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Manoj Govindraj Workshop:
Hindustani Music & Its Various Colors
Sunday, December 5, 2021, 6:30 PM--8:30 PM EST
Manoj Govindraj (he/him) will begin with a brief introduction about
the history and evolution of Hindustani (North Indian) classical music,
with particular attention to the two styles of Hindustani classical music
called Dhrupad and Khayal. This
discussion and introduction will
include information on the various
scales in Hindustani music called
Volume 19, No. 2
the Thaat system.

VOICEPrints

Manoj Govindraj

He will discuss semi-classical and
popular genres, such as Thumri,
Ghazal, Bhajan, and Bollywood music,
and how they are strongly connected
with Hindustani classical music. This
presentation will include practical
demonstrations by Manoj of each of
these styles. He will close with information on the makeup of a typical
Hindustani classical music concert.
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PRESIDENT’S MESSAGE
Dear Colleagues,
As a collection of voice professionals, the New York Singing
Teachers Association is here to inspire and inform you. We do
this by presenting programming to our membership, and from
feedback from our membership regarding programming that
has been, or would be, vital and valuable. Soon, too, we hope
to assist members in gathering together around the globe to
share food and enjoy the video archives with each other.
Please let us know if you would like to be in touch with other
members in your area to gather.
With this all in mind, we welcome feedback regarding our
programming both in response to events that have been
presented and for ideas for future presentations. This feedback
helps us take the pulse of our membership and bring the most
meaningful content to you.

Elizabeth Saunders

With the 2021-2022 season exploring even more of the wide
range of capabilities of the human voice, I'm reminded of 13th
century Persian Islamic scholar, Maturidi theologian, and Sufi
mystic Rumi: “When love first tasted the lips of being human,
it started singing.”
I hope in this current season of holidays and celebrations
happening alongside extended pandemic concerns, you each
are able to also touch what Rumi so beautifully describes:
the magic and grace of your own voices and those of your
students and colleagues as you sing love in human form.

Elizabeth Saunders
President, New York Singing Teachers Association (NYSTA)
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EDITOR’S MESSAGE
Dear Colleagues,
I am baffled that the year is almost to an end. My semester at
UT-Knoxville has been flying by and I can’t believe we are
already discussing juries and spring recitals! I hope you find
time to recharge over the holiday season and if you find yourself
singing a Messiah, I’m sure the “Hallelujah Chorus” will be as
jubilant as ever, as we turn toward the new year.
This Nov/Dec issue of VOICEPrints features an article written
by Darryl Jordan on Gospel Singing Pedagogy. Jordan shares his
experience as a college student and how he found the teacher
that allowed him to find to his authentic voice. He dives into
how to best understand singing gospel, with suggestions and
comparisons. The relevance of cross-training is incredibly
important to the mission of NYSTA and we hope you enjoy
this article.

Jennifer D’Agostino

Rebekah Smeltzer Staley has written the book review on Malde,
Allen, and Zeller’s What Every Singer Needs to Know About
the Body. Staley’s review proves that this book is an ideal
supplement to a voice student/teacher library.
Amanda Flynn, our PDP director, tells me we currently have
nineteen people enrolled in the Professional Development
Program! If you have questions on the program, please reach
out to Amanda at pdpdirector@nyst.org. It’s been exciting
watching the new program take root and I hope to include
some interviews with our first graduates.
I always look forward to the Nov/Dec issue, as it contains the
headshots and biographies of our new NYSTA members. I invite
all our members to consider reaching out to share a bit about
yourselves and how NYSTA has served you. COVID put a stop
to some of the social gatherings, but it is our intention as an
organization to start them back soon. Stay tuned!
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
Editor-in-Chief, VOICEPrints
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2021--2022 EVENTS CALENDAR
Manoj Govindraj Workshop:
Hindustani Music & Its Various Colors
Sunday, December 5, 2021, 6:30 PM--8:30 PM EST
Manoj Govindraj (he/him) will begin with a brief introduction about
the history and evolution of Hindustani (North Indian) classical
music, with particular attention to the two styles of Hindustani
classical music called Dhrupad and Khayal. This discussion and
introduction will include information on the various scales in
Hindustani music called the Thaat system. He will discuss semiclassical and popular genres, such as Thumri, Ghazal, Bhajan,
and Bollywood music, and how they are strongly connected with
Hindustani classical music. This presentation will include practical
demonstrations of each of these styles. Manoj Govindraj will close
with information on the makeup of a typical Hindustani classical
music concert.
Manoj Govindraj found his calling in music early on in life. He
began his formal training at age seven, although his initiation was
even earlier at age three, singing bhajans while on a pilgrimage
to Shirdi. By the time he was eleven, he was learning Hindustani
music professionally under the tutelage of Mrs. Vineeta Tembe. His
mentors include Pandit Prabhakar Karekar, Pandit Ramesh Prem,
and Mrs. Geeta Prem.

Manoj Govindraj

He is the recipient of a scholarship for Hindustani classical
vocal music from the Center for Cultural Resources and Talent,
Government of India (CCRT) from 1988 to 1995. A rank-holder and
a gold medalist from Mumbai University, he completed his Master
of Fine Arts in Hindustani Classical Vocal Music in 1999. Govindraj
was the recipient of the Pandit Bhimsen Joshi scholarship in
Hindustani music at the post-graduate level in 1998-99. He has won
several awards, the most prestigious being the Sur Singar Samsad
Award in 1995 for light vocal. He teaches Hindustani classical and
light music (vocal and harmonium) at the Swarras School of Music
in Glen Mills, PA. His repertoire includes Hindustani classical
(Khayal), semi-classical (Thumri, Dadra), bhajans, ghazals, and film
songs in Hindi, Marathi, and other languages, as well as Marathi
Abhang, Bhavgeet, and Natya Sangeet.
He has performed in India at places like Mumbai, Pune, Kerala,
and Hyderabad. Since moving to the US in 2004, he has performed
extensively in New Jersey, New York, Pennsylvania, Connecticut,
Massachusetts, Delaware, Maryland, Georgia, Florida, and Colorado.
He has conducted lecture demonstrations on topics including “The
Thaat Series” (conducted in five sessions, introducing Thaat System in
Hindustani Music), “Music Appreciation: Introduction to Hindustani
Music” at Keane University, NJ, and introduction of Hindustani
music at the University of South Florida.

