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VOICEPrlnts May/June Feature Article

This issue’s featured article “The Power of Dic-
tion and Dialect in American Negro Spirituals:
Arrangements: Strategies for Preparation and
Performance” by Alexis Davis-Hazell and
Marcia Porter (pages 129-141) explores the his-
torical, cultural, and musical significance of
the American Negro Spiritual as a distinct art
music genre. The authors emphasize the im-
portance of rigorous preparation, cultural sen-
sitivity, and authentic performance practices.
Drawing parallels to the commemoration of :
European folk traditions, they promote deep Xgﬂleg Eﬁr ints
engagement with the spirituals’ linguistic, re- C
ligious, and sociopolitical contexts. The article Editor-in-Chief
addresses issues of dialect, cultural appropria-

tion, and the oral tradition—urging performers Elena Blyskal (she/her)
to honor the genre’s origins through informed Associate Editor
interpretation, rather than avoidance. It con- Nico de Villiers (he/him)
cludes by encouraging inclusive, respectful Associate Editor
erformance as a means of preserving and cel-
Ie)brating this vital AmericaE musicalgheritage. ]Bhn Cettenclont {fie/luites)
esigner

&
Marcia Porter
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PRESIDENT’S MESSAGE

Dear Members:

It has recently come to my attention that the NYSTA Code of Ethics
and Rules of Behavior are not presented on the website. Since we need
to ensure that current and future members of NYSTA are aware of this
Code of Ethics, that error is being remedied on the website and in the
membership application process. I am also reprinting it here. Please
take a few minutes to read and familiarize yourself with it, as it is
instrumental in guiding our interactions with each other within the
organization and the profession as a whole. Following this Code also
powerfully and positively influences how people outside the profession
perceive those of us within it.

ARTICLE XII: Code of Ethics
NYSTA is committed to preserving the highest standards of integrity
and ethical principles among its members. To this end, we have M ;
established the following Code of Ethics, consisting of Principles of Elizabeth Saunders
Ethics elaborated with specific Rules of Behavior advocated by NYSTA.
Principles of Ethics form the underlying moral basis for the Code of
Ethics. Rules of Behavior are specific guidelines for minimally
acceptable professional conduct applicable to all individuals.

Principles of Ethics:

NYSTA members will honor their responsibility to hold paramount
the welfare of persons they serve professionally.

NYSTA members will honor their responsibility to achieve and maintain
the highest level of professional competence.

NYSTA members will honor their responsibility to the public by
promoting public understanding of the profession and providing
accurate information in all communications involving any aspect of
the profession.

NYSTA members will honor their responsibilities to the profession in
their relationships with colleagues, students, and members of allied
professions by upholding the dignity of the profession, maintaining
harmonious professional relationships, and accepting the organization’s
standards.
Rules of Behavior:

1. I pledge to provide competent professional service to all students
and clients, using every resource appropriate to ensure that high quality
service is provided to every student.

2.Ipledge to continue professional development throughout my career,
and to keep abreast of current developments in voice pedagogy by
reading current literature, subscribing to professional publications, and
attending lectures and conferences.

3. I pledge to work collaboratively with vocal health professionals
(ENTs, CCC-SLPs, etc.) when appropriate to ensure the nurture and
care of student voices. I also pledge to encourage students to seek timely
and appropriate voice care and treatment with qualified vocal health
professionals.
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4.Ipledge to realistically advise my students, and to encourage realistic
professional and or personal goals.

5.1pledge to represent my professional credentials honestly to students
and to the public.

6. I pledge to refrain from any false claims regarding myself or my
students.

7.1pledge to refrain from dishonesty, fraud, deceit, misrepresentation,
abuse, sexual harassment, or any form of conduct that adversely reflects
on the profession or on my ability to serve in the profession.

8. I pledge to refrain from disparaging the work of a fellow teacher,
except in cases where violations of this Code can be proven.

9. I pledge to respect the studios and methods of other voice
professionals.

10. I pledge to respect and uphold a student’s right to study with any
teacher he or she may desire.

11. As a singing teacher, I pledge to make no financial arrangements
with a student based on future earnings, such as commissions or
contingencies; nor will I accept any fee for aid in securing an
engagement.

12. I pledge to promote an inclusive and welcoming environment to all
students regardless of race, ethnicity, religion, sex, sexual orientation,
gender, gender identity and expression, immigration status, age,
physical ability, mental and emotional ability, medical condition, marital
or domestic status, or military or veteran status.

Wishing you all the best for a wonderful summer, and looking forward
to your presence at events next season,

ELyabett. Sannders

President, New York Singing Teachers Association (NYSTA)
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EDITOR’S MESSAGE

Well, with this issue we arrive at the end of my first full season
as Editor-in-Chief of VOICEPrints—and WHAT a year it has
been! I sincerely thank the NYSTA Board, Members, and
Readers for the pleasure and privilege of serving in this capacity.
Further, without John Ostendorf and our Associate Editors, this
newsletter would not be possible—so huge thanks to him, Elena
Blyskal, and Nico de Villiers.

This final issue of 2024/25 is chock-full of great material. It
introduces two new features: FIRST LOOK and PED-
Perspectives. The FIRST LOOK feature will introduce newly
written and distributed books. For May/June that book is by the
incredible author/singer/teacher/composer David Sisco. His
book Wholehearted Voice Pedagogy: An Integrative Approach
to Teaching Vocal Artists will be released by Routledge Press in
July, and I am so pleased to be able to feature it here.

The PED-Perspective feature will introduce Canadian Singer/
Author/Teacher Jeremy Ryan Mossman. Jeremy’s teaching
utilizes principles of Biotensegrity, challenging the way we think
as instructors about how we explain the use of our bodies in
singing. | have become very fond of his videos lately, and I'm so
happy that he consented to share a brief look into his teaching
philosophy with our readers. This issue also includes another
installment of New York Singing Teachers” Association—
Its Story.

The main feature is by Alexis Davis-Hazell and Marcia Porter,
exploring the importance and power of authentic diction in the
performance of Spirituals. Alexis and I are old friends, school
comrades (Temple University), and colleagues (Porgy and Bess).
She is currently President of the National Association of Teachers
of Singing (NATS), through which she and her colleagues Dr.
Porter and Dr. Everett McCorvey promote the study and
performance of the American Negro Spiritual. I have no doubt
that you will use and enjoy this masterful essay by Drs. Hazell-
Davis and Porter.

Please know, gentle readers (no, I could NOT resist the
Whistledown reference), that although you won’t see
VOICEPrints again until September, our faithful team does not
sleep. Throughout the summer we will welcome any
submissions you might like to have included in upcoming issues.
Feature Articles, Book Reviews, Program Reviews, First Look
intro features, and PED-Perspectives are our current feature
categories—but all submissions are welcomed and will be
considered seriously. Work can be submitted to
voiceprints@nyst.org or directly to me at ron.Jand@gmail.com.

And without further ado—the final VOICE Prints feature: a
cocktail from the E-I-C. I can’t wish you a fantastic summer
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without sharing my household’s favorite summer cocktail.
Nothing too fancy—but it is incredibly flexible for entertaining.
The standard Aperol spritz is a lovely drink in and of itself. Add
grapefruit, and you raise the level immediately. My version uses
Prosecco for the “sparkle.” Fill your pitcher with ice (yes, this is a
pitcher drink; when you taste it you'll see why), then halfway with
grapefruit juice. Add Aperol to taste, or until you love the color,
then top with your favorite Prosecco (add Prosecco last to preserve
the bubbles). One sip will take you right to the Italian Riviera. Not
sweet enough, you can add simple syrup. Too much booze,
substitute grapefruit soda or seltzer. Not enough booze, add some
gin. Until we meet again in September—HAPPY SUMMER!

Ron Land

Editor-in-Chief, VOICEPrints
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NEW YORK SINGING TEACHERS ASSOCIATION: ITS STORY

(Pages 29-33)

Some Fundamental Principles of Breathing NEW YORK SINGING TEACHERS
(Original paper submitted by Mr. Walter L. Bogert, and amended as follows, ASSOCIATION
1916)

ITS STORY

1. In Voice Production the breath is at once the motive power and support.
2. The lungs are spongy, elastic bodies having no activity of their own.

3. The breath is provided through the lungs which are controlled by the
muscles of respiration.

4. There are two sets of respiratory muscles, one for inspiration and the other
for expiration; twenty-two or more in all.

Published 1928 by Theodore

5. The principal muscles of inspiration are the diaphragm and the intercostal Presser, Inc.

muscles that elevate the ribs and evert their lower borders. (The diaphragm
is not a muscle of expiration.)

6. The chief muscles of expiration are the four sets of abdominal muscles and
the intercostal muscles that depress the ribs.

7. The ordinary act of expiration is merely passive, the resilience of the ribs
and the elasticity of the lungs being sufficient to produce it.

8. As the vibration of the vocal cords, which originate the tone, and the
continuation of this vibration depend entirely on the breath, and as the breath
depends on the lungs and respiratory muscles, it follows that it is of the
greatest importance that the lungs be in a healthy condition, and the
respiratory muscles be strong, and ell under the control of the singer; for
without mastery of the motive power, all else is unavailing.

9. To achieve this control as quickly as possible, physical exercises, apart from
singing, are necessary for the developing and strengthening of the entire
breathing apparatus. Such exercises have also a great value in building up
the general health, the possession of which is an essential for the successful
singer.

10. In order to give the lungs the greatest possible freedom to expand, the
chest should be held erect to a condition of buoyancy without strain.

