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Fall Season Opening Online Event

Piano Skills for Voice Teachers/Singers with Brenda Earle Stokes
September 25, 2022 6:30-8:30 PM EDT (Zoom)
Join award-winning singer, pianist, and master teacher Brenda Earle
Stokes as she teaches her unique Piano Skills for Singers method. In this
workshop, she will share her tips and techniques for teaching piano skills
that support singers in their singing and teaching. This workshop will help
you expand your piano skills and learn how to incorporate functional
piano training in your voice lessons.
Brenda Earle Stokes is a rare jazz artist with a true command of both
the piano and the voice. As a follow-up to her critically acclaimed 2014
Brenda Earle Stokes
studio album Right About Now, Stokes sought to challenge herself to dig
deep and share the full scope of her talents in the most intimate setting. She is a surprisingly multifaceted musician, known for her work as a pianist, singer, and composer. She has performed as a
side person with John Riley, Dick Oatts, Joel Frahm, Roxy Coss, Wycliffe Gordon, Maurice Hines,
and the DIVA Jazz Orchestra. She has held residences at the Kennedy Center and Banff Center for
Fine Arts, was a finalist of the Mary Lou Williams Jazz Piano Competition and was a winner of
the IAJE Sisters in Jazz competition, identifying her as one of the top emerging jazz artists of her
generation. As a bandleader she has toured clubs and festivals across the US, Canada, New Zealand,
and Australia and has released six albums on her own label.
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PRESIDENT’S MESSAGE
Dear Colleagues,
Regardless of whether or not you still perform, do you still
take voice lessons yourself? And if so, is it in the same genre
of music in which you specialize?
For years, one of my favorite things to do is to reach out from
time to time to a teacher with a very different background than
my own, whose students I really admire, or who teaches a
style in which I have limited experience, and to put myself in
their hands. In addition to spurring new growth in me as a
teacher, it reminds me of the vulnerable position that my
students are in when they show up for their lessons with me.
Like many people—including the students who come into
my studio —I have a history that extends back to my early
childhood of being shamed or derided for not knowing
something that somebody else already knew, not learning
something as fast as someone else, or taking longer than a
teacher may have had patience for. My eyes still tear up when
I recall my undergrad class piano teacher heaving a heavy sigh
right behind me just as I was getting up the courage to put my
hands to the keyboard to play the sight reading section of my
piano proficiency exam.

Elizabeth Saunders

That history has plagued me my entire life with extraordinary
anxiety whenever I’m learning something new. As I get older
and more experienced I have healed a certain amount of that
trauma and have definitely become more skilled at sidestepping it, but it is always there waiting in the wings,
threatening to derail my attention and focus, or my feeling of
freedom to explore something that could be really rewarding
to learn. As a result, when I consider a person with whom to
train, I have added a layer of scrutiny so that I can be sure I
feel safe in their presence to take the time I need and to ask
the questions I have—even if they are things I think I should
already know. This is especially the case the older and
more experienced I become as a teacher, because it can be
frightening to reveal to a colleague that I don’t already know a
particular thing, to have them see me struggling to develop a
never-before (for me) considered vocal or musical strategy,
or to forget things to do, things that I regularly instruct my
students to do. It is not uncommon for a teacher I may be
working with to make a suggestion to me, to which I reply
“Oh, you mean do the thing I’m always reminding my
students about?” And there are times when my body
does something I don’t want it to do and I crash and burn
technically, and then I smile and tell them: “Just for the record,
that’s not something I recommend to my students.”
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My hunger to keep exploring beyond the boundaries of any
current skill level I have is thankfully usually greater than my
anxieties, so I have trudged on alongside those difficulties
throughout my life, trying new things and finding the joy that
comes with transformation and acquiring new skills.
Two of the presenters this season are people with whom I’ve
worked in this way. Fay Victor, a cherished colleague with
whom I have performed and recorded, is someone into whose
hands I have placed myself to open my eyes to what it means
to really sing jazz. Jessica Luffey, who will be presenting with
me at the end of the season, is the orofascial myologist with
whom I have done some extraordinary pre- and post- tongue
tie release myofunctional training, as well as learning some of
her other specialized post-procedure singer training.
Except within my studio with my students, I’m not a person
who feels comfortable making recommendations to others
about things to do. But I break with that in this letter because
this is something so near and dear to my heart, and I hope it
will bring you delight and new life in ways that are uniquely
meaningful to “you,” as well as give some new ways to think
about your work within your studio. With this new season
starting, are there one or more voice teachers or musical
coaches you would like to reach out to, to get your feet a little
wet in the water of learning a different genre of music than
you have ever sung before? If it makes you feel a bit insecure
as well as a little giddy, even better. Also worth considering,
depending upon your age, are they considerably younger than
you? If they really know their stuff, don’t let a large age gap
stop you. If you’re my age or older, there’s a really good
chance you will find it exhilarating to partner in your technical
learning with someone from a much younger generation.
With everyone teaching virtually now, we truly have the world
at our fingertips. Whom do you want to Google and reach out
to about learning from them? Could you bring yourself to do
that this year? I hope so.
Sincerely,

