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PRESIDENT’S MESSAGE
When the NYSTA constitution was updated under Matthew
Hoch’s presidency, it was decided that the Association would
be well served by keeping one Apprentice Teacher Member
and one Student Member on the board. Although we have
had Apprentice Teacher Members on the board who continue
to serve on the board, they are now full Singing Teacher
Members. So, with that in mind, it is my great pleasure to
introduce two more new members of the NYSTA Board of
Directors to you!
An alumna of The Juilliard School and Mannes opera
program, teaching artist, soprano, and actor, Apprentice
Teacher Member Chelsea Feltman has mentored students,
spoken on panels, and led workshops around the world.
She maintains a private voice studio and has been a resident
visiting artist in New York City public schools.
Deeply committed to creating new and relevant works,
Chelsea frequently collaborates with current composers
and playwrights. She has performed the music of David Del
Tredici under the direction of composer/conductor Lowell
Liebermann, and appears in Secret Music, a documentary
focusing on Del Tredici’s life and influence. She premiered
Daniel Felsenfeld’s monodrama Open Letter which was
developed in response to the #MeToo Movement. With
composer J.L. Marlor, she developed and premiered And They
Spoke Back Her Name, an electroacoustic piece inspired by
18th-century astronomer Caroline Herschel. This spring, she
looks forward to creating the role of Fembot in Jillian Flexner’s
opera Self-Defined Circuits with Fresh Squeezed Opera. As
an actor, she can be seen in the upcoming historical drama
biopic starring Rolando Villazón on the life of Mother Frances
Cabrini, and she is a co-founder of The Shrill Collective, a
feminist-activist theater company that fosters new works and
raises money and awareness for marginalized communities.

Elizabeth Saunders

Chelsea Feltman

When not performing, she enjoys foraging for wild mushrooms,
solving The New York Times crossword puzzle, and trying
(often unsuccessfully) to keep her sundry houseplants alive.
Born in West Bromwich, England and raised in Brooklyn,
New York, Student Member Susan Quintyne has sung
internationally in Barbados, Japan, Jamaica, and Bermuda,
and in 23 states in venues including Carnegie Hall, Radio City
Music Hall, the Paramount Theater, and Madison Square
Garden. She has made guest appearances and shared the
stage with Gospel artists such as Alvin Slaughter, BeBe &
CeCe Winans, Judy Jacobs, the Jason Crabb Family, Terry
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MacAlmon, Donnie McClurkin, and William McDowell. She
served in ministry at the Brooklyn Tabernacle for 18 years
under pastor Jim Cymbala as a long-time member of the select
ensemble The Brooklyn Tabernacle Singers, and as soloist
with the Brooklyn Tabernacle Choir. She performs on eight
of the Brooklyn Tabernacle Choir’s recordings; her voice and
artistry on three of her most popular songs—”My Help,” “For
Every Mountain,” and “God Is Still Doing Great Things”—
helped lead the Choir to win multiple Grammy Awards.
Susan is also a devoted and passionate middle school Spanish
teacher, committed to optimizing student success through
the active integration of technology, music, art, and literature.
She is a Fulbright and NEH scholar who participated in
educational exchanges in 2002 (Mexico in Economic
Transition) and 2003 (La Realidad Mágica de Oaxaca). When
not performing, she enjoys songwriting, spending time with
her Cavalier King Charles Spaniel, designing virtual rooms
she can afford in the Design Home app, and solving Sudoku
and Woodoku puzzles.

Susan Quintyne

Elizabeth Saunders
President, New York Singing Teachers Association (NYSTA)
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EDITOR’S MESSAGE
Colleagues,
Spring is on the horizon! I’ve enjoyed the abundance of
auditions, recitals, and concerts that comes with the spring
semester. How fortuitous that these events align with the
season change. I’ve felt a great sense of renewal watching
others explore and share their craft, and I’m thankful.
Lately, I’ve been focusing on Diversity, Equity, and Inclusion
(DEI) initiatives. Anyone working in an academic setting has
Jennifer D’Agostino
surely been asked what they do for DEI, but it’s more than just
checking a box. We owe it to our field to do the work, to share it
with one another, and to promote artists, composers, and poets who have been
underrepresented. Cuban composer Mariela Rodríguez and African-American
composer Lena McLin are two “new to me” composers I have had the pleasure
of singing recently. The pieces I worked on can be found in Anthology of Latin
American and Iberian Art Songs by Women Composers, edited by Patricia Caicedo, and
Lena McLin: Songs for Voice and Piano by Neil A. Kjos Music Company, respectively.
I’ve been able to strengthen my Spanish diction with Eileen Downey, a vocal coach
and collaborative pianist, and learn more about the legacy of Lena McLin from
Khyle Wooten, conductor, researcher, and composer, who wrote his dissertation
on McLin. These collaborations have been incredibly fulfilling and hopefully
our performances inspire students to consider these and other underrepresented composers.
To this effect, I’ve required students in my studio to prioritize LGBTQ+, BIPOC,
and female composers when we worked on picking repertoire for the semester.
When my library didn’t have the materials we wanted, I made a request and every
book was obtained. Perhaps these are small steps toward equality, but my hope is
that every year, these small steps will multiply.
This issue of VOICEPrints contains an insightful article written by VP Associate
Editor Nico de Villiers on Richard Hageman and Rabindranath Tagore. In this
feature, de Villiers explores the poetry of Bengali polymath Tagore, and how
composer Richard Hageman set his work The Gardener. De Villiers recently
collaborated on Richard Hageman: from Holland to Hollywood with Kathryn Kalinak
and Asing Walthaus for Peter Lang Publications, and I aim to have a review of this
text in a future VOICEPrints publication. I want to especially thank NYSTA board
member Benjamin Berman for assisting with the musical examples for the article.
The book review, written by Lauren Weber, explores Linda Balliro’s Being a Singer:
The Art, Craft, and Science. Weber’s detail has piqued my interest, especially when
I noticed the diversity of genre that Balliro considers.
As always, 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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2022 EVENTS CALENDAR
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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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 three 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. (See the current DVP list on the following page.)
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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Singing the Songs of Rabindranath Tagore:
Richard Hageman’s Settings from The Gardener
by Dr Nico de Villiers
While song composers often set an array of poets’ texts, many
such composers are drawn to certain poets again and again.
And so over time, Benjamin Britten (1913-1976) and W. H.
Auden (1907-1973) or Aaron Copland (1900-1990) and Emily
Dickinson (1830-1886) are regularly considered in the same
sentence. The increasing focus and rediscovery of works by
African-American composers illuminate similar composer-poet
pairings between for instance Margaret Bonds (1913-1972) and
Langston Hughes (1901-1967), or Florence Price (1887-1953)
and Paul Laurence Dunbar (1872-1906).
The complete song oeuvre of Richard Hageman (1881-1966)
comprises 69 songs and represents 51 different poets. Of these
poets, the two whose texts Hageman returned to most often are
those of Rabindranath Tagore (1861-1941) and Robert Nathan
(1894-1985). Tagore features four times in Hageman’s songs
while Nathan features eleven times in total, both as poet and
translator. Hageman set five of Nathan’s original poems, while
six more songs feature Nathan’s English translations from
German and French texts. As an introduction to Hageman as a
song composer, and due to some of the songs’ popularity today
as well as the increased accessibility to these scores, this article
will focus on Hageman’s early settings of texts from Tagore’s
The Gardener (1913).

