various historical periods and styles
of singing. The voice is at times lyrical, introspective, even
enraged, to clearly differentiate the abrupt changes in
character. In some passages, the melodic line borrows from
a Middle Eastern tradition, with ornaments around a
central pitch. Other passages evoke church hymns and
popular music.3

Part I (mm. 1–43 )

3

Personal correspondence
with the composer: May 24,
2017.

Homme Sweet Homme begins with a fifteen-measure piano
introduction built on top of a recurring motive that begins
with a diminished fourth interval the lower register of the
piano. After a six-bar monophonic opening, a second piano
line is added in m. 7, with intensity building and tessitura
climbing higher until a climactic moment in mm. 14–15, at
which time the voice enters for the first time, singing the
work’s opening words and refrain.

Musical Example #1: “Homme sweet homme…” (mm. 16–18)
This refrain occurs five times throughout the work and
delineates the overall form of the piece, serving as dividing
points between the five sections.
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After this initial utterance of the refrain, some new musical
material is introduced, alternating between two motivic and
rhythmic ideas—one fast and one slow. Just as the music shifts
somewhat frantically between a heavy and somber quality
versus a quicker and more hurried affect, likewise the text
switches freely between French and English. A notable
moment occurs in m. 36, when the piano drops out altogether
and the singer utters, “Pas de prière sur leur Calvaire” (“There
is no prayer for their Calvary”). This a cappella rendering draws
attention to the text of this moment. The capitalization of the
word “Calvaire” is significant and presents a double meaning:
on one level, it refers to the place of Jesus of Nazareth’s
crucifixion and is the first of Desjardins’s many religious
references over the course of the poem; but on another level,
“Calvaire” is a distinctly Québécois swear word, roughly
translating to a four-letter expletive in English. This deliberate
blurring of boundaries between the sacred and secular permeates Homme Sweet Homme on both textual and musical levels.

The composer at work.

Part II (mm. 44–101)
Part II begins in m. 44, with the “Homme sweet homme…”
refrain occurring for the second time followed by French text
delivered over changing meter. An accelerando to m. 52
paves the way for a surprising new section of music marked
“semplice (like a church hymn).” The reference is obvious and
further highlighted by the text, which combines words
typically found in Protestant hymnody with politically
charged references to war and bloodshed.

Musical Example #2: “The Word is clear…” (mm. 52–63)

After the “hymn” is completed, a new section of music
begins in which the piano sustains a soutenu tremolo on a low
E-natural drone. The vocal lines and piano flourishes evoke
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the Klezmer modes of the Ashkenazi Jews of Eastern
Europe, while the singer refers to the “Land of Canaan,”
“Brother of Nablus,” and “Son of Midian.” A transition
from mm. 89–92 concludes a stanza of French text, and
the piano interlude from mm. 93–101 paves the way for
the concluding section of Part II in which an English text
is delivered over changing meter.

Part III (mm. 102–131)
Part III begins with “Homme sweet homme…” recalling
the opening of Part I until the unexpected utterance of the
English word “bum,” replacing the word “homme.”
Here, Desjardins offers some commentary on the state of
man, derogatorily referring to a “lonely bum” as opposed
to empathetically describing a “lonely man.”
The next section of music (mm. 105–114) is a setting of
two stanzas of overtly political and (mostly) French
poetry. Here the references to war-mongering world
leaders who prioritize violence over domestic and
economic issues is obvious, such as in the line, “Le
président vous rent’ dedans / A’ec ses gros mots, béquer
bobos” (“The president gets you in with big words to
peck at bobos”). Here, “bobos” is a French portmanteau
word for “Bohemian bourgeois,” implying an obliviousness
of the president to the real problems of the common man.
At m. 115 a bombastic, metrically ambiguous section
of music begins, during which the singer overtly sings
about bombs while the piano accompaniment depicts
the blasts themselves. A striking—somewhat comical—
moment occurs with an overt reference to the famous
soprano aria from Handel’s Messiah in m. 129, obviously
placed immediately after the word “rejoice” in m. 128.

Musical Example #3: “The bombs away...” (mm. 116–130)
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The last measure of Part III offers a spoken question:
“Mais qu’est-ce qui reste à part la peste?” (“But what is
left save the plague?”) This dark and harrowing question
serves as a formal “reset,” and the next two bars of piano
music reprise the introduction of the entire piece.