Elizabeth Saunders (she/her)
President, New York Singing Teachers Association (NYSTA)
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EDITOR’S MESSAGE
Dear Colleagues,
Welcome back to a new season of VOICEPrints! I humbly
greet you in my third year as Editor-in-Chief of NYSTA’s
peer-reviewed journal. I am thankful to bring back my
colleagues Elena Blyskal, Nico deVilliers, and Andrea Wells
as associate editors, as well as John Ostendorf who has been
the designer for the journal for over 20 seasons.
I have long anticipated the return of the school year. This has
been the first summer in a long time that I didn’t teach voice
lessons, classes, or attend a conference. As a mom of two
young boys, I was still busy! However, I sorely missed the
professorial part of my identity. My first day of teaching last
month at Georgia Southern included teaching a pedagogy
class, meeting my studio, as well as the whole student body
of voice majors/minors, and listening to an audition into the
voice area. I felt grateful, happy, and fulfilled. I’m home! I wish
you the same feeling as you embrace the new school year.
This has turned out to be our premiere issue on Light
Opera/Operetta! The feature article is written by Anne
Slovin, an Indiana graduate student whose knowledge and
passion for Gilbert and Sullivan leaps off the pages. It is my
hope we can continue to expand the tradition of sharing
from our experience, especially in niche repertoire. To
pair with the feature, this issue also contains Benjamin
Rorabaugh’s book review on the “Light Opera” edition of
the National Association of Teachers of Singing’s So You
Want To Sing… series. Without prompting, Rorabaugh
highlights the benefits of this genre in collegiate study
and supports Slovin’s own contributions.

Jennifer D’Agostino

VOICEPrints
Volume 20, No. 1

Jennifer D’Agostino (she/her)
Editor-in-Chief
Elena Blyskal (she/her)
Associate Editor
Nico de Villiers (he/him)
Associate Editor
Andrea Chenoweth Wells
(she/her) Associate Editor
John Ostendorf (he/him)
Designer

Again, you’ll see biographies and headshots of our current
New York Singing Teacher’s Association’s Board Members.
I hope you’ll look forward to meeting the new NYSTA
members in our next issue, set for November/December 2022.
As always, if you have material you’d like to send for
consideration, you can view our requirements for peerreview submission at: https://nyst.org/submit-an-article/ or
reach out to me directly at jenniferGdagostino@gmail.com.

Elena Blyskal

Nico de Villiers

Many happy returns.

Jennifer D’Agostino (she/her)
Editor-in-Chief, VOICEPrints
Andrea Chenoweth Wells John Ostendorf
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2022--2023 EVENTS CALENDAR
Fall Season Opening Online Event

Piano Skills for Voice Teachers/Singers with Brenda Earle Stokes
September 25, 2022 6:30-8:30 PM EDT (Zoom)
Join award-winning singer, pianist, and master teacher Brenda Earle
Stokes as she teaches her unique Piano Skills for Singers method. In this
workshop, she will share her tips and techniques for teaching piano skills
that support singers in their singing and teaching. This workshop will help
you expand your piano skills and learn how to incorporate functional
piano training in your voice lessons.
Brenda Earle Stokes is a rare jazz artist with a true command of both
the piano and the voice. As a follow-up to her critically acclaimed 2014
studio album Right About Now, Stokes sought to challenge herself to dig
deep and share the full scope of her talents in the most intimate setting.
She is a surprisingly multifaceted musician, known for her work as a
pianist, singer and composer. She has performed as a side person with
John Riley, Dick Oatts, Joel Frahm, Roxy Coss, Wycliffe Gordon, Maurice
Hines, and the DIVA Jazz Orchestra. She has held residences at the
Kennedy Center and Banff Center for Fine Arts, was a finalist of the
Mary Lou Williams Jazz Piano Competition, and was a winner of the
IAJE Sisters in Jazz competition, identifying her as one of the top emerging jazz artists of her generation. As a bandleader she has toured clubs
and festivals across the US, Canada, New Zealand, and Australia and has
released six albums on her own label.

What Is Jazz Singing, Anyway? with Fay Victor
December 4, 2022 6:30-8:30 PM EST (Zoom)
“She’s essentially invented her own hybrid of song and spoken word,
a scat style for today’s avant-garde.” - The New York Times
What exactly IS jazz singing? Is jazz singing about the type of repertoire
singers choose or is it something more? How does jazz singing function in
regards to vocal technique? Is it distinct and can it be taught? Why does it
seem that vocalists from other genres gravitate to this vocal art form at some
point in their careers from the great opera singer Jessye Norman to rapper
Queen Latifah, pop singer Lady Gaga and many more?
Says Victor: “I’d argue that there are specific technical approaches used
when a vocalist attempts to ‘sound’ like a jazz vocalist as we historically
understand the jazz vocal sound to be, i.e. vocalists such as Ella Fitzgerald,
Sarah Vaughan, Louis Armstrong, or Anita O’Day. These technical
approaches can be demonstrated and taught. Furthermore, jazz is an art
form centered around personal expression and this workshop will cover
aspects of connecting ‘what we aim to say’ as jazz vocalists with technical
proficiency. I’d like to use this workshop as a space to show what jazz
singing is from the inside out as well as how jazz vocalists create the sonic
and spirit connection to jazz with their vocal instruments.”
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Fay Victor is a sound artist and bandleader that uses performance, improvisation,
and composition to examine representations of modern life and blackness. Based in
Brooklyn, NY, Fay’s “everything is everything” creative aesthetic permeates her working
approach to the vocal instrument. Having released eleven critically acclaimed albums as
a leader, including her latest release,”WE’VE HAD ENOUGH!” with her improvising
quartet SoundNoiseFUNK (ESP-Disk) in October 2020 and having performed with
luminaries such as Gary Bartz, Archie Schepp, Nicole Mitchell, Randy Weston, Roswell
Rudd, and Moor Mother, Victor has shown the through line of her unique vocal force
and expansion. An innovative educator, Victor is on the faculty of the College of
Performing Arts at the New School where she teaches interdisciplinary practices and
Vocal Performance, and at the ROC Nation School for Sports, Music, and Entertainment
at Long Island University where she runs a private vocal studio.
beingheard@gmail.com mail@fayvictor.com

