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As developments in voice science continue to contribute to a collective body of
knowledge concerning the physiological nature of voice classification, the possibility
grows of aless-controversial means of ng the voice type of aparticular singer. A
more thorough understanding of the importance of the physiological dimensions of the
vocal instrument in pre-determining the potentials and limitations of any given
instrument will doubtless lead to more accurate voice classification in the future. Yet the
controversy of which operatic repertoire is appropriate for a given singer will continue to
haunt teachers and singers alike as long as Fach, the system of categorization of roles,
continues to be treated as a synonym of voice type.

While the body of critical and analytic texts concerning voice training