JOURNAL OF THE NEW YORK SINGING TEACHERS’ ASSOCIATION
Volume 21, Number 3 January-February 2024

TABLE OF CONTENTS

Winter Online Event: The Trauma-Informed Voice Studio

with Megan Durham of Respire Vocal Wellness..............ccccccocvucuuncnes
Messages from the President and Editor-in-Chief..........c.ccccccooevinnnen.
2024 EVENES Calenudar.......veeeeeeeeeeeeeeeeeeeeeeeeeeeee et eeeeeaeeeeseeeaeeeseseans

NYSTA Professional Development Program............cccoeeevviiiininiiiiininnnes

................................ 53-54

Featured Article by Neophytos Ioannou: Higher Education and Musical Theater

Featured Article by Geddy Warner: An Investigation of Evidence-Based
Vocal Pedagogy in Practice...............ccooocccuvinivecuceeiniicicieieisiicicseininans

Winter Online Event

The Trauma-Informed Voice Studio with
Megan Durham of Respire Vocal Wellness

Sunday, February 4, 2024 2:00 PM-4:00 PM (EST)
Online via Zoom Webinar

The symptoms of trauma—emotional
dysregulation, numbness, hyper-vigilance,
self-limiting beliefs, chronic pain, anxiety,
depression, disassociation—live in the

body and manifest physically. This can impact
vocal function and inhibit the ability to
communicate, create, and connect authentically.
The paradox for voice professionals is that we
are not psychotherapists, yet we work with
people who hold trauma in their bodies. We
frequently witness these symptoms in singers during lessons,
clinical sessions, or performances. Recognizing the significant
impact of trauma on the voice and the need for resiliency practices
in the voice studio or clinic, trauma-informed voice care provides
a collaborative, embodied approach to voice pedagogy. Megan
Durham will both inform on the topic itself as well as offer
currently understood best practices for addressing this occurrence
in the voice studio.

Megan Durham
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"PRESIDENT’S MESSAGE

Dear Members,

We are looking to fill two administrative board positions:
VOICEPrints Editor-in-Chief and Events Coordinator. Jennifer
D’Agostino, our spectacular current Editor-in-Chief will be stepping
down from her position as of June 2024. We would like to select and
begin training her replacement as soon as possible, and ask your
assistance with recommendations. NYSTA is run by professionals who
volunteer their time on behalf of the organization and its membership.
The VOICEPrints Editor-in-Chief occupies a seat on the board and is
an unpaid position. VOICEPrints began as a newsletter many decades
ago, and over the years has become a much more substantial peer-
reviewed journal. There is excellent reason to consider converting this
to a paid position, but that will involve discussion with you all, the i .
members, regarding whether changes to the NYSTA constitution and Elizabeth Saunders
the budget might be approved for this, and if so, what they will be.

This Editor-In-Chief does not need to be based in the New York City

metro area.

We must also bring another person onto the board to serve as Events
Coordinator, as Tessa Romano literally has their hands full at present
with twins, and I have been taking over those duties in their absence.
The Events Coordinator does need to be based in the NYC metro area.

If at all possible, for one or both positions, it will be ideal to find
people who are outside the demographics that currently make up the
majority of our board, which is predominantly from the classical and
musical theater worlds, Caucasian, cis-gender, and female. Neither of
these positions need be given to a current NYSTA member, but any
non-member interested in being considered will need to join NYSTA
before taking it on if they are selected. If you or someone you know is
interested in one of these positions, please contact us by February 1*
to let us know of your interest and to request documents that delineate
the responsibilities of the position you are interested in, in the
following manner:

For VOICEPrints Editor-in-Chief—please send a single email to:
Jennifer D’ Agostino at voiceprints@nyst.org;

Elizabeth Saunders at president@nyst.org; and

Diane Aragona (Vice-president and Registrar) at registrar@nyst.org.

For Events Coordinator—please send a single email to:
Elizabeth Saunders at president@nyst.org, and
Diane Aragona at registrar@nyst.org.

Thank you very much, we look forward to hearing from you!