Josephine Mongiardo Great Coaches Series Masterclass
with David Cangelosi on Comprimario/Supporting Roles
February 26, 2023 6:30-8:30 PM EST IN PERSON at Scorca Hall
Join us for a riveting evening of performances by up-and-coming young
opera singers peppered with invaluable advice from tenor David Cangelosi.
Since his 2004 Metropolitan Opera debut as Mime in Das Rheingold, David
Cangelosi has appeared there in Andrea Chenier, Il tabarro, The Tales of Hoffmann,
Die Meistersinger von Nürnberg, Le nozze di Figaro, Madama Butterfly, Tosca, and
The Magic Flute. He has also sung at Teatro Colón in Bueno Aires, San Francisco
Opera, Washington National Opera, Hong Kong Philharmonic, Santa Fe Opera,
and Dallas Opera. Cangelosi has sung at major festivals in the US and abroad
including Spoleto Festival (U.S.A.) and has made recital and concert performances throughout the United States.

David Cangelosi

Fascia, Tongue Tie and Their Significance in the
Voice Studio with Dr. Katherine Ahn, Jessica Luffey,
and Elizabeth Saunders
April 30, 2023 6:30-8:30 PM EDT (ZOOM)
Dr. Katherine Ahn

Jessica Luffey

Elizabeth Saunders

In this presentation, Dr. Katherine Ahn Wallace DDS of
Aviara - Center for Sleep, TMJ & Orthodontics, Jessica Luffey OM of Opus Orofascial Myology, and
NYSTA President Elizabeth Saunders will discuss fascia and tongue tie: what they are, the role of
fascia in our overall health, how tongue tie can interfere with a singers best attempts to establish
solid singing technique, and current best practices for accommodating or remediating the condition.

Forthcoming NYSTA Events in 2023 (Details TBA):
Own Your Own: How to start your own independent record label and plan, produce, market, release,
and promote your music with Yinka Oyelese and Patrice Jégou-Oyelese
Masterclass with Emily Kristen Morris of the Broadway Body Positivity Project
Antiracism in the Voice Studio with Trineice Robinson
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NYSTA 2022-2023 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
theatre, 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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Beyond “Poor Wand’ring One:”
Lesser-Known Gilbert & Sullivan for the Voice Studio
by Anne Slovin
One of my earliest auditions after graduating from college was for
a professional production of The Yeomen of the Guard. I walked into
the audition room and confidently announced that I would be
singing “The sun whose rays” from The Mikado. A voice from
the darkened hall sighed wearily and said, “Do you have anything
else? Nobody is familiar with Yeomen and we’ve been hearing
Mikado and Pirates all night.” Lacking any other Gilbert & Sullivan
repertoire, I sang “Monica’s Waltz” from The Medium to secure my
place in the ensemble.
This incident raises questions regarding the performance of Gilbert
& Sullivan in the United States. Why are so few singers familiar
with The Yeomen of the Guard? Why do all sopranos, regardless of
operatic Fach, seem to sing “Poor wand’ring one” from The Pirates
of Penzance and “Sorry her lot” from H.M.S. Pinafore, when they
could be singing “I cannot tell what this love may be” from
Patience or “If somebody there chanced to be” from Ruddigore
instead? Recent conversations with voice teacher colleagues
and mentors suggest to me that 1) the extreme popularity and
profitability of a very few Gilbert and Sullivan operas and 2) a
dearth of well-organized anthologies of G&S solo arias for singers
stand in the way of more expansive studio use of this repertoire.
Deeper exploration of the Gilbert and Sullivan canon reveals a
repertoire rich in possibilities for training passaggio navigation,
vocal agility, and English diction, as well as allowing young
singers to dip a toe into more dramatic repertoire without
tackling standard operatic arias too soon.
The lack of familiarity with more obscure Gilbert and Sullivan
works is hardly surprising given the frequency of production
of the “Big Three:” The Pirates of Penzance, H.M.S. Pinafore and
The Mikado. According to Operabase, between 2017 and 2023,
American professional opera companies mounted or planned
twenty-five separate productions of Pirates. Pinafore came in
second with seven professional productions, and Mikado trailed
behind in third with four productions.1 Almost all productions of
Gilbert & Sullivan operas outside of the “Big Three” were semiprofessional or community theater productions 2, which usually
offer little to no pay for the performers. The Ohio Light Opera,
one of the United States’ only professional companies to present
a significant number of operettas, produced Iolanthe in 2017 and
Trial by Jury in 2012—but they still performed Pirates and Pinafore
in the last five years as well.3
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Arthur Sullivan (1842-1900)

William S. Gilbert (1836-1911)
1

“Productions of The Pirates
of Penzance between 2017 and
2022,” Operabase, Operabase
Media Limited, updated 2022,
available: https://
www.operabase.com/en

2

“All Amateur Productions in
the United States Between 2017
and 2022,” Current and
Upcoming Productions, Gilbert &
Sullivan Opera (GS Opera),
available: https://gsopera.com/prod
3

