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Fall Online Masterclass

Jane Seaman —Does Classical Training Apply
to Contemporary Broadway? Yes!
Sunday, October 25, 2020 2:30-4:30 PM EDT Online
Does classical training apply to contemporary musical theater?
Yes! Designed for classically trained voices, this workshop will
specifically explore the Contemporary Musical Theater style, with
an extreme example being Alanis Morrisette’s Jagged Little Pill.
Jane Seaman
How can singers adapt to the rigorous stylistic demands many
regard as “high stress” singing, usually performed in eight shows a week on Broadway or
regional theater?
Jane Seaman will offer specific vocalises while she works directly with three or four singers chosen
from her own voice sudio. Each will sing first a short song in their “comfort zone,” then dig into a
contemporary musical theater piece or rock/pop song and be coached on adjustments within their
vocal tract and resonators.
Participants will submit their songs and sheet music in advance so that Phil Hall can record
accompaniment tracks for each singer. They will sing to this accompaniment in their own
Zoom location.
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PRESIDENT’S MESSAGE
Stepping into the NYSTA presidency is a challenging
undertaking, to say the least, and I am deeply grateful for the
trust that has been put in me to step into the position. I am
particularly grateful that my job is made much less daunting
due to the efforts and leadership of our outgoing President
Matthew Hoch. Under Matthew:
■ An entirely new website was designed and developed, a
gargantuan task, over the past year and a half, that is almost
fully completed. If you haven’t visited yet, we hope you
will! And if you find any issues with its functionality,
please let us know.
■ The already excellent Oren Lathrop Brown Professional
Development Program (PDP) is being updated and
expanded under the leadership of new Board member
and PDP Director, Amanda Flynn. Be on the lookout
for updated and new course offerings inside the Core
Curriculum if you have not yet taken the courses. If you
have already earned your Distinguished Voice Professional
(DVP) Certificate of Completion, we will be rolling out
advanced courses available only to you, our DVP PDP
graduates.

Elizabeth Saunders

■ Former Editor-in-Chief Anna Hersey and others succeeded
in having VOICEPrints entered into several of the standard
music scholarship databases, including the ProQuest Music
Periodicals Database, Music Index Online, and RILM,
which is significantly expanding NYSTA’s impact on the
scholarship within the global voice pedagogy community.
In my past six years as Registrar—the last three of those as
Vice President—and in the four years prior to that as head
of the Events Committee, I have learned a great deal about
NYSTA and have been in personal contact with many
members. And over the past several months, preparing to take
over the presidency, I have learned much about other aspects
of the organization and our earlier history as well.
As a conservatory-trained opera singer who has spent a
number of years embracing other musical styles, vocal
traditions, and performing arenas, my performing activities
are diverse, to say the least. My student clientele is as well, as
is the case for a number of you. I hope that my background
within NYSTA over the past ten years, and as a performer
and trainer of singers, will enable me to offer leadership that
honors our origins and history while breaking new ground
in a way that is meaningful and rewarding to our current
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members while encouraging more diverse membership. New
York is a melting pot of cultures, and if we are truly to be the
New York Singing Teachers Association, our membership and
educational offerings need to reflect that. In the coming years I
will be working to expand our membership and programming
to encompass a wider cultural and artistic range of vocal
music traditions.
The following, abstracted from the History page of the NYSTA
website, spells out where we have been and where we are
headed:
The New York Singing Teachers Association traces its roots back
to 1906, when it was established as the first association of singing
teachers in the United States. Founding members included such
luminaries as Enrico Caruso, Emma Eames, Geraldine Farrar,
Mary Garden, Ernestine Schumann-Heink, and Marcella
Sembrich, who joined together for the cause of promoting highquality singing in America.
Over the years, NYSTA has played an important role in breaking
down barriers among teachers, as well as between teachers and
those in related disciplines. We encourage a free exchange of ideas
about the principles of good singing and the practices of good
teaching. NYSTA events may include debate, but always within
the context of mutual respect and high ethical standards.
One of NYSTA’s original goals, when it was founded in 1906,
was to raise standards in the teaching studio by establishing a
school. Numerous attempts were made by dedicated professionals
to devise a curriculum of necessary subjects in which a singing
teacher should be proficient. In the 1920s and 1930s NYSTA led
efforts to require certification by the New York State government
for all voice teachers. While a formal school was never established,
and state certification was never implemented, the intent of
the founders and early members came to fruition with the
establishment of our Professional Development Program (PDP),
spearheaded by past president Janet Pranschke. NYSTA continues
to expand its outreach, offering resources to voice professionals
around the globe.
The following additional statement—added to the History
page in early June of this year—details where we stand with
regard to current events and also where we are headed:
The New York Singing Teachers Association condemns racism,
systemic and otherwise, and the senseless murders of George
Floyd, Ahmaud Arbery, Breonna Taylor, and the countless other
Black Americans whose names are more numerous than we are
able to list here. The officers and board of directors are painfully
aware that the history of western concert singing, opera, and
musical theater—genres of singing that have dominated the focus
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of this organization—are genres in which people of color are
regularly marginalized through lack of representation, superficial
or unflattering representation, or casting choices that are now
rightfully being acknowledged as unethical.
Before the new officers began their term on June 1st, there were
plans in the works to ensure that NYSTA is consistently inclusive,
both with regard to the racial and artistic makeup of the board of
directors and with regard to the styles of vocal music represented
and explored within the organization.
In these ways we are committed to amplifying the voices of
people of color within NYSTA and, we hope, the greater voice
community.
In the next few years, I hope you will find delicious learning
and inspiration from not just the familiar vocal traditions
that have been the core of our programming and which will
continue, but from programming that explores the training
and stylistic concerns of vocal traditions outside our usual fare.
I hope you will also invite other voice professionals, conductors,
keyboard collaborative artists, students, and lovers of the
human voice across genres to join in membership, as we offer
not just Singing Teacher and Apprentice Teacher memberships,
but also Associate, Student, and Friend memberships. The
more we welcome diversity in all its forms, the better educated
we become as artists, technicians, and humans, and the more
vigorous NYSTA will become as an organization.
Wishing you well in this challenging time,
Sincerely,

Elizabeth Saunders
President, New York Singing Teachers Association (NYSTA)
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EDITOR’S MESSAGE
Dear Friends,
I am humbled and honored to be writing my first letter as
Editor-in-Chief of VOICEPrints. I am following in the footsteps
of Dr. Anna Hersey. Anna is a colleague, a friend, and a fellow
Mama. I am grateful for her guidance and leadership and
thankful for the opportunities that brought us together.
We have all worked the best we could this summer. In an
instant, the threat of COVID-19 took away our livelihood,
our ability to create, our social lives, and for some, our friends,
family, and mentors. I send my heartfelt condolences to anyone
who has been affected, in whatever capacity. I hope we can
find a way out of this pandemic soon and I am optimistic that
the music world will continue to gain resilience on the other side.

Jennifer D’Agostino

This year has been a big one for my family. We recently
relocated to Knoxville, TN where I’ve accepted a one-year
position as Lecturer in Applied Voice at the University of
Tennessee-Knoxville. I am incredibly excited to get to work
with new students. I have been working diligently to prepare
for private lessons, a two-semester course in Song Literature,
and a study abroad opportunity with the Cooperative Center
for Study Abroad (CCSA) titled “Love, Gender, and Music in
Victorian England.”
At the end of each summer, I take some time to “up my game”
by reading pedagogy books, watching masterclasses, and
working through new vocal literature. One new (to me) composer is Christoph Graupner, thanks to Michael Hix’s article
on this Baroque composer. I look forward to exploring and
assigning more by this composer.. This issue contains the first
President’s Message by Elizabeth Saunders. Elizabeth’s dedication to NYSTA has spanned ten years in various roles. I am
excited by her ideas to promote inclusivity and connection
through her role as President. Professional Development
Program (PDP) Director Amanda Flynn provides a detailed
history and shares the goals of the new program. I hope you
will consider adding our new PDP to your development
strategies this year; it is gearing up to be as strong as ever and
will encompass multiple styles of singing.
Please send questions, comments, or article submissions to
me directly at voiceprints@nyst.org or through the website at
https://nyst.org/submit-an-article/.