President, New York Singing Teachers Association (NYSTA)
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Greetings, esteemed colleagues,

I am always invigorated by the start of a new year. In academia,
it usually means small changes in my applied voice teaching
load, and likely, new classes to teach. This year is no exception
as I take on both Voice Literature (German, British, American)
and a newly minted Graduate Voice Pedagogy. One of the many
things I love about teaching at Georgia Southern is that I am able
to teach both literature and pedagogy classes. This interest has
helped in my position as Editor-in-Chief of VOICEPrints, as I am
constantly reading old articles while staying adept at the new
research. Surely there are more out there like me, and perhaps
someone looking to bulk up their academic portfolio?

Jennifer D’ Agostino

As Elizabeth mentioned in her President’s Letter, I will be
stepping down from VOICEPrints in May/June. It has been an
enlightening couple of years, taking the helm from Anna Hersey,
and Matthew Hoch before her. I have truly enjoyed interacting
with my team, reading submissions and sending out to my peer-
review team, and publishing the works of so many wonderful
authors. Where I excel at the organization part, my team of
assistant editors and our designer John Ostendorf, have made
the editing part go so incredibly smoothly. I would be remiss
not to thank Andrea Wells, Elena Blyskal, and Nico DeVilliers a
hundred times over. For those interested in applying, please see
Elizabeth’s letter on the previous page.

This issue of VOICE Prints contains two feature articles. In the
tirst, “"Higher Education and Musical Theatre Degree Programs
in New York City,” Neophytos Ioannou investigates colleges

in New York City that offer musical theater programs and offer
solutions to the financial burden of pursuing a degree in musical
theater. In the second feature, “An Investigation of Evidence
Based Vocal Pedagogy in Practice,” Geddy Warner analyzes

the masterclasses given by Joyce DiDonato at the Royal Opera
House in 2019 through the lens of the Evidence Based Vocal
Pedagogy Model (EBVP).

If you would like to publish in VOICEPrints and have material
you wish to send for consideration, you can view our require-
ments for peer-review submission at:

https:/ /nyst.org/submit-an-article/ or reach out to me directly at
jenniferGdagostino@gmail.com.

\’MM«&&M D’Ago41{4~a
Editor-in-Chief, VOICE Prints
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2024 EVENTS CALENDAR

Winter Online Event

The Trauma-Informed Voice Studio
with Megan Durham of Respire Vocal Wellness

Sunday, February 4, 2024 2:00 PM-4:00 PM (EST)
Online via Zoom Webinar

The symptoms of trauma—emotional dysregulation, numbness,
hyper-vigilance, self-limiting beliefs, chronic pain, anxiety, depression,
disassociation—live in the body and manifest physically. This can impact
vocal function and inhibit the ability to communicate, create, and connect
authentically. The paradox for voice professionals is that we are not
psychotherapists, yet we work with people who hold trauma in their bodies.
We frequently witness these symptoms in singers during lessons, clinical
sessions, or performances. Recognizing the significant impact of trauma on the
voice and the need for resiliency practices in the voice studio or clinic, trauma-
informed voice care provides a collaborative, embodied approach to voice
pedagogy. Megan Durham will both inform on the topic itself as well as offer
currently understood best practices for addressing this occurrence in the

voice studio.

Megan Durham

Using SAMSHA's sixfold framework to develop a trauma-informed voice
pedagogy, this interactive workshop will explore foundational trauma-informed
concepts, including: how chronic stress can impact singing bodies; the impact

of threat detection in learning environments; relational power dynamics; the
importance of both/and language, access, and choice. Incorporating somatic
practices, guided prompts, and digital feedback, we will generate dialogue

and strategies for cultivating agency, boundaries, and “safe enough” spaces.

Megan Durham (she/her), serves on the voice faculty at the University of
Louisville and works as a singing voice specialist. Incorporating trauma-
informed care into her pedagogy, she is a facilitator of YogaVoice®, LifeForce
Yoga®, Transcending Sexual Trauma Through Yoga, and Movement For Trauma
(Jane Clapp). Megan serves as education director of the Voice and Trauma
Research and Connection Group, co-founded by Dr. Elisa Monti and Heleen
Grooten. She holds a Master of Music degree in voice pedagogy and
performance from Westminster Choir College of Rider University, and a
Bachelor of Arts degree in music from the University of Richmond. She is a
Recognized Vocologist with the Pan American Vocology Association, and
completed her certification in singing voice habilitation with Dr. Karen
Wicklund at the Chicago Center for Professional Voice.
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Spring Online Event
Training a Healthy Scream and Distorted
Vocals for Metal Music, with David