Richard Hageman

Rabindranath Tagore
In 1913, the Bengali polymath Rabindranath Tagore was the first
non-European to win the Nobel Prize for literature. The ensuing
22 years were “the brightest period” of his western literary
career, a period Tagore referred to as his “foreign reincarnation.”1
Although his reputation in the West is that of a poet, writer of
fiction, and essayist, “in his native Bengali [Tagore] is best
remembered...as a composer of songs, some 2,265 of them, for
which he wrote both words and music.”2 Carlo Coppola
explains that, while compiling his volumes of poetry, Tagore
“took freely from both his poetry and his songs” without
identifying the English poems as variations of either a poem
or a song from the original Bengali. 3 The various musical
influences transferred into Tagore’s verse and these poems,
with their refrains and repeated lines, were appealing to
various western composers.

Robert Nathan

1

Carlo Coppola, “The Lyric in
India,” Journal of South Asian
Literature 19, no. 2 (Summer/
Fall 1984): 41, accessed April
12, 2014, JSTOR.
2

Ibid.

3

Ibid.

Gitanjali (Song Offerings, 1912-1913) and The Gardener are the
earliest two of five major volumes of English translations that
Tagore made of his poetry. While Gitanjali is usually considered
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as the collection that won Tagore the Nobel Prize, records show that
The Gardener as well as his other collections of poems were weighed
in towards the final decision that won him the accolade. 4 The
earliest, and arguably most famous, settings of poems from Gitanjali
is a song cycle with the same name by John Alden Carpenter (18761951). Although Carpenter looked towards Gitanjali for inspiration,
The Gardener features more frequently in the settings of western
composers. Hageman set three texts from this collection. His most
popular song is “Do Not Go, My Love” (1917), which shares its title
with the opening line of Tagore’s poem. 5 The other two settings
from this collection are “May Night” (“I run as a musk-deer runs,”
1917) 6 and “At the Well” (“When the two sisters go to fetch water,”
1919). 7 Hageman would only return to Tagore’s poetry thirty years
after publishing “At the Well,” choosing the poem “I have got my
leave” from Gitanjali for his song “The Summons” (1949).

Songs from The Gardener
Hageman was an expert song composer and it is already on display
in his earliest songs in the way he wrote effectively for the voice
while creating an evocative piano part. Although Hageman was
already established as a pianist, conductor and vocal coach, he
started composing relatively late compared to other composers. His
professional work as an opera conductor and vocal coach gave him
a clear understanding of how to write for the voice. His eloquent
writing for the piano was informed by his collaborations with
various singers on the recital stage, as well as his activities as a
repetiteur at the Netherlands Opera in Amsterdam around the turn
of the twentieth century and during his tenure at the Metropolitan
Opera in New York. As a result, Hageman developed a musical
lexicon of associations to the text early on, suggesting a maturity
which is unusual for any composer just setting out.
When Arthur Walter Kramer, music critic for, and later editor of
Musical America, reviewed Hageman’s two Tagore settings
published by G. Schirmer in 1917, he described them as “thoroughly
modern” and not having “a hint of the modern French school.”
Referencing Carpenter’s Gitanjali songs published four years earlier,
Kramer commends Hageman for not following Carpenter’s lead.
He opined that, by setting Tagore’s poetry to “music of whole-tone
build,” Carpenter depended on “a musical idiom not natural to the
poems of the Hindu mystic.” In contrast, Kramer believed that
Hageman’s “May Night” and “Do Not Go, My Love” demonstrate
that “remarkably successful songs can be written to Tagore’s poems
without calling in the idiom made popular by Debussy, Ravel,
et al.”8 Such contemporary opposing criticism prompted Carol
J. Oja to remark nearly a century later that “Modernism was
impossible to pin down. It embraced many styles [and] has since
become problematic for its imprecision.” 9
The standard assumption among Hageman scholars is that “Do Not
Go, My Love” was Hageman’s first song. That may have been aided
and abetted by Hageman himself, either to burnish his reputation
by creating the impression that he composed a best-seller right out

49

4

Bashabi Fraser,
“Introduction,” Critical
Lives: Rabindranath Tagore
(London: Reaktion Books
Ltd, 2019), 10.
5

“Do Not Go, My Love” is
poem No. 34 in The Gardener.
6
”I run as the musk-deer
runs” is poem No. 15 in
The Gardener.
7
”When the two sisters go
to fetch water” is poem
No. 18 in The Gardener.