Jennifer D’Agostino

VOICEPrints
Volume 18, No. 1

Jennifer D’Agostino
Editor-in-Chief
Elena Blyskal
Associate Editor
Nico de Villiers
Associate Editor
Andrea Chenoweth Wells
Associate Editor
John Ostendorf
Designer

Editor-in-Chief, VOICEPrints
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2020--2021 EVENTS CALENDAR
Fall Season Opening Online Event

Jane Seaman: Classical Singing Technique
Training— Does It Work for Broadway?
Sunday, October 25, 2020 2:30-4:30 PM EDT
Ms. Seaman is a veteran Broadway performer. She worked
with Patti LuPone and Leslie Uggams in the Lincoln Center
revival of Anything Goes and with Mandy Patinkin and
Howard McGillin in The Secret Garden. Big River was her
first Broadway show and national tour, and The Sound of
Music was her last. She also toured in various productions
of Man of La Mancha with Richard Kiley and in tours and
productions of Carousel, Into the Woods, Bye-Bye Birdie,
Cabaret, Kiss Me, Kate, Street Scene, Cinderella, Kismet, A
Little Night Music, The Merry Widow and Ruddigore. She has
appeared on TV in Murphy Brown, The Young and the
Restless, Another World, and was featured in the films
Devil’s Advocate and The Animal Room. Present and past
students’ Broadway credits include Harry Potter and The
Cursed Child, The Cher Show, Hamilton, The King and I, Hello,
Dolly!, and In the Heights.

Jane Seaman

Jane Seaman is a graduate of Wittenberg University (BA),
Montclair State University (MA Theater), Stanford
University (one year of MFA) and studied at the Juilliard
School of Music (four-year Professional Diploma) with
Eleanor Steber. She earned The Distinguished Voice
Professional Certification through NYSTA in 2003. She
is currently Adjunct Voice Instructor at Marymount
Manhattan College, Fairleigh Dickinson University and on
the private voice faculty at Papermill Playhouse; she also
maintains her private voice studio, teaching Broadway
performers of all ages both in NYC and Montclair, NJ.
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Holiday Online Event
Josephine Mongiardo Great Coaches Series

Movement Masterclass with Stage Director
Chuck Hudson: Acting Bigger
Sunday, December 6, 2020 6:30-8:30 PM EST
Four to six singers plus an alternate will participate.
A particular challenge for presentational forms of performance
like opera and musical theater is “making things bigger.”
Directors often say, “I loved what you were doing in rehearsal.
It was intimate and connected and truthful…but now we’re
onstage and I need you to be bigger.” Suddenly everyone starts
to mug, or they begin moving their arms around, as if taking
up more space was the way to act bigger, and we lose
the connection to dramatic truth.

Chuck Hudson

DRAMATIC CORPOREAL TECHNIQUE: The Five Movements
of Pure Thought
■ Using psycho-physical dynamics and rhythms to turn Staging
into Human Behavior.
■ Visible Dramatic Action: making the invisible visible without
“acting it out.” There is a logical sequence of actions one plays
to make the invisible visible. Performers must break down all of
their work into this logical sequence of specific actions.
■ What “Moment to Moment Acting” means and how to do it
for opera and music theater.
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Winter Online Event

Narciso Solero: Turning Your Ordinary Studio
into an Extraordinary One!
Sunday, February 21, 2121 8:00--10:00 PM EST
This program explores how to turn dreams for your studio into
reality through goal setting and implementing the steps to achieve
those goals. Any topic is fair game: studio administration, professional development, repertoire building, or how to achieve the
highest level of artistry from your students. Teachers complete
a survey in advance, submitting ideas for goals they would like
to achieve, although they have yet to take any action or significant
action toward achieving these goals. Narciso Solero draws on
experiences in his own life as a pianist/teacher to address the
value in setting ambitious goals. He also uses his experience living
through stage-four cancer and an exhausting chemotherapy
regimen, to show that we have more courage and strength than
we realize when we chose to face our insecurities and fears and
have the courage to pursue our dreams.

Narciso Solero

Spring Online Event

Teaching Voice Students from East Asia
Understanding the Linguistic Challenges and Advantages Unique
to Native Mandarin, Cantonese, Korean, and Japanese Speakers
With Ryu-Kyung Kim, Stephen Ng and Sahoko Sato Timpone
Sunday, May 16, 2021 2:30--4:30 PM EDT
Voice teachers today are working more often with students for
whom English is their second language. It is increasingly helpful
for them to understand the linguistic tendencies of represented
languages. This presentation, followed by Q&A,- will explore
specific examples for speakers of Mandarin, Cantonese, Korean
and Japanese, where these languages present both challenges
and advantages to vocalists compared to American English
speakers. The goal of this presentation is
to help voice teachers become more acquainted with these
languages and to provide them with practical tips to apply in
their studios. Through examining linguistic perspectives and
providing specific exercises, we aim to advance vocal teaching
for East Asian singers.

Ryu-Kyung Kim

Stephen Ng

Sahoko Sato Timpone
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NYSTA Professional Development Program
Statement from the Director
Education has been part of NYSTA’s mission since its inception in
1906. In the 1920s and 30s, NYSTA spearheaded an effort to require
government certification of all voice teachers, and also attempted to
build a school for them. While neither of these came to fruition, the
spirit of educating voice professionals has remained at the core
of NYSTA throughout its 114-year history. In 1999, Oren Lathrop
Brown brought the conversation of formal voice teacher education
back into NYSTA’s purview. A committee was formed with Darrel
Lauer (chair), Nancy Adams, Oren Brown, Dr. Linda Carroll, Shirlee
Emmons, Dr. John Haskell, Dr. Gwen Korovin, Jeannette LoVetri,
Kristin Samuelson, Dr. Peak Woo, Janet Graves Wright, and Janet
Pranschke. These legendary voice professionals established the
program and laid out the CORE curriculum. The Professional
Development Program (PDP) was born in 2000 under the leadership of then President Janet Pranschke, and the courses were taught
yearly in New York City.