Benites, Owner of Extreme Vocal Institute

Sunday April 28, 2024 4:00 PM-5:30 PM (EDT)

Online via Zoom Webinar L
David Benites is a vocalist and vocal coach specializing in vocal

distortion and the owner of Extreme Vocal Institute. He has taught
vocalists of all levels from all over the world, working in the studio
and on tour with some of the most prominent bands in metal.
David’s approach to teaching vocals is a combination of his
background as a classical musician, knowledge of the human body
from his experience on a powerlifting and bodybuilding team,
passion for physical fitness, insight as a member of the metal
community for the majority of his life, and research of speech
pathology and singing styles. His goal is to present information in a
simple and clear way for others to understand and be able to
replicate for themselves. To answer that call, David created a unique
vocal training method drawing from opera, country, musical
theater, and R&B designed to help students of all ages sing and
scream louder, longer, with greater range and without injury. Join
us for a fascinating and delightful event with David highlighting
the basics of training a healthy scream and distorted vocals for
metal music. This is excellent information for any voice teacher to
have, whether you intend to teach this style or not. In addition to
dispelling myths about this style of singing, musical theater works
continue to branch out into more and more varied vocal styles, and
it is important to be prepared for the potential demands of future
styles entering the cannon. Also, learning some of these exercises
can be beneficial to assisting students of any style to release long
held tensions in the vocal mechanism.

David Benites
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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 well-
rounded 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.

Jared Trudeau, Co-Director

Colin Briskey, Co-Director

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.

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.

55 Vol. 21, no. 3, January—February 2024 oNYSTA



igher Education and Musical Theater

Degree Programs in New York City
by Neophytos Ioannou

Musical theater has been pivotal not only in New York City’s but in
the entire country’s perception of the arts. This can be shown through
the data drawn from Broadway’s 2018-2019 season, where attendance
reached 14.77 million viewers and culminated with a single season’s
ticket sales grossing approximately $1.83 billion.! While Broadway
provides around $14.7 billion to New York City’s economy; its
representation in higher education is strongly disconnected from its
immense impact on the city’s vibrancy and culture. Although musical
theater is and has been an exponentially growing industry for singers,
there is a blatant lack of training programs in New York City that
specifically specialize in this genre. This has affected how emerging
artists are being prepared for their careers. The grim reality of higher
education is that the costs for performance degrees have drastically
increased, which has led to financial hardship and distress for
students.? The field of musical theater, unfortunately, cannot avoid *Mowreader 2023.
this economic burden, and is only further impacted due to the lack of

institutions with programs in this discipline. The top undergraduate

musical theater degree programs in New York City are offered at

private universities and conservatories: the Manhattan School of Music

(MSM), New York University’s (NYU) Steinhardt School of Culture,

Education, and Human Development, NYU Tisch School of the Arts,

and Pace University’s Sands School of Performing Arts. Each of these

institutions exceeds $53,000 a year in tuition and averages around

ISands n.d.; “Statistics -
Broadwayin NYC | the
Broadway League.”

$57,500 a year between each program.? These numbers mean *“Tuition Overview,” n.d.;

that students graduating from these programs can incur upwards Communications, n.d.;

of $230,000 in debt for a four-year undergraduate degree in “Undergraduate Admission |

musical theater.* Cost of Attendance,” n.d..
4Tbid

While these private universities are clear in their representation of and
appreciation for the musical theater field, their fees are not manageable
for all students living in and around New York City: many are
challenged by an unaffordable education in beginning a career in

their desired field. Not only does this financial strain pose an issue

for students, but it also cannot guarantee complete instruction or the
acquired skills needed for a musical theater career. While affordability
is a significant (but not sole) factor when determining one’s college
decision, this consideration can lead to students exploring other

more cost-effective options for the learning opportunities and the
experiences they seek to cultivate their craft.