30

Vol. 19, no. 2, November-- December 2021 © NYSTA

Intricacies of Trans* Voices Workshop
In the “Intricacies of Trans* Voices” workshop, Ari Agha and
mezzo-soprano Rabuel Aviles will guide us through the nuances of
the voice for transmasculine and transfeminine singers. Dr. Agha
will present a deep-dive into their vocal journey, with testosterone
therapy through their groundbreaking research: Key of T.
Rabuel Aviles will present on the intricacies of working with
transfeminine singers.

Photo: Britta Kokamor

Tuesday, February 20, 2022 EST

Ari Agha (Ph.D., they/them) is a genderqueer singer, creator,
researcher, and writer. At age 39, Ari had to decide whether they
Ari Agha
were willing to risk their singing voice to get relief from gender
dysphoria by taking testosterone, or “T,” as part of their gender transition. Upon deciding to begin
testosterone therapy, they started Key of T, the first rigorous study of transgender singing voice
transition with exogenous (external) testosterone, with University of Calgary voice faculty Laura
Hynes (D.M.A). In addition to oral and written presentations of project findings, Key of T is an
interdisciplinary vocal/music theater performance and a documentary short film.
Since 2014, Ari has made their home in Canada in Treaty 7 territory in Southern Alberta, also known
as Calgary. Ari works for wages as a leader of Policy, Partnerships, and Research with Calgary
Housing Company. They advocate feminism, anti-racism, decolonization, and trans rights. You
can reach Ari at ari.agha.arc@gmail.com and their blog at www.genderqueerme.com.

Marcella Sembrich: A Legacy Revisited
Sunday, May 15, 2022, 2:30 PM--4:30 PM, EDT
The great Polish-American soprano Marcella Sembrich (1858-1935)
played a major role in American musical society, first on the roster
of the Metropolitan Opera, then as a touring concert singer, and
finally as director of the voice faculties at the Curtis Institute
and The Juilliard Graduate School. Her students, including Queena
Mario and Alma Gluck, also sang at the Metropolitan and other
houses across the US; many became influential voice teachers,
passing on the bel canto tradition taught to Sembrich by Lamperti.
This presentation will focus on Sembrich’s career and influence
within the US and her part in the development of American
musical culture during the early 20th century. It will be moderated
by Caleb Eick (he/him), Director of Outreach for The Sembrich, a
museum and performance center honoring the great soprano on
Lake George in upstate New York. Eick, a baritone and active
chamber music performer, participates in the museum’s research
and collection preservation efforts, and recently completed a
fellowship with the Institute for Nonprofit Leadership and
Community Development at SUNY Albany. He holds a master
of music in vocal performance and pedagogy from East Carolina
University and is currently completing his studies in visual and
performing arts management at NYU.
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Marcella Sembrich

Caleb Eick
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NYSTA Professional Development Program
NYSTA’S Oren Lathrop Brown 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.
The CORE curriculum is designed to give our students a wellrounded foundation in vocal pedagogy. Students begin with
Anatomy and Physiology where they learn how the voice works and
the role the body plays in sound production. They then move to
Acoustics and Resonance where they learn how acoustics impact
singing and how to change the acoustic output of a singer through
knowledge and practical application. Vocal Health is next where
students are guided through discussions on multiple topics led by
leading vocal health experts. In Developmental Repertoire, students
learn how to be effective in selecting repertoire for their singers at
any stage of development. The final course is Applied Pedagogy
where ways of increasing effectiveness in the studio are explored.
The entire program has an equal emphasis on classical, musical
theater, and CCM styles of singing.
The courses are asynchronous, and you can start them at any time.
Once you begin the course, you will have 3 months to complete all of
the modules and assignments. Each course consists of online quizzes
and three assignments that will be turned in throughout the course.

Oren Lathrop Brown

Amanda Flynn

In order to receive the Distinguished Voice Professional Certificate (DVP), you will need to pass
all of the courses with a B- (80) or higher.
Each course will cost $300 for NYSTA members and $350 for non-members. There is a financial
advantage to being a member, so we strongly encourage non-members to consider NYSTA
membership before signing up for the courses.
If you have questions about the Professional Development Program, please contact PDP Director
Amanda Flynn (she/her) at pdpdirector@nyst.org.
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Just Another Sunday:
Widening the Scope of Gospel Singing Pedagogy
by Darryl Jordan

Introduction
After the third service, I wanted to crawl into a room and pray
for the good Lord to return the voice I just lost somewhere in
the proceedings. I’d given of myself, singing and leading the
congregation over loud musicians, poor monitors, and neverending modulations. It was just another Sunday—another Sunday
of going to bed wondering if my sincere desire to stir up faith
through song had depleted the very gift I used to inspire it. This
was my weekly dilemma for years, until I figured out how to apply
my understanding of vocal technique to the gospel style. However,
that journey was not systematic, and few were available to teach it.
Until gospel is taught on a wider scale through its own authentic
and rigorous means, the dilemma will continue.

Gospel Upbringing
The best way to describe my gospel upbringing and training
is familial. Gospel instruction included church services, choir
rehearsals, scripture recitations, lighthearted singing competitions
between cousins, boisterous conversations over food, and late
night listening sessions to gospel preachers and singers amidst the
southern heat in backwoods churches, and the bending notes of
untuned pianos in their damp basements. It was a tradition in
sound that never followed a set curriculum but was being taught
all the time.
Though there was no apparent standardized system, churches we
grew up in had choir directors who taught us about singing and
gospel music. The vocal and instrumental sounds of the church
and family literally taught us to sing it. Little of it was ever talked
about or addressed in school, but I was getting a rich education in
gospel style. But when I applied to college, I was told I needed to
learn how to sing.