Rabindranath Tagore

8

Arthur Walter Kramer,
“New Music, Vocal and
Instrumental,” Musical
America 26, no. 15 (August
11, 1917): 20, accessed
February 28, 2015, HathiTrust.
9
Carol J. Oja, Making Music
Modern: New York in the 1920s
(New York: Oxford University
Press 2000), 4.
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of the box or perpetuated due to the song’s popularity. But
recent research into the song’s previously unknown publication
history yields some surprising complications. Before their
publication, “May Night” and “Do Not Go, My Love” were
performed in manuscript. According to Kramer, “Do Not Go,
My Love” in particular “was heard in a number of New York
recitals [in the winter of 1916].”10 In 1917, the publisher G.
Schirmer issued Two Songs with Piano Accompaniment by
Hageman, presenting “May Night” first and then “Do Not Go,
My Love.”11 While the two songs were published together as
a pair and their publication order reflects the sequence of the
poems’ appearance in The Gardener, the songs themselves
are not numbered in the publication to suggest any particular
chronology. Neither the cover of the original publication nor the
songs’ individual title pages suggest that these songs should
be considered as a dual unit. Hageman never published any of
his works with an opus or other catalog number to suggest the
songs’ compositional order, or to reflect his creative process in
any way. Although the review announces the two songs in the
order that Schirmer published them, Kramer reviews the more
popular “Do Not Go, My Love” first.
The history surrounding Hageman’s earliest songs are
vague. According to Hageman, during “sleepless nights,” he
recollected the “very beautiful words” of Tagore’s “Do Not Go,
My Love” and decided to set it to music. Hageman’s second
wife, soprano Renée Thornton, later took the credit for
Hageman’s turn to composition: “He began writing and
publishing music only after we came together and after I began
to advise him and stimulate his interest in that direction.”12
But nothing more considering how he came to compose, or the
order in which he composed the songs has thus far come to
light. No manuscripts nor any other archival documentation
pertaining to Hageman’s early songs have thus far been located.
In the absence of any such material, it is not possible to declare
which of the two songs published in 1917 was composed first.
The following discussion will therefore consider the songs in
the order that the songs were published.

10

Arthur Walter Kramer,
“New Music, Vocal and
Instrumental,” Musical America
26, no. 15 (August 11, 1917): 20,
accessed February 28, 2015,
HathiTrust.
11
Richard Hageman, Two Songs
with piano Accompaniment (New
York: G. Schirmer, 1917).

12

“Composer Hageman’s
Temperamentally Different
Wives,” San Francisco Examiner,
November 29, 1936, accessed
November 2, 2018, Ancestry
Historical Newspaper Archive
Online.

“May Night”
The love-sick narrator is trying to make sense of the emotional
turmoil he is experiencing and compares himself to an in-season
musk deer or a moschid that is “mad with his own perfume.”13
Tagore wrote the original text “The Gleaming Vision of Youth”
at the age of eighteen, a time in his life which he described as
“one of extreme wildness and irregularity.” He explained that
“at the dawn of youth my inner longings assumed gigantic
proportions..., longings [that] did not know themselves, nor did
they know the purpose of their existence.”14 Although such
complex yearnings are conveyed throughout the poem, they are
captured best in the enigmatic lines “I seek what I cannot get,/
I get what I do not seek” at the end of each verse.
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Although known colloquially
as a musk deer, the alpine
mammal referrred to here is a
moschid and indigenous to
India.
14

Basanta Koomar Roy,
Rabindranath Tagore, The Man
and His Poetry (New York:
Dodd, Mead & Co., 1915), 55.
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When Hageman’s “May Night” was first published, Musical
America described it as “a quickly moving piece, with one of the
most delightful piano accompaniments that we have seen in a
long time.”15 Indeed, Hageman’s piano writing in this song is
exuberant with short chromatic motifs that shudder over
jumping syncopations and skipping chord clusters, while the
vocal line channels the narrator’s euphoria in its unpredictable
contour. Renowned for being an outstanding pianist and vocal
coach, Hageman knew how to write well pianistically while
allowing the voice to shine at the same time. He for instance
assures not to double or cover the vocal line whenever the piano
part is particularly busy. This makes the moment at “I lose my
way and I wander” more striking (see Example 1, bars 26-28). In
the piano, the murky diminished arpeggio figure is in contrary
motion to a chromatic bass line, creating a harmonically
discombobulating effect. In this moment, by taking away a clear
harmonic foundation, Hageman reflects the confusing sentiment
of the text. Immediately juxtaposed to this, an episode follows
where the meter seems timeless as the piano part becomes
suddenly static, perhaps portraying the “inner longings [that]
assumed gigantic proportions” of the text.16 Through this
absence of a clear meter, Hageman highlights the crux of the text
in bars 30-33 (“I seek what I cannot get,/ I get what I do not
seek”) by contrasting the static music with the preceding
complex writing.