11. As the bony structure of the chest is largely suspended from above, being
attached to other bones at the neck, shoulders, and back, and as it is free and
unattached below, the greatest motion, during respiration, should take place
about its lower portion, where there is the greatest freedom.

12. Therefore during singing, if the chest is held erect and buoyant, the point
of greatest motion, caused by breathing, should be in the region of the
diaphragm.

13. The control of the breath would most logically and most naturally be
accomplished by the control, independently, of the muscles of inspiration
and the muscles of expiration, or by a balancing or opposition of one set
against the other.

14. No attempt to control the breath should be made at the larynx.

15. In general, no action of the breath mechanism should be allowed which
would tend to produce interference with the voice mechanism.
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16. Perfect control of the breath means:
(a) Ability to fill the lungs to their capacity either quickly or slowly;
(b) Ability to breathe out as quickly or as slowly as occasion demands;

(c) Ability to suspend inspiration with the throat open, whether the
lungs are full or not, and to resume the process at will, without having
lost any of the already inspired breath;

(d) Ability to exhale under the same restrictions;

(e) Ability to sing and to sustain the voice on an ordinary breath;

f) Ability to breathe quietly as often as text and phrase permit;

g) Ability to breathe so that the fullest inspiration brings no fatigue;
h) Ability so to economize breath, that the reserve is never exhausted;

(i) Ability to breathe so naturally, so unobtrusively, that neither breath, &y

nor lack of breath is ever suggested to the listener. President Walter L. Bogert
(1915-1918)

(
(
(

Exercises for Controlled Respiration in the Use
of the Voice

(Based upon the original paper submitted by Mme. Adele Laeis
Baldwin, 1912)

Breathing is a function which includes two distinct activities, inhalation
and exhalation. Correct inhalation, normally and in repose, begins with
diaphragmatic action. When the taking in of breath is continued, the
expanding force of the chest is exerted by the intercostal and external
chest muscles. If carried still further, the upper chest and clavicular
muscles are brough into play. Exhalation, in its relation to singing, is
breath under volitional control, or the act of controlling the outward

flow of the breath and intensifying its effect upon the tone by a sense of EZTZ‘STS t(fg(ig{i;z%e)is

seating the muscles of exhalation to that end.

Breathing in relation to singing should be practiced as a separate
exercise apart from the singing.

POSITION
The position of the student while practicing these exercises should be as
follows: The body firmly poised on both feet, one foot placed lightly in
advance of the other. The chest held high without undue muscular
effort, and without raising the shoulders. The position of the chest
should not change during respiration.

EXERCISE No. 1
For “Sensing” the Organs of Respiration
Inhale slowly (through the nose), sensing the incoming breath only at
the diaphragm and the ribs. As the diaphragm descends and the ribs
expand, mentally count from 1 to 3 at the rate indicated by the
metronome set at 40. Without retention of breath, immediately exhale
(through the nose) counting as above with a sense of control of the
outgoing breath felt only at the diaphragm and ribs, as they assume
their original position. Repeat this until it can be done without raising
or lowering the chest, without raising the shoulders, without stiffness at

118 Vol. 22, no. 5, May—June 2025 ©NYSTA




the throat, jaw, etc., and without undue muscular effort of any kind.
Metronomic accuracy must be maintained in controlling the outward flow
of the breath, as this is the basis of control in tone emission.

EXERCISE No. 2
For Complete Respiration
INHALE slowly (through the nose), sensing the incoming breath at the
diaphragm and ribs. Mentally count from 1 to 3, metronome 40. Continue
inhaling and fill lower, middle, and upper chest counting as above. Without
retention of breath, immediately EXHALE (through the nose) with a sense
of control of the outgoing breath felt first at the diaphragm and ribs, then at
the lower, middle, and upper chest as the breath is allowed to escape.
Mentally count from 1 to 6 with the metronome indicated as set at 40.

EXERCISE No. 3
For Capacity

INHALE slowly (through the nose), sensing the incoming breath only at the
diaphragm and ribs. Mentally count from 1 to 3 with the metronome
indicated as set at 40. Continue and fill lower, middle, and upper chest.
Count as above. Without retention of breath, immediately EXHALE slowly,
sensing the outgoing breath only at the diaphragm and ribs. Mentally count
from 1 to 6, metronome 40. Without stopping, immediately INHALE slowly
(through the nose), sensing the incoming breath only at the diaphragm and
ribs. Mentally count from 1 to 7, metronome 40. Without retention of breath,
immediately EXHALE slowly, sensing the outgoing breath only at the
diaphragm and ribs. Mentally count from 1 to 8, metronome 56. Without
stopping, immediately INHALE slowly sensing the incoming breath only at
the diaphragm and ribs. Mentally count from 1 to 9, metronome 56. Without
retention of breath, immediately EXHALE slowly, sensing the outgoing
breath only at the diaphragm and ribs. Mentally count from 1 to 10,
metronome 56. INHALE as before, mentally counting from 1 to 10,
metronome 56, and then EXHALE so as to use all the inhaled breath by
counting in a whisper from 1 to 15. Repeat the inhalation, then exhale by
counting in a whisper from 1 to 20. Repeat, counting in a whisper from 1 to
25, metronome 56. Always without undue muscular effort of any kind.

EXERCISE No. 4

For Control
INHALE slowly (through the nose), sensing the incoming breath only at the
diaphragm and ribs. Mentally count from 1 to 3, metronome 40. Continue
inhaling and fill lower, middle, and upper chest counting as above. Without
retention of breath, immediately EXHALE slowly, sensing the outgoing
breath only at the diaphragm and ribs, while counting in a whisper from 1 to
10, metronome 40. Without stopping, immediately INHALE quickly and
deeply without disturbing the raised chest, sensing the incoming breath only
at the diaphragm and ribs. Without retention of breath, EXHALE as above
without stopping INHALE as above; repeat 3 times. Then, instead of
counting in a whisper, count with the speaking voice, and finally with the
singing voice in a tone of easy pitch from 1 to 15, 1 to 20, 1 to 25, etc. Always
without undue muscular effort of any kind.
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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 pedagogi-
cal 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 Colin Briskey, Director
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 stu-

dents are guided through discussions on multiple topics led by lead-

ing 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 pro-

gram has an equal emphasis on classical, musical theater, and CCM

styles of singing.

The courses are asynchronous, and you can start them at any time.
Once you begin the course, you will have three months to complete
all of the modules and assignments. Each course consists of online
quizzes and three assignments that will be turned in throughout the
course.

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.
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PED PERSPECTIVE:

Models, Muscles, and Music Making
by Jeremy Ryan Mossman

It is becoming a symposium presentation trope that George Box’s “all
models are wrong” quote must be mentioned. I am guilty as well. It
echoes Alfred Korzybski, “a map is not the territory it represents.” Both
quotes aim to get ahead of any confusion—the map or model is
inherently not what it represents; it is a simplification or approximation.
It reduces complexities for easier comprehension, though in reality those
complexities are still there. That should go without saying; however, it
is very common to forget the distinction.

For example, many mistake anatomy for the body. Anatomy is a model
that, as we know and use it today, could be largely credited to Vesalius
in the 16th century. You might wonder, “How is anatomy a model?”
Looking into it etymologically, as translated from Latin the word
“anatomy” can be subdivided into two roots: “ana” meaning “up,”
and “tome” meaning “to cut.” This is the essence of anatomical
inquiry and the model’s raison d‘étre: to understand the body as a series
of parts. These parts were forged into differentiation by a scalpel. The
living and moving body is never in these parts. Anatomy is an artifact,
an invention.

In the 17th century, Descartes philosophized that the body was a
machine governed by mechanical laws, which led to another model
built on the foundation of anatomy—biomechanics, or etymologically,
‘life mechanics.” Graham Scar has captured the essence of this false
assumption in his book, Biotensegrity: The Structural Basis of Life:

Descartes & Newton...compared living organisms to man-made
machines of the day. Mathematician Borelli also embraced such
ideas and in 1680 wrote a book that described the human body as a
system of levers, pulleys, and other contrivances that are now part
of mainstream, biomechanical thinking. The problem is that all of
these were discovered on inanimate objects, leading to gross
misrepresentations of anatomy that persist today.
As is always the case, we do our best with what we know. Brilliant
minds like Vesalius, Borelli, Descartes, and Newton left a legacy that we
still lean on heavily to understand the body, despite advances in
mathematics and technology, for it is far easier to shoe-horn new ideas
into existing frameworks than create new frameworks. However, at
some point we have to ask ourselves when is it time to shift to a new
one. Let’s look a little deeper into these two older frameworks to see
how a shift in perspective might be overdue.

There are a lot of holes one could poke in biomechanics. Its
mathematical basis in 2D Euclidean geometry, notions of the skeleton
as a compression column/top-down loading, the anatomical
separation of parts, and overall reliance on a comparison of the body
to simple machines from the 1600s and the conclusion that muscles
and bones are a system of pulleys and levers, from which arises the
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notions that muscles have origins and insertions and work in
opposition or antagonism. We can actually explore this
experientially:

Put one hand around your upper arm and flex your bicep. Is your tricep
(the antagonistic muscle) actually lengthening as the bicep shortens, or
is the whole upper arm thickening? What about the lower arm and
hand? Is there no engagement in your chest and upper back? See if you
can find a way to flex your bicep and only your bicep. Can you
voluntarily limit the muscle contraction to the real estate between where
the muscle originates (shoulder) and where it inserts (elbow)? Similarly,
if you use your hands to feel around your thigh as you go from sitting to
standing, you'll feel your whole thigh turn on. If you pay attention to
your lower leg, you'll notice that the entire area is working, not just half
of it. If you slow down, you might sense how the pressure you put on
your foot sends forces upwards through the foot, leg, and beyond.