“Archives,” The Ohio Light
Opera, updated 2021, available:
https://ohiolightopera.org/about/
archives/
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Not only are the “Big Three” the most frequently performed
G&S operas in the United States, but “Poor wand’ring one” and
Josephine’s “A simple sailor lowly born” from Pinafore are also the
only two Gilbert and Sullivan arias for any voice type to appear in
the G. Schirmer aria anthologies (in Coloratura Arias for Soprano
and Arias for Soprano: Volume 2, respectively). The only G&S songs
featured in the Singer’s Musical Theatre Anthology series (seven
volumes per voice type) that are not from the “Big Three” are
the Nightmare Song from Iolanthe for baritone 4 and “Oh goddess
wise” from Princess Ida for soprano.5 Many singers and teachers
find it simpler to choose one of the pieces already included in one
of these collections than to sift through a G&S anthology.
Most existing collections of Gilbert & Sullivan songs are not easy
to parse through without extensive prior knowledge of the canon
and its history. These volumes often include arrangements of
ensemble numbers for solo voice and piano, while the editors
frequently transpose arias into more comfortable keys for amateur
music-making at home, a popular form of entertainment among
the rising middle class in the 1880s.6 The sale of sheet music was a
lucrative “side hustle” for Sir Arthur and Mr. Gilbert; as Michael
Goron notes in his book Gilbert and Sullivan’s Respectable Capers:
Class, Respectability and the Savoy Operas, 1877-1909: “[b]y the
1880s, Savoy patrons could buy libretti and sheet music in the
theatre.”7)
The Hal Leonard Gilbert and Sullivan for Singers series of books
include most of the arias for each voice type in the canon, but as
with many aria anthologies, they tend to include arias for a
variety of Fachs and character types without context. For example,
the mezzo-soprano book contains arias for both contralto and
lyric mezzo, which are vastly different types in the Gilbert and
Sullivan canon.8 The contralto is regularly an older comedic
character, usually played by Rosina Brandram in the original

Rosina
Brandram

Jessie
Bond

George
Grossmith

Richard
Temple

Rutland
Barrington

(1845-1907)

(1853-1942)

(1847-1912)

(1846-1912)

(1853-1922)

4

The Singer’s Musical Theatre
Anthology, Baritone Volume 1,
“When you’re lying awake,”
ed. Richard Walters
(Milwaukee: Hal Leonard
Corporation, 2000),
5

The Singer’s Musical Theatre
Anthology, Soprano Volume 3,
“Oh Goddess Wise,” ed.
Richard Walters (Milwaukee:
Hal Leonard Corporation,
2000), 173-175.
6

Michael Goron, Gilbert and
Sullivan’s Respectable Capers:
Class, Respectability and the
Savoy Operas, 1877-1909
(London: Macmillan Publishers
Ltd., 2016), 93.
7

Goron, 61.

8

Gilbert & Sullivan for Singers:
The Vocal Library (MezzoSoprano), ed. Richard Walters
(Milwaukee: Hal Leonard
Corporation, 2003).
9

Kurt Gänzl, Gilbert & Sullivan:
The Players and the Plays
(Albany: State University of
New York Press, 2021), 143.

10

Gilbert & Sullivan for Singers:
The Vocal Library (Baritone), ed.
Richard Walters (Milwaukee:
Hal Leonard Corporation, 2003).

productions, while the lyric mezzo-soprano roles like Iolanthe
and Mad Margaret would likely have been originated by
youthful soubrette Jessie Bond.9 Patter baritone arias are
published alongside bass-baritone and lyric baritone arias10—
George Grossmith and Richard Temple or Rutland Barrington
certainly would not have played each other’s roles in the 1880s!
Because the Savoy operas, as they are collectively known, were
performed in repertory by the company at the Savoy Theater

9

Richard D’Oyly Carte (1844-1901)
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(later called the D’Oyly Carte Opera Company after its founder,
Richard D’Oyly Carte), there is at least one role for each voice
and character type in every opera, and most roles have arias or
extractable solo material. Moreover, many of the performers
favored by Gilbert and Sullivan were cast for their acting,
charm, and famous “party tricks,” not only for vocal prowess.
The resulting arias and songs are often medium in range and
tessitura and not overly musically complex for undergraduate
singers to tackle. (Indeed, the music for the chorus is often the
more challenging!) Voice teachers can mine this rich oeuvre for
arias to address any number of vocal concerns and prepare
students for the next phase of their training.
Gilbert and Sullivan were creating a new genre of comic opera,
rather than grand opera; as a result, many of the solo arias from
these works can function as preparation for standard operatic
repertoire, especially in Fachs that take longer to mature into
what they will eventually sing. (“Poor wand’ring one” itself is
a parody of “Sempre libera” from La traviata, right down to a
quotation in the cadenza!) In particular, the title role in Princess
Ida provides an opportunity for a potential dramatic soprano
to sing an aria without dipping into Wagner or heavy Verdi.
According to Kurt Gänzl in his book Gilbert & Sullivan: The
Players and the Plays, it was difficult to cast this role in the
original production because it required more vocal heft than the
soubrettes of the previous five operas could manage. None of
the Savoy’s usual suspects could handle it.11 Ida’s second act
aria, “I built upon a rock,” features descending lines from above
the passaggio, which may prevent a young singer from bringing
weight up from the middle voice. This aria is packed with high
emotional content. Ida sings it after her dream of running a
women’s college—instead of marrying Prince Hilarion—has
been shattered. However, the vocal line itself is fairly subdued,
and the orchestration sparser than other parts of the role.
Princess Ida, though a staple of the amateur or community G&S
company, is rarely performed professionally; this role would not
be likely to become part of the singer’s core repertoire.