My First African American Voice Teacher
As I began conservatory training, always a minority in my classes,
I joined the Gospel Choir club to find support and camaraderie.
Although my “white” voice teachers never discouraged me from
singing gospel, I was being heavily trained in classical song. I
met the man who would become my first African American voice
teacher when he found me singing gospel music in a practice
room. This National Council winner could sing Mozart just as
comfortably as Walter Hawkins, and I was excited to work with
someone who knew both classical and gospel. However, university
rules prevented him from being my voice teacher because I was a
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graduate student. I became his Assistant Minister of Music at
church instead. Almost six years into my professional singing
and teaching career, he became my teacher.
Our lessons started normally with warm-ups, but then out
of nowhere, he would begin playing a song like “Amazing
Grace.” Being the dutiful gospel-raised singer that I am, I
would come in without missing a beat. As we reached the
height of the melody at “that saved a wretch like me,” my
baritone voice sang with ease to the F4. He immediately
took me up a whole step, and again, I sang the G4 with ease.
Returning to Gounod’s aria “Avant de quitter ces lieux” from
Faust, which we had been working on, I sang the climactic
G4 of that melody with notably less brilliance. He abruptly
stopped and asked me, “What is the difference between that
“G” and the one in ‘Amazing Grace?’” It was a good question.
Why were they different? No one had taught me “proper”
placement in “Amazing Grace,” but I’d surely spent tons of
money and time to learn how to place the G4 in “Avant…”.
There were clearly things I had learned about voice from
singing gospel that were difficult to translate into classical
technique.

Gospel Practices and Classical Technique
Classical technique encourages diaphragmatic breathing,
balanced phonation, lowered larynx positioning, release of
tension and constriction within the vocal apparatus, and far
more open quotient singing. 1 Classical technique is taught
primarily in the voice studio and often spills out into classical
choral rehearsals. These are beneficial to the longevity and
overall health of the voice, but often run contrary to the goals
of gospel and other styles of singing. 2 As LoVetri notes, “The
idea that classical singing and classical repertoire in foreign
languages magically sets up a solid basis for singing any style
of music is faulty.”3
The Gospel sound, like most singing from African American
culture is, as Sellers puts it, “self-taught or acquired talent.” 4
However, gospel is also communally taught through practices
that deserve further exploration and expanded use. These
sounds include many practices considered “risky” 5 compared
to classical technique.

Gospel Practices Versus Classical Technique

6

GOSPEL PRACTICES

CLASSICAL TECHNIQUE

Church/Family and Communal
Training

Voice Studio and Individual Training

Costal and Clavicular Breathing

Diaphragmatic breathing

Varied onsets/phonation (breathy,
pressed, and balanced, gravel) 7

Balanced phonation

Dynamic Larynx

Lowered larynx positioning
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1

Snyder, “Getting a Degree in
Gospel Music Requires Study-and Soul,” Washington Post
(March 3, 2016).
2
Robinson-Martin, Take My Hand:
Teaching the Gospel Singer in the
Applied Voice Studio (2014); Sellers,
I Sing Because I’m Free (2009),
35-52; Williams-Jones, “AfroAmerican Gospel Music: a
Crystalization of the Black
Aethestic,” Ethnomusicology (1975).
3
LoVetri, “The Necessity of
Using Functional Training in
the Independent Studio,” 80.
4
Sellers, I Sing Because I‘m Free
(2009), 36-52.
5
LoVetri, Ibid, 84.
6
Robinson-Martin, So You Want to
Sing Gospel (2016), 77-121; Sellers,
Ibid., 36-52; Williams-Jones, Ibid.,
378.
7
Robinson-Martin, Ibid., 22-121.
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Dynamic Pharynx and Articulators

More Fixed pharynx with relaxed
articulators

Tension/Constriction, sometimes
used for effect

Release of tension or constriction

Open Quotient < Closed Quotient

Open Quotient > Closed Quotient

Speech-Like

Legato

Improvised (melodic, rhythmic, and
textual) and composed elements

Composed, with minor
embellishment

A dramatic concept of the music 8

A predominately lyrical concept with a
dramatic concept reserved for Opera

Use of Falsetto

Defined vocal ranges

Communal participation

9

Immediacy of communication 10
Oral transmission of the idiom

11

Williams-Jones, Ibid., 378.

Individualistic or situated in
dramatic scene

9

Immediacy of communication

10

Written transmission

11

Functionalism of the music 12

Aestheticism of the music

Call and response/conversational

Monologue/formal

“Anointing” inspired

Skill and Training inspired

Vocal Effects 13 like shouts, cries,
moans, slides, squalls, runs, growls,
and melodic embellishments.

Clarity of sound with minimal
melodic embellishments like
appoggiaturas, escape tones,
neighbor tones, trills, grace notes.

Voice science and Contemporary Commercial Music (CCM)
have been helpful, but gospel, surprisingly, only plays a minor
part in the training,14 considering that most CCM styles (blues,
jazz, rhythm and blues, rock, and soul) do have gospel singing
as their seedbed. While LoVetri states that “most CCM styles
originate in this country…derived from simple, ordinary
folks who settled in various geographic areas,”15 she fails
to mention African American culture as a large part of that.
How can the pedagogical practices of the foundational style
be so unexplored?

Traces of Gospel Training
The practice of gospel singing has engendered renewed
interest within the past ten years as practitioners and scholars
have begun to formalize its study through increased literature;
and music schools are developing programs to teach best
practices of the art form.16 This encouraging trend took quite
some time due to the historical perception of gospel.17 Gospel,
with its religious and cultural underpinnings, is situated deep
in the African American church experience and comes directly
from folk spirituals. Concert spirituals have a refined art
song-like presentation and their intricate choral arrangements
and have gained far more traction in academia and among
upwardly mobile African Americans. Yet, spirituals and
gospel singing share many of the same elements because
they both came from the same plantation.18 In fact, prior to the
Fisk Jubilee Singers, spirituals sounded much like traditional
gospel singing.19
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8

Ibid., 378.

Ibid., 378.
Ibid., 378.
12
Ibid., 378.

13

Ibid., 378.