Example 1: Hageman, “May Night,” bars 26-33, G. Schirmer, 1917.

When baritone Oscar Seagle, the song’s dedicatee, performed
“May Night” shortly after its publication, the Chattanooga
News considered the song to be “exquisite.”17 During the 1940s,
Carolyn Olney of the Newark Advocate enticingly mentioned that
the song describes “unexpected things in a humorous vein.”18
Considered by Kramer as “a charming song” and “one that
deserves frequent hearings from fine recitalists,” “May Night”
unfortunately has not been republished within any of
the American Art Song anthologies such as those that include
“Do Not Go, My Love.” As a result, performers’ access to this
fine song is limited. The quality of this and several other of

51

15

Arthur Walter Kramer, “New
Music, Vocal and Instrumental,”
Musical America 26, no. 15
(August 11, 1917): 20, accessed
February 28, 2015, HathiTrust.

16

Basanta Koomar Roy,
Rabindranath Tagore, The Man and
His Poetry (New York: Dodd,
Mead & Co., 1915), 55.

17

“Oscar Seagle Scores Success In
Last Concert,” Chattanooga News,
May 4, 1918, accessed April 27,
2020, Ancestry Historical
Newspaper Archive Online.
18
Carolyn Olney, “Larson Recital
Offers Variety In Style—Humor,”
Newark Advocate (Newark, Ohio),
October 16, 1947, accessed
December 17, 2021, Ancestry
Historical Newspaper Archive
Online.
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Hageman’s songs reinforce the need for a Hageman song
anthology which could introduce a wealth of alternative
repertoire to a new generation of performers and audiences.

“Do Not Go, My Love”
The narrator here confesses the fear of losing a beloved and
describes the fragility of a romantic relationship. As a composer
whose compositional voice is well-rooted in Post-Romanticism,
Hageman would musically refer to, or sometimes borrow
directly from, earlier composers. When “Do Not Go, My Love”
was first published in 1917, Musical America suggested that
the song has a “rich and finely sustained melodic flow, quasiTchaikowskyan [sic] in feeling.”19 Pianist Roger Vignoles
expanded on this idea in an interview during the Richard
Hageman Society’s centenary celebrations of “Do Not Go, My
Love” in 2017. He too considers this song to be “much like a
Tchaikovsky song. I could very well imagine the whole thing
in Russian.”20 And indeed, when one considers Tchaikovsky’s
“
“ (“Net, tol’ko tot, kto znal,” op. 6
no. 6), popularly known in English as “None But the Lonely
Heart,” various parallels become clear.
Richard D. Sylvester writes that “The song gets its staying
power from a beautiful melody which has a recurring, endless
quality.” 21 Although he refers to Tchaikovsky’s “None But the
Lonely Heart,” the same sentiment holds true for Hageman’s
“Do Not Go, My Love.” Conversely, Warner Anderson
describing Hageman’s song as a “song of dramatic power; mystic
and beautiful,” is equally applicable to Tchaikovsky’s song. 22 The
most obvious similarity between the two songs is that they both
are underpinned by a syncopated chordal accompaniment in
the piano. The opening melodies share several similarities:
they have overarching shapes that are alike, while the dotted
rhythms in their second bars and the ascending gestures in their
third suggest Hageman’s allusion to Tchaikovsky’s opening theme.

19

Arthur Walter Kramer, “New
Music, Vocal and Instrumental,”
Musical America 26, no. 15 (August
11, 1917): 20, accessed February 28,
2015, HathiTrust.
20
Roger Vignoles, interview with
Nico de Villiers, London, UK,
April 10. 2017, Richard Hageman
Society.

21

Richard D. Sylvester, Tchaikovsky’s Complete Songs (Bloomington: Indiana University Press,
2002), 26.
22
“Do Not Go, My Love,” Maggie
Teyte, conducted by Donald
Voorhees, Bell Telephone Hour,
aired September 17, 1945, on
NPR, accessed December 6, 2016,
YouTube.

Example 2a: Tchaikovsky, “None But the Lonely Heart,” Op. 6 no. 6, bars 9-16.
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Example 2b: Hageman “Do Not Go, My love,” bars 1-9, G. Schirmer, 1917.

Both Tchaikovsky and Hageman approach tonality within these
songs with some ambiguity. Tchaikovsky’s song is in a major
mode but the frequent use of the flattened sixth in the melody
and dissonant supporting harmonies often obscure this tonality.
In “Do Not Go, My Love,” while clearly in a minor mode from
the outset, Hageman shifts the harmonies chromatically up and
down at various points, creating a vague sense of tonality and
harmonic direction.
While there are various similarities to be drawn between these
two songs, there are differences too, some more obvious than
others. Tchaikovsky uses an extended introduction that
seemingly depicts the anguish the singer describes when they
repeat the introductory melody. Meanwhile, Hageman writes
only two brief chords as an introduction for “Do Not Go, My
Love,” establishing the song’s “dramatic power” as mentioned
by Anderson. 23 Although the general arch of Hageman’s
opening melody resembles that of Tchaikovsky’s, in “None But
the Lonely Heart” Tchaikovsky seems to be more restrained in
the melodic writing, arguably conveying the sense of isolation as
suggested in the text. On the other hand, Hageman’s recurring
ascending lines up and over the stave seem to fervently portray
the narrator’s desperate reaching out to the beloved.