Example 1: “I built upon a rock” 12
Other possibilities in this category include the recitativecavatina-cabaletta structure and medium tessitura of Julia
Jellicoe’s 11 o’clock aria “So ends my dream” from The Grand
Duke, Iolanthe’s impassioned but vocally mellow recitative and
aria “My lord, a suppliant at thy feet I kneel…He loves,” and—

10

11

Gänzl, 155.

12

W.S. Gilbert and Sir
Arthur Sullivan, Princess
Ida, (London: Chappell &
Co, 1884), 122.
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for a very high-lying young tenor who may have trouble
locating standard operatic repertoire at his level—”A tenor all
singers above” from Utopia, Limited.
Many singers struggle to find appropriate repertoire to sing
while navigating a Fach change. Although many G&S tenor roles
would be a challenge for a baritone transitioning upwards to
tenor, the role of Colonel Fairfax in The Yeomen of the Guard may
come in handy. His two arias, “Is life a boon?” and “Free from
his fetters grim” lie in a medium tessitura and rarely venture
above the passaggio. The former, sung as Fairfax has resigned
himself to being executed for sorcery, has a dotted main melodic
motif, which allows the singer to vary subglottal pressure and
prevents excess vocal weight from accompanying the line up
to the passaggio. Many of the lines descend from above, and
vowels in the passaggio are often narrow, as in the case of “live,”
“soon,” and “who.” In Fairfax’s Act Two aria, contemplating the
respective “fetters” of prison and marriage, Sullivan places the
words “free” and “till” on F4s and “so” and the second syllable
of “captive” on G4. He de-emphasizes the Gs by placing them
on off beats, or in the middle of melismatic passages. Anecdotal
evidence from the studio also suggests that Sullivan’s treatment
of these Gs trains vocal tract shaping by providing different
vowels and therefore potentially different vocal approaches in
each verse.

Example 2: “Free from his fetters grim” 13
Another medium tenor role from much earlier in the G&S
partnership is Alexis, the soprano Aline’s fiancé, in The Sorcerer.
Alexis and Fairfax have in common both useful music for the
baritone-to-tenor Fach change and morally ambiguous character
motivations—an interesting acting challenge for a young singer!
Before Richard D’Oyly Carte commissioned Gilbert and Sullivan
to write Trial By Jury, there was no such thing as English comic
opera; the taste in London in the 1870s was more for French
operetta.14 Most people believed the English language simply
did not “sing.” However, one of Sullivan’s special talents was
setting English text in a way that both scanned and rolled easily
off the tongue, while Gilbert’s gift was for quick-witted textual
agility, or patter. The G&S patter songs are written almost
exclusively for baritone, and George Grossmith, who was
favored for his unique stage persona and excellent diction,
originated most of these roles from The Sorcerer to The Yeomen of

11

13

W.S. Gilbert and Sir Arthur
Sullivan, The Yeomen of the
Guard, (London: Chappell &
Co, 1888), available: https://
imslp.org/wiki The_Yeomenof_the_Guard_(Sullivan,_Arthur),
126.

14

Goron, 59.
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the Guard15. Because of their limited ranges, they can be assigned
to many different voice types to practice quick and clear English
diction. Giuseppe’s “Rising early in the morning” from The
Gondoliers and Bunthorne’s “If you’re anxious for to shine” from
Patience are both good options for young singers, particularly
because the characters are more youthful than many of the other
patter men (for example, King Gama in Princess Ida or The Duke
of Plaza-Toro in The Gondoliers). “When the night wind howls”
from Ruddigore and Don Alhambra’s two arias from Gondoliers
are opportunities for a bass-baritone to patter, while “If you
want a receipt for that popular mystery” and “A magnet hung
in a hardware shop” from Patience are both written for more
lyric baritones.

15

Gänzl, 39.

Perhaps the best patter role of all is Jack Point in The Yeomen of
the Guard, who famously is left lying “insensible” (possibly
dead!) at the end of the opera. Point’s aria “Oh! a private
buffoon is a light-hearted loon” may be the pinnacle of the form
(in this author’s humble opinion) because it not only shows off
the performer’s quick tongue and ability to rattle off long lines
of text, but it also has high emotional content as Point becomes
increasingly bitter. The challenge here for a young singer is to
navigate the speed and density of the text while maintaining
emotional clarity and honesty.

Example 3: “Oh, a private buffoon”16
Although it is rare for sopranos,mezzo-sopranos, and tenors to
get a patter song, because of Gilbert’s excellent writing and
Sullivan’s usually flawless settings of it, most G&S arias can
be used as a tool to improve English diction. One interesting
example for soprano is also from Yeomen. In Elsie’s act I aria,
“’Tis done, I am a bride,” Sullivan actually overrides Gilbert’s
rhyme scheme. According to Gayden Wren in A Most Ingenious
Paradox: The Art of Gilbert and Sullivan, Gilbert’s original text
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16