14

Rooney, The Understansding of
Contemporary Vocal Pedagogy
and the Teaching Methods of
Internationally Acclaimed Vocal
Coaches (2016), 148; Bartlett
Reflections on Contemporary
Commercial; Singing: An Insider’s
Perspective (2014), 31-34.
15
LoVetri, Ibid., 82.
16

Robinson-Martin, Ibid., 77-159;
Sellers, Ibid., 36-52; Abbott and
Seroff, To Do This, You Must
Know How (2013), 11-216.
17
Kemp, When Gospel Music
Sparked a Worship War (2019);
Robinson-Martin, Take My Hand,
336.
18

Abbott & Seroff; Darden, People
Get Ready! A New History of Black
Gospel Music (2005); WilliamsJones; Mallory.
19
Abbott & Seroff; Cone, The
Spirituals and the Blues (1992);
Mallory.
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Robinson-Martin wrote an excellent treatise on gospel singing
pedagogy with her book So You Want to Sing Gospel (2016).
Building on the successful reception of articles she wrote in
2009 and 2010, Robinson-Martin’s text is a great response to
the groundwork laid by Dixon in 1992 and Williams-Jones in
1975.20 Robinson-Martin goes into great detail about gospel
singing style and offers pedagogical considerations that could
function within the voice studio. She includes techniques and
voice health considerations necessary for success in the art
form.21 In it, Robinson-Martin rightly identifies four components of gospel voice pedagogy: “anatomical awareness, vocal
fitness training, style conditioning, and style coaching.”22 The
list could easily be a model for effective training in any style
within the voice studio, but the essential part deals with
the style coaching that helps the gospel singer to develop
ear training, execute vocal effects, enhance vocal agility,
registration, and improvisation tools.23 Key among her
inclusions are a specific list and description of vocal effects
in gospel, including the ever elusive “squall” and “runs”
associated with gospel melodic improvisation.24 She is
also careful to identify the limitations of the studio in fully
training the singer in aspects of vocal agility, ear training,
and registration.25
Many of these “limitations” are because these “Africanisms,”26
as Williams-Jones calls them, are not taught in the voice studio,
but instead are ubiquitous within the “black church.”27
Another model of exploring gospel pedagogy is shown in
Abbott and Seroff’s To Do This You Must Know How: Music
Pedagogy and the Black Gospel Quartet Tradition. They tell the
history of the black gospel quartet by examining the gospel
trainers who developed them.28 It is a compelling story that
reveals much about how these quartets were taught.
Unfortunately, in incorporating information and technique
offered by white professors and classical voice aficionados in
college, their natural “African” cultural influences were
diluted. Former member and director of the Fisk Jubilee Singers,
John Wesley Work, described African song vividly in 1915:
“All tribes have constructed their music upon the verse and
chorus pattern. There is a verse sung by a leader, and the
chorus follows…The peculiarity has remained fixed as
the song of the African has come through the receding
centuries...The almost uncanny chants generally wailed as
accompaniments to the war dance…In America we hear
it…in the streets amongst the children…intensified by the
rhythmical patting of hands and feet…brought out in their
work songs.”29
As jarring as it is to hear an African American use the term
“heathen” to describe his ancestors, it is more jarring to note
how consistent this description is with even present-day
gospel. Surely, elements of the pedagogy have also remained
consistent. As LoVetri notes, true voice training “develops
mechanical control over any sung sound without sacrificing

36

20

Dixon, Gospel Music: Vocal
Cords and Related Issues (1994);
Robinson-Martin, Take My Hand;
Sellers, I Sing Because I’m Free 3652; Williams-Jones, Afro-Amercan
Music.
21
Robinson-Martin, So You Want
to Sing Gospel, 77-157; RobinsonMartin, Ibid., 337.
22
Robinson-Martin, Ibid., 77.
23

Ibid.

24

Ibid.

25

Ibid.

26

Williams-Jones, Ibid.

27

Robinson-Martin, Ibid., 77.

28

Abbott & Seroff, Ibid.

29

Work, Folk Song of the American
Negro (1969), 8.
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freedom or authenticity.”30 Has this not been a similar training
model in the African American church?31

Different Styles, Same Plantation
While folk spirituals came down through oral tradition, they
took a different path when concert spirituals shifted from an
oral to a written tradition through the pens of white transcribers
and African Americans trained by white professors.32 Fisk
University, founded prior to the Civil War for mulatto children
of slave-owners, began touring their Jubilee Singers in 1871.
While white professors encouraged their singing, they also
used “voice culture” to refine the spirituals for presentation.33
Most of the students were horrified to even be performing the
music,34 as original Fisk singer Ella Sheppard recounted:
“We finally grew willing to sing them privately…we
practiced softly, learning from each other the songs of our
fathers. We did not dream of ever using [the slave songs] in
public. Had…Professor Spence suggested such a thing, we
certainly had rebelled. It was only after many months that
gradually our hearts were opened to…appreciate the
wonderful beauty and power of our songs.”35
On the other hand, Hampton Institute (now University)
was founded shortly after the Civil War for newly freed
slaves. Their renditions of spirituals were considered more
“authentic” than Fisk’s Jubilee Singers because the students
remembered the “pathos and wail” of the plantation firsthand36, qualities maintained in African American churches,
not the academy.
This authenticity is at the heart of the gospel training problem,
for gospel arose from uneducated, sharecropping, former
slave, southern blacks who later migrated to northern cities
between 1916 and 1940.37 Unlike their northern counterparts
who began their churches with the structures, dress, liturgy,
and music of Eurocentric churches,38 Southerners largely came
from Pentecostal worship styles that more closely resembled
the practices of “brush arbor” religious gatherings on the
plantations.39 Thus, concert spirituals became representative of
“high church” while gospel, steeped in folk spiritual practices,
remained a “low church” practice. Work speaks to this struggle
in 1915:
“Church services have been sources of mirthful
entertainment…the Negro’s religious outbursts,
his shoutings and rejoicings as marks of ignorance,
superstition, and heathenism. Most assuredly these are
not the most approved methods of worship, nor do they
measure up to the ideals of highly cultured...”40

30

LoVetri, Ibid., 79-80.
Shipley, “Music Education at
Hampton Institute, 1868-1913,”
(April 2011), 103.

31

32

Abbott & Seroff, Ibid., 21-25.

33

Ibid.

34

Graham, Spirituals and the Birth
of a Black Entertainment Industry
(2018), 30-35.

35

Ibid., 31.

36

Shipley, Ibid., 106.

37

Kemp, “When Gospel Music
Sparked a Worship War: How the
Great Migration Changed Music
in the Church Forever” Christianity
Today, December 2018.
38
Kemp, Ibid.; Work, Ibid., 18.
39

Darden, People Get Ready! A
New History of Black Gospel Music
(2005) 34.