Amanda Flynn

In 2007, the courses began to move online, where they could be
accessed by a larger audience. Location was no longer an issue in
attending the classes, completing the five-course sequence, and
receiving the Distinguished Voice Professional Certificate. Over
the last thirteen years, the PDP has continued online with strong
attendance from voice teachers all over the world. The PDP has
historically offered accessible education to voice teachers and,
in order to continue to do so, some adjustments of the program
became necessary. In 2012, Felix Graham began the task of
reinventing the PDP. Updates were made to some of the courses
that had been recorded years previously, and he began to lay
down a vision for what the PDP could become.
In January 2020, I was asked to join the board as the new director
of the PDP. My first order of business was to update all the
courses and complete the vision of revamping the PDP into a fully
functional, online learning program. This has been a challenging
year for all voice teachers because of COVID-19, but the value of
online learning has never been more clear. We have worked since
January to bring this program into 2020, both in content and
format. The work of Janet Pranschke, then continued by Felix
Graham, has been invaluable for helping us continue to grow
the PDP.
The new PDP will launch this October and will feature essentially
the same curriculum that was laid out by the initial committee in
1999. We are bringing in all new instructors who are experts in their
fields to teach each class. Each instructor brings years of experience
to NYSTA. They are teachers, authors, and researchers who will
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bring an unprecedented level of pedigree to the program.
You will have the opportunity to get to know each teacher
in upcoming VOICEPrints, as the next issues will feature a
spotlight on one of our new exciting instructors.
The goal of the program as it heads into its second decade is
two-fold. First, the courses will provide our students with
contemporary, evidence-based content that is designed
to further their understanding of the voice. Second, the
instructors will 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.
The CORE curriculum is designed to give students a wellrounded foundation in vocal pedagogy. The program will
have an equal emphasis on classical, musical theater, and CCM
styles of singing. The new PDP will also feature more student
assessments and more hands-on work from the instructors and
the PDP Director. Not only will students be able to learn from
these accomplished teachers, but they will have access to them
for questions and feedback while taking the course. Each class
will now feature multiple assignments that will be graded as the
students proceed through the class. This will give students
more than one opportunity to engage with the teachers and
the PDP Director in feedback on their work and teaching.
Education has always been part of NYSTA’s mission, and I am
proud to help move that mission forward with the next stage
of the Professional Development Program. NYSTA has always
been committed to educating voice teachers worldwide, and
the revamped PDP will be able to easily reach teachers across
the globe. A legacy was born when Oren Brown had the idea
for a training program twenty years ago, and it’s an honor to
carry that legacy forward into the next decade. If you’d like to
be added to the PDP Mailing List, email Amanda Flynn at
PDPdirector@nyst.org. Thank you.

Amanda Flynn
Director, Professional Development Program
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The Solo Cantatas of
Christoph Graupner (1683-1760)
by Michael Hix, DM

The use of baroque repertoire should be an important part
of every voice studio. It promotes healthy vocalism, legato
singing, vocal flexibility, and allows for the exploration of
baroque style, gesture, and rhetoric. However, too often voice
teachers find themselves assigning only the repertoire in the
24/26 Italian Songs and Arias books, the arias of Handel, or the
arias of J.S. Bach. The cantatas of Christoph Graupner (16831760) provide an immense wealth of unexplored repertoire
that can be utilized successfully for our voice students or in
our own performances. In the voice studio the cantatas of
Graupner are welcome additions to the baroque repertoire.
Many examples are musically and vocally easier than the
works of Bach and Handel, and are thus better suited to
younger or less experienced singers.

About Graupner
The typical narrative encountered when discussing Christoph
Graupner places him in comparison with J.S. Bach. If one has
heard of Graupner, it is usually the bit of trivia that he was
offered the Leipzig Thomaskirche cantor position before Bach.
However, there is a tremendous drawback when framing a
narrative based on comparing any composer to the great master.
To give him his due, there needs to be a broader discussion
regarding Graupner that sheds light on his unique voice. His
cantata repertoire in particular contains a wealth of material that
should be explored and performed.
Graupner, born in Kirchberg, Saxony, studied with Schelle and
Kuhnau in Leipzig from 1696-1704. Following this, he studied
jurisprudence in Leipzig until 1706. Graupner moved to Hamburg
in 1707 where he was employed as harpsichordist at the Oper an
Gänsemarkt. During his time in Hamburg, he composed at least
five operas, including Dido, Königin von Carthago. Ernst Ludwig,
Landgrave of Hesse-Darmstadt, offered him the position of vicecapellmeister in Darmstadt in 1709. Upon the death of his predecessor W.C. Briegel in 1712, Graupner assumed the position of
capellmeister in Darmstadt.1
From 1722-1723 Graupner successfully applied for the cantorate in
Leipzig at the Thomaskirche. This was after Georg Philip Telemann
(1681-1767), who had been the first choice, turned down the offer
of the town council. However, the Landgrave denied Graupner’s
resignation in Darmstadt. This, of course, caused the town council
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Ernst Ludwig, Landgrave of
Hesse-Darmstadt (1667-1739)

1

McCredie, Andrew D.
“Graupner, Christoph.”
Grove Music Online.
Edited by Deane Root.
Accessed 2 February, 2020.
http://www.oxfordmusiconline.com
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in Leipzig to choose their third candidate, J.S. Bach.2 Graupner
continued working in Darmstadt where he was able to
negotiate a higher salary and improved working conditions.
During his life, he was well known and well respected as a
composer of both opera and church music. He also taught
several important students, including J.S. Fasch. He composed
vigorously until his eyesight began to fade, leading to eventual
blindness in 1754.3

Graupner’s Music
Of particular interest is the vast amount of extant material
Graupner composed. There are scores for over 1,400 of
Graupner’s church cantatas. The Technische Universität
Darmstadt has made the manuscripts of all of these cantatas
available on IMSLP. The majority of these cantatas include
chorus, but there are numerous solo and duet cantatas. There
exist forty-eight cantatas for solo soprano, several of which
were written for Johanna Elisabeth Döbricht (1692-1786).4
There are also forty-seven solo cantatas for solo bass voice
with a variety of instrumental pairings. We can assume that
the majority of these works were composed for the bass (and
composer) Gottfried Grünewald (1665-1739), whom Graupner
knew in Leipzig and with whom he worked at the opera
in Hamburg. Grünewald served as vice-capellmeister in
Darmstadt under Graupner from 1713 until his death.5 In
addition to the forty-seven solo bass cantatas, Graupner also
wrote seventeen duet cantatas for soprano and bass. He
composed far fewer solo cantatas for tenor and none for alto.
See table below for the numbers of various solo and duet cantatas.

Solo Soprano cantatas
Solo Alto cantatas
Solo Tenor cantatas
Solo Bass cantatas
Two-Soprano cantatas
Soprano and Alto cantatas
Soprano and Tenor cantatas
Soprano and Bass cantatas
Alto and Tenor cantatas
Alto and Bass cantatas
Tenor and Bass cantatas

2

Christoph Wolf, Johann Sebastian
Bach: A Learned Musician. (New
York: W.W Norton and Co.), 223.
The minutes of the town council
meeting record: “..since the best
could not be obtained, a mediocre
one would have to be accepted...”
3

McCredie, Andrew D. “Graupner,
Christoph.” Grove Music Online.
Edited by Deane Root. Accessed 2
February, 2020.

4

Colin Lawson, “Exploring Bach’s
Contemporaries: Fasch and
Graupner,” Early Music Vol. 43
Issue 1 (February 2015): 181.

5

Vernon Wicker, Solo Cantatas for
Bass by Christoph Graupner, DMA
thesis, (University of Oregon,
1979), 76-77.