The City University of New York (CUNY) system is the nation’s

largest urban public university and a transformative engine of social

mobility, a critical component of the lifeblood of New York City.® The *“About CUNY - the City
nation’s first free public higher institution, the CUNY system now University of New York” 2020
consists of 25 public colleges and community colleges spanning all

five boroughs of New York City. It undertakes an historic mission in

providing first-rate public education to all its students, regardless of
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means or backgrounds.® The system provides a most cost-effective ¢ Ibid.

education option to college students, with an average annual tuition

of approximately $7,000 for full-time four-year college.” With the 7“Tuition, Aid and
hundreds of majors offered through the CUNY system, this drastic cost ~ Scholarships,” n.d.
differential between the public and private universities of New York

City can provide prospective artists with real options in making well-

informed decisions.

However, out of all the CUNY institutions, there has not been a single
musical theater program offered at the undergraduate or graduate level
in 2023, impacting students wanting to pursue that profession. The
closest “public” institution with a musical theater program found was
The City College of New York (CCNY), offering a Bachelor of Arts
solely in theater, with only a “musical theater track” consisting of five
courses: a single musical theater history course, a workshop course, two
semesters of class instruction in voice, and one required dance course
(with a choice of ballet, modern dance, jazz dance, or hip hop).2 While 8York 2019.
this represents a step forward for the field, this “track” does not nearly
provide emerging artists the skills and knowledge they need to forge a
sustainable career in the profession; they are at a disadvantage from

not being able to pursue a comprehensive undergraduate or graduate
degree in musical theater.

For prospective New York City artists, this poses the prospect of
musical theater students choosing either to attend a private institution
or conservatory—where they might not have the funds to support

their academic endeavors at an annual $53,000 (or more!) price point—
or a public institution with a more financially manageable degree
program, but understand that they will have to pursue a substantially
different discipline, either within the performing arts or out of the arts
sector entirely. Considering the fact that New York City is the epicenter
of the arts, it is startling to see the lack of choices for musical theater
education and the absence of training programs for the next generations
of artists. It is evident that there needs to be a change in the higher
education of New York City in order to ensure that musical theater is
an increasingly accessible field.

Now that we have addressed the dilemma in musical theater education,
how to devise a solution that offers more opportunities for emerging
artists? Ideally, the first option would be to provide financial and
programmatic support to public universities so they can begin to
create comprehensive musical theater degree programs, providing
prospective students with a cost-effective option. Another approach
might be to step back further and reconsider what is truly, funda-
mentally, necessary for a career in the profession, and whether fully
committing to a single college institution is the only way to ensure
proper preparation. While it may be beneficial for students to be
enrolled in a degree program, where they can learn the skills they
need upon graduation, students might elect independent study and
create their own version of a degree program by seeking external
support through various modalities. An example of this could be a
college student taking specific dance classes in a dance studio, having
voice lessons with a private vocal instructor, seeking group or private
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coaching in an acting studio, and actively researching and creating

their own performance opportunities. For example: enrolling

in independent dance studies with three weekly classes (e.g., the

Broadway Dance Center at $300/month or $3,600/ year), a weekly

acting class (e.g., HB Studio at $250 for 5 weeks or $2,600/year),

and weekly one-hour private voice lessons (e.g., with NYC master

teacher Susan Eichhorn Young at $600/month or $7,200/ year)

would total about $15,000 annually—more than two-thirds less

than the average private institution or conservatory tuition.” While  ?Broadway Dance Center, 2023;
this option would depend on the artist’s initiative in planning HB Studio, 2023; Young, 2023.
their own education (and, frankly, a careful deliberation regarding

the recommended program for independent study), it may help

prospective artists develop necessary competence, at the same

proving a cost-effective alternative.

In summary, while the musical theater field is an increasingly
innovative vocal subgenre within the performing arts, especially
in New York City, its representation in the city’s education system
is woefully substandard. The major musical theater programs

in the city at private institutions can add up to over $63,000 per
year, amounting to nearly a quarter of a million dollars for the
cumulative degree—a cost few musical theater students can afford.
Unfortunately, although the City University of New York (CUNY)
system can provide prospective students a cost-effective college
option, it does not currently offer undergraduate or graduate
degrees in musical theater. While it is up to the individual to
make the best choices for themselves, it is imperative that higher
institutions reform their curricula to offer more possibilities for the
next generation of artists, so that they can make well-informed and
affordable decisions in undertaking sustainable, rewarding careers
in the arts.
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Vocal Pedagogy in Practice
by Geddy Warner