Part IV (mm. 132–177)
The “Homme sweet homme…” refrain that begins Part IV
is only one measure in length, but sets the table for mm.
135–147, during which melismatic ornaments around a
single pitch evoke Quranic chant while a French text utters
the names of God, including Allah, Messiah, Jehovah, and
Shiva. A final question asks “Où est a voie au nirvana?”
(“Is there a way to Nirvana?”).
Measures 148–152 are labeled “tempo d’hymne religieux”
and this instruction plus the tempo marking of quarter
note = 90 and English text distinctly recall the Protestant
religious hymn of mm. 52–78. Like the first hymn (in Part
II), an E-natural tremolo drone in the piano part beginning
in m. 153 recalls mm. 79–88, while the melodic material of
the vocal line recalls the motives of the text following the
initial “Homme sweet homme” refrain in Part I (mm. 16–18).
Part IV concludes in a somewhat startling way: with a
fin-de-siècle Viennese waltz in mm. 165–177, at once
evoking the New York of Franz Lehár and Victor Herbert
as well as popular Tin Pan Alley songs of the first decade
of the twentieth century. The textual substitutions of
“fireline” and “skyline,” however, explicitly evoke 9/11,
making it very clear that the Septembers of 1901 and 2001
were very different months indeed.

Musical Example #4: “You are the fireline…” (mm. 165–178)
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Part V (mm. 178–199)
The final occurrence of the “Homme sweet homme…” refrain
begins in m. 178, beginning the fifth and final section of the
work. Here, names of God are evoked once again, specifically
“Buddha,” “Yehovah,” and “Allah.” An interesting play on
words occurs here, when Desjardins tacks “cadabra” onto the
word Allah, thus in a Joycean way forming a new word—
”Allahcadabra”—as opposed to the Aramaic-derived magic
word “abracadabra.” This once again illustrates the poetcomposer’s desire to merge the sacred and secular.
The final two pages of Homme Sweet Homme can be divided
into four distinct sections: In mm. 182–186, a French text
delivered over changing meter, and the music accelerates to
m. 187, at which point there are a series of climactic cries to
“Mollah,” “Brahma,” and Moshiach”—simultaneously
evoking Islam, Hinduism, and Judaism. This is followed by a
transition section in mm. 193–197, a quasi-recitative in both
English and French. The final two bars of the piece offer a both
shout and whisper in both English and French, a shocking but
fitting conclusion for this eclectic work.

Conclusion
At the world premiere, Jacques Desjardins stated the following: “I do hope this musical homage to the victims of the
events of September 11, 2001, will strike a chord with both
performer and listener, and that my modest contribution will
make a small difference.”4
Likewise, the author of this article follows in the spirit of
Desjardins’s intentions with Homme Sweet Homme, and that this
analysis interpretation of his work will help in some small way
to work toward the humanistic goal of universal peace and
understanding—one that transcends the boundaries of nations,
culture, language, and religion. This dialogue—and the importance of communicating with one another through the
universal language of music—has never been more important.5
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Homme Sweet Homme: Text and Translation
French language text is in italics, English translation at right.

I.
Homme sweet homme
You run your home
Comme un seul homme
Who seems not sure
Of what’s to come

Man sweet man

Vous constatez le temps morose
Vous insistez la vie en rose
Les billets vers s’envoient en l’air
Retombent toujours dans la même cour

You take notice of the bad weather
You insist on life in rosy hues
Tickets sent into the air
Always fall in the same courtyard

Like a lonely man

Follow the course of your discourse
It’s no surprise if there’s divorce
You set the price out of your mind
They set the mind that you will find
Pas étonnant que des enfants
Dans la misère jouent à la guerre
À chaque instant de leur present
Pas de prière due leur Calvaire

It is no wonder that children
Play war in their misery
At every moment in their present
There is no prayer for their Calvary

There is no will, there is no way
To hear their say and let them share
Some common ground yet to be found
To stop the sound of sirens around.

II.
Homme sweet homme
Trop de biens aux gens en moyens
Pas de pain aux gens dans le pétrin
Vies de chiens à ceux qui n’ont rien
La faim justifie-t-elle les moyens?