48
0
6
47
3
2
6
17
0
2
6

Alongside the staggering number of cantatas, Graupner
composed a wealth of instrumental music including keyboard works, more than 100 sinfonias, concerti, and a canon
with 5,626 inversions. The sheer volume of this relatively
unexplored repertoire is thrilling but also overwhelming,
making categorization of Graupner’s overall musical style
problematic. What are Graupner’s masterpieces? Have these
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been uncovered? Have modern audiences heard them?
How does Graupner’s musical vocabulary change with
time, and during which years do we consider Graupner to
have been at the height of his creative powers? It is beyond
the scope of this article to answer these questions. However, I
hope the article will inspire curiosity among scholars,
performers, and teachers of voice.
To date, there is no scholarly edition of the complete works
of Graupner, but hopefully that project will be undertaken
in the near future. His beautiful calligraphy is incredibly
clear in the manuscripts available on IMSLP. This is of great
benefit to editors of instrumental music and parts, and thus
several publishing companies have begun producing
scores of Graupner’s music. These include Carus Verlag,
Bärenreiter, Concertino Barroco, Edition Musica Rinata,
and Edition Walhall. Glendower Jones at Classical Vocal
Reprints also has works published by Garri Editions
available through his website.6 Many cantatas for solo
soprano, edited by Dr. Burkhard Switaiski, are available
for purchase at Sheet Music Plus.7 In recent years several
recordings of Graupner’s music have been undertaken,
many of which are available on iTunes and Spotify.
What one can say about Graupner’s known music is that it
is oftentimes eccentric. A clear example of this eccentricity
is the choral fugue (Mvt. 6) from the cantata Ach wo nun
hin GWV 1150/09. In this example, Graupner composes a
fugal subject that does not match the length of the text. The
text begins its repetition before the end of the fugal subject.
This highlights the text “Gott hat geduld mit uns und will
nicht, das jemand verloren” (God has patience with us, and
will not lose us). This displays Graupner’s sense of humor,
as performing this unconventional fugue is quite difficult
and can definitely cause even the most musically secure of
performers some difficulty in maintaining their correct
place in the score.8 In other works, Graupner chooses odd
dissonances that highlight the text or dissonances that do
not resolve in an expected manner. In his music, one can
hear a combination of both the old and the new, with a
definite influence of the galant style.9 His music evokes a
sense of buoyancy and melodic grace; its brilliant melodies
in particular are accessible, memorable, and singable.
While Graupner’s music lacks the contrapuntal complexity,
denseness, and ingenuity typical of the music of J.S. Bach,
it makes up for it in elegance.
As previously mentioned, the cantatas of Graupner are
welcome additions to the Baroque repertoire for students.
Many examples are musically and vocally easier than the
works of Bach or Handel and thus are better suited to
younger or less experienced singers. The galant influence
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https://www.classicalvocalrep.com/

7

https: // www.sheetmusicplus.com/

8

I am indebted to Dr. Marius
Bahnean, a leading Graupner
scholar, for this observation as well
as his work on modern editions of
Graupner cantatas.
9

Marius Bahnean, The Good Friday
Cantatas of Christoph Graupner (16831760), PhD Dissertation, (Louisiana
State University, 2015), 22.
10

Colin Lawson, “Exploring Bach’s
Contemporaries: Fasch and
Graupner,” Early Music Vol. 43,
Issue 1 (February 2015): 180.
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Vernon Wicker, Solo Cantatas for
Bass by Christoph Graupner, DMA
thesis, (University of Oregon, 1979),
26-32.
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and straightforward melodies are two prime reasons
for this. The instrumentation of the solo cantatas also
provides wonderful opportunities for student or young
artist chamber music performances. The solo cantatas
range from small works for basso continuo and unison
violins (which can be performed by single violin) to
larger works that include a full complement of strings,
woodwinds, and brass. Graupner often composed for the
chalumeau (the historical predecessor of the clarinet) as
well as the bassoon. Eighty cantatas in Graupner’s oeuvre
include parts for chalumeau.10 It is also clear from his
works that Graupner had an excellent bassoonist at his
disposal. In addition to his concertos for bassoon, there
are wonderful and virtuosic bassoon obbligatos used in
arias and choruses in Graupner’s cantata output.
The libretti of the Graupner cantatas are also worth
further examination. He drew these texts primarily from
two sources: Georg Christian Lehms (1684-1717), the
Darmstadt court poet and librarian who was librettist for
eleven cantata settings by Bach, and Graupner’s brotherin-law, the preacher Johann Konrad Lichtenberg (16891751). Heinrich Walther Gerdes was appointed as the
new court librarian in Darmstadt after Lehms’ death in
1717. While Gerdes also supplied some cantata texts,
Graupner preferred Lichtenberg’s writings. Lichtenberg
penned over 1,600 cantata texts for both Graupner
and his vice-capellmeister Grünewald.11 Many of
Lichtenberg’s texts are bleak. Full of hellfire and brimstone rhetoric, these texts typically present a vengeful
God with no mercy for sinners.
Despite the difficulties inherent in coming to terms
with Graupner’s vast and unfamiliar repertoire, for the
curious musician—performer, scholar, and listener
alike—it is a virtual treasure trove of the German late
Baroque. With such a massive output, it is exciting to
think what gems will be uncovered, performed, edited,
and recorded in the coming years. Along with the
prospects of future discovery, there is great joy in the
journey and exploration as we dust off these old works
and hear them anew with 21st century ears.
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Baritone Michael Hix has been praised
by critics for his “expressive voice” and
“commanding stage presence.” His
career highlights include performances
at Carnegie Hall, Tanglewood, Boston’s
Symphony Hall, and Vienna’s Musikverein.
Hix is a sought-after performer with over
seventy oratorio/cantata/concert roles in
his repertoire. He has been featured as
soloist in concerts with the Oregon Bach
Festival, Arizona Bach Festival, Boston
Pops, Orlando Philharmonic, Santa Fe
Symphony, San Juan Symphony, Georgia
Symphony, New Mexico Philharmonic,
Tallahassee Symphony, Tupelo Symphony,
Montgomery Symphony, Brevard
Symphony, New York City’s Trinity
Lutheran Bach Vespers Series and the
Tallahassee Bach Parley, among others.
As a musicologist Dr. Hix has received
awards and grants including the Thomas
Hampson Award (American Musicological
Society), a research visit grant from the
DAAD/German Academic Exchange
Service, and the Simonton Literary Prize.
His varied research projects have included
the music of Christoph Graupner, Paul
Dessau, Lin Jaldati, and Lee Erwin. He has
presented lecture recitals at the national
conferences of the American Musicological
Society and College Music Society and
for the Texoma Region of NATS. Dr. Hix
is an Associate Professor of Voice, the
Coordinator of Vocal Studies, and the
Associate Chair of the Department of
Music at the University of New Mexico.
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BOOK REVIEW: Rock in the Musical Theatre:
A Guide for Singers
by Joseph Church
Review by Emma Kate Wilson
As the prominence of rock and pop repertoire in musical
theater increases, so too does the need for resources such as
Rock in the Musical Theatre: A Guide for Singers. Many musical
theater singers have entered my studio with questions around
how to approach a pop or rock tune with authenticity, and
this book is an excellent resource for such performers and the
teachers and coaches who work with them. Joseph Church’s
musical direction for contemporary shows such as The Who’s
Tommy and The Lion King on Broadway makes him particularly
well qualified to write such a text. Drawing from this experience,
Church provides a detailed compendium which will no doubt
be a valuable reference for both singers and teachers.
At this point, it is important to briefly mention the terminology
used to describe the different genres discussed in this book.
The author notes that he uses the word “rock” to refer to all of
the popular music written from the 1950s onward, which is
characterized by a “hard, loud, steadfast sound,” and is
generally influenced by “rock ’n’ roll” in some way. All lighter
shades of rock are referred to as pop, although as the title
suggests, the majority of the repertoire discussed in this text
fall under the rock category. For the purposes of this review,
I will use the terms similarly.