40

Ibid.

Thomas Dorsey changes this mindset with his efforts to bring
the southern sound back into the mainstream. His National
Convention of Gospel Choirs and Choruses (1933), the

37
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Hampton Minister’s Conference (1934), Gospel Music Workshop of America (1967), and the Music & Arts Seminar (1979),
have long held workshops to foster music training and
learning in black gospel music. Due in large part to Dorsey’s
efforts, gospel degrees can be earned at the University of the
District of Columbia (beginning in 1984),41 Nyack College in
New York City (beginning in 2016),42 and Chicago State
University (beginning in 2017). The Washington Post noted
in 2016 that gospel is “the one genre that lacks an academic
journal, and no university has offered it as a stand-alone
professional degree…until now.” In the article, Gospel Music
scholar Linda Walker noted the underlying cause:
“Music students are trained to sing in the European style.
Attitudes and beliefs, and institutional histories [in higher
education] are bent toward European standards. Gospel
singing is reserved for church and not considered proper
or sophisticated.”43

41

Harris, “Getting a Degree in
Gospel,” Washington Post (March
28, 1992.
42
Snyder, Ibid.

43

Ibid.

44

Williams-Jones, Ibid., 374-378.

Gospel training is not just about teaching a style; it is about
uplifting and validating the true history and practices of a
systemically marginalized culture. Still, not one historically
black college or university offers a degree in gospel music. In
contrast, jazz has had a degree program since the height of its
fame in 1947 at the University of North Texas.

Guospel Training in Full Color
Some would call gospel singing training informal, but it is
better understood as immersive.44 As Robinson-Martin notes,
“the primary and traditional way to learn gospel music is by
singing in the church.”45 While it is a worthwhile endeavor to
train gospel within the voice studio, it is also necessary to be
culturally responsive and use its own practice as pedagogy
as well.46
Gospel is often learned in church and family, but more
specifically in a communal setting that readily switches
between soloists and group responding to one another in a
“gospel of participation.”47 Much of gospel is derived from the
sound of the preacher and congregation in the black church.48
Immersion in the sound and rhythm of this experience yields a
number of gospel techniques, what Shelley describes as a truly
“gospel stance” where they “grapple with a particular item of
expressive culture to bring it into existence.”49 Public speaking
in the black preaching style is important for developing the
robust50 chest voice and speech singing often used in gospel
music. Practice of the variation of tone, rhythm, and storytelling of this experience helps gospel singers explore its
various onsets, articulator adjustments, and vocal effects. It
is also found in their declamation of biblical texts.51
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Culturally Contexualized Learning and Teaching as an Agent of
Change,” (2009), 62.
47
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Shelley, Ibid.,194.
50
Price, “Singing the Sermon,” 60.
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Shelley, Ibid.,183, 195.

The development of call and response is usually built as the
singer ad-libs or comments over-repeated ostinato or “vamps.”
Shelley notes how this “troping cycle” is a “musical and
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ideological remnant of the ring shout from the slave past.” 52
This mimics the church services and the preacher “whoop”
that Price calls “singing the sermon:”
“Toward the end of the sermon when the preacher turns
into part preacher and part singer, using rhythmic phrasing
to deliver melodic statements that are improvised,
emphatic, and often exaggerated in the form of melismata.
The practices of “whooping” or “tuning up” are most often
witnessed in traditional mainline churches within the Black
Church Experience.”53
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Sellers, Ibid., 49.

54

Ibid., 36-52.
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Robinson-Martin, Ibid., 104.
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Shelley, Ibid., 195.

These responses are extemporaneous and unrehearsed, but
use a typical set of phrases to express agreement or encourage
someone from the audience. Melodic and rhythmic improvisation
are often developed through impromptu rehearsal sessions
with musicians.
Costal and clavicular breathing is the most common breathing
method used for speaking and is therefore the primary engine
of gospel singing.54 While diaphragmatic breathing still plays
a role, the facility in switching between many techniques is
developed through singing a range of gospel repertoire.
Dynamism in the larynx and pharynx is also important in
singing gospel music. Robinson-Martin notes: “Knowing
which articulator to adjust and how to adjust it is a learned
behavior combining kinesthetic awareness with aural
perception.”55 This perception is only gained through
experiencing the proper stimuli. Exercises to extend chest range
and develop belting techniques are also important. Many of
the vocal effects have their origin in the emotional responses
to life lived in oppression and struggle. Moans and cries of
lament, shouts of joy, and growls and squalls of determination,
are many ways African Americans express themselves.
Additionally, the anointing is a trance-like experience often
triggered during a vamp or during deep connections to text
within a song.56 As Bracket suggests, the “vamp at the end of
gospel songs…allows for vocal/instrumental improvisations
of increasing intensity causing a corresponding shift in the
music to a higher energy level.”57 Here gospel singers and
musicians do not just manufacture “intensity,” but develop
“musical technology of transcendence.”58 Shelley notes:
“The communal experience of meaning that emerges as
gospel congregants engage gospel songs thus relies on
particularized forms of listening and notions of musical
ontology. The gospel stance, then, enacts the kind of active
and agential mode of engagement that Judith Becker
describes as a ‘habitus of listening,’ through which gospel
ceases to be ‘a thing-in-itself’ and becomes ‘a way for
listeners to engage with one another and to make their
way through the world.’”59
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“Making their way” is the reason the singing must come from
an authentic connection of music and life.
Many of the current writers on gospel pedagogy take great
pains to describe these practices, but more should be said
about how the development of these practices within the
African American church and community is rigorous
pedagogy in itself. Gospel training should include an
experiential exposure to and study of collective training
sessions in improvisation and vamps with full gospel band,
regular lessons with an accomplished Hammond B-3 organist,
studio lessons in trios or quartets, regular declamations of
biblical and/or inspirational texts with an audience, regular
visits to the African American church settings, and deep
ethnomusicological explorations of gospel music history
and practice.