Man sweet man
Too many people’s assets
No bread for people in a jam
Dog lives to those who have nothing
Does hunger justify the means?

The Word is clear: thou shalt not kill
But sword and spear, more blood they spill
And life is dear from cradle to grave
But life is fear from missile to cave
Terre de Canaan is your land
Frère de Naplouse, nothing to lose
Fils de Madiân, grains of sand
Voir rouge avec tout ce qui bouge

Land of Canaan
Brother of Nablus
Son of Midian
See red with everything that moves

The soul and spirit you maintain
In the hole and limit they contain
A big crowd in a tiny space
Remains proud in the soldier’s face
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III.
Homme sweet homme
You run your home
Comme un seul bum
Who knows no more
What to become

Man sweet man

Vous trouvez drôle de jouer du gun
Avec le role que l’on vous donne
You lead the pack in big attack
And all you get is un tas de miettes

You find it funny to play with a gun
With the role you are given

Le président vous rent’ dedans
A’ec ses gros mots, béquer bobos
Le commandant a le doigt pesant
A’ec ses avions à explosions

The president gets you in
With big words to peck at bobos
The commander has a heavy finger
With airplanes and explosions

The bombs away do go astray
And they don’t spare the mothers’ care
Then you shall rejoice all in one voice
Mais qu’est-ce qui reste à part la peste?

But what is left save the plague?

Like a lonely bum

And all you get is crumbs

IV.
Homme sweet homme
Allah est grand, Messie viens-t’en
Yehovah, Omnimashivâ
Où est a voie au nirvana?

Man sweet man
Allah is great, the Messiah comes
Jehovah, omnipresent Shiva
Where is a way to nirvana?

Let us pray, brothers and sisters
Home of the brave in common grave
Silent we grieve, do we believe?
La fin est proche, repentez-vous!
Un rien accorche, entretuez-vous!

The end is near, repent!
Nothing attachs, kill yourself!

You are the fireline of my life
As far as skyline meets my eye

V.
Homme sweet homme
Ô Buddah, Yehova, Allah… cadabra!
Foi en moi, pour soi, contre toi!
Mon Père est plus fort que ton Père
Ton frère ne veut plus voir de chair
Elle n’est pas assez cachère

O Buddah, Jehovah, Allah… cadabra!
Faith in me, for yourself, against you!
My Father is stronger than your Father
Your brother no longer wants to see flesh
It is not kosher enough

Ô Mollah, Ô Brahma, Ô Moshiach!
Sans toit, sans foi, nil oi
Fatoua, charia, charabia
Shabat shalom et chasse à l’homme!

O Mullah! O Brahma! O Moshiach!
Without roof, without faith, and no law
Fatwa, Shariah, gibberish
Shabat shalom and manhunt!

I’m in despair
Because I don’t know quoi faire
What choice is left but to laisse faire?
So go en enfer!

Because I don’t know what to do
What choice is left but to never mind?
So go to hell!
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Straw in Water: A Low “Spit Factor”
Alternative to Lip Trills and Raspberries
by Brian Manternach