Joseph
Church

While Chapter One may not provide an exhaustive history of
either rock music or the theater, Church highlights the pivotal
moments in the history of both art forms to offer a foundation
for the discussions to follow. This historical outline, including
a discussion of stylistic elements and aesthetics of each style,
is equally informative for those from pop/rock and theater
backgrounds. Chapter Two delves further into each style
with a detailed comparison of popular song and theater
song. Church analyzes the key elements of each style of song,
including purpose, form, delivery format, music, lyrics, vocal
arrangements, vocalism, improvisation, and song themes.
Throughout this analysis and most other chapters, this book
presents a wide variety of examples of songs and shows
spanning the last century, hailing from both pop/rock music
and theater music. The discussion of theater music spans all
the way from earlier shows like Carousel, Bye-Bye Birdie, Hair,
and Les Misérables, through to post-2000s musicals such as
Wicked, Dear Evan Hansen, and Hamilton.
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The book includes a discussion on theory and technique,
beginning with addressing acting both in theater songs and
rock songs. Although a single book chapter is too brief to delve
deeply into acting theory and technique, the discussion is
insightful and well presented. In particular, Church provides a
list of essential characteristics of some rock-based characters,
which serves as an excellent entry point for actors who
might be required to inhabit these types of characters onstage.
Examples include a sense of alienation or disenfranchisement
(Evan Hansen in Dear Evan Hansen), progressivism and
rebellion (Rizzo in Grease), and downfall (Alexander Hamilton
in Hamilton). An interview with seasoned musical theater
performer Michael Cerveris effectively introduces another
perspective from an industry insider.
Church goes on to analyze musical values in rock theater
songs, providing a detailed breakdown of musical elements
such as notated scales, rhythmic patterns, drumbeats, and
melodies. The reader will undoubtedly complete this chapter
with a strong understanding of the tools rock songwriters use
to create moods, emotions, and musical effects. This chapter
concludes with a series of thorough and descriptive analyses
of specific melodies from pop and rock songs, grouped by
genre. Once again, the scope and breadth of examples demonstrates Church’s deep understanding of the genres. The
impressive list starts with the rockabilly classic “Jailhouse
Rock” by Elvis, moves through artists like Steppenwolf, the
Rolling Stones, Otis Redding, Aretha Franklin, as well as
discussing some of the rap and hip hop artists that inspired
Lin Manuel Miranda’s Hamilton and other contemporary
theater shows. This section will likely be particularly useful
for singers and teachers, as it offers a stylistic reference point
while preparing for auditions in specific styles.
Beginning with the complex question “What makes a vocal
a rock vocal?”1, Chapter Five details the essential elements
involved in bringing a rock vocal to life. An important
discussion around vocal health is included, reassuring those
who might be concerned that rock singing may lead to vocal
damage. Church asserts that singing rock does not require a
complete overhaul of a singer’s vocal technique—only a
modification and extension of techniques already used—and
that singing rock is “not necessarily any more perilous”2 than
other styles of singing. This chapter includes only a brief
summary of vocal production, but it does provide recommended
reading for a more complete understanding. What it does
include, however, is a clearly notated selection of vocal
exercises which can be used to establish appropriate breath,
resonance, vowel choices, and vocal effects for rock singing.
Although designed for theater singers who wish to add pop/
rock singing to their skill set, these exercises can be highly
effective for singers of almost all popular music styles—and

16

1

Joseph Church, Rock in the
Musical Theatre: A Guide for
Singers (New York, NY: Oxford
University Press, 2019), 89.

2

Ibid, 93.
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indeed, as a pop/rock singer, I found many of these
exercises to be pleasantly familiar. If one addition
were to be made to this book, recorded versions of
these exercises would make for even more ease of
application. However, the musical notation and
descriptions are certainly complete enough.
Perhaps the most directly applicable section for
voice teachers is Part III, a detailed outline of nine
hypothetical coaching sessions (or case-studies) which
can be referenced when coaching performers through
the songs included or similar repertoire. For each
coaching session, Church provides a multi-page
breakdown of character and acting choices, vocal
production considerations, stylistic options, and
performance notes. A few of the songs dissected
include “Suddenly Seymour” from Little Shop of
Horrors, “I Am Changing” from Dreamgirls, and “Will
You Love Me Tomorrow” from Beautiful. The author’s
vast experience as a musical director particularly
shines in this section, as he provides a clear and
thorough road map for preparing authentic musical
theater performances in various rock styles.
I found Rock in the Musical Theatre to be an informative
text and highly recommend it for any singing teachers
who work with musical theater singers. In particular,
the practical exercises and sample coaching sessions
are highly relevant and easily applicable to teaching
and coaching, and the book has already proved to be a
valuable addition to my studio bookshelf.

17

Emma Kate Wilson is an Australian voice
teacher and performer, with extensive experience in a variety of styles of contemporary
commercial singing. She holds a Masters
Degree in Vocal Pedagogy from the
Queensland Conservatorium of Music,
where she studied under respected voice
researcher Dr. Irene Bartlett, as well as a
Bachelor of Music Performance from the
Queensland University of Technology. She
recently completed training in Vocology at
the National Centre for Voice and Speech
Summer Vocology Institute.
In addition to delivering one-on-one singing
lessons at her busy private studio in South
Brisbane, Wilson is a Lecturer in Voice and
Music at JMC Academy, where she has been
teaching in the Bachelor of Contemporary
Music and Performance since 2016. She runs
regular workshops for singers and singing
teachers, has been a guest presenter at
numerous professional development events
for singing teachers, and is the head of the
vocal department at Browning Street Studios,
South Brisbane. Emma Wilson is a member
of the Australian National Association
of Teachers of Singing (ANATS) as the
National Membership Secretary, QLD
Chapter Vice President, and a member of
the Board of Directors.
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NYSTA BOARD OF DIRECTORS 2020-2022
PRESIDENT
Elizabeth Saunders

President@nyst.org

Elizabeth Saunders has served on the board of directors since
2010, first as chair of the Events committee for several years
before adding the duties of Registrar in 2014. Currently
maintaining her private voice studio in New York City, New
Jersey, and online, she has also trained opera singers at the New
National Theater Tokyo’s Young Artist Training Program, served
on the private voice faculty at Trinity College in Hartford, and as
artist-instructor for the Greater Hartford Academy of the Arts.
She has performed principal roles in opera, musical theater,
and concerts around the US, and in Germany, Japan, and Italy.
Recognized by international Ives scholars as one of the most
compelling artists to be performing the songs of Charles Ives
today, she maintains a repertoire of over 50 of his songs. Her
Ives performances brought her to the attention of jazz legend
Anthony Braxton, with whom she now performs and records
his critically acclaimed genre-bending, highly improvisational
avant-garde operas and a capella vocal works. The most recent
release, GTM (Syntax) 2017, made, among others, The New York
Times list of top classical tracks for 2019. Also praised in All
About Jazz, Kurt Gottschalk said it “...can be an intoxicating
listen, recalling most closely Luciano Berio’s work with the
Swingle Singers. In other words, avant-garde mastery.”
Now enjoying non-musical performance in the theater and
on camera as well, she can be seen in the recently released
1 Angry Black Man, and other films such as BlacKkKlansman, The
Hate You Give, Harriet, Just Mercy, Loving, When They See Us, Get
Out, If Beale Street Could Talk, and Queen and Slim. She received
her BM degree in vocal arts from the University of Southern
California and her Artist Diploma in opera performance from
the University of Cincinnati College-Conservatory of Music.

VICE-PRESIDENT
Felix Graham

Vice President@nyst.org

Dr. Felix Graham (tenor) is a New York-based performer,
teacher, director and author. As a singing voice specialist, his
pedagogy focuses on vocal health and retraining, as well as
guiding clients in reconciling their voice and personal identity.
As an active researcher in the areas of voice science and vocal/
choral music education, Felix has presented both at home and
abroad on such topics as singing voice disorders, developmental
voice and non-hierarchical choral approaches. He is the director
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of York College’s Cardinal Chorus, where he also teaches general
music courses; additionally, he currently serves as music director
of the TRANScend Vocal Ensemble. He holds a B.S. in Vocal
Performance from Tennessee State University, and a Master of Arts
(with a voice pedagogy focus), a Master of Education (with a music
education and choral pedagogy focus), as well as a Doctorate of
Education from Teachers College, Columbia University.