This is Lombard’s paradox—muscles considered in an antagonistic
relationship harmoniously orchestrated with each other rather than
against. However, maybe it isn’t a paradox at all. Is it possible that this
is only perceived as paradoxical because it doesn’t align with an
anatomically derived biomechanical framework?

It is critical to understand that these early anatomists made decisions
we have accepted as true and lived with for centuries. Tom Myers has
shown that an alternate choice could have been made which would have
changed everything for our mainstream understanding. If only he had
been Descartes” contemporary. His model, “Anatomy Trains,” has
gained attention and acclaim since the 1990s as it illustrates how the
connective tissue (fascia) connects our muscles together into larger
functional units, bands, or meridians, highlighting how force transmits
(or more simply, how energy travels) through the myofascial system,
which explains why when flexing one area of the body it is not merely a
muscle that contracts, but energy flows through the flexed area into
adjacent ones. Compare the difference— muscles go from bone to bone
or muscles connect to each other and work together. Are your
movements segmented in the way that a pulley system would suggest,
or do you move smoothly through the world?

What the anatomists left out...

The missing link that allowed Myers to see a bigger picture was the
connective tissue, previously thought to be inert bodily tissues as useful
as packing peanuts. Fascia, though often considered to be merely a
wrapping for muscles, bones, and organs we now know also
interpenetrates them, creating a scaffolding within them. David
Lesondak refers to fascia as the body’s “soft skeleton” in his book,
Fascia: What It Is and Why It Matters as it provides a framework for all
of the body’s “parts.” The early anatomists missed the forest for the
trees. They focused on the parts rather than their unification.

Fascia is the ubiquitous, highly innervated substrate from which our
inner contents emerge, tensioning them into a spacial relationship while
still allowing for differential movement. That means that fascia both
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tensions our bones where they need to be, our muscles in the right place
on the bones, and keeps our organs, veins, and nerves appropriately in
place, but it also facilitates friction-free movements so no shearing takes
place. That’s why the buzz word for healthy movement is “glide.” We
want to embody friction-free movements to help our internal
environment stay free of any rubbing that would create heat and lead to
inflammation and densification or adherence of the fascia. In and of
itself, fascia is on a continuum from compliant to stiff; it can be both soft
like goo and as strong as stainless steel, facilitating a wide array of
qualitative movement possibilities. Muscle contraction is merely a
matter of quantity. Research from a variety of labs around the globe is
confirming that fascia is so rich in sensory nerves that it is our largest
sensory organ with upwards of 250 million nerve endings that terminate
within it.

When we reframe the muscle and bone (musculoskeletal) perspective
to integrate fascia, we have another point of comparison: instead of task-
related local engagement, we can begin to see a larger system of global
participation where forces can flow through muscles as a continuity—
like what you felt around your bicep when flexing or around your leg
when standing—helping our movements be smooth and easy,
exquisitely orchestrated by the brain. Which reflects your lived
experience more?

Moving Forward

So, what do we do with this update? There are many ways we can work
with the body in its wholeness (this is what I teach to teachers in
my program, Body Based Voice Ped). However, a very powerful one
harnesses the power of intention as a prime motivator of movement
and action. Sports coach and author of the book The Language of
Coaching, Nick Winkelman, talks frequently on podcasts about the
effectiveness of internal cues (cues to the body), external cues
(leveraging the environmental), and analogous cues (stories,
metaphors). He uses an analogous cue about running: “There’s a snake
behind you about to bite—beat the bite.” In that scenario, even I could
run fast for a distance, and I am no runner! Statistically, an analogous
cue is more potent than an internal one. Inspiring the body into action
has more potency towards an efficiently organized outcome than
teaching the body through mechanical means, despite intentions for
precision. This explains why saying things like “sing it like you mean
it” and becoming specific about emotional expression or connection
with a scene partner/other can work wonders to improve technical
outcomes.

While logic is the language of the mind, the language of the body is
sensory. Using words and phrases like “glide the jaw open,” or “pull up
from the ground,” “expand as you inhale,” and even “find a brighter/
darker timbre” helps the body self-organize what is necessary to achieve
those intentions the best it can. What muscles moved is less important
to the student in front of you than how they sensed a shift in shape,
additional space, a change in their alignment, clearer placement, etc.
How well the body reaches the intention paves the way for what
comes next.
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A New Model

This is where a new model might help us hold all of this together:
biotensegrity. The concept of tensegrity comes from the world of art and
architecture and is a particular way tension and compression can come
together to create form and volume. Said more simply, the combined
forces of push and pull create self-sustaining shapes that take up space.
You can see this in Kenneth Snelson’s “Needle Tower” that extends 60
feet into the sky—disconnected rods and tensioned cables creating a
geometric arrangement with no additional support. It is an efficient
organization of materials that supports itself in any orientation to
gravity. The word “tensegrity” is a combination of “tension” and
“integrity,” for it is the tension in the cables that gives the rods their
structural integrity (similar to how fascia does that for our muscles
and skeleton). Adding “bio” for biology, or biological, we see the
same structural principles of tensegrity echoed in all living things—
energy efficient, self-supporting, gravity-independent.

Kenneth Snelson’s “Needle Tower,”

Biotensegrity draws from patterns found in nature as the foundation 1968 Washington, DC
for understanding the body in composition and movement.

Biotensegrity is a model of connections, of relationships. It doesn’t rely

on the body in imaginarily separated parts, but explains it as a whole. It

suggests thinking in systems, aligning with the body as a nonlinear

complex adaptive one. This points to a different approach to learning.

Instead of a top-down, concept-first approach which satisfies the mind,

we can look to experiential learning through complexity theory, which

isn’t about parts but how diverse interactions between them create

synergistic relationships, resulting in outcomes greater than the sum of

them. Isn’t that what happens when we’re really connected onstage,

too? Something from within comes through us and enhances our vocal

art and is often better than the best practice.

Like the concept of free resonance or forced resonance, when something
aligns with the true nature of the body it responds. You might find
biotensegrity resonates with your lived experience more than the equa-
tions and uni-dimensional perspective of biomechanics.

All models are still wrong, and the map still isn’t the territory but with
better models and more accurate maps we can be clearer about what
we're looking at and working with.

If you’'d like to know more about this shift in perspective, go to
www.bodybasedvoice.com for additional resources on fascia,
biotensegrity, complexity theory, and nonlinear pedagogy. Join the
author this summer for some professional development as I use these
holistic and up-to-date body-based sciences to optimize the breathing
system to optimize the voice.
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FIRST LOOK FEATURE:
Wholehearted Voice Pedagogy: An Integrative

Approach to Training Vocal Artists
by David Sisco

“How do we move from declarative knowledge to procedural
application?” Posed by respected pedagogue Ken Bozeman at the 2023
Voice Foundation Annual Symposium, this question is one that remains
at the forefront of my mind as I teach.! It also guides my reflection on
the trajectory of our vocation and community.

Over the last several years, the terms “evidence-based” and “science-
informed” have emerged as a watch cry in support of integrating
current research in the voice studio. I celebrate this call, knowing that
students and teachers equally benefit from engaging with up-to-date
scholarship. Having taken vocal pedagogy courses in the late 1990s, I
am often awestruck by advancements made possible through today’s
technology. These developments have confirmed things we intuitively
thought to be true about the voice, have added nuance to existing
practices, and, at times, challenged our assumptions.

However, as Bozeman’s question implies, engaging with scientific
findings is not enough. In fact, solely operating through this lens can
limit our impact as teachers. While vital to our craft, unduly
emphasizing voice science in the studio creates the potential to value
ever-evolving knowledge above our students’ lived experiences. French
philosopher Eric Weil referred to this posture as scientism: “only what
can be established scientifically is true, objective, and valid everywhere
and for everybody.”? Such an approach may also reinforce what
Brazilian educator and philosopher Paulo Freire termed the banking
model of teaching—rooted in the more authoritarian leanings of the
master-apprentice model.

So, how do we balance honoring voice science and applying it in the
studio? How do we move from declarative knowledge to procedural
application? I would argue that we must first, as Weil writes, “relegate
science and mastery to their proper place, which will always be an
important place, or, to put it somewhat paradoxically, we must learn to
consider the problem of science instead of thinking only in the
framework of science...”*

Understanding that pedagogy is defined as “the art, science, or
profession of teaching,”®> we are then challenged to develop what
educational psychologist Lee Shulman termed pedagogical content
knowledge, which “goes beyond knowledge of subject matter per se to
the dimension of subject matter knowledge for teaching... the ways of
representing and formulating the subject that make it comprehensible
to others.”® This requires us to foster healthy, boundaried relationships
with our students and understand their diverse methods of learning
and communication, which may differ from our own. Relational-

! Bozeman, Kenneth. 2023.
“Resonance Tuning: from
Declarative Knowledge to
Procedural Application.”
Presented at the 2023 Voice
Foundation Annual Symposium,
May 31 to June 4, 2023.

2Weil, Eric. 1965. “Science in
Modern Culture, or the Meaning
of Meaninglessness.” Science
and Culture, Vol. 94, No. 1, 185.

3Colahan, Ellwood. 2022.
“Conducting a Liberatory
Pedagogy.” College Music
Symposium, Vol. 62, No. 1, 28.