Introduction
In 1999, voice professor and pedagogue John Nix wrote
an article in the Journal of Singing called “Lip Trills and
Raspberries: ‘High Spit Factor’ Alternatives to the Nasal
Continuant Consonants.” 1 The article outlines the benefits of
these particular semi-occluded vocal tract (SOVT) exercises,
which may have advantages in the singing voice studio that
are not shared by the nasal continuants /m/, /n/, and / /.
Lip trills and raspberries were jokingly labeled “high spit
factor” exercises by Nix’s late mentor Barbara Doscher due to
the natural consequences that occur when airflow meets saliva,
as these exercises tend to encourage.
However, Nix also points out times when lip trills and raspberries should not be used, primarily when students are sick
with any form of upper respiratory infection. He says, “The
risk of transmitting viruses and bacteria via aerosolized saliva
and mucous is too great during this time.”2 Given our current
concerns amid the COVID-19 pandemic, Nix’s advice may be
more important than ever for studio voice teachers. According
to the Centers for Disease Control and Prevention (CDC), the
person-to-person spread of COVID-19 occurs via “respiratory
droplets,” which are produced when an infected person
coughs or sneezes.3 When people are in close proximity
(within about six feet, as is common in voice studios), these
droplets can land in the mucus membranes (mouths, noses,
or eyes) of those who are nearby and may be inhaled into
their lungs. The CDC also believes it is possible for people to
contract COVID-19 by touching a surface or object that has
the virus on it and then touching their own mouths, noses, or
eyes. Given the directional force that often accompanies a
well-produced lip trill or raspberry, it stands to reason that
these SOVTs could introduce respiratory droplets into the air
in a way that is similar to coughing and sneezing. Therefore,
it may be necessary to explore vocal exercises with a lower
“spit factor.”
In this article, I will examine a variety of SOVT exercises
based on their vocal effectiveness as well as their potential
risk to spread communicable diseases. I will then explain how
the “straw in water” exercise meets the criteria of a highly
effective SOVT exercise while posing minimal risk for spreading
viruses. Lastly, I will offer practical instructions on how straw
in water may best be used by singers and voice teachers.
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Benefits of SOVT Exercises
Semi-occluded vocal tract exercises have long been used by
singers, actors, and those engaging in voice therapy. Any
teacher who has asked a student to vocalize on a lip trill or
to hum a five-note pattern has used SOVT exercises. Straw
phonation, in particular, has become a favored exercise over
the last decade, due in part to voice scientist Ingo Titze’s
widely viewed video demonstration on the National Center
for Voice and Speech (NCVS) YouTube channel.4
The impact of SOVT exercises on the voice are well
documented in voice journals and also have been noted
in more mainstream media like Vox and on NBC’s Today
Show.5 As Titze and Katherine Verdolini Abbott outline in
Vocology: The Science and Practice of Voice Habilitation, SOVT
exercises can help “stretch and unpress” the vocal folds,
lower phonation threshold pressure (the amount of lung
pressure needed to initiate vocal fold vibration), and allow
for less effortful register transitions.6 They recommend
performing a pitch glide through a straw (from as low as
possible to as high as possible) as a way to allow for full
range of motion with minimum collision stress.7 Speechlanguage pathologist and voice researcher Aaron Johnson
advocates a similar exercise in The Vocal Athlete: Application
and Technique for the Hybrid Singer as a way to help singers
achieve smooth register transitions.8 However, when
performing straw phonation, it is common for salivabased condensation to accumulate inside the straw. When
vocalizing, these droplets could be introduced into the air
or even drip onto a surface that may be touched by another
person. This may not be of concern for singers when they
are practicing in a room by themselves. However, for singing
teachers who will be in a shared space with their students
and clients, it may be worth exploring SOVTs that provide
a similar degree of effectiveness with a lower spit factor.
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The Cost/Benefit of Effectiveness Versus Risk
In a 2015 paper in Logopedics Phoniatrics Vocology by Lynn
Maxfield, Ingo Titze, Eric Hunter, and Mara Kapsner-Smith
titled “Intraoral pressures produced by thirteen semioccluded vocal tract gestures,” the authors’ research was
guided by the following question: “[I]f the effectiveness of
a SOVT gesture to reduce adductory stresses on the vocal
folds is related to the supraglottal pressures the gesture
produces, can oral occlusions be ranked according to their
corresponding intraoral pressure?”9
In their work with twenty subjects (ten male, ten female),
the high spit factor SOVTs produced favorable results.
Raspberry, small straw, and lip trill ranked second, third,
and fourth, respectively, producing greater mean intraoral
pressure across all subjects. Other potentially high spit
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factor SOVTs followed with /v/ ranked fifth, bilabial fricative
/ :/ sixth, tongue trill seventh, / / eighth, /z/ ninth, and
large straw tenth. The SOVTs with the lowest overall intraoral
pressure were the nasal continuants /n/ and /m/, ranking
twelfth and thirteenth, respectively. Due to their closed mouth
position, these exercises may have a low spit factor, but their
low intraoral pressure may also indicate they are less effective
at bringing about the vocal benefits of other SOVTs. As the
authors state, “[...] the nasal continuants /m/ and /n/ produce very low intraoral pressures, possibly calling into question
their inclusion in the SOVT category of vocal exercises.”10
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Another SOVT to consider is the manually occluded vocal
tract (MOVT) exercise. Originally dubbed the “standing wave”
by Burton Coffin,11 the MOVT is performed by vocalizing
while placing a hand across the mouth, as described and
demonstrated by Nix on YouTube.12 Although it is not one of
the exercises measured by Maxfield et al., Marci Rosenberg
places it fifth out of eleven in a “Hierarchy of SOVTs,” based
in part on a 2006 paper by Titze,13 that ranges from higher
resistance/greatest occlusive effect (smaller diameter straws)
to lower resistance/smallest occlusive effect (speech).14
As with the nasal continuants, the MOVT seems unlikely
to introduce saliva droplets into the air. However, singers
vocalizing with the MOVT may accumulate saliva on their
hands when they are placed over their open mouths. If those
singers then touch objects or surfaces that may be touched by
other people (pencils, music stands, doorknobs, etc.), they
create risks similar to those seen with high spit factor SOVTs.
The SOVT that had the highest degree of overall intraoral
pressure in the Maxfield et al. (2014) study, however, was the
straw in water.15 (This exercise was not included in the listings
by Titze or Rosenberg.) When used appropriately, this exercise
can produce a high degree of intraoral pressure, making it
likely that singers may reap the full benefits SOVT exercises
provide. It may also result in a relatively low spit factor,
keeping it safe for studio use.