REGISTRAR
Diane Aragona

Registrar@nyst.org

Diane Aragona has a Master of Music in Classical Voice from
Rutgers University. Ms. Aragona is founder and co-owner of His &
Hers Music, a private music school in NJ, where she teaches voice.
She has worked extensively with her school on community
outreach to make extracurricular music education available to
children, adults, and seniors in northern NJ. Most recently,
they have partnered with the Bloomfield Department of Parks,
Recreation, and Cultural Affairs to offer affordable music classes,
clubs, and events to the community. Ms. Aragona served as private
voice instructor for the National Children’s Chorus in NYC from
2015-2018. Additionally, she has experience teaching voice lessons
and group vocal classes at Rutgers University. She is an active
recitalist and has recently performed at The Church of the Sacred
Heart in South Plainfield. Past performances include Weill’s
Threepenny Opera, Bernstein’s Candide, and Delibes’ Lakmé. In 2016,
Ms. Aragona performed in NYSTA’s Tribute Concert to Tom Cipullo
at the National Opera Center. She has worked with prominent
composers such as Tom Cipullo and Richard Hundley, and is a
member of Mid-Atlantic Music Teachers Guild (MAMTG), National
Association of Teachers of Singing (NATS), and NYSTA.

SECRETARY
Benjamin Berman

Secretary@nyst.org

Benjamin Berman, an alumnus of Mason Gross School of the Arts, is
entering his third term as Secretary for NYSTA. He is Music Director
of First Reformed Church of New Brunswick, NJ, the conductor
of the Highland Park Community Chorus, and co-director of the
Joyful Noise Choir, the joint children’s choir of Christ Church and
First Reformed Church. He is on the faculty of Rutgers Community
Arts, where he teaches private lessons and chamber music. He
plays harpsichord with the Bucks County period instrument
ensemble La Fiocco, and is accompanist for the Rutgers Queens
Chorale. He frequently sings with the West Jersey Chamber Music
Society and Makhelat Hamercaz, the Jewish Choir of Central Jersey,
and also has sung with the Choral Arts Society of New Jersey, the
newly-formed professional choir Vocala, and the Opera Philadelphia chorus. Berman is active as a recitalist, conductor, teacher,
harpsichordist, and organist in Central New Jersey, with a special
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interest in singing Czech and Jewish music. He is also Music
Director of the Hub City Opera and Dance Company, for whom he
also served as conductor for the first two productions: Der Mond by
Carl Orff and Goyescas by Enrique Granados. He is a member of
the American Choral Directors Association and the National
Association of Teachers of Singing.

CO-TREASURER
Peter Ludwig

bassbaritone@verizon.net

Peter Ludwig is a graduate of the Juilliard School and New York
University, and was a CCO Competition Finalist. He has sung
principal roles with Vineyard Theater, Encompass Theater, Stonington (ME) Opera Arts, VPR, Pensacola Opera, Chattanooga Opera,
Rockland Opera, and others. He has appeared as soloist at Carnegie
Hall, Weill Recital Hall, 92nd Street Y, Austrian Cultural Forum, the
Actors Studio, and other venues in the US, Italy, and Switzerland.
Reviewers have cited his “warm and persuasive singing” and
described him as “a wonderful singing actor.” Ludwig teaches
singing in New York City. He has also conducted workshops and
master classes for singers and actors in Greece. He taught at the 92nd
Street Y and at LaGuardia High School of the Arts in New York,
where he directed the Opera Workshop. Many of his students are
now pursuing distinguished performing careers.

CO-TREASURER
Patricia Sheridan

Treasurer@nyst.org

Patricia Sheridan offers private vocal training at her studio in New
York City, specializing in classical vocal technique, including proper
breath management, efficient vocal production, postural concerns
and transitioning technique into the repertoire without sacrificing
technical achievement, proper text preparation, etc. Ms. Sheridan is
a NYSTA Distinguished Voice Professional and has served on the
board of NYSTA and is a member of NATS and NATS/ENY. She is
co-founder of ACTING OPERA and presently serves as the president of the board of The Midwest Institute of Opera based in
Bloomington, IL, at Illinois State University. Her students have
performed at the Metropolitan Opera, New York City Opera, regional opera companies, on and off Broadway, as well as in jazz and
country music venues. A specialty of her studio is training a healthy,
more beautiful-sounding speaking voice for women in business
and in the public eye. Her primary aim is to give students the tools
necessary to achieve their musical goals and feel totally confident.
The focus of her studio is on patience and a supportive attitude in
which the student is given the guidance to understand how to build
a daily routine leading to confidence and a solidly built technique.
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VOICE PRINTS EDITOR-IN-CHIEF
Jennifer D’Agostino

VoicePrints@nyst.org

Soprano Jennifer D’Agostino is currently a Lecturer in Applied
Voice at University of Tennessee-Knoxville. She received
her DMA at the University of Wisconsin-Madison in Voice
Performance with a minor in Opera Production. She completed
her Master’s Degree as a member of the Knoxville Opera Studio
with the University of Tennessee-Knoxville, and her Bachelor’s
Degree from Baldwin-Wallace College Conservatory of Music.
Praised as a “simply gripping” performer with “beauty and
expression,” D’Agostino frequently appears in both classical
and contemporary genres. She is interested in the scholarship of
teaching and learning and has presented at the Lilly Conference,
National Association of Teachers of Singing (NATS), and the
National Collegiate Honors Council. She is on the board of the
New York Singing Teacher’s Association (NYSTA), and is the
current Editor-in-Chief for VOICEPrints, NYSTA’s scholarly
journal. She was chosen as a NATS intern in 2013. She has held
teaching positions at Alverno College, Beloit College, Pellissippi
State Technical Community College, and Walsh University.

NYSTA BOARD MEMBERS
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Eileen Cooper Sedek (Social Media)

Eileen.S.Cooper@gmail.com
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Eileen Cooper Sedek has performed in operas and as a concert
soloist and recitalist in the US, Europe, and China, garnering
praise for her “winsome stage presence” (Star Ledger) and
“spectacular acting and vocal performance” (Stage Magazine).
Recent credits include Mozart’s Missa Brevis in C, K. 220, Orff’s
Carmina Burana, Mendelssohn’s Psalm 42, the world premiere of
Martin Sedek’s Lux Noctis, and a recital tour of Slavic and Jewish
music, “Songs My Mother Taught Me.” She earned her Master
of Music Degree from the Mason Gross School of the Arts at
Rutgers University where she was on the adjunct faculty for the
Music History and Vocal Departments. Ms. Cooper Sedek is
on the Board of Directors of the New York Singing Teachers’
Association, runs her own voice and piano studio, and
adjudicates Teen Arts Festivals throughout New Jersey.
EileenCooperSedek.com
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Amanda Flynn (PDP)

PDPdirector@nyst.org

Amanda Flynn is currently on faculty at Pace University and
is also the owner of a private studio with clients performing
on Broadway, Off Broadway, in national and international tours,
regional theater, and with careers as recording artists. She was the
Production Vocal Coach for The Lightning Thief and Be More Chill,
both on Broadway. She also served as a Vocal Consultant for the
regional premiere of Love in Hate Nation. 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, Flynn is a voice researcher and
has presented at conferences across the country. She serves on
the NYSTA Board of Directors as PDP Director.