23

“Do Not Go, My Love,” Maggie
Teyte, conducted by Donald
Voorhees, Bell Telephone Hour,
aired September 17, 1945, on
NPR, accessed December 6, 2016,
YouTube.

Finally, the dramatic piano interlude in “Do Not Go, My Love”
(see Example 3a, bars 21-23) echoes a similar albeit extended
ascending octave arch in the piano in the latter part of
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Tchaikovsky’s song (see Example 3b, bars 38-43). The grandiose
moment in Tchaikovsky’s song is followed by what David
Jackson describes as a “masterstroke...[because] after the
climactic pause the voice sings a new counter-melody while
the piano reiterates the opening theme,” leading to the song’s
close. 24 Hageman places this dramatic musical gesture much
earlier in his song. While suggesting the influence of Tchaikovsky’s interlude, Hageman’s contracted interlude creates a
more desperate narrative, which, at its climax, unfolds into a
new episode of continued, if suppressed, drama.
22

24

David M. Jackson,
”Tchaikovsky: Ten songs” in
Song on Record 2, ed. Alan Blyth
(Cambridge: Cambridge
University Press, 1988), 162.

23

Example 3a: Hageman, “Do Not Go, My Love,” bars 21-23, G. Schirmer, 1917.
40

41

43

42

Example 3b: Tchaikovsky, “None But the Lonely Heart,” op. 6 no. 6, bars 38-43.

Whether these songs’ similarities are coincidental or whether
Hageman deliberately chose Tchaikovsky’s “None But the
Lonely Heart” as a road map for his song, is unclear. Be that as
it may, Tchaikovsky’s influence, deliberate or subconscious,
is certain. While “Do Not Go, My Love” and “None But the
Lonely Heart” are similar in length, Tchaikovsky develops his
musical ideas extensively, rendering the vocal line to be more
involved. In contrast, Hageman is more economical with
his musical ideas although creating a similarly memorable
narrative. His innate ability to write concisely would later be his
calling card in Hollywood while scoring films in the late 1930s
and 1940s. There Hageman had to be flexible and, seemingly
without any effort, respond musically to subtleties on screen—
a practice Bertolt Brecht referred to as “delivering the goods.”25
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“At the Well”
The infatuated narrator from “May Night” and the “somebody who
stands behind the trees” in “At the Well” are the same person. The
two sisters know that the lad is hiding, and they enjoy his attention
while their whisperings and laughter confuse him. When Amparito
Farrar, “the toast of the A. E. F.” (American Expeditionary Forces)
and the song’s dedicatee, premiered “At the Well” with Hageman at
the piano in 1919, the song enjoyed instantaneous popularity. 26 In
Musical America, Kramer applauded the song’s “melodic fluency”
and infectious charm “which dances its way merrily to its
conclusion” regardless of its “taxing” voice part. 27 Musical Courier
explained that the vocal line was demanding because “the singing
intervals are easy enough to sing, but not easy in combination with
the difficult piano part.”28 Kramer considered the piano part to be
“one of those fascinating ones, which Mr Hageman knows so well
how to write.”29 According to Andrés de Segurola, a soloist at the
Metropolitan Opera and vocal coach to several of Hollywood’s
singing film stars, even Tagore himself praised Hageman’s “At the
Well,” stating that Hageman had given Tagore’s poem “the best
musical setting he had ever heard.”30 Indeed, “At the Well” is one of
Hageman’s best songs. It exhibits the subtlety of his art, and many
of the compositional techniques exposed in this song would filter
through every other genre in which Hageman composed.
In addition to superb melodic writing and a fine complementary
piano part, the effective use of meter is at the center of this song’s
success. Just over a third of the song is in an irregular 5/8 time,
affording Hageman the luxury of subtly shifting the stress in the bar
according to the inflexion of the language. For instance, at the line
“They must be aware of somebody who stands behind the trees” in
bars 13-15, the established 3+2 eighth-note division is inverted to a
2+3 division from the word “somebody” until the end of the line
(see Example 4a). This adjustment is compositional sleight of hand on
Hageman’s part. Not only does it accommodate and reinforce the
natural inflection of the text, but it also creates a slight swooning
effect, briefly rendering the mood to seem intoxicated. Hageman’s
sensitive adjustment to meter in this moment suggests the unspoken
infatuation of that “somebody” who is observing the sisters. By
avoiding obvious tone painting and using a subtle shift in meter
instead, Hageman musically responds to the suggestion of the
observer’s emotions which are not explicitly stated in the text. A less
skilled composer might have chosen a more obvious musical
translation through perhaps a generic impressionistic flourish, or
they might have ignored this moment altogether. It is likely that
these kinds of moments prompted Kramer to rate Hageman’s
Tagore settings above Carpenter’s, since Hageman avoids the
obvious choice of using “music of whole-tone build” to evoke the
exotic and instead follows a more subtle route. 31 It is interesting to
note that, while Hageman did not necessarily rely on impressionism
to highlight Tagore’s non-Western heritage here, later in his career
he would liberally incorporate impressionist gestures to depict
exoticism, the ethereal, and otherness.
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The majority of “At the Well” is in a lulling 6/8 meter, and these
sections focus on the two sisters and their activities. In one section,
Hageman subtly brings out the contrast between the two sisters going
about their tasks and the besotted onlooker, hardly able to contain his
excitement. At bars 44-45 the vocal line is in triple meter, creating
syncopating cross-rhythms against the duple time of the piano (see
Example 4b). The singer exuberantly exclaims “that somebody’s heart
is beating.” This line includes an upward leap of a major sixth, the
biggest in the vocal line in the song, on “heart,” depicting the boy’s
uncontrollable excitement. At the same time, the piano echoes the
opening motif of the vocal line from the beginning of the song, subtly
suggesting the continuous activity of the sisters. This layering of
musical material allows Hageman to convey multiple narrative
streams, a technique which can easily be traced back to his experience
as an operatic conductor where characters often voice their own, often
contradictory, thoughts simultaneously.
11