How to Use the Straw in Water
For those less familiar with this SOVT, singers can vocalize
into a straw much like they would in standard straw
phonation. As in the aforementioned Titze video, singers
should be mindful that their sound is passing through the
straw and not leaking into the nasal cavity due to a lowered
velum. They also should ensure that they are employing an
embouchure that creates a complete seal of the lips around the
straw, disallowing the escape of air. The opposite end of the
straw is then submerged in a glass of water. When vocalizing
into the straw, singers will be able to see the water bubbling
in the glass, providing a visual cue as to how much airflow
is being used—more airflow will result in bigger bubbles.
Although the splashing of the water could also potentially

73

Ingo Titze using the straw technique

Vol. 17, no. 5, May-June 2020 © NYSTA

contribute to a high spit factor, this can be alleviated by using
a cup that has a lid (as pictured below). The splashing can be
further contained by placing tape around the straw where it
meets the lid of the cup.
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Using a bendable straw allows singers to keep their headand-neck positions aligned as the straw is raised to the mouth
rather than the head being lowered to the straw. Using a bendable straw also avoids the splashing and spilling that may
occur if the cup is tipped in an attempt to keep the straw more
perpendicular to the mouth. Straw in water exercises can
follow the same protocols advocated in Titze’s video, including glides, accents, and singing songs through the straw
while it is submerged. However, nearly any vocalise used in
a voice studio can be made to work with the straw in water
as well (arpeggios, scales, etc.). In addition, singers may
experiment with different intraoral pressures by submerging
the straw at deeper and shallower levels in the water (deeper
submersion will result in more pressure and shallower submersion in less pressure). As with standard straw phonation,
singers can also use straws of differing lengths and diameters
for even more varied levels of pressure. Additional considerations for performing straw in water, and further details of the
benefits of SOVT exercises, can be found in the document “Lax
Vox Voice Therapy Technique,” which outlines the technique
developed by Marketta Sihvo and Ilter Denizoglu.16
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As with most vocal exercises, there is no “one size fits all”
when it comes to SOVT exercises. There is no guarantee that
straw in water will prove successful for every singer. However,
if teachers guide students as they experiment with differentsized straws and a variety of submersion levels, they are likely
to find combinations that can work for most individuals,
offering them the benefits of SOVTs with a relatively low spit
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factor. And it goes without saying that if the risk of spreading
viruses is to be limited, straws, cups, and water, once used,
should not be shared.

Conclusion
Due to the COVID-19 pandemic, many singing voice teachers
have shifted their work to online video conference formats.
When we eventually emerge from our quarantines and
physical distancing and resume our in-person work, it is likely
that we will do so with a heightened awareness of how viruses
can be spread and of how serious the repercussions of widespread viruses can be. As such, we would all do well to begin
implementing practices that minimize risk, even when
students are outwardly displaying good health. As research
involving SOVT exercises continues, further identifying
evidence-based best practices, it is also worth considering how
to modify the exercises we are currently using in ways that
further minimize the risk of spreading communicable diseases.
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