Manoj Govindraj (Book)

Manmusical9@gmail.com

Govindraj learned Hindustani music professionally under the
tutelage of Mrs. Vineeta Tembe. His mentors include Pandit
Prabhakar Karekar, Pandit Ramesh Prem and Mrs. Geeta Prem.
He received a scholarship from the Center for Cultural Resources
and Talent government of India (CCRT). A rank-holder and gold
medalist from Mumbai University, he completed his Master of
Fine Arts in Hindustani Classical Vocal Music in 1999. He was
the recipient of Pandit Bhimsen Joshi scholarship Hindustani
music in 1998-99 and several awards, the most prestigious being
the Sur Singar Samsad Award in 1995. He teaches Hindustani
classical and light music at the Swarras School, Glen Mills, PA.
His repertoire includes Hindustani classical (Khayal), semiclassical (Thumri, Dadra), bhajans, ghazals, and film songs in
Hindi, Marathi, and other languages.

Tessa Romano (Events)

TRomano12@gmail.com

Dr. Tessa Romano is a tenure-track Lecturer in Voice at Te Whare
Wânanga o Ôtâkou (University of Otago) in Ôtepoti/Dunedin,
Aotearoa, New Zealand. Appointed to this position in June 2019,
her current teaching mission is broadening the Western classical
music canon by introducing students to pedagogically-sound
works by underrepresented composers, alongside the works that
we know and love. Her most recent pedagogical research involves
helping navigate the changes in the singing voice of transgender
singers on testosterone therapy. Dr. Romano has a DMA in vocal
performance and pedagogy from the University of Colorado
Boulder, an MMus in vocal performance from the University of
Michigan, and a BA in Italian literature and music from Princeton.
Prior to moving to Ôtepoti, she was freelancing in NYC as a
performer and voice teacher, which is how she became involved
with NYSTA.
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John Ruppi (Hospitality)

JCRuppi47@yahoo.com

John Ruppi is the NYSTA Hospitality chair, and has recently assisted
with marketing and publicity, coordinating with NATS and The Voice
Foundation. He is a staff singer at Grace Episcopal Church in Nutley,
NJ, where he has been bass section leader for the last twenty years. He
has also served as a cantor for Catholic parishes in the Tri-State area.
He has performed with professional and leading avocational choruses
in the New York metropolitan area, and has served as music director
of The New Jersey Chorale for seventeen seasons. He has been an
adjunct vocal instructor at colleges in New York and New Jersey. For
numerous years he has been a researcher into the historical Italian
tradition of vocal pedagogy. He is most appreciative of his association
with NYSTA and its dedicated voice professionals.

Elizabeth Southard Mau (Events)

SouthardSong@verizon.net

Elizabeth Southard Mau has worked extensively in musical theater
on Broadway and in national tours. She starred on Broadway as
Christine in Andrew Lloyd Webber’s The Phantom of the Opera, a role
she also performed in the Vancouver production and the national
tour. She has also appeared as Magnolia in a national tour of Showboat and was seen Off-Broadway in Jack Eric Williams’ Swamp Gas
and Shallow Feelings. She has been guest soloist with orchestras including the Pittsburgh Symphony with Marvin Hamlisch, Buffalo
Philharmonic, Anchorage Symphony, Flagstaff Symphony, Detroit
Symphony, Virginia Symphony, Long Beach Symphony, and the
Maui Philharmonic. She received her degrees in vocal performance
and music education from Ithaca College and received a scholarship
to study at the prestigious American Institute of Musical Studies in
Graz, Austria.

Charlotte Surkin (Book)

Charlotte S@earthlink.net

Charlotte Surkin is a singing voice specialist at The Filomen M.
D’Agostino Greenberg Music School, a voice instructor at Marymount Manhattan College, and has a private voice studio virtually,
as well as in Riverdale, NY and Manhattan. She previously taught at
Westminster Choir College, Wagner College, CAP21/NYU and Drew
University. She recently presented at the International Conference
of the College Music Society in Sydney, Australia. Her article on
teaching singing to students with vision loss was published in the
Journal of Singing in the September/October issue of 2018 presented
as a Webinar through NYSTA. She was in the first graduating class
of NYSTA’s PDP program and has done two Vocology internships at
Mt. Sinai Hospital and St. Luke’s Hospital with Dr. Linda Carroll and
Dr. Anat Keidar. As a performer, Surkin has performed as alto soloist
with orchestras in the Tri-State Area, at Carnegie Hall and at the
Kennedy Center in Washington as well as regional opera companies.
She has students performing on Broadway and regional theater. She
holds a bachelor of music education degree from Temple University,
an MA in music from New York University, as well as a certificate in
music from the Mozarteum in Salzburg.
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Jared Trudeau (PDP)

Jared.Trudeau@gmail.com

Jared Trudeau is a voice teacher living in New York City. He works
with musical theater and opera singers performing in Broadway,
national tour, and regional productions, as well as pop-rock singers
cracking the iTunes “top 10.” He is Assistant Professor of Voice at The
Boston Conservatory at Berklee, teaching undergraduate and graduate
musical theater students, as well as in both graduate voice pedagogy
programs. He previously worked at CAP21/Molloy College and Penn
State. He holds degrees in Music and Psychology from Tufts University
and an MFA in Voice Pedagogy for Musical Theater from Penn State.
His work has been published in the Journal of Voice and has presented
research and workshops at The Voice Foundation, Fall Voice, PAVA,
NATS, and MTEA conferences. He is also on the board for the Voice
Foundation New England Chapter.

ACTIVE PAST-PRESIDENTS
Matthew Hoch

MatthewHoch24@gmail.com

Matthew Hoch is associate professor of voice and coordinator of the
voice area at Auburn University, where he teachers applied voice,
lyric diction, and vocal literature courses. His prior service to NYSTA
includes vice president (2012–2017) and editor-in-chief of VOICEPrints
(2008–2016) and president (2017-2020.) Hoch has written three books,
including A Dictionary for the Modern Singer (2014), Welcome to Church
Music & The Hymnal 1982 (2015), and Voice Secrets (2016). He holds the
BM from Ithaca College, MM from The Hartt School, and DMA from
the New England Conservatory. He is the 2016 winner of the Van L.
Lawrence Fellowship, awarded jointly by the Voice Foundation and
NATS. In addition to his academic life, Hoch also serves as choirmaster
and minister of music at Holy Trinity Episcopal Church in Auburn,
Alabama, where he lives with his wife Theresa and three children:
Hannah, Sofie, and Zachary.

Judith Nicosia

civitano@rci.rutgers.edu

Judith Nicosia is associate professor at Rutgers University, where she
teaches voice, undergraduate and graduate pedagogy, diction, graduate
art song literature, and serves as head of the voice faculty. She is past
president of NYSTA and secretary for the eastern division of the
American Choral Directors Association. Vocal workshops for ACDA
and various state music education organizations have taken her to
Vermont, Massachusetts, New York, Connecticut, Maryland, Virginia,
Maine, New Hampshire, and Ohio, as well as New Jersey, and she has
been an invited clinician at local, regional, and national levels for NATS
and ACDA. Nicosia has been a member of the editorial board of the
Journal of Singing since 2014. She is honored to have been recently been
selected to join the prestigious American Academy of Teachers of
Singing, whose members number only forty at any given time.
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David Sabella

SabellaNYC@gmail.com

David Sabella’s performing credits include Chicago (Broadway) and OffBroadway productions of Jules, Kiss and Make Up, Hexed, So Long, 174th
Street, FOXY, and Watch Your Step. Voice-over work includes Peter Pan and
The Pirates (FOX), Teacher’s Pet, and Donald Von Drake (Disney). He was
winner of the Luciano Pavarotti International Voice Competition and has
performed in Giulio Cesare, L’incoronazione di Poppea, and Die Fledermaus
(Lincoln Center). Recordings include Giulio Cesare (Koch International),
Chicago (RCA Victor), FOXY, Watch Your Step, Everybody’s Getting Into the
Act, and A Special Place (OCR). Sabella is currently on the voice faculty at
Montclair State University and Fordham University. He was the director
of music and voice at Broadway Theater Project and is a member of AEA,
SAG, NATS, and The Voice Foundation. He served as president of NYSTA
from 2008--2014. He offers private instruction at Sabella Voice Studio.