4 Weil, 186-187.

5 Merriam-Webster.com. n.d.
“Pedagogy.” Merriam-Webster
Dictionary. acc. January 12, 2023.
https:/ /www.merriam-webster.
com/dictionary/pedagogy.
6Shulman, Lee S. 1986. “Those
Who Understand: Knowledge

Growth in Teaching.” Educational
Researcher, Vol. 15, No. 2, 9.
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Cultural Theory reminds us that, because knowledge does not existin a
vacuum, growth-fostering relationships are essential to student
learning.’

As the child of public school educators, I learned through osmosis that
creating an autonomy-supportive, pro-social learning environment
positively influences how students learn. And yet, like many voice
teachers, I earned my undergraduate and graduate degrees in vocal
performance—not music education. With questions like Bozeman’s on
my mind, I sought to understand how similarly evidence-based research
from varying fields—such as education, mindfulness, neurobiology;,
psychology, and sports psychology—might influence not what, but how
we teach. This quandary led me to write Wholehearted Voice Pedagogy:
An Integrative Approach to Training Vocal Artists, which will be
released by Routledge Press this summer.

In my research, I read the latest studies on engaging curiosity,
vulnerability, mindfulness, and self-care in educational spaces. I delved
deeper into the significance of student-centered, culturally-responsive,
trauma-informed approaches—methods that benefit both students and
teachers. I examined transference and counter-transference in student—
teacher relationships and investigated how the autonomic nervous
system impacts a singer’s expressive freedom. I discovered how to
utilize motivational interviewing techniques when a student appears to
be stagnating. I humbly traced the steps of the RIR Protocol (Recognize,
Interrupt, Repair) to resolve conflicts regarding issues of equity
and inclusion. I explored the role of artistic research in fostering
student artistry.

Each of these subjects is supported by extensive research. However, as
William Earl Jones argues in Sound, Self, and Song, we have often been
slow to apply this kind of knowledge to the voice studio: “Slower,
certainly, than we have been in attending to the results of recent research
in the ‘harder” sciences of physiology and acoustics.”®

With humility, I believe I understand why. There is an inherent
vulnerability in relational teaching—in focusing on how to teach each
student. From this vantage point, voice science can feel like much firmer
ground on which to stand. However, researcher-educator Geert
Kelchtermans reminds us, “There is no escape... Vulnerability is the
fundamental condition a teacher ‘finds [themselves] in.””® Author
Joseph McDonald similarly asserts, “[Teaching] happens within a wild
triangle of relations—among teacher, students, subject—and the points
of this triangle shift continuously... Inside the triangle, clear evidence is
very rare.”’ And so, we are challenged to operate from different place—
a wholehearted place.

In The Gifts of Imperfection, Dr. Brené Brown notes that “whole-
heartedness is as much about embracing our tenderness and
vulnerability as it is about developing knowledge and claiming
power.” When we engage a wholehearted voice pedagogy, we embrace
science-informed knowledge and its potential to transform both the
student and ourselves through interpersonal connection.

7Schwartz, Harriet L. 2023.
Connected Teaching: Relationship,
Power, and Mattering in Higher
Education. New York: Routledge,
15.

Wholehearted Voice
Pedagogy:

An Integrative Approach
to Training Vocal Artists

Routledge Press, publisher

8Jones, William Earl. 1989. Sound,
Selt, and Song. Metuchen, NJ:
Scarecrow Press, 72.

9Kelchtermans, Geert. 2009.

“Who I Am in how I Teach Is

the message: Selfunderstanding,
Vulnerability and Reflection.”
Teachers and Teaching: Theory
a&Practice, Vol. 15, No. 2, 265-266.
¥McDonald, Joseph. 1992.
Teaching: Making Sense of an
Uncertain Craft. New York:
Teachers College Press, 1.

1 Brown, Brené. 2020. The Gifts
of Imperfection. Center City,
MN: Hazeldon Publishing, xxiv.
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So, can voice instruction be both science-informed and whole-hearted?
I believe it must be. Just as technique and artistry are intrinsically
linked, so too are science and practice. And yet, after completing my
25th year of teaching at the collegiate level—and a book on this very
subject—I humbly acknowledge that it is a formidable challenge. As it
should be.

In A Systematic Approach to the Voice, Kari Ragan aptly defines
teachers as advanced learners, set on the same path as their students—
albeit further down the road.’? We are called to live within that wild 2Ragan, Kari. 2020. A

triangle, balancing knowledge and communication, technique and Systematic Approach to Voice:
artistry. Our willingness to engage with knowledge through the lens of The Art of Studio Application.
our humanity will provide a better roadmap for our students.

San Diego: Plural Publishing,
15.

As I continue to wrestle with it, I realize that Bozeman’s question is not
a problem to be solved. Rather, it inspires our curiosity, creativity, and
commitment. My hope is that my forthcoming book—when paired
with other vibrant pedagogical texts—will similarly engage readers in
ajoyful examination as we explore how to balance what we know and
how we teach.

David Sisco (he/him) is an adjunct voice faculty member at NYU Steinhardt and
maintains a private studio in New York City. In addition, he regularly lectures
and leads workshops nationally and internationally. Sisco co-authored Mastering
College Musical Theatre Auditions (3rd ed) and Performing in Contemporary
Musicals (Routledge) with Laura Josepher. His latest book, Wholehearted Voice
Pedagogy: An Integrative Approach to Training Vocal Artists, will be released by
Routledge Press on July 1 (it is available for presale on June 1). He also
created the Wholehearted Voice Pedagogy podcast, available on all streaming
platforms.

davidsisco.com
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FEATURED ARTICLE:

The Power of Diction and Dialect in American
Negro Spirituals Arrangements: Strategies for
Preparation and Performance
by Alexis Davis-Hazell, DMA and Marcia Porter, DMA

Why learn the American Negro Spiritual?

I've learned that my people are not the only ones oppressed... I have
sung my songs all over the world and everywhere found that some
common bond makes the people of all lands take to Negro songs as
their own.! — Paul Robeson

The American Negro Spiritual is a folk musical idiom both indigenous
and specific to the lived experiences of Africans who were kidnapped
and sold into slavery and arrived in the British and French colonies of
North America via the transatlantic slave trade. These spirituals are the
result of the intermingling of elements of African religious and musical
sensibilities with those of European-derived music and Christianity.
Although European and American enslavers primarily introduced
Christianity to Africans as justification for slavery, other features of the
worship, such as obeisance to a high priest intermediary and the
ceremonial importance of immersion in rivers, were well recognized in
many West and Central African cultures.? This is one example among
ample evidence that African adaptation and synthesis of Eurocentric
norms into a new African American cultural hybridity began
immediately.

The term “American Negro Spiritual” is used to set this musical genre
in its historical context, which holds an established place in African
American culture. Any present-day tension created by the use of a term
outdated in the modern sensibility of the dominant culture only
emphasizes the importance of studying the subject and the time periods
it commemorates.?

The American Negro Spirituals are the folk songs created by the
enslaved Africans after their arrival in North America between 1619
and 1860... The songs. .. recount with dignity, resolve, and sometimes
joy, their stories of life, death, faith, hope, escape, and survival. These
melodies and stories have been passed down orally from generation
to generation in the plantation fields, in churches and in camp
meetings and have presently taken their places on concert hall stages
and recital series around the world.4

— Dr. Everett McCorvey, founder and music director of the American
Spiritual Ensemble, director of the University of Kentucky Opera
Theatre, and artistic director of the National Chorale

1 Paul Robeson, New York
interview, Roberson, and Robeson,
The Whole World in His Hands:
Paul Robeson, a Family Memoir in
Words and Pictures. p. 120.

Paul
Robeson
(1898-1976)

2 Joseph Holloway et al.,
Africanisms in American
Culture, Second Edition (Blacks
in the Diaspora), Second (Indiana
University Press, 2005).

% Alexis Davis-Hazell and Marcia
Porter, “The Art Music Heritage of
American Negro Spirituals: Initial
Strategies for Preparation and
Performance,” Sounding Board
LVI, no. 1 (February 2023): 11-18.

* “History of American Negro
Spiritual | National Association of
Teachers of Singing,” n.d., https://
www.nats.org/History_of_
American_Negro_Spiritual.html.
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As aptly described by the Library of Congress, “the term
‘spiritual” is derived from the King James Bible translation of
Ephesians 5:19: ‘Speaking to yourselves in psalms and hymns
and spiritual songs, singing and making melody in your heart to
the Lord.””® American Negro Spirituals (formerly called “Slave
Songs”)® are a unique amalgam of work songs and field hollers
stemming from experiences of chattel slavery,” with much of the
text based on Biblical verses. It is crucial to note that before 1865,
enslaved Africans did not have access to the entire Bible. They
were taught stories from what was known as the Slave Bible,
which modified and excluded any portion of the Bible that did
not reinforce obedience and uphold slavery. Specifically, most of
the Old Testament and more than half of the New Testament
were omitted from the Slave Bible.®

Spirituals transmit information for many purposes, including a
nexus between related peoples, veiled or coded messages to
facilitate escape, and expressions of belief. Folksongs are often
created as a means of historical and cultural preservation. In his
1914 publication entitled Afro-American Folksongs; a Study in
Racial and National Music, musicologist Henry Krehbiel further
described folksongs as “songs marked by certain peculiarities of
rhythm, form, and melody which are traceable, more or less
clearly, to racial (or national) temperament, modes of life,
climatic and political conditions, geographical environment, and
language.”® Many Negro Spirituals and secular enslaved song
narratives and melodies survive today, having been adapted and
updated through Blues, Jazz, and Gospel music and even
appropriated into Anglo American folk traditions.’ Negro
Spirituals themselves serve as evidence of revolutionary
thinking and abolitionist influence as evidenced by the presence
of Biblical matter purposely excluded from Christian teachings
to enslaved people.