Example 4a: Hageman, “At the Well,” bars 11-15, G. Schirmer, 1919.
43

44

46

45

Example 4b: Hageman, “At the Well,” bars 42-46, G. Schirmer, 1919.
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Although he does not often revert to tone painting in this song,
Hageman does not avoid tone painting altogether. Moments
where he employs it in “At the Well” tend to appear at the
mention of water. Towards the end of the repeating lines “when
they go to fetch water,” a trickling thirty-second-note flourish
rushes down the piano treble (see Example 4c). A similar
flourish that extends over two bars occurs at the end of the
song. A particularly beautiful example that verges on musical
onomatopoeia occurs in bars 39-40. The repeating gurgling
triplet motif in the treble over the descending parallel thirds in
the piano bass at “and water spills when they reach this spot”
clearly portrays the water spilling from the sisters’ lurching
pitchers (see Example 4d).
19

Example 4c: Hageman, “At the Well,” bar 19, G. Schirmer, 1919.

40

Example 4d: Hageman, “At the Well,” bars 39-40, G. Schirmer, 1919.

Hageman was wont to preempt dramatic moments throughout
his oeuvre, whether he was writing for the concert hall, the
operatic stage, or the silver screen. In “At the Well,” he preempts
the image of spilling water by musically suggesting the unsteady
pitchers in the way he writes for the piano at bars 33-35 (see
Example 4e). The bubbling trills unsettle the preceding dance-like
rhythm, rushing up in parallel chromatic sixths before the
momentum is awkwardly halted in fits and starts with dotted
rhythms. The musical activity of these three short staggered
musical ideas increases the suspense before the singer exclaims,
“Their pitchers lurch suddenly.”
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32

33

35

34

36

Example 4e: Hageman, “At the Well,” bars 31-36, G. Schirmer, 1919.

Conclusion
As the first non-Western laureate of the Nobel Prize for
literature, Tagore was catapulted onto the international stage.
As a result, the West not only gained access to the works of a
poet who until then was unknown beyond the parameters
of India, but also several composers found inspiration which
resulted in a wealth of songs across the world. Hageman’s three
early settings of poems from Tagore’s The Gardener are some of
the earliest settings of these texts in the West.
Many of Hageman’s songs are striking for their vivid atmosphere
and musical immediacy as a response to their texts. While “Do
Not Go, My Love” might be Hageman’s most famous song, all
three Tagore settings discussed here include musical gestures
that comprise part of the musical lexicon that Hageman would
refine over his career. For instance, the way he juxtaposes busy
writing with static timelessness in the piano to pair excitement
with confusion in “May Night” is a gesture recurring throughout his songs, especially to highlight moments of character
contemplation. Hageman’s knack for balancing subtlety with
broad gestures to create an effective and poignant mood stems
from his reference to other composers. This is the case in “Do
Not Go, My Love,” where the allusion to Tchaikovsky results
in an evocative narrative. Finally, striking tone painting and
meter changes in “At the Well” highlights Hageman’s sensitive
response to subtleties in the text which often remain unspoken.
Over time, Hageman would expand and master his compositional
glossary from which to swiftly conjure particular images or
emotions in response to the dramatic scenario. These and similar
musical gestures eventually crop up in works from other genres
such as his opera Caponsacchi (1931), his oratorio The Crucible
(1943), and a number of his film scores such as Angel and the Bad
Man (1947), and She Wore A Yellow Ribbon (1949).
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BOOK REVIEW: Being A Singer:
The Art, Craft and Science
by Linda Balliro
Review by Lauren Weber
Linda Balliro’s book, Being A Singer: The Art, Craft, and Science,
is a fantastic addition to the voice training arsenal. The text
itself acknowledges that “it’s pretty tough to learn to sing from
a book,” yet it succeeds in presenting science-based training
for aspiring singers. Balliro was nominated for a Grammy
Award as “Music Educator of the Year” and is an Associate
Professor of Voice at Boston’s Berklee College of Music.
She is an active member of the Pan American Vocology
Association (PAVA) which explains much of her knowledge
in voice science and pedagogy. In 2020 she launched a podcast
entitled the Let’s Talk Singing Podcast.
Singers at all levels can benefit from Balliro’s book in order to
make science-based, functional, and informed changes to their
voice. This book would in particular be a good companion
text to a beginning voice class or for early voice lessons. Balliro
illuminates issues around voice science, motor learning, and
neuroscience, combining these with step-by-step activities and
detailed exercises as well as reflection guides. Such strategies
would help students reflect on the process of building the
voice. Interviews with important researchers, Broadway
producers, and speech language pathologists are included.
While these interviews highlight important vocal health
issues, they are accessible to the beginning singer as well as
inspirational for more experienced performers. A particular
highlight of the book are the exercises and listening tracks on
the Being A Singer: The Art, Craft, and Science corresponding
website. As these exercises are grounded in vocal science,
they enable the singer to work on their voice with exercises
that are designed to build the voice in a functional way. This
functional voice training offers a solid introduction to singers
from any genre.