Josephine Mongiardo

JosephineMongiardo@gmail.com

Past president of NYSTA, Josephine Mongiardo helped found The
Oren Lathrop Brown Professional Development Program and has been
awarded the title of Distinguished Voice Professional. She holds a BA from
Barnard College, an MA in musicology from Columbia University and
has completed a vocology internship at Mt. Sinai Hospital under the
supervision of eminent otolaryngologist Dr. Peek Woo and speech
pathologist Linda Carroll. She has a thriving teaching practice in New
York City, and her students have been featured at Chautauqua, Seattle,
Lake George and Delaware Operas and in chamber and orchestral
performances throughout the US. She teaches applied voice and vocal
technique and repertoire courses at Barnard College and applied voice at
Columbia Teachers College. Her students have been accepted to graduate
voice programs at Manhattan School of Music, Mannes College of Music,
Rice University, and the SUNY Binghamton/Tri-Cities Opera Program.

Janet Pranschke

JanPranschke@aol.com

Janet Pranschke is past president of NYSTA and is the founding director
of NYSTA’s Professional Development Program. NYSTA’s Distinguished
Voice Professional certificate was awarded to her for completing the fivecourse PDP curriculum of anatomy/physiology, acoustics, vocal health,
repertoire, and pedagogy. She also completed a six-week internship
with Dr. Peak Woo at Mt. Sinai Hospital and team-teaches with speech
therapists to rehabilitate injured voices. In recognition of her work done
with PDP, a scholarship was created in her name. The Janet Pranschke
Professional Development Scholarship grants full tuition to NYSTA’s
five-course core curriculum to be presented to one apprentice NYSTA
member each academic year. Pranschke, a lyric soprano, made her
operatic debut with the Santa Fe Opera as an apprentice and has since
sung over 35 leading roles with opera companies throughout the United
States. Janet served on the voice faculty of Wagner College for 33 years
and is now retired from teaching. She serves NYSTA as Archivist.
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VOICE PRINTS ASSOCIATE EDITORS
Elena Blyskal
Elena Blyskal is a NYC-based educator, soprano, and researcher.
She earned her DMA in Vocal Pedagogy and Performance at the
University of Miami’s Frost School of Music and her MM in Vocal
Performance from the Longy School of Music of Bard College. She
currently teaches Vocal Pedagogy at CUNY Queens College and
recently joined the faculty at Monmouth University, where she
teaches voice in classical, musical theater, and CCM styles. She also
teaches Singing Solo, a musical theater voice class for adults, with
AfterWork Theater in NYC. Recent performance credits include
Queen of the Night, Madame Mao (cover) in Nixon in China, and
Khloe/Kourtney in the workshop of Dana Kaufman’s Opera
Kardashian. She has premiered the music of Julian Brijaldo, Dylan
Findley, Peter Evans, Zachary Friedland, and Jared Hettrick, whose
Songs on Fire was written expressly for her. She has enjoyed guest
appearances with Kaleidoscope MusArt, Hispanic-American Lyric
Theatre, and New American Voices. She is dedicated to cross-genre
vocal training and mental performance skills for the university
music student and speaks on these topics to students and educators,
including engagements at Lesley University, Western Connecticut
State University, Broward College, University of Miami, and the
Symposium of Eudaimonia and Music Learning.

Nico de Villiers
South African-born pianist Nico de Villiers is a coach, collaborative
pianist and researcher based in London. He holds degrees from
the Royal Scottish Academy of Music and Drama, University of
Michigan, and Guildhall School of Music & Drama (GSMD). He has
performed as soloist, collaborative pianist and chamber musician in
prestigious venues such as the Royal Festival Hall and the Barbican
in London, Kennedy Center in Washington DC, the Kammermusiksaal in Bonn, Germany, and the Mozarteum Grosser Saal in
Salzburg. Festival performances include the Salzburg Festival,
Edinburgh Festival, Oxford Lieder Festival, England, and the
International Johannesburg Mozart Festival, South Africa. He is a
coach on the vocal faculty of the GSMD and, previously, at other
institutions including the University of Michigan, the Royal College
of Music and Trinity Laban Conservatory in London. He led
masterclasses in the US, UK, Sweden, and South Africa. In 2018 he
was awarded a PhD from the GSMD for his practice-based study
entitled The Becoming of a Song Composer: A Critical Re-evaluation
of Richard Hageman and His Songs. Nico has published articles in
Classical Singer Magazine, Pianist Magazine, and Opera Magazine.
He is currently preparing the first critical biography on Richard
Hageman for Peter Lang Publishing with co-authors Kathryn
Kalinak and Asing Walthaus.

26

Vol. 18, no. 1, September-- October 2020 © NYSTA

Andrea Chenoweth Wells
Soprano Andrea Chenoweth Wells is a two-time regional finalist in
the Metropolitan Opera National Council auditions. She has appeared
with orchestras and opera companies throughout the US, including
regular appearances with the Cleveland Orchestra, Dayton Philharmonic,
Cleveland Opera, and Dayton Opera. Career highlights include her
Carnegie Hall debut singing Verdi’s Requiem and touring Japan with
Maestro Neal Gittleman and the Telemann Chamber Orchestra. She
has sung numerous operatic roles, including Fiordiligi in Mozart’s
Così fan tutte, Atalanta in Handel’s Xerxes, First Lady in Mozart’s
Magic Flute, Kitty Hart in Heggie’s Dead Man Walking and the Foreign
Woman in Menotti’s The Consul. Dr. Wells concertizes frequently.
She is a regular soloist at Boston’s The Shakespeare Concerts, and is
featured on several recordings of works with texts by Shakespeare on
the Parma label. A proponent of new music, Wells has worked with
many contemporary composers including Libby Larsen, Joseph
Summer, Jack Perla, and Jonathan Sheffer. Dr. Wells is artist-inresidence at University of Dayton where she teaches voice, aural
skills, opera, and a course of her own design: Music and Faith on Stage.
Wells earned her Doctorate in Music at the University of Cincinnati’s
College-Conservatory of Music, Masters of Music degree in Voice
from The Cleveland Institute of Music and a Bachelor of Arts degree
from the University of Dayton. Her teachers include Kenneth Shaw,
Ruth Golden, George Vassos, Ellen Shade, and Linda Snyder.

John Ostendorf (VOICEPrints Design)
VOICEPrints designer John Ostendorf has enjoyed a three-part
career, the first as a bass-baritone. Born in New York City, he earned
a European history degree at Oberlin College where he also studied
voice with Ellen Repp and Howard Hatton. After graduation and
a stint at Santa Fe Opera, he returned to New York and became a
student of Daniel Ferro and Ray Evans Harrell. His operatic debut
was the title role in Handel’s Giulio Cesare at San Francisco Opera
opposite soprano Carol Vaness. He appeared in Mozart and Handel
leading bass roles with numerous US opera companies. He sang as
baritone soloist with the Martha Graham Dance Company at the
Metropolitan Opera, Covent Garden, La Fenice, and on Broadway.
For two decades he appeared with every principal American
orchestra and festival. The bass-baritone’s recording work is featured
on major US labels and later led to a distinguished career as a record
producer, with a discography of more than 250 CD projects—and
counting. Concurrently, Ostendorf worked as partner with Donald
Van Hook, the late graphic designer, well-known in the classical
music field. After Van Hook’s death, he continued that business and
for the past twenty seasons, collaborating with NYSTA officers and
editors, has designed and prepared the VOICEPrints publication (five
per year)—first in hard copy and then online.
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