Conclusion
Researchers must take the voice studio to the black church,
not the other way around. Abbott and Seroff offer a possible
approach, but more could be done for other styles within
gospel. CCM Training models like Somatic Voicework®,
Complete Voice Technique, and Speech Level Singing do
expand beyond more traditional and classical methods, but
we can go further.60 Robinson-Martin gives a great start with
her Soul Ingredients® method looking at “folk based
African American music styles” and focusing on “melodic
improvisation, rhythmic improvisation, tempo, textual
improvisation, vocal qualities and nuances, dynamics, and
emotional intensity.” However, the cultural practices that give
rise to these skills should be more readily known and utilized.
More gospel practitioners and leaders in the gospel industry
should be hired to develop the coursework that bridges the
gap between voice pedagogy and cultural responsiveness.
Codifying this expanded curriculum and pedagogy in the
black gospel idiom will cure the dilemma of “just another Sunday.”

60

Bartlett, Ibid., 34.
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BOOK REVIEW: What Every Singer Needs
to Know About the Body
by Melissa Malde, MaryJean Allen,
and Kurt-Alexander Zeller
Review by Rebekah Smeltzer Staley
So what does every singer need to know about the body?
Quite a lot, it seems. The authors of this text (Melissa Malde,
MaryJean Allen, and Kurt-Alexander Zeller) present a
thorough study of the body and how an individual’s
perceptions of their movement may help or hinder their
performance. This text builds upon What Every Musician Needs
to Know about the Body and the Body Mapping1 work developed
by Barbara Conable, and after an initial grounding framework,
the authors explore Body Mapping as it applies to singers of
all styles.
Body Mapping is essentially one’s concept of their own body,
either in whole or in part.2 It has roots both in Alexander
Technique3 as well as research from neuroscientists, suggesting
that motor function of different areas of the body is mapped in
the brain.4 This emphasizes the idea that how we think about
or perceive our bodies has a profound effect on function and
movement. The authors extend this idea to the hypothesis that
an incorrect body map is the cause of most if not all undesired
results in singing, whether that be technical faults or ineffective
communication of the text.
All three authors are licensed Body Mapping instructors.
Melissa Malde, DMA, is Professor of Voice and Vocal
Pedagogy at the University of Northern Colorado. She holds
degrees from Oberlin College and Conservatory, Northwestern University, the College-Conservatory of Music of
the University of Cincinnati, and the Hochschule für Musik
in Munich. Dr. Malde performs regularly in opera, concert,
recital, and musical theater, and has won numerous accolades.
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Plural Publishing, 2020), 3.
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American Society for the Alexander
Technique, “What Is the Alexander
Technique?” accessed Sept. 15, 2021,
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T. Richards Nicols, “Appendix B.
The Scientific Basis of Body Mapping, What Every Singer Needs to
Know About the Body, 293-94.

MaryJean Allen, MM, AD, is a certified Alexander Technique
teacher who holds degrees from the Cleveland Institute of
Music and Oklahoma City University. She teaches Body
Mapping and Alexander Technique workshops at young artist
programs, universities, high schools, and churches, and she
has also been a private voice teacher for over 30 years. Ms.
Allen’s students sing professionally in classical, musical
theater, and pop venues; some of her students have become
educators themselves.
Kurt-Alexander Zeller, DMA, is Director of Opera and Vocal
Studies and Coordinator of the Division of Music at Clayton
State University outside of Atlanta, GA. Dr. Zeller holds
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degrees from the College-Conservatory of Music of the
University of Cincinnati and the Meadows School of the
Arts at Southern Methodist University. He completed
additional studies at the Seattle Academy of Baroque
Opera, the Early Music Institute of Indiana University,
and the NATS Intern Program.
The book begins with a detailed explanation of Body
Mapping and its roots, as well as other concepts core
to the text, such as kinesthesia and inclusive awareness.
Chapter Two takes the readers through the experience
of exploring the Body Map as it applies to the skeleton
and the points of dynamic balance throughout the body.
Chapters Three through Seven examine breathing for
singing, producing sung tones, resonance, communication
and articulation, and physical expression, respectively.
Two excellent appendices on performance anxiety and
the scientific basis of body mapping follow, which were
contributed by Barbara Conable and T. Richard Nichols.
Finally, there is a glossary and an index.
As this is the fourth edition of this work to be published,
some of the information contained within will be familiar
to owners of previous editions. This book was wholly
new to this reviewer, but in addition to the expected
updates for recommended video links and revised
content, the back cover lists an expanded glossary,
information on biotensegrity and its application to Body
Mapping, and bulleted review sections for each chapter
as new additions for this printing.
One great strength of this text is the care with which the
authors maintain a descriptive rather than prescriptive
tone. As different movements and functions of the body
are described, the authors choose to explore ways these
different functions may be used in various singing styles.
For example, in describing the movement of the velum,
Dr. Malde states:
“[e]xcept for these few instances…the velum is kept
relatively high in classical singing. In other styles of
singing, the velum is often lower, allowing, or even
cultivating, a nasal tone color. Awareness of the role
the velum plays in creating color choices can open up a
range of interpretive possibilities for singers of all styles.”5
Although a slight Western classical bias does still present
in the text, the descriptive tone generally prevents the
better/worse comparisons that can so often exist when
discussing differences in desired effect between styles of
singing. The addition of review points throughout the
chapter and at each chapter’s conclusion help keep key
points in the reader’s mind, and is a thoughtful inclusion
to a detailed text.
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Development of kinesthesia and inclusive awareness in
singing are invaluable skills for a singer. Knowledge of the
anatomy and physiology of the body and how they inform
tone production are also important, but the overall bias of the
text leans heavily toward developing a high level of conscious
attention to muscular and structural body movements that
may ultimately hinder performance and learning, according
to principles of perceptual-motor learning.6
The way in which this text is utilized will perhaps make the
greatest difference in impact in results. Although numerous
exercises and practice suggestions are made throughout the
book, the material is often presented in a declarative manner,
and in such a way as to imply that knowledge of function is
enough to correct issues. However, as suggested by Verdolini
and Titze in their description of motor learning,7 perhaps
the most effective use of this material is in the hands of an
experienced teacher who can guide their students to this
knowledge of the body via demonstration, rather than gross
repetition of facts. The addition of the exercise demonstrations
and supplemental videos on the PluralPlus companion website
may also be of assistance in the practice and implementation
of the concepts presented in this book.
Ultimately, this text can be a helpful resource in a teacher’s
library. The cornucopia of diagrams, although mostly black
and white sketches, are detailed and well-labeled. For singers
who have incorporated various myths about voice (such as
raising your eyebrows will help raise pitch), the practical,
factual information in this text may aid in the diagnosis and
correction of many flaws. A deeper knowledge of how their
body functions may also help a singer feel more directly
connected to their instrument. Because of the depth of focus
on anatomy and physiology of the body as a whole, this book
would make an excellent supplement to an advanced vocal
pedagogy course, or as previously referenced, a wonderful
addition to any pedagogue’s library.
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NYSTA NEW MEMBERS 2021-2022
FEATURED SINGING TEACHER MEMBER
Brayton Arvin (he/him/his) is an established artist manager,
voice teacher, and performer. He has managed and collaborated
with internationally renowned singers, conductors, directors,
instrumentalists, and performing arts organizations throughout
the world to produce the highest level of artistic endeavor.
His private voice students are successful performers in opera,
musical theater, jazz, and cabaret, and are regularly admitted
to premiere music school programs throughout the US. He
maintains a voice studio in New York City, New Jersey, and
online. He has performed on the opera and musical theater
stages domestically and abroad, has been featured as soloist
in orchestral concerts, recitals, vocal work premieres, and
recordings. Arvin enjoys collaborating in chamber music
programs and ensemble work.