Linda Balliro

This book is laid out in a way that is somewhat unconventional
for traditional classical voice teaching. It is divided into two
parts. The first chaper of Part I, “Mobilizing your voice, mind,
and body,” addresses the mind, voice, and body connection,
while Chapter Two, “Discover What Needs Training,” provides
scales and exercises for the reader to evaluate their singing
habits and to assess where growth is needed in their own
voice. Chapter Three, “Connect the Lower and Upper Ranges,”
delves into connecting the higher and lower parts of the voice.
Subsequently, Chapter Four, “Extend the Connection,”
discusses extending the connection between the lower and
upper ranges. Indeed, this topic is one which singers often
spend a lifetime pursuing. Interestingly, Balliro delays a
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discussion on breathing until Chapter Five, “What About
Breathing?” It explores posture and its relationship
with respiration. Part II discusses several topics that need
mastering, including defining resonance (Chapter Six,
“Refine Resonance”) and power (Chapter Seven, “What About
Power?”) Chapter Eight, “Broaden Perspective,” considers
how singers can broaden their perspective, while Chapter
Nine, “Expression and Interpretation,” discusses details
regarding expression and interpretation. Chapter Ten, “Expand
Flexibility,” offers exercises devoted to expanding vocal
flexibility.
Balliro’s book covers vocal training that crosses cultural and
musical shifts. The approach is built from Seth Riggs’s method
of Speech Level Singing which addresses coordination of vocal
registers in any style. In her introduction, Balliro highlights
the difficulties of learning to sing from a book or YouTube,
suggesting that learning to sing from an indirect source can
lead to the singer having a tight and less healthy sound.
She presents evidence-based techniques to avoid such a
phenomenon. The discussions in her book do cross genre
boundaries, and as a result, Being A Singer: The Art, Craft, and
Science provides healthy basic training for building the voice
and coordinating registration for any singer.
In the opening chapter of Part I, “Mobilizing your voice, mind,
and body,” Balliro speaks to the integration necessary for
singers to develop. Motor learning helps the voice gather and
form connections necessary for the coordination of efficient
singing. This chapter emphasizes a learning process generally
referred to as TAV. It entails “tactilizing” or paying attention to
the physical sensation while singing); then “audicizing” the
memory of sound, while “visualizing” the memory of the
way things look (on the page and in the singer’s imagination).
Since singing involves many cognitive parts, it requires
neuroplasticity, or the ability to learn new things by making
new connections in the brain. Instead of just “sounding good,”
Balliro encourages singers to pay attention to TAV and
explains that good singing ought to be “intentional.” She also
urges singers to jot down their experiences in the process in
order to chart progress. The chapter ends with a questionnaire
to prepare the singer for their first training session. Other
preparatory tools before starting voice lessons include
questions focused on the singer’s perception of their previous
singing. These surveys are included to make sure the reader
has the things they need to be successful with the book.
Chapter Two digs deeper into how the voice functions,
suggesting to the singer that a voice without training is like an
unearthed rough diamond. After a brief introduction, Balliro
focuses on various exercises and reflections. The first exercise
is set out to determine where the voice needs training. Selfreflection helps the singer to identify the parts of the voice
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that feel challenging. While this evaluation step is encouraging
and can be exciting for aspiring singers, they may struggle
to identify some of these concepts on their own without a
teacher’s input. This process, though, offers a good way to
teach a singer how to practice. It reminds them to stay in the
moment. Examples of voice lessons with the author provide
an opportunity for the reader to consider, followed by a
debrief, the various ways to practice. A chart on registration
is followed by definitions of terminology that Balliro uses to
classify aspects of singing. This presents a useful reference for
the rest of the text since these terms can vary greatly between
genres within the singing community. Semi-occluded vocal
tract exercises (SOVTs) are briefly included as a way to
develop the voice. Balliro includes particular SOVT warm-ups
that help to develop the lower range followed by a goal, an
exercise, space for reflection, an opportunity to debrief as well
as a coaching tip. The chapter concludes with an interview
with Mike Moore, the lead singer, guitarist and songwriter
for the band Fire in the Field together with a guided selfreflection on the interview.
Chapter Three presents exercises for connecting the upper and
lower ranges. The text provides explanations and suggestions
for what singers might be feeling. They feel exercises in
different ways which might cause confusion for inexperienced
singers. Without a voice teacher or a coach to provide feedback, these exercises in isolation might actually result in
developing bad habits. With the guidance of a teacher, these
exercises would add to establishing daily practice routines.
The chapter provides sample lessons with both a male and
female singer and introduces terms from sound science. While
this science is interesting and useful for the teacher, it may be
overwhelming for some singers. This is where Balliro’s chart
with definitions in the previous chapter would be helpful in
unpacking complex issues in the process of sensory-based
teaching. Since young voice students are required to study a
variety of styles, it is excellent that various tactics are applied
to convey a single topic in Balliro’s book. Throughout the
chapter, the author reinforces the idea of “paying attention”
to the different parts of the voice, using several exercises to
strengthen the upper voice.
In Chapter Four the focus is on extending the connection
between the upper and lower registers. The exercises cover
larger intervals, guiding a singer towards maintaining a
healthy connection through the full range of the voice. After an
introduction discussing different bird species and their optimal
vocalization, this chapter addresses the flexibility needed in
the voice, the body, and the mind to develop efficiency in
vocalization. Balliro encourages developing vocal flexibility
by aiming to produce the sound in a consistent way. Some
ways to develop this flexibility and optimizing vocalization
include producing sounds similar to dog barks, a witch’s
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cackles, owl hoots and whines. Since the vocal folds
themselves cannot be felt consciously, Balliro encourages
readers to pay attention to airflow and the muscles around the