While Spirituals have formed the basis for many contemporary
American musical styles, they are a type of folksong defined by
their own distinct features of social function, musical form, and
performance practice. For this discussion, Negro Spirituals are
neither interchangeable with Gospel music, nor music of the
camp-meeting hymn tradition (also called Revival Spirituals or
White Spirituals) born out of the 19th century “Second Great
Awakening."! Revivalist hymns have musical roots in the
anthems and fuguing tunes of Protestant Psalmody and
Hymnody brought to North America from Germany and the
British Isles. American Negro Spirituals also differ in tone,
subject matter, and performance style from Black Gospel music
emerging after the Civil War. The American Negro Spiritual
classically arranged in Western art music format serves as a vital
link between organic forms and contemporary adaptations.
Additionally, it constitutes a genre of vocal repertoire that
conveys the sociopolitical impact and heritage of African
American classical voice performance culture from
Reconstruction through the 20th century.
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5 “African American Spirituals,” The
Library of Congress, n.d., https://
www.loc.gov/item/ihas.200197495/ .

6 William Francis Allen, Charles Pickard
Ware, and Lucy McKim Garrison, Slave
Songs of the United States: The Classic
1867 Anthology (Dover Publications,
1995).

7Chattel slavery was the most usual form
of slavery in the modern colonial and
imperialist periods. Under this system,
people were considered legal property
that could be bought, sold, and owned
forever and their children were auto-
matically born into enslavement. It was
lawful practice in many countries,
including the United States and Europe,
from the 1500s until the late 1800s.
“Modern Day Abolition—National
Underground Railroad Freedom Center,”
n.d., https://freedomcenter.org/learn/
modern-day-abolition/.

8The first “Slave Bible” is published in
1807 to support remaining slave owners
and proselytizing missionaries post-
Haitian Revolution under the name
“Select Parts of the Holy Bible for the Use
of the Negro Slaves, in the British West-
India Islands.” Brandon Hurlbert, “The
Slave Bible: What Everyone Has
Overlooked,” The Two Cities, January 14,
2019, accessed December 16, 2022, https:/
/www.thetwocities.com /biblical-
studies/the-slave-bible-what-everyone-
has-overlooked/.

? Krehbiel, Henry Edward. Afro-
American Folksongs; a Study in Racial
and National Music. New York: G.
Schirmer, 1914. p 2.

10 For example, the tune of a lullaby sung
by enslaved women to children on the
plantation originally known as “Go to
Sleepy” been appropriated as “The Pretty
Little Horses.” Tick, “Slave Lullabies |
Three Slave Lullabies | FSE Project |
Brandeis University.” and Jerry
Silverman, Slave Songs (Traditional Black
Music) (New York: Chelsea House Pub,
1993). p. 38.

1Anglo-American evangelical movement
within Protestant Germany from 1795-
1835.
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The Artist’s Role in Folk Music Interpretation

Authentic execution of an art form is more important than who is
doing it—this includes respect and correct representation of the work’s
creators. We have a responsibility both to the composer and the people
represented where folk materials are concerned. How does one show
respect and present the repertoire authentically?

Asking oneself challenging questions is an indicator of a willingness
to find blind spots. Feeling insecure enough to motivate earnest study
is a fine starting place. Central to the discussion and central to the
pedagogical analysis of any spiritual is—who is speaking?
Decentralizing the dominant culture’s perspective is prerequisite. At
the crux of the cultural appropriation argument is not identity in and
of itself, but the casual imitation and approximation of a subordinated
culture’s creations and traditions by members of a dominant culture.
The cultural source is uncredited, the material is taken out of context
and used purely for entertainment or commercial gain—another entire
topic of discussion. Cultural appropriation concerns are important to
address, and an inventory of motivations and practices must be taken.
Common examples from the American Negro Spiritual heritage are
those selections programmed without crediting an arranger where
appropriate, or those arranged and published as “traditional,”
“American spiritual,” or “traditional spiritual,” conspicuously
omitting the origins in African American tradition.

Impersonation influenced by the forces of racism and infantilism have
an identifiable through line in our culture from the colonial era to the
present. Yet, true cultural understanding and exchange can occur
through immersion and cooperation with members of the culture that
is being appreciated and represented. Artistic integrity demands that
we use our skill to develop meaningful interpretations, through a
commitment to re-examine performance practice, rather than rely on
surface impersonations in any musical endeavor.

Consider, for example, the German folk songs that Brahms arranged
for solo voice and for mixed choir. The texts are traditional, inclusive
of obsolete verb forms, dialect vocabulary and contractions. The
simplicity of the original melodies is maintained, as Brahms adds
illustrative texture according to the artistry of his time, which
continues to hold value today. These arrangements do not strictly
represent the organic forms that emerged from Swabian, Hessian,
Bavarian, or other Germanic-speaking peoples. However, to be
properly performed, they must still be appreciated in the historical
framework of representation, multifaceted cultures exsisting before the
modern German nation-state. The melodies and texts survive in many
forms, and those commemorated by Brahms are included in German
lieder performance practice. Arrangements of African American folk
materials by Henry Thacker Burleigh, for example, are parallel to the
work of Brahms and many other Western art music composers who
sought to memorialize their respective national folk musics in the 19th
and 20th centuries.
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Is German heritage prerequisite to learning and authentically
performing Brahms’ arrangements? No. We approach performance of
Sieben Volkslieder fiir Vorsdnger, Chor und Klavier (WoO 33) applying
classical vocal technique, accurate and expressive diction, musicianship,
and musicality appropriate to the Romantic era. Quality preparation of
this work requires research: studying German language and diction;
translating the texts and researching literary, historical, and mythical
references; learning about the composer; and gaining familiarity with
the people, cultural aesthetics, and influences of the period.

A performance mounted without this commitment to study could only
parrot or inadvertently parody the German people and musical
traditions Brahms represents. All these same methods of research and
preparation are required when approaching a classically arranged
American Negro Spiritual, whether a solo setting, a choral setting, or an
instrumental transcription of a work.

Research Questions for Preparation of the American Negro Spiritual
Text:
1. Who is speaking? Who is addressed? (Narrative and identity).
2. What is being communicated and how? (Messages revealed and
concealed).
3. What are the Biblical references? (Textual evidence).
4. How does the message inform our daily life? (Function).

The Power of Diction and Dialect

Who is speaking, to whom and how, are central questions when
preparing diction and dialect. Spirituals are published using both
standard English and a range of orthographic representations of
regional English dialects. Early transcriptions of African American
dialects were recorded by white ethnographers, who often struggled to
understand what they heard. It is essential to consider that development
of dialects includes vocabulary as well as pronunciation; these dialects
matured among people learning aurally and under duress, having a
need to conceal certain information from their captors in plain sight,
and subsequently had their intelligence and personhood partially
defined by the way they communicated. The use of obsolete Middle
English verb forms (e.g., been don, gon, gine [ga:m], gwine) was still
common (among overseers employed on plantations who had
immigrated from the British Isles). Phonetic features and grammatical
relationships were informed by traditional dialects of Southern England
and Ireland, as well as the language families of West and Central Africa.
These characteristics could easily sound to an Anglo-American not
native to the region like that of another language entirely.

Modern controversy and dispute about the performance of dialect is
rooted in the response to dialect representations in minstrel
entertainment, and the prolific publication of Coon songs during the
rise of the Tin Pan Alley popular music business of the early 20th
century. Until the 1870s, most white audiences had only ever seen
representations of African Americans in minstrel shows, never
experiencing or acknowledging the existence of authentic African
American Culture. The Fisk Jubilee Singers initially sparked
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international popularity (as well as subsequent sheet music
publication) of the American Negro Spiritual by performing in fund-
raising concerts for white audiences beginning in 1871 to save the
university from bankruptcy and closure. Their moving performances
of Spirituals in the concert hall using Queen Victoria’s English
alongside other art music of the day served as direct counterpoint to
the cruelly invented mimicry of black-face minstrelsy.’* Yet, as early
as the 1890’s, poet Paul Laurence Dunbar sought to reclaim
ownership of African American dialect representations through
writing. Alternating English usage continued as the performance
practices of Negro Spirituals in the concert hall were further
established through the work of composers Henry (Harry) T.
Burleigh, R. Nathaniel Dett, ]. Rosamond Johnson, F. Hall Johnson,
and others, who published piano vocal arrangements through the
early 20th century. Many Harlem Renaissance writers avoided the
use of dialect. However, James Weldon Johnson, Zora Neale Hurston,
and Langston Hughes, the most well-known of the Harlem
Renaissance writers, followed the example of Dunbar, including
dialect in their writings to recognize the influence of African
American culture.”

Analysis and Interpretation:
“l been ‘buked and | been scorned”

Study other recorded performances to see what is acceptable and con-
sistent — learning the diction is not enough. You must understand
more than just the sounds. Study speech patterns to further under-
stand the language... Embellishments should be in the style, period,
modality and setting of the work. This is classical music with a classi-
cal production that requires real thought and sensitive listening.*

— Barbara Hill Moore, Senior Associate Dean for Faculty & Meadows
Foundation Distinguished Professor of Voice at Southern Methodist
University

Interpretation of text is of immediate priority in score study—the narra-
tive, its textual evidence and function are key to understanding the overt
and covert messages being communicated. Spirituals require us to exca-
vate the layers of the vernacular by communicating information through
imagery, double meaning, and scriptural allusions in deceptively simple
language with its own parabolic power. Consider the spiritual “I been
‘buked and I been scorned,” which may be most familiar in SATB
choral arrangements by William Dawson and Hall Johnson, but also
exists in solo arrangements, most notably set by Eva Jessye and Hall
Johnson. The text is represented here in African American Vernacular
English with words or parts of words that are often dropped in paren-

theses.