SINGING TEACHER MEMBERS
Hannah Lundy Connell (she/her) is a singing teacher based in
northern New Jersey and New York City where she teaches for
Amanda Flynn Voice Studio as well as for her private studio,
Singing with HLC. She is also an adjunct professor of voice at
Cap21/Molloy College. She earned her BFA in musical theater
from Southeast Missouri State University where she began
teaching her fellow students. She continued to teach while
auditioning in New York City and performing in theaters from
NYC to Toronto to Skagway, Alaska. It is her personal philosophy
that exploring the voice with joyful curiosity can help free
students from shame or fear. With an ever-growing understanding of vocal anatomy, Connell’s students develop a functional,
free, and fun vocal instrument. www.hannahlundy.com
Andy King (he/him) is a NYC-based voice teacher currently at
New York Vocal Coaching. He specializes in voice technique for
musical theater, pop/rock/R&B, and classical. King’s clients
include professional music theater actors to professional singersongwriters and sacred singers singing professionally in NYC
churches and synagogues. His clients have been seen on
Broadway, Off-Broadway, on national tours, and regional
theaters. King has worked as a professional singer (Camelot
National Tour) and music director in theaters in the US and
internationally, vocal directing for Royal Caribbean. He teaches
masterclasses on Vocal Technique, Audition Technique, Acting
The Song, and Music Theory. He has participated in the NATSNYC Mentorship Program. Mr. King holds a MM in musical
theater from The Boston Conservatory, where he studied voice
with Kevin Wilson. He also graduated from the University of
Nebraska-Lincoln with a BM in voice performance studying
under Donna Harler-Smith.
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In 1997 baritone John Michael Koch (he/him/his) began teaching
at the Wonsook Kim College of Fine Arts at Illinois State
University's School of Music in Normal, Illinois. Koch has
performed over 35 operatic and 50 oratorio roles throughout the
world, noted for his interpretation of Orff's Carmina Burana. He
sang the title role in Mendelssohn’s Elijah in Cairo, Egypt. His
world premieres of David Maslanka’s A Carl Sandburg Reader
and Symphony No. 9 have been released on CD by Albany
Records and he has also recorded a Hagen premiere, The Banner
of My Purpose. Koch maintains a full voice studio in addition to
conducting the ISU Civic Chorale since 2010. He is the general
director, co-founder, and resident conductor of MIOpera that
had its inaugural season in 2011 with Mozarts’s Die Zauberflöte.
www.miopera.net/2020-mio-staff
Baritone Cory Schantz (he/ him) is recognized for his captivating
stage manner and has performed leading roles with Atlanta
Opera, Tulsa Opera, Opera Birmingham, and others. His favorite
roles include Germont (La traviata), Sharpless (Madama Butterfly),
Amonasro (Aida), and the Count (Le nozze di Figaro). Schantz
made his Carnegie Hall debut in April 2018 as soloist in
Handel’s Messiah, and has performed with numerous regional
symphonies, including the Spartanburg Philharmonic,
Chattanooga Symphony, and Atlanta Wind Symphony. He
made his Charleston Symphony debut this October. He is
also an active recitalist and master class clinician. Schantz is
Associate Professor of Music at Reinhardt University in
Waleska, GA and is on the faculty of Spotlight on Opera.
His students have had success in competitions and on the
professional stage. Dr. Schantz holds the doctorate of musical
arts degree from the University of Oklahoma and is a student
of Dominic Cossa.
Jessica Walch (she/her) is a performer and voice teacher based
in New Jersey who has performed in musical theater, opera,
and operetta, with a brief stint in folk. In 2015, she was part
of Disney’s The Hunchback of Notre Dame at the Paper Mill
Playhouse, and in 2017 sang alongside Broadway stars Jenn
Damiano and Chris McCarrell in A Night of Broadway. She was
artist-in-residence with the Continuo Arts Foundation for three
seasons. She teaches musical theater, contemporary, and classical
styles. Her students have performed at Carnegie Hall, been
accepted into colleges and universities, been cast in school
musicals, and successfully completed the Royal Conservatory
of Music examinations. She is on the executive board of
NJ NATS. Walch holds an MA in vocal performance from
Montclair State University and a BA in vocal performance
from Muhlenberg College.
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Besfort Williams (he/him) trained at The Guildford School of
Acting. He is an associate of renowned singing teacher Mark
Meylan, and has clients working in television, theater, and the
recording industries. He teaches on the musical theater BA
Hons course at Arts Educational and has previously taught at
LAMDA. He has assisted as vocal coach on The Book of Mormon
tour, and most recently has acted as vocal consultant for the
Royal Shakespeare Company’s new production The Magician’s
Elephant. He has sung with Gary Barlow, Paloma Faith, Joss
Stone, The Who, Nitin Sawhney, BAFTAs, The Royal Variety
Performance, and The BBC Proms. Williams completed Somatic
VoiceworkTM Certification Levels One, Two and Three in
2018, and Sessions I, II and III from The New CCM Institute
(Shenandoah University) in 2019. He serves on the Council and
Educational Working Party for the British Voice Association and
is a Fellow of the Higher Education Authority.
The voice students of Natalie Wilson (she/her) have performed
on Broadway, Off-Broadway, on national tours, and with
regional theaters across the country. A former opera singer
herself, she melds traditional bel canto technique with modern
voice science to help her students meet the demands of a
professional musical theater career without strain or fatigue.
In addition to her private studio, she is currently on faculty at
Circle in the Square Theater School where she teaches both voice
and music theory/sight-singing. Wilson holds a masters degree
in voice performance and pedagogy, and her performing career
included such diverse roles as the title role in Carmen, Sesto in
La clemenza di Tito, and Desirée in A Little Night Music. Now also
a writer for both stage and screen, she knows the performing
arts business from many sides.