folds, using the TAV process to develop vocal coordination.
In addition to basic voice science, the chapter also includes an
interview with Jennifer Maloney-Prezioso, a producer of many
Broadway shows, including Legally Blonde, Spring Awakening,
and American Idiot, who reinforces the need for healthy vocal
production and care of the voice to protect performers
throughout their careers.
Although vocal pedagogy texts traditionally start with breath,
Balliro only focuses on this topic in the closing chapter of
Part I of Being A Singer: The Art, Craft and Science. Chapter
Five addresses the different breathing methods singers might
encounter during lessons, since students could experience
contradicting breathing methods presented by different voice
teachers. She draws the conclusion that as long as the basic
concepts of anatomy and physiology are adhered to, most
singers will find their own effective breathing method through
using the concepts in her book. Addressing issues such as
shallow breathing and subsequent inefficient breath use,
Balliro introduces a breathing technique that begins with
posture awareness exercises. She discusses the science of
breathing including the need to change breathing strategies for
various passages and styles. Exercises on posture maintenance
and breathing as well as a brief overview of the evolution of
singing follow. An interview with leading voice scientist Dr.
Ingo Titze addresses the science behind the love of singing.
The self-reflection activity of the chapter is centered on
survival instincts, breathing, performing, and feelings towards
singing as an activity. Additional exercises with the onus on
lesson routines are included. The singer can choose their
own warm-ups to relax and stretch the muscles on a more
subconscious level, without drawing attention to them.
Furthermore, aural training is provided with songs to sing
and, as established throughout the book, a section to chart
the experience in writing.
The second part of the book deals with developing mastery,
beginning with refining resonance. Chapter Six discusses, both
metaphorically and scientifically, frequencies and harmonics
and how they can be used to make the sound more resonant.
The first exercise is a scale series, aiming to help balance the air
and voice and increase the singer’s awareness of resonance.
The second exercise is an arpeggio spanning an octave and
a half to encourage singing without tension. Referring to
Chapters One and Two reminds the reader that singing is a
complex neurological process and the new connections created
through TAV should be helping singers to get rid of internal or
external obstacles. Chapter Six provides ways for the singer
to focus on resonance. The chapter’s concluding interview is
with voice rehabilitation and singing voice specialist Tara
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Stadelman-Cohen who reinforces the idea of using SOVTs to
strengthen the voice and reduce vocal tension. This chapter
highlights the ongoing challenges of maintaining a healthy
voice while using the voice more and more. It demystifies
several vocal injuries and encourages singers to work
holistically on their voices, bodies, and minds.
What about power? Up until now, the book has focused
on how to sing but not what to sing. The connections being
developed throughout the mix allow the voice to be freer,
more dynamic and more resonant. Chapter Seven starts with
a review of these concepts along with some coaching tips
that address typical struggles singers might encounter. The
chapter’s exercises focus on “funny” sounds such as the
witch’s cackle and other sounds presented earlier in the text.
Balliro encourages singers to train using these sounds without
worrying what the singer might sound like. Using such
focused sounds in the studio increases the intensity without
unnecessary muscular effort. As a result, resonance is
increased and vocal power is developed with minimal effort.
Balliro addresses vibrato as a naturally occurring phenomenon
and part of human vocal expression, introducing exercises
that encourage vibrato in all parts of the range.
Chapter Eight looks beyond the scales and routine, focuses on
concepts of being an artist and broadening one’s perspective.
Balliro speaks to the “gremlins” singers experience from
time to time and reminds readers to maintain perspective.
“Perspective can help you stay focused so you can keep the
voice in condition and stay in the moment of the music,” says
Balliro. She encourages ways to maintain a calm, focused
mind and includes exercises on expanding perspective and
that encourage mindfulness. The chapter culminates in a
conversation with singer-songwriter Mike Gordon in which
they focus on song as a part of tradition or culture, a means
of emotional bonding, and the transformational power
of performing.
Balliro explains that her journey of becoming a vocologist
sprung from her aim to teach students to sing with ease, to be
able to express themselves without tension and without losing
the love of the craft. The exercises in Chapter Nine, focus
on song interpretation and actualization, culminating in a
conversation with pop singer Mina Alalia and her manager
Arlene Mordeno. They discuss the artistic journey, the honing
one’s craft, and dealing with stress. This chapter can be seen as
a good introduction to mindfulness and its usefulness for singers.
Flexibility is a vital aspect of technique for any genre and in
her final chapter, Balliro builds on the freedom gained from
previous work in the book towards working on flexibility.
The stability of the larynx is at the heart in this style of
teaching and is reiterated here. The author encourages singing
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with the tongue stuck out if there is unnecessary tightness or
discomfort. She reminds singers not only to prepare the voice,
but the body and mind as well before working on flexibility.
Chapter Ten’s exercises include broken octave exercises on
different vowels, exercises for vibrato and staccato, and an
introduction to riffs and coloratura. These topics demand
more time for the advanced singer but these introductions and
reflections clearly lay the ground for less experienced singers.
A lesson routine is offered for the advanced student, setting
out the use of the skills developed throughout the book and
presenting a mix and match approach to the exercises.
Learning to sing from a textbook is troublesome for any voice
teacher. Being A Singer: The Art, Craft and Science is a great
introduction to using science, neuroscience, and motor
learning. It could be a good companion to voice lessons or a
voice class or for a beginner looking to grow and refine their
skills. Overall, the book is a solid combination of how singing
works, how people learn to sing, and why we sing. It provides
an approach to living life and developing awareness to
making better vocal choices and to expanding confidence
for lifelong singing.
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