Gilbert and Sullivan, The
Yeomen of the Guard, 119.
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read: “Yet wives there be / who would consent to lose / the
very rose of youth, / the flower of life/ to be in honest truth / a
wedded wife, / no matter whose!” In contrast, Sullivan’s music
delineates the text: “Yet wives there be who would consent / to
lose the very rose of youth / the flower of life, to be / in honest
truth a wedded wife, / no matter whose, / no matter whose!”17
The resulting text-setting is more emotionally satisfying and
operatic than Gilbert’s original structure; however, this means
that the soprano must navigate the language more carefully
than if the rhyme scheme and the melody matched.
Apart from the lingual dexterity needed to navigate many of
Gilbert’s texts, Sullivan’s music often requires vocal agility,
both melismatic and registrational. An amusing example from
Princess Ida is “This helmet, I suppose,” in which Ida’s boorish
brother Arac removes one piece of armor at a time while singing
a faux-Handelian aria. Arac was originally played by Richard
Temple18, who also portrayed Dick Deadeye in HMS Pinafore
and created the title role in The Mikado, so the aria can be
assigned to a bass-baritone or a baritone, depending on the
student. The melismas are short, and the slightly more extended
ones on the word “off” at the end of each phrase have a baroque
shape to them. A singer who will later graduate to “Si tra i
ceppi” or “O ruddier than the cherry” might do worse than to
begin with “This helmet, I suppose.”

Example 4: “This helmet, I suppose”19
The Duchess of Plaza-Toro’s Act Two song from The Gondoliers,
“On the day when I was wedded,” requires not only linguistic
agility, but also ease of registration. The Duchess is one of those
contralto characters originated by Rosina Brandram, who joined
the Savoy company as Lady Blanche in Princess Ida and stayed
all the way through the final Gilbert and Sullivan collaboration,
The Grand Duke.20 These roles are characterized by more
stentorian singing and less character variety than most of the
other voice types, but the Duchess’ song stands out because
of its brisk tempo and its vocal demands. As she explains
how she tamed her husband the Duke’s fiery temper with her
“threatening appearance,” the melody toggles from the secondo
to the primo passaggio and back again, requiring the singer to
switch registers deftly as she also navigates a dense text.
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Gayden Wren, A Most Ingenious
Paradox: The Art of Gilbert and
Sullivan (New York: Oxford
University Press,
2001), 222.
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Gänzl, 108.
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Gilbert & Sullivan, Princess Ida, 130.
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Gänzl, 161.
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Example 5: “On the day when I was wedded” 21
In fact, much of Sullivan’s writing for this voice type requires
singers to be comfortable with register shifts. The Fairy Queen
in Iolanthe is a role that seems tailor-made for a young mezzosoprano or contralto; although the role is quite low in tessitura
and appears to be part of the “battle-axe” category of roles,
Gilbert’s fairies are immortal and all appear to be about
seventeen years old. The aria “Oh foolish fay” describes how
she handles her attraction to mortals—fairy law does not permit
her to marry one—and is more sustained and lyrical than the
Duchess’ song, but it can also assist with navigating the primo
passaggio as many of the lines begin in the middle voice and
then dip down below the staff.

Example 6: “Oh foolish fay”22

21

W.S. Gilbert and Sir Arthur
Sullivan, The Gondoliers
(Milwaukee: G. Schirmer, Inc,
1985), 232.

22

In his 2005 book Oh Joy! Oh Rapture!: The Enduring Phenomenon
of Gilbert and Sullivan, Ian Bradley quotes Andrea Atherton, a
music teacher in the UK: “In G&S there is a challenge for all.”23
A common misconception in the opera world about Gilbert and
Sullivan is that their works are easy to sing, when in fact they
require the same technique as Western classical music and then
some, since most opera does not involve extensive dialogue,
accents, or patter. Because most of the Savoy operas are not
performed professionally in the United States, they are perfect
pieces to use to address a wide variety of vocal challenges
without working youthful habits into more advanced repertoire.
And since this music “bubbles with wit and good humor,” 24
students can be assured of having a rollicking good time while
they learn.
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BOOK REVIEW: So You Want to Sing light
Opera:” A Guide for Performers
by Linda Lister
with Matthew Hoch, Christopher Webber,
Scott McCoy, and Wendy LeBorgne
Review by Benjamin Rorabaugh
So You Want to Sing Light Opera: A Guide for Performers by Linda
Lister, Matthew Hoch, Christopher Webber, Scott McCoy, and
Wendy LeBorgne is another addition to the National Association
of Teachers of Singing’s So You Want to Sing: Guides for Performers
series, surveying different genres of singing. This book is a great
reference guide that is sorely needed for the light opera genre.
Necessary attention is given to defining and advocating for this
art form, and the authors’ passion for this topic is clear from the
beginning. Since the book is promoted as a resource to young
professionals who want to try their hand at light opera, it
contains several chapters that both singers and directors may
find useful.
A difficulty of this genre is determining which works can indeed
be considered light opera and which works cannot. Dialogue is
often mentioned as a defining factor, yet several operas that
include dialogue such as Mozart’s Die Zauberflöte, Beethoven’s
Fidelio, or Bizet’s Carmen spring to mind. In response to this
conundrum, Matthew Hoch opens the book with his chapter,
“Defining Light Opera.” By constantly returning to the question
“What is light opera?” Hoch cites answers that make cheeky
humor of the question, explores some of light opera’s particular
qualities like the inclusion of spoken dialogue or comedy, and
arrives at unusual analogies such as a light versus heavy wine.
Hoch reaches the conclusion that light opera’s escapist origin is
the genre’s best defining characteristic: “Light opera was born
out of a desire to have a lighter form of theatrical entertainment.”1
Hoch subsequently discusses different sub-genres of light opera:
its origins and history in Italian intermezzi, German Singspiel,
French opéra bouffe, Viennese operetta, English comic opera,
American operetta, and zarzuela–the latter being the most varied
sub-genre which gets a chapter of its own later. To close his
chapter, Hoch discusses the part that nostalgia for bygone eras
plays in the continuance of this art form.