ASSOCIATE MEMBER
Tenor Nils Neubert (he/him/his) maintains active careers as
performer, educator, and scholar in the US and abroad. Born and
raised in Hamburg, he teaches German diction at The Juilliard
School, Manhattan School of Music, and Mannes School of
Music. He has served as German coach at the Music Academy of
the West since 2016, and joined the Glimmerglass Festival in that
same capacity in 2020. He previously served on the faculties at
William Paterson University, Kaufman Music Center, and the
Music Conservatory of Westchester, and has also taught at
the the International Academy of Music in Italy, the Summit
Music Festival in New York, and the Burgos International and
Puigcerdà Music Festivals in Spain. He holds degrees from The
Juilliard School (BM), Teachers College, Columbia University
(MA), and the CUNY Graduate Center (DMA), and is the
current vice president of NATS-NYC. He resides in NYC with
his wife, pianist and pedagogue Yuri Kim, and is a student of
Dr. Robert C. White, Jr.
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APPRENTICE TEACHER MEMBERS
Tyler Jones (he/him) is an actor and singing teacher with a
private voice studio in NYC. His instruction focuses on the
development of a flexible, sustainable singing technique for
musical theater and CCM professionals. He is a graduate
of University of Michigan’s musical theater program and is
currently completing NYSTA’s Professional Development
Program. As an actor, he recently filmed an episode of Apple
TV’s upcoming series “We Crashed” opposite Anne Hathaway
and America Ferrera. Other acting credits include The Book of
Mormon, Into the Woods, The Curious Incident of the Dog in the
Night-Time, Newsies and Shrek. Tyler Jones is a member of AEA
and SAG-AFTRA. www.tylerjonesvoicestudio.com

Tally Sessions (he/him) is currently a voice and acting instructor
for The New York Conservatory for Dramatic Arts. In addition
to his work as private voice teacher, he has served as an instructor
for Broadway Classroom, Broadway Plus, Broadway Booker and
Broadway Workshop. As an actor, he has appeared on Broadway
in Company, Anastasia, War Paint, Falsettos, School of Rock, Big Fish,
The House of Blue Leaves and Paramour. Off-Broadway credits
include Giant, Queen of the Mist, Yank!, Hallelujah, Baby! and
Anyone Can Whistle. National tour credits include South Pacific,
Legally Blonde, and Dirty Rotten Scoundrels. Sessions has played
leading roles at Paper Mill Playhouse, Goodspeed Opera House,
The Old Globe, The Muny, The Kennedy Center, Signature
Theatre, Kansas City Rep, Asolo Rep and many more. His film
and television appearances include “The Marvelous Mrs.
Maisel,” “Elementary,” “Falling Water” and Burning Man.
www.thetallysessions.com
Performer and voice teacher Amy Weintraub (she/her/hers) has
been praised for being “a powerhouse” (Princeton Found) with
“a voice that soars” (US1). As both student and teacher, she
has been fascinated by crossing musical genres and has made
it her mission to explore everything from classical music
to contemporary pop/rock. While living in New York City,
Weintraub has been seen onstage in various Off-Broadway and
regional productions and was recently a finalist in the esteemed
Lotte Lenya competition. As a voice teacher, she maintains a
private studio in addition to her students from Virtu Academy.
She graduated from Oberlin College and Conservatory in 2017,
where she earned a BM in vocal performance and a BA in
theater. www.musicalamy.com
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FRIEND MEMBER
Jeanine Bruen (she/her) is a New York-based singer and actor.
She earned her BA in theater performance from Wagner College
where she studied with past NYSTA president Janet Pranschke.
She also trains regularly at The Barrow Group and Kimball
Studio. She has made her name known on the New York City
cabaret scene and has graced stages such as the renowned Town
Hall (Broadway Rising Stars 2016), 54 Below, The Green Room 42,
and the Triad Theatre. Regional theater credits include the world
premiere of Pamela’s First Musical at Two River Theatre, directed
by ten-time Tony nominee Graciela Daniele. Among her many
other loves and avocations is writing, particularly poetry (check
it out on Instagram at @poetinprogressjmb). She is currently
taking the PDP courses through NYSTA to learn and grow as
a voice instructor. www.jeaninebruen.com

STUDENT MEMBER
Denis Michael Rudisch (he/him) received his BA/MA from the
University of Music and Performing Arts Munich in Germany and
holds a MM degree from New York University and a post-graduate
advanced certificate in vocal pedagogy/vocology from NYU
Steinhardt. He has performed in more than 35 professional theater
productions in Europe and has worked as official voice coach, vocal
supervisor, music director, and rehabilitative singing voice specialist.
He was a faculty member of the University of Music and Performing Arts Munich for more than six years and worked as an adjunct
voice instructor at NYU and as a vocal pedagogy adjunct professor
for the University of Applied Sciences Osnabruck (Institute of
Music). He worked as a referral Singing Voice Specialist for the
NYU Langone Voice Center and held an intern researcher position
at NYU Langone/Grossman School of Medicine, where he
conducted basic, translational, and clinical research in Dr. Aaron
Johnson’s laboratory. He is currently a communication sciences and
disorders PhD student at the University of Wisconsin-Madison,
assisting Dr. Michelle Ciucci. Rudisch enjoys working with
performers in New York City, Los Angeles, Puerto Rico, Berlin,
Vienna, Munich, and London.
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