Vocal pedagogy has long utilized the primarily subjective
master-apprentice model in voice training. In this model, a
trained voice user teaches a student, drawing primarily from
their own lived experience. Though more formalized voice
research in the realm of laryngology began in the 1850s with
Manuel Garcia’s first publications on vocal function such as
Observations on the Human Voice, vocal pedagogy often
leaned heavily on the master-apprentice model until around
the late 1960s.! Books such as Ralph Appelman’s The Science of
Vocal Pedagogy: Theory and Application (1967) and Singing:
The Mechanism and the Technic (1967) by William Vennard
heralded the beginning of what was termed “fact-based vocal
pedagogy.”? From this point onward, voice training began

to split primarily into two camps: the first maintained the
traditional or subjective master-apprentice model, while the
second leaned heavily into scientific or objective research

as the main means of achieving vocal function.?

Evidence-Based Vocal Pedagogy:
The Objective with the Subjective

Due to this shift in mindset, there has been substantial growth
in the field of voice research spurred forward by the works of
numerous notable researchers.* However, the verbiage of a
fact-based model might essentially devalue the hundreds of
years of successful singing that occurred prior, suggesting
that only scientific “fact” can successfully teach future singers.
Thus, Dr. Kari Ragan and Dr. Lynn Helding suggest that the
Evidence-Based Vocal Pedagogy model, which pulls its three
core tenants from Evidence-Based Medicine in the medical
field, should rather be the new focal point of vocal pedagogy.®
EBVP would be a combination of the subjective and the
objective—i.e., the artistic and scientific—by placing an equal
value on research, teacher experience, and consideration for
the student’s own personal values and learning styles.® Dr.
Helding argues that the subjective and objective should:

be considered as a unified whole for the primary reason
that, while a certain degree of professional competence
can be acquired through voice science research and self-
education...an over-emphasis on science-based voice
pedagogy can tend to devalue practice-based expertise.”

Joyce DiDonato’s 2019 ROH Master Class

Thus, the EBVP model should be considered when critiquing
approaches to vocal technique as well as performance inter-
pretations, such as at Joyce DiDonato’s master class held

at the Royal Opera House (ROH) in London in 2019. Though
DiDonato’s primary approach seems to spring from the more

60
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traditional model of teaching by utilizing a notable amount
of demonstration, imagery-based prompting, and character
driven choices, each singer she works with achieves
technical adjustments that benefit their overall vocal function
while singing.

In observing the principles of EBVP, DiDonato immediately
takes into consideration the personal values of the three singers
in the class, addressing the audience directly, thereby creating
a comfortable working environment through establishing the
space as a place “to play in.” She highlights that the class will
be a “work in progress, not a finished product.”® This coincides
with the learning theory established by Rudolf H. Moos which
states that all learning environments have three key elements
to conducive learning: personal development/goal direction,
relationships, and system maintenance.? DiDonato’s ad-
dressing the audience directly and the manner with which

she approaches it, establish that the main goal of the session

is to work through the music together and take away the
pressure—imposed by either the participants or audience
members—that the work needs to be perfect. This seems to
immediately establish a comfortable working relationship
between herself and the singers. DiDonato works diligently

to maintain this relationship throughout the entire process.

“Dove Sono” and Increasing Respiratory Release
The first singer in DiDonato’s ROH masterclass begins with
“Dove Sono” from Mozart’s Le nozze di Figaro. In general, the
singer finds ease in her vocal production and maintains a taller
pharyngeal space, however, she loses a little bit of articulatory
clarity because the sound is not as released and is a little too far
back. In her lower range, she maintains a more closed mouth
shape with a larger backspace which benefits her notably.
This is in line with the reverse megaphone mouth shape that
is explored acoustically in the study “Source-Vocal Tract
Interaction in Female Operatic Singing and Theatre Belting”
by Ingo Titze et al’® In their study, the authors found that by
maintaining the mouth shape of a generally more closed lip
shape with a wider pharyngeal space, classical singers are
able to tune the first formant (F,), to the fundamental pitch (F))
which gives an acoustic boost to the sound with less vocal
effort by increasing the reactive inertive shape of the vocal
tract.” This can lead to efficient voicing in the classical style if
all the parts of efficient voicing are present, as Titze outlines
in another article, “On Flow Phonation and Airflow Manage-
ment.”?? Those parts are a balance between adduction of the
vocal folds, amplitude of vocal fold vibration, total airflow,
and reactive inertance above the glottis.?® The most prominent
aspect that this first singer in DiDonato’s class seems to be
missing in this performance is the connection to the total
airflow necessary to find the most efficient vocalism. Rather
than addressing an increase of airflow through a technical
approach, DiDonato works through a musical approach. She
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encourages the singer to count the rhythmic subdivisions
aloud while singing the melodic contour. In order to maintain
vocalization, airflow must continually pass through the glottis
when the vocal folds are closing during cycles of vibration.!*
As the singer is tasked with articulating these syllables, she
must by necessity provide sufficient airflow to allow for
phonation to be maintained. This simultaneously addresses
the slight problem of the sound being too far back as her
more rapid articulation requires the tongue position to release
forward to articulate the syllables more clearly.® The
combination of these factors encourages the singer to release
more breath during phonation, allowing a much more reactive
balance of the four principles of efficient voicing outlined
above. This leads to the singer’s notable success in allowing
the voice to function more efficiently.