Linda Lister

1

Linda Lister, et al., So You
Want to Sing Light Opera: A
Guide for Performers (Lanham,
Maryland: Roman & Littlefield,
2018), 4.

Lister contributes the bulk of the book’s chapters. Following
Hoch’s preamble, she briefly discusses the different voice types
and their places within the genre in “Singing Light Opera.”
She highlights vocal demands and character aspects and
also lists repertoire recommendations. The listening samples
which provide specific voice types and ensemble numbers
are helpful, and Lister conveniently includes an appendix
dedicated to audition arias. Particularly useful in this chapter
is the patter exercise she gives under the baritone section.

15

Vol. 20, no. 1, September-- October 2022 ©NYSTA

While Lister’s chapter is a helpful survey of the different voice
types, she unfortunately does not discuss the stylistic or technical
changes singers might need to make in order to effectively perform
light opera.
In her next chapter, “Acting and Dialogue,” Lister delves further
into the different character types found in light opera, once again
organized by voice type. It even includes skirt roles (the male
counterpart to pants roles) and spoken as well as silent roles, listing
plenty of examples from the repertoire. Then follows a perhaps too
brief discussion of approaches to spoken dialogue and character
analysis. This could have been expanded by including sample
acting exercises, more methods on approaching character
development, and discussions of how to physically portray
assorted character types in order to offer young singing actors
a better foundation in acting and dialogue.
In chapter four, “Dance and Movement,” Lister hones in on
a required skill for any light opera singer: different types of dance,
including waltz, can-can, the fox trot, and various folk dances. In
the digital resources, Lister offers videos of lessons and sample
dances that would prove useful to both a young director or
performer. She lists several dance roles for readers with more
training in this area, and advocates the importance of including
dance and movement classes in opera training.
Lister seems to address directors in her brief chapter, “Stylistic
Considerations.” She discusses historical context and light opera’s
tendency to comment on political and social issues of its time.
In addition to highlighting the kitsch and schmaltz in films and
recordings, including an extensive appendix of filmography and
discography for reference, Lister also lists a few useful references
to understanding dialogue and style.
The “Auditioning for Light Opera” chapter focuses on audition
strategies that range from selecting appropriate repertoire to
knowing your audition venue. This would have been the most
valuable chapter for young graduates transitioning to the
professional world if it had included more advice: a discussion
of how, or indeed how not, to present oneself in terms of dress,
posturing, or attitude at an audition. Nor does she mention
strategies for staging audition arias. There are, however, brief
descriptions of the processes for light opera auditions, theater
auditions, and competitions, as well as a plethora of quotes from
industry professionals involved in the casting process at various
arts festivals and light opera companies.
“Directing Light Opera” provides a good follow up to “Stylistic
Considerations” as Lister advises directors to embrace the
“absurdity” found in light opera’s antiquated, over-the-top style.2
In order to champion the genre and its problems, Lister argues
that directors need to understand and utilize the conventional
style while avoiding cultural insult. Lister discusses different
approaches, both successful and unsuccessful, to shows that have
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inherent problems such as racism and sexism. She discusses
possible ways to “update” shows as well as to select translations
for shows. In this chapter, Lister includes examples of people
who have made the transition into directing as encouragement
for singers and choreographers who might want to take on a
directing role.
The three chapters at the end of the book round it out and
make it more comprehensive. Christopher Webber’s “Zarzuela”
leaves the reader yearning to learn more about this rich genre
of music theater. In a single detailed chapter, Webber surveys
zarzuela’s long history and its numerous subgenres, discusses
roles that are found in the repertoire, and gives useful starting
points and resources for interested singers.
Though not specific to the subject of light opera, Scott McCoy
contributes a concise yet detailed overview of vocal function
in his chapter “Singing and Voice Science,” which would be
useful for singers who may lack pedagogic resources or want to
broaden their horizons through another author’s perspective.
Wendy LeBorgne’s chapter “Vocal Health for the Light Opera
Singer” aptly follows McCoy’s, but unfortunately both chapters
provide very little specific information for light opera singers.
In addition to vocal health, LeBorgne discusses body wellness,
reflux, medications, mental wellness, and an athletic model for
wellness management. Useful health-minded practice tips are
also given here.
The five appendices at the end of So You Want to Sing Light
Opera are further proof that this book will be valuable to young
professionals. In addition to “Audition Aria Lists by Voice Type”
and “Selected Discography and Filmography” mentioned earlier,
Lister provides an excellent launchpoint for diving deeper into
light opera and opens the door for those looking for resources
to engage in further research in three appendices: Light Opera
Repertoire Lists, ‘Top 10’ and ‘Top 40’ Lists of Light Opera, and
Where to Sing (and See) Light Opera.
While So You Want to Sing Light Opera is not a “how-to” in its
approach, it securely presents itself as a substantial resource to
the aspiring light opera performer with its overview of style
and appendices for recordings, arias, and light opera companies.
Sadly, light opera does not often receive the attention it deserves
in literature and history courses at the university level. This
resource would be an excellent addition to any reference list in
vocal repertoire courses, especially as a book for students to use
for a report or presentation. Due to its approachability, it could
also be helpful to those thrust into directing or singing a genre
with which they may not be so familiar. The contributors’
passion and fascination with the genre that is light opera makes
So You Want to Sing Light Opera an enjoyable read, and hopefully
it will even inspire artists to continue to compose, produce, and
perform in this genre.
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transitioning technique into the repertoire without sacrificing technical
achievement, proper text preparation, etc. Ms. Sheridan is a NYSTA
Distinguished Voice Professional and has served on the board of NYSTA
and is a member of NATS and NATS/ENY. She is co-founder of ACTING OPERA and presently serves as the president of the board of The
Midwest Institute of Opera based in Bloomington, IL, at Illinois State
University. Her students have performed at the Metropolitan Opera,
New York City Opera, regional opera companies, on and off Broadway,
as well as in jazz and country music venues. A specialty of her studio is
training a healthy, more beautiful-sounding speaking voice for women
in business and in the public eye. Her primary aim is to give students the
tools necessary to achieve their musical goals and feel totally confident.
The focus of her studio is on patience and a supportive attitude in which
the student is given the guidance to understand how to build a daily
routine leading to confidence and a solidly built technique.

Charlotte Surkin (Book) (she/her)
Charlotte Surkin, Professional Voice Trainer and Vocologist, is
currently teaching privately and virtually in Manhattan and Riverdale.
She is a voice teacher in the Musical Theater Departments of
Marymount Manhattan College and the Filomen M. D’Agostino
Greenberg Music School for students who are blind and visually
impaired; both located in New York City. Her previous affiliations
were Wagner College, Westminster Choir College, CAP21/NYU/
Molloy College, Drew University in Madison, New Jersey, and the
Riverdale Children’s Theater. Ms Surkin has done two vocology
internships with Dr. Anat Keidar and Dr. Linda Carroll. She is also on
the Board of Directors of NATS-NYC Chapter where she is cosponsoring the Mentorship program for young voice teachers. She has
given lectures around the world on “Teaching Students with Vision Loss”
and is currently writing a book with Dr. Dalia Sakas on that topic.

Pyeng Threadgill (VOICEPrints Content Associate)

(she/her)

Pyeng is a Brooklyn based American blues, jazz, and soul singer,
composer, and record producer. She has toured both nationally and
internationally, headlining music venues and festivals from Montreal
Jazz Festival to Yoshi’s San Francisco, from Cognac Blues Festival in
Cognac, France to the Blue Note Late Night Series. She was a featured
artist in the 2007 music documentary Retour à Gorée and later appeared
at the Montreux Jazz Festival with this project. As a guest artist, she has
appeared with Marc Cary, Urban Bush Women, Hattie Gossett, and
Contra Tiempo among others. Pyeng Threadgill is certified in
Alexander Technique and Somatic Voicework. She is currently writing
a fusion memoir combining poetry, prose, monologues, lyrics, and
personal essays to explore the voice and the ways it emerges in our
blood, body, lives, and artistic expression.
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Jared Trudeau (PDP) (he/him)
Jared Trudeau is a voice teacher living in New York City. He
works with musical theater and opera singers performing in
Broadway, National Tour, and regional productions, as well as
pop-rock singers cracking the iTunes top 10. He is an Assistant
Professor of Voice at The Boston Conservatory at Berklee, teaching
undergraduate and graduate musical theater students as well as in
both graduate Voice Pedagogy programs. He previously worked
at CAP21/Molloy College and Penn State. He holds degrees in
Music and Psychology from Tufts University and an MFA in Voice
Pedagogy for Musical Theatre from Penn State. His work has been
published in the Journal of Voice and he has presented research and
workshops at The Voice Foundation, Fall Voice, PAVA, NATS,
and MTEA conferences. He is also on the board for the Voice
Foundation New England Chapter in addition to recently joining
the board of NYSTA.
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ACTIVE PAST-PRESIDENTS
Matthew Hoch (he/him)
Matthew Hoch is associate professor of voice and coordinator of the
voice area at Auburn University, where he teaches applied voice,
lyric diction, and vocal literature courses. His prior service to NYSTA
includes vice president (2012–2017) and editor-in-chief of VOICEPrints
(2008–2016) and president (2017-2020.) Hoch has written three books,
including A Dictionary for the Modern Singer (2014), Welcome to Church
Music & The Hymnal 1982 (2015), and Voice Secrets (2016). He holds the
BM from Ithaca College, MM from The Hartt School, and DMA from
the New England Conservatory. He is the 2016 winner of the Van L.
Lawrence Fellowship, awarded jointly by the Voice Foundation and
NATS. In addition to his academic life, Hoch also serves as choirmaster
and minister of music at Holy Trinity Episcopal Church in Auburn,
Alabama, where he lives with his wife Theresa and three children:
Hannah, Sofie, and Zachary.

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

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

(she/her)

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

Janet Pranschke

(she/her)

Janet Pranschke is past president of NYSTA and is the founding director
of NYSTA’s Professional Development Program. NYSTA’s Distinguished
Voice Professional certificate was awarded to her for completing the fivecourse PDP curriculum of anatomy/physiology, acoustics, vocal health,
repertoire, and pedagogy. She also completed a six-week internship
with Dr. Peak Woo at Mt. Sinai Hospital and team-teaches with speech
therapists to rehabilitate injured voices. In recognition of her work done
with PDP, a scholarship was created in her name. The Janet Pranschke
Professional Development Scholarship grants full tuition to NYSTA’s
five-course core curriculum to be presented to one apprentice NYSTA
member each academic year. Pranschke, a lyric soprano, made her
operatic debut with the Santa Fe Opera as an apprentice and has since
sung over 35 leading roles with opera companies throughout the United
States. Janet served on the voice faculty of Wagner College for 33 years
and is now retired from teaching. She serves NYSTA as Archivist.
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