I("ve or I'se) been ‘buked an” I("ve) been scorned, (yes)
I("'ve) been ‘buked an” I("ve) been scorned — Children
I("'ve) been ‘buked an” I("ve) been scorned,

I("ve) been talked about, sho’s you('re) bo(r)n
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The Fisk Jubilee Singers, late 19th century

2The Fisk Jubilee Singers used scores
prepared by their music director,
George L. White, who was a Caucasian
man. He limited the use of dialect in
the text to include words “vital to the
spirit of the song.” (Powell, 470) The
ensemble's repertoire included popular
ballads, anthems, temperance songs,
and some classical songs. Their success
grew with the addition of Negro
Spirituals on their concert programs.
(Story, 174-175)

13 Barber, Felicia Raphael Marie.

A New Perspective for the Use of
Dialect in African American Spirituals:
History, Context, and Linguistics.
Lanham, Maryland: Lexington Books,
2021. p. 6-7.
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Moore, Marcia Porter, and Everett
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Translation: I've been rebuked, and I've been scorned, children; I've
been talked about, sure as youre born (it is certain). The textual structure
is either a loosely rhyming couplet, or a statement repeated with
permutation overlaying a melodic structure for each stanza, which lends
itself to what could be called a modified pop song form (AA’BA) in
miniature. We see these attributes as main ingredients of the Blues and
Gospel, which require separate study. Polyrhythm and cyclical structure
facilitating subtext are more important in the African aesthetic than the
dominance of melody, harmony, and declaration in the European
aesthetic. The collision of these priorities, transformed by the
circumstances of enslavement in the British Colonies is what ignites a
new American creation. Through a western art music lens, it is easy to
read the printed text and see only redundancy, or to frame its meaning
solely within personal experience. We must remember that this is an
oral tradition speaking to a community rather than focusing on the
individual. These words are meant to be vocalized and heard; they do
not originate in print. They advise and teach the scripture to those for
whom literacy is a capital crime.

When you hear the words: “I("'ve) been ‘buked and I("ve) been scorned —
Children...” who is speaking? Biblical evidence indicates the voice of
Christ. (e.g., “And the men that held Jesus mocked him, and smote him.”
Luke 22:63 KJV) The avalanche of relevant scriptural references logically
follows. Recognizing this unique musical expression created by
enslaved African peoples in North America begins with contemplating
the shock of chattel enslavement forced on a previous existence
governed by complex animistic belief systems. Religion informs
everything in traditional African societies, providing meaning and
constant connection between daily human affairs, deity, and the
ancestral realm.

[Religion] is a way of life, and it can never be separated from the
public sphere. Religion informs everything in traditional African
society, including political art, marriage, health, diet, dress,
economics, and death... African spirituality is truly holistic. For
example, sickness in the Indigenous African worldview is not only an
imbalance of the body, but also an imbalance in one’s social life, which
can be linked to a breakdown in one’s kinship and family relations or
even to one’s relationship with one’s ancestors.?

—Jacob Olupona, protessor of Indigenous African religions at Harvard
Divinity School and professor of African and African American
studies in Harvard’s Faculty of Arts and Sciences

The spiritual’s organic purpose is to transfer wisdom, advice, and
practical application of the biblical world view with conviction.
Individual emotion is only part of the narrative, not an end; it cannot be
a spectator sport. One may argue that bringing this music into the
concert hall turns it into one, but this view cannot result in an authentic
performance. In this frame of mind, which has been retained in the
African American Tradition, there is no music created or performed for
its own sake, nor to be observed and externally assessed. Music always
has function and purpose, and the oral tradition requires active
participation.’¢

5 Anthony Chiorazzi, “The
Spirituality of Africa,” Harvard
Gazette, March 22, 2019,
accessed January 1, 2023,
https:/ /news.harvard.edu/
gazette/story/2015/10/the-
spirituality-of-africa/.

16 Alexis Davis-Hazell and
Marcia Porter, “The Art Music
Heritage of American Negro
Spirituals: Initial Strategies for
Preparation and Performance,”
Sounding Board LV], no. 1
(February 2023): 11-18.
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Dere is trouble all ove(r) dis worl’
Dere is trouble all ove(r) dis worl’- (yes) Children

What is being said and how? God (in monotheistic traditions)
understands (and we understand) what it is to have to sacrifice the
body, to cringe from and endure the encompassing evil around you-
to be subject to violence, captivity, and death. Nevertheless—how does
this demanding situation inform us as we live to see another day?

Ain’t gwine (to) lay my ‘ligion down (no,)

Ain’t gwine (to) lay my ‘ligion down — Children
We will not abandon conviction in the face of toil and danger. “What
shall we then say to these things? If God be for us, who can be against
us?” (Romans 8:31) Only Romans 12 and 13 are in the slave bible, so
knowledge of that scripture itself is contraband. Diction and dialect are
key elements of defining performance practice manifest here. They are
powerful tools for communicating respect and empathy for the people
being represented in this music.

Effective solo and choral interpretations of these pieces will convey the
understanding of subtext and the conviction of the moment. Listen to
the difference in tempi, pacing, dynamics, and diction of the following
recordings of this spiritual provided below. The first example is
performed a cappella in a mid-20th-century solo adaptation. The
remaining selections are western classical arrangements intended for
the concert hall or Christian liturgical worship. As illustrated by these
examples, William Dawson’s arrangements lean toward the choral
symphonic form’s voicing and harmonic development, while Hall
Johnson's treatments are focused on declamatory text-driven phrasing,
effectively using fermata and onomatopoeia. Performances of Hall
Johnson’s arrangement are included in this list to show a breadth of
interpretation options, with differing, yet stylistically authentic,
executions of the same materials, or even the same score.

* Mahalia Jackson, gospel soloist [at the March on Washington,
August 28, 1963]

e Marian Anderson, contralto soloist, Recorded 1964 [arr., Hall
Johnson]

¢ Tuskegee Institute Choir, William L. Dawson, conductor [arr.,
William Dawson]

¢ Florida A&M University Concert Choir 2014 [arr., Hall Johnson]

® Sherman Greene Chorale, Norfolk State, Terry W. Butler,
conductor [arr., H. Johnson]

Study and immersion in ensemble settings of spirituals is vital, even in
the preparation of solo interpretation of spirituals. Active participation
in a communal setting, where the function is most clear, provides the
proper context for transference into the concert hall or church service
by a soloist and their collaborator(s). Musical adaptation of the call and
response essence of spirituals into the solo arrangement is yet another
discussion.
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https://youtu.be/rZck6OXR_wE?si=_LU9lusCIyWpkWaL
https://youtu.be/CcMElaFlFwQ?si=nTcA_brr2l1j3LN0
https://www.youtube.com/watch?v=2jxgqOQ5KVM
https://www.youtube.com/watch?v=erCXxa3G1-8
https://www.youtube.com/watch?v=OVgMCiFBxvA

Specific Linguistic Features and Examples
Dialect spellings must not be read according to the rules of American
Standard English. If you are not familiar with the spelling rules or
vocabulary used, you will need to hear them pronounced and be
coached. Incorrect enunciation and elocution will jeopardize effective
interpretive and technical execution. When examining the text of an
American Negro Spiritual arrangement, the composer’s intent must be
at the forefront of a decision about performing dialect. Dialect ought
only to be performed naturally,not as mimicry, once you have gained
comfort with it.”” Singer and historian Randye Jones encourages us
stating:“None of these considerations has anything to do with the
racial or cultural background of the singer; rather they require the
same level of commitment to study as any other area requires.”?®
eTexts are pronounced with less aspirated plosives than American
Standard English and many alveolar consonants receive dental ar-
ticulation. Final alveolar consonants are often dropped. Moments of
crisp alveolar articulation can be added for dramatic emphasis and
text painting purposes.

I("ve) been ‘buked, an” I('ve) been scorned, (yes)

[a:  bin  bjukt @ na: bin skowand jes]
I("'ve) been buked, an” I("ve) been scorned — Children
['tfr:a. d31en] or ['tfr:t. d31an]

*Spelled initial “th ” is pronounced /d/ but softly and dentally
articulated.

*The bunched American /r/ does not always occur clearly articu-
lated word medial or word final. It is sometimes pronounced as
aminimally rhoticvowel, other times dropped entirely while/1/ next
to a consonant or word final can be imploded, darkened, pronounced
as vowel, or dropped.

¢ Assimilation between words or syllables combinations that contain
fricatives. Elision and liaison tend to be preferred to glottal attacks,
unless there is a dramatic articulation needed to convey emotion or
set text apart.

*Word medial /t/ is often flipped (like tap/flap /1/) e.g., patter, but-
ter, water, or other times dropped (e.g. little or li'l.) Initial /d/ can
function this way as well, following a vowel sound at the end of the
previous word.

Dere is trouble all ove(r) dis worl’[d?
[de. 1z 'tfiv.bal a.'low. voris w3:t]

*“eng” [g] or [ng] of -ing endings often reduced to [n]

*Middle English dialect verb forms and diphthongization have sur-
vived through oral tradition in the African American dialect. (e.g.,
“Ain’t gwine® (to) lay my ‘ligion down”)

*Diphthongs are usually reduced e.g., [ma:1] becomes [ma:]. The use
of some vowel migrations, diphthongs and triphthongs differ be-
tween AAVE and Southern American English.?

Contemporary African American Vernacular English (AAVE) dialect
and accents across the United States have a close relationship to the dia-
lects represented in the American Negro Spirituals. However, there are
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17 A caveat to note, although the
power of the dialect should not be
ignored, there are just as many
African American singers who do not
sing dialect as those who do.

18 Randye Jones, So You Want to Sing
Spirituals: A Guide for Performers.
Lanham, Maryland: Rowman &
Littlefield, 2019. p. 75

9 Although this word (coalescence of
the twosyllables of going) is especially
associated with traditional and Gullah
varieties of African American Vernacu-
lar English, it was also found in the
speech of white U.S. Southerners and
New Englanders, and speakers of the
traditional dialects of Southern En-
gland.

2 Southern American English (SAE)
or General Southern (GS) is a collec-
tion of dialects, some of which closely
relate in use of consonants to AAVE.
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in fact three different dialects frequently represented in the printed texts
of American Negro Spirituals — Louisiana Creole, Gullah and AAVE.%
Translation of the texts may be required. For a thorough investigation
and analysis of the use of dialect, see Dr. Felicia Barber’s A New Per-
spective for the Use of Dialect in African American Spirituals: History,
Context, and Linguistics.

Summary: Authenticity in Performance

Essentials for authentic cultural engagement regarding any forms rep-
resenting or derivative of African American culture include respect for
African American culture as a generative source of cultural innovation
within the American whole; willingness to immerse oneself in the cul-
ture by interacting in the community; and researching history, musical
elements, movement, and performance practice with qualified experts.
For the heritage of the American Negro Spiritual, there are many re-
sources and examples of performance practice available in the form of
books, scores, and recordings. However, this is still primarily an oral
tradition and cannot be acquired abstractly in isolation. The tradition
requires interacting with and learning from the human beings who
know and live the heritage. Finally, crafting an authentic performance
requires willingness to subject yourself to an audience in the culture
you are representing—gauge success by that approval, rather than the
approval of your own cultural group. In short—Dbe willing to risk rejec-
tion and learn from it. The reason for performing artists to be cogni-
zant of power relationships in aesthetic evaluations of art is to facili-
tate the removal of blockages to understanding any culture.

This repertoire will not survive if it is only performed by one group
of people. — Dr. Everett McCorvey

Inevitably, you relate to some branch on the tree of American musical
forms, which formed with this music as one of its roots. Woven into the
fabric of American music, Negro Spirituals are part of all of us. As you
soak up this material, we want to encourage you to seek opportunities
to attend live performances, learn about the repertoire in earnest and
perform it.

Acknowledgements

The authors thank Dr. Everett McCorvey and Prof. Barbara Hill Moore,
esteemed colleagues of the National Association of Teachers of Singing
American Negro Spirituals Competition advisory panel for invalu-
able instruction and support of this work. This article is a continua-
tion of presentations given by the panel members for the National
Association of Teachers of Singing. Our goal is to continue to
educate about and encourage performances of the American Negro
Spiritual.

RESOURCES

Musical Scores

Allen, William Francis, Charles Pickard Ware, and Lucy McKim
Garrison. Slave Songs of the United States: The Classic 1867 Anthology.
Dover Publications, 1995.

Silverman, Jerry. Slave Songs (Traditional Black Music). New York:
Chelsea House Pub, 1993.

2 Barber, Felicia. “Gaining Perspec-
tive: A Linguistic Approach to
Dialect Found in African American
Spirituals” in So You Want to Sing
Spirituals: A Guide for Performers

. So, You Want to Sing: Guides for
Performers and Professionals. ed.
Randye Jones. (Lanham: Rowman &
Littlefield Publishers, 2019), 206.

137 Vol. 22, no. 5, May—June 2025 ©NYSTA




Resources Concerning Diction and Dialect

Barber, Felicia Raphael Marie. A New Perspective for the Use of Dialect
in African American Spirituals: History, Context, and Linguistics.
Lanham, Maryland: Lexington Books, 2021.

Cohen, Michael. “Paul Laurence Dunbar and the Genres of Dialect.”
African American Review 41, no. 2 (2007): 247-57.

Dunn-Powell, Rosephanye. “The African-American Spiritual:
Preparation and Performance Considerations” NATS (National
Association of Teachers of Singing) Journal, vol 6, issue 5, 2005. May/
June, pp 469-475.

Resources Concerning Performance Practice

Armstrong, Anton E. “Practical Performance Practice in the African
American Slave Song,” in Heather Buchanan and Matthew W. Mehaffey,
eds. Teaching Music Through Performance in Choir, Volume 1. Chicago:
GIA Publications, Inc., 2005.

Davis-Hazell, Alexis, and Marcia Porter. “The Art Music Heritage of
American Negro Spirituals: Initial Strategies for Preparation and
Performance.” Sounding Board LVI, no. 1 (February 2023): 11-18. Iowa
Choral Directors Association.

Jones, Randye. So You Want to Sing Spirituals: A Guide for Performers.
Lanham, Maryland: Rowman & Littlefield, 2019.

Thomas, André J. (André Jerome). Way over in Beulah Lan’:
Understanding and Performing the Negro Spiritual. Dayton, OH:
Heritage Music Press, 2007.

Resources Concerning History
Chiorazzi, Anthony. “The Spirituality of Africa.” Harvard Gazette,
March 22, 2019. Accessed January 1, 2023. https:/ /news.harvard.edu/
gazette/story/2015/10/the-spirituality-of-africa/.
Cone, James H. The Spirituals and the Blues. Maryknoll, New York: Orbis
Books, 1972.

Davis-Hazell, Alexis, Barbara Hill Moore, Marcia Porter, and Everett
McCorvey. “What Do You Really Know about the American Negro
Spiritual?” Co-Authors. Chicago, IL, United States of America, n.d.
https:/ /issuu.com/natsinc/docs nats_chicago22_conference_program.
Graham, S. Spiritual. Grove Music Online. Retrieved 8 Jan. 2023, from
https:/ /www.oxfordmusiconline.com/grovemusic/view /10.1093/
gmo/9781561592630.001.0001 / omo-9781561592630-e-1002225625.
Guenther, Eileen. In Their Own Words: Slave Life and the Power of
Spirituals. St. Louis: MorningStar Music Publishers, 2016.

Higginson, Thomas Wentworth. Army Life in a Black Regiment /.
Boston: Lee and Shepard; New York: Charles T. Dillingham, 1890. p 197-222.

“History of American Negro Spiritual | National Association of Teachers
of Singing,” n.d. https://www.nats.org History_of_ American_Negro_
Spiritual.html.

Hurlbert, Brandon. “The Slave Bible: What Everyone Has Overlooked.”
2019. The Two Cities. January 14, 2019. https:/ /www.thetwocities.com/

138 Vol. 22, no. 5, May—June 2025 ©NYSTA




biblical-studies/the-slave-bible-what-everyone-has-overlooked/.

Johnson, James Weldon. The Books of American Negro Spirituals. Da Capo
Press; Revised Edition 2002.

Jones, Arthur C. Wade in the Water: The Wisdom of the Spirituals.
Maryknoll, New York: Orbis Books, 1993.

Jones, Randye. The Spirituals Database, The Art of the Negro Spiritual: A
Century of Negro Spirituals, 2015.

Krehbiel, Henry Edward. Afro-American Folksongs; a Study in Racial and
National Music. New York: G. Schirmer, 1914.

The Library of Congress. “African American Spirituals,” n.d. https://
www.loc.gov/item/ihas.200197495/.

Murray, Albert. Stomping the Blues. Fortieth anniversary edition. New York:
McGraw-Hill Book Co., 1976. p 64

Roberson, Susan, and Susan Robeson. The Whole World in His Hands: Paul
Robeson, a Family Memoir in Words and Pictures. Reprint. Lyle Stuart, 1985.

Story, Rosalyn M. And So, I Sing: African American Divas of Opera and
Concert. New York, NY: Warner Books, 1990. pp 171-182.

Southern, Eileen, ed. “Hall Johnson: Notes on the Negro Spiritual.” In
Readings in Black American Music. 268-75. New York: W.W. Norton & Co.
Inc., 1971.

Southern, Eileen. The Music of Black Americans: A History, 3rd ed. New
York: W. W. Norton & Company, 1997.

Thurman, Howard. Deep River: An Interpretation of Negro Spirituals.
California: The Eucalyptus Press, 1945

Tick, Judith. “Slave Lullabies | Three Slave Lullabies | FSE Project |
Brandeis University.” The Feminist Sexual Ethics Project: Brandeis
University. Accessed June 10, 2022. https://www.brandeis.edu/projects/
fse/slavery/lullabies/three-lullabies.html.

Videos and Discography
2yawk. “Florida A&M University Concert Choir Singing Hall Johnson’sI've
Been ’‘Buked,” May 17, 2014. https://www.youtube.com/
watch?v=erCXxa3G1-8.

Adam Phillips. “I've Been Buked Arr. William L. Dawson,” March 2, 2018.
https:/ /www.youtube.com /watch?v=2jxgqOQ5KVM.

“Performance: I Been Buked and I Been Scorned by Mahalia Jackson |
SecondHandSongs,” n.d. https://secondhandsongs.com/performance/
1149051 /all.

Julius McCullough. “I'VE BEEN BUKED’ -Hall Johnson,” August 4, 2009.
https:/ /www.youtube.com/watch?v=0OVgMCiFBxvA.

Websites Dedicated to the Spiritual

http:/ /www.negrospirituals.com/songs/index.htm The Negro Spirituals
Workshop in France, for information verifying the authenticity of texts/
stories.

Jones, Randye. The Spirituals Database, The Art of the Negro Spiritual: A
Century of Negro Spirituals, 2015 https:/ /spirituals-database.com/ “The
Spirituals Database offers searchable access to recorded track information
for concert Negro Spiritual settings performed by solo Classical vocalists.

139 Vol. 22, no. 5, May—June 2025 ©NYSTA



The resource contains a selection from a century of historic and
contemporary concert spiritual recordings produced on compact discs,
long-playing (33 1/3 rpm) albums, 78 rpm records, 45 rpm discs, audio
cassettes and streamed audio files, as well as demonstration recordings
from musical score collections.”

National Association of Teachers of Singing American Negro Spiritual
Category Summary nats.org/American_Negro_Spiritual_
Competition.html http://nats.org/American_Negro_Spiritual _
Competition.html. Repertoire Purchase: Classical Vocal Reprints https:/
/www.classicalvocalrep.com/

Library of Congress, American Folklife Center Collections, Negro
Spiritualshttps://www.loc.gov/search/?in=&q=negro+
spirituals&new=true

American mezzo-soprano Alexis Davis-Hazell’s career highlights in-
clude operatic and symphonic works with regional organizations in
North America, over 130 performances of Porgy and Bess at interna-
tional venues, and contributing to the GRAMMY™-winning album
Grechaninov: Passion Week with the Phoenix Bach Choir and Kansas
City Chorale. These performances include critically acclaimed produc-
tions with organizations including Dresden SemperOper, Deutsche
Oper am Rhein, Hamburgische Staatsoper, Mikhailovsky Opera, the
Moscow Philharmonic, Polish National Opera, Kuressaare Operadays
Festival in Estonia, Palacio de Bellas Artes, the International Alonzo
Ortiz Tirado Opera Festival in Sonora, Mexico, Arizona Opera, Utah
Festival Opera, Mississippi Opera, Opera Birmingham, Cincinnati Op-
era, and San Francisco Opera.

Current National President of the National Association of Teachers of
Singing, Davis-Hazell continues to be a presenter nationally and at in-
ternational conferences of voice, opera, musicology, and arts research
alliances. As an interdisciplinary and serial collaborator, her research
interests include: the impact of performing arts training on well-being
for Alabama youth, the intersection of Blackface Minstrelsy and con-
temporary voice performance practice, African American folk and art
music, African American women composers, Early 19th century Rus-
sian art song literature, and lyric diction pedagogy. Davis-Hazell is As-
sociate Professor of Voice and Assistant Director of Undergraduate Stud-
ies at The University of Alabama School of Music.

140 Vol. 22, no. 5, May—June 2025 ©NYSTA




Award-winning soprano Marcia Porter made her New York solo re-
cital debut in Weill Recital Hall at Carnegie Hall in 2005. An active
recitalist, she has performed in numerous venues throughout the
United States, Italy, Brazil, and the Czech Republic. Porter has sung
with organizations such as Prague Proms, Piccolo Spoleto Festival,
the Ravinia Festival, the Czech National Symphony Orchestra, Beijing
International Symphony Orchestra, Lyric Opera of Chicago, Opera
Theatre of St. Louis, Chautauqua Opera, Dayton Opera, and Chicago
Opera Theatre. Ms. Porter’s discography includes the 2011 world pre-
mier recording of Requiem fiir Mozart, works for soprano and or-
chestra by Antonio Rosetti (Ars Produktion), Open Thine Heart (Al-
bany Records, 2013), a recording of contemporary American works
for voice and piano, and the recently released Romances and Poems
of Sergey Ivanovich Taneyev (Centaur Records, 2020).

Dr. Porter is a Fulbright Scholar and earned degrees from Northwest-
ern University and the University of Michigan. An active member of
NATS, she is Professor of Voice and Coordinator of Voice and Opera at
the Florida State University College of Music and is the recipient of
an FSU Undergraduate Teaching Award. Her students consistently
place at the top of their divisions in regional competitions and have
matriculated into graduate programs at the University of Houston,
Bard College, Peabody Conservatory, Florida State University and
Syracuse University. Many others are successful music educators
and performers across the country.

141 Vol. 22, no. 5, May—June 2025 ©NYSTA





<<
  /ASCII85EncodePages false
  /AllowTransparency false
  /AutoPositionEPSFiles true
  /AutoRotatePages /None
  /Binding /Left
  /CalGrayProfile (Dot Gain 20%)
  /CalRGBProfile (sRGB IEC61966-2.1)
  /CalCMYKProfile (U.S. Web Coated \050SWOP\051 v2)
  /sRGBProfile (sRGB IEC61966-2.1)
  /CannotEmbedFontPolicy /Error
  /CompatibilityLevel 1.4
  /CompressObjects /Tags
  /CompressPages true
  /ConvertImagesToIndexed true
  /PassThroughJPEGImages true
  /CreateJDFFile false
  /CreateJobTicket false
  /DefaultRenderingIntent /Default
  /DetectBlends true
  /ColorConversionStrategy /LeaveColorUnchanged
  /DoThumbnails false
  /EmbedAllFonts true
  /EmbedJobOptions true
  /DSCReportingLevel 0
  /EmitDSCWarnings false
  /EndPage -1
  /ImageMemory 1048576
  /LockDistillerParams false
  /MaxSubsetPct 100
  /Optimize true
  /OPM 1
  /ParseDSCComments true
  /ParseDSCCommentsForDocInfo true
  /PreserveCopyPage true
  /PreserveEPSInfo true
  /PreserveHalftoneInfo false
  /PreserveOPIComments false
  /PreserveOverprintSettings true
  /StartPage 1
  /SubsetFonts true
  /TransferFunctionInfo /Apply
  /UCRandBGInfo /Preserve
  /UsePrologue false
  /ColorSettingsFile ()
  /AlwaysEmbed [ true
  ]
  /NeverEmbed [ true
  ]
  /AntiAliasColorImages false
  /DownsampleColorImages true
  /ColorImageDownsampleType /Bicubic
  /ColorImageResolution 300
  /ColorImageDepth -1
  /ColorImageDownsampleThreshold 1.50000
  /EncodeColorImages true
  /ColorImageFilter /DCTEncode
  /AutoFilterColorImages true
  /ColorImageAutoFilterStrategy /JPEG
  /ColorACSImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /ColorImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /JPEG2000ColorACSImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /JPEG2000ColorImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /AntiAliasGrayImages false
  /DownsampleGrayImages true
  /GrayImageDownsampleType /Bicubic
  /GrayImageResolution 300
  /GrayImageDepth -1
  /GrayImageDownsampleThreshold 1.50000
  /EncodeGrayImages true
  /GrayImageFilter /DCTEncode
  /AutoFilterGrayImages true
  /GrayImageAutoFilterStrategy /JPEG
  /GrayACSImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /GrayImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /JPEG2000GrayACSImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /JPEG2000GrayImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /AntiAliasMonoImages false
  /DownsampleMonoImages true
  /MonoImageDownsampleType /Bicubic
  /MonoImageResolution 1200
  /MonoImageDepth -1
  /MonoImageDownsampleThreshold 1.50000
  /EncodeMonoImages true
  /MonoImageFilter /CCITTFaxEncode
  /MonoImageDict <<
    /K -1
  >>
  /AllowPSXObjects false
  /PDFX1aCheck false
  /PDFX3Check false
  /PDFXCompliantPDFOnly false
  /PDFXNoTrimBoxError true
  /PDFXTrimBoxToMediaBoxOffset [
    0.00000
    0.00000
    0.00000
    0.00000
  ]
  /PDFXSetBleedBoxToMediaBox true
  /PDFXBleedBoxToTrimBoxOffset [
    0.00000
    0.00000
    0.00000
    0.00000
  ]
  /PDFXOutputIntentProfile ()
  /PDFXOutputCondition ()
  /PDFXRegistryName (http://www.color.org)
  /PDFXTrapped /Unknown

  /Description <<
    /ENU (Use these settings to create PDF documents with higher image resolution for high quality pre-press printing. The PDF documents can be opened with Acrobat and Reader 5.0 and later. These settings require font embedding.)
    /JPN <FEFF3053306e8a2d5b9a306f30019ad889e350cf5ea6753b50cf3092542b308030d730ea30d730ec30b9537052377528306e00200050004400460020658766f830924f5c62103059308b3068304d306b4f7f75283057307e305930023053306e8a2d5b9a30674f5c62103057305f00200050004400460020658766f8306f0020004100630072006f0062006100740020304a30883073002000520065006100640065007200200035002e003000204ee5964d30678868793a3067304d307e305930023053306e8a2d5b9a306b306f30d530a930f330c8306e57cb30818fbc307f304c5fc59808306730593002>
    /FRA <>
    /DEU <>
    /PTB <>
    /DAN <>
    /NLD <>
    /ESP <>
    /SUO <>
    /ITA <>
    /NOR <>
    /SVE <>
  >>
>> setdistillerparams
<<
  /HWResolution [2400 2400]
  /PageSize [612.000 792.000]
>> setpagedevice