Another effective practice that DiDonato incorporates is the
idea of grounding which, in the practice of singing, comes from
older traditions of voice work, but still exists in modern-day
voice studios. It is usually a physical activity done by the
singer to feel connected to their voice as well as their body.
Although a quick scan of the literature does not yield much
regarding this concept in singing, there is literature in the field
of psychology that claims that grounding is the practice of
feeling a connection to one’s own body and the surrounding
environment.’® While working through the piece with the
singer, DiDonato grabs her hand and squeezes it while they
sing together through a section the singer finds challenging.
Through DiDonato’s encouragement and their renewed

sense of grounding, she manages to find both a connected

and released ascent through the passage that was

previously difficult.

The most notable approach that DiDonato takes across all three
sessions is to encourage the use of a character-driven approach
in an aim to create a more compelling performance. It is
noteworthy that the idea of being more closely connected to a
character is not grounded in any well-explored vocal function
theory. However, works such as Konstantin Stanislavky’s

An Actor’s Work: A Student’s Diary, and Kristin Linklater’s
Freeing the Natural Voice: Imagery and Art in Practice, suggest
that by being more engaged in the character portrayal, vocal
function can improve.” The character of Mozart’s Contessa is
undergoing a moment of intense stress as she believes her
husband is unfaithful to her. Stress activates the body’s
sympathetic nervous system to exist in a state of fight or flight,
leading to higher muscle tone in preparation for impending
danger.’ This increase in muscle tone can theoretically increase
the tension to the laryngeal musculature, thus making efficient
voicing more challenging.’” However, by connecting more to
the character and thus embodying a character under duress,
the singer happens to have improved airflow and increased
vocal efficiency. Although this specific phenomenon is not
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established in any type of objective voice research, the
empirical evidence of its utility in voice training—considering
the tenants of EBVP and that DiDonato uses this approach
regularly with noticeable success with each singer in the
class—cannot be ignored.

“Where Shall | Fly” and Tuning Strategies
for Reactive Inertance

The second singer in the master class sings the mezzo-soprano
aria “Where Shall I Fly?” from Handel’s Hercules. This aria can
be described as a character’s descent into madness, and in this
performance the singer certainly tries to achieve this. Being a
mezzo-soprano, her timbre is naturally darker than that of a
soprano,® however there is an aspect of contrived darkness in
this voice due to the singer opening her mouth too much.

This exaggeration requires her to work harder to articulate,
resulting in her moving less air and detuning the formant
spaces from their optimal tuning frequencies, losing acoustic
power or projection.

Darkness in a voice can be attributed to many different factors,
some of which include a lowered laryngeal position, a widened
oropharynx, and a rounded embouchure.” However,

these qualities are all affected by one another and are either
encouraged or hindered by the presence or absence of the
interrelated factors. This is important since the second singer in
the master class has a notably darker timbre compared with the
tirst singer because of their different voice types, but also due
to the factors likely to cause darkening mentioned above.?

She however tends to open her lips and mouth fairly wide
whenever phonating, even in the first passaggio. An open
mouth shape makes the previously mentioned F to F, tuning
strategy more difficult to achieve, and is actually encouraging
an F, to H, tuning strategy, rather similar to a musical theater
belt.? This approach raises the larynx and tunes the formant
space toward the second harmonic. This results in a brighter
tonal quality, making the intended dark tone quality difficult
to achieve.

DiDonato does not directly address over-opening, but she
again approaches from a character standpoint instead. She
encourages the singer to use more breath with the consonants
as an expressive tool for emphasis while singing, rather

than trying to over-articulate the consonants. This results in

a more legato line that also follows the arc of the character
through the piece. Rather than allowing the character to start
out “mad” and stay mad the entire time, DiDonato suggests
that the singer explore varying levels of expression in the
aria. As with the previous singer, DiDonato’s focus on finding
legato, as well as the psychological arc of the character,

helps the singer establish better airflow in the sound when
phonating. Reconsidering the need for madness the whole time
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causes the singer to reduce the over-articulation and allows her
instead to sing with a more rounded and closed embouchure.

This singer does struggle at times with the pianissimo passages
as she is not used to the more typical F| to F, tuning strategy.
Because of her habit, in order to get more acoustic output, she
is likely pressing a little more to increase what Titze refers

to as the Maximum Flow Declination Rate (MFDR), which

is directly correlated to acoustic output, rather than having

an optimal vocal tract shape to capitalize on the reactive
inertance.?* Mitigating this tendency would take longer and
cannot be expected to be resolved in a master class setting.

The several changes DiDonato suggests nevertheless seem to
mitigate many of the other issues the singer confronts in the
piece. As DiDonato leans on her own experience as a performer, it
becomes clear after watching the first two singers that her main
focus is to encourage more connection to the character, as well
as connection to breath, by utilizing character choices. Sharing
many of the same challenges the first two singers have faced,
the final singer in the master class also relies on character
choices to address technical issues in the moment.

“Eccomi in Lieta Vesta” and Character Connection
The final singer is a soprano who has chosen “Eccomi in lieta
vesta” from Bellini’s I Capuleti e I Montecchi. She tends to
over-open and over-darken in the middle to low range, but has
a suitably open mouth position on the top pitches that allows
for the first formant to stay above the fundamental pitch.
This is necessary in the classical style whenever sopranos
move above the second passaggio.”® At one particular moment
the singer ascends to a high C. In order to create even more
elevation in the tuning strategy, she raises the corners of her
mouth which in turn helps to elevate the first, as well as the
second, formants, aiding her in tuning the pitch and stabilizing
it at that tessitura.

To find more optimal resonant strategies, Joyce DiDonato
maintains a traditional approach by focusing on character-
driven communication, and the singer again responds
successfully. As with the second artist, this soprano initially
commits to the character of Giulietta, but takes a one-
dimensional approach by essentially “suffering” during the
entire song. However, DiDonato encourages her to find the
“sweetness” in the character in order to provide contrast with
the suffering that she was depending on for her character
choice.” This has a two-fold effect: she finds more release of
airflow in her tone in the middle to lower range and enables a
more closed embouchure that helps to clarify the diction. These
factors later influence her approach to the upper range as they
allow her to start with a more neutral laryngeal position,
encouraging more optimal resonance strategies throughout
the aria. DiDonato finally suggests the singer “breathe into
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this new scenario.”? The instruction is useful as it helps to prepare

the vocal tract with the resonance strategies for the different parts of
the aria. When she needs a more raised palette position as well as a
lowered laryngeal position, she is able to find this with more ease than
when she sang through the song the first time, unaware of how she
was taking breaths. Combined with the concept of “sweetness,” using
the breath dramatically enables her to succeed handsomely on her
final run-through. DiDonato closes the masterclass by addressing the
audience, complimenting the singers and their work, and paying
respect to the third pillar of EBVP in addressing student values.?®

Conclusion

By utilizing subjective master-apprentice expertise that coincides with
current pedagogical literature combined with establishing a learning
environment conducive to student growth and values, master teachers
can adjust to students at varying skill levels to provide successful
master class approaches, when viewed through the EBVP lens. Joyce
DiDonato’s particular approach to this master class succeeds even
though it does not directly address the science-based tenet as her
specific master-apprentice approach coincides with current peda-
gogical literature. Her 2019 Royal Opera House master class is a clear
example of being successful despite not employing all facets of EBVP.
It indeed does achieve the overall goal of EBVP—to provide the best
vocal pedagogy for each individual in that particular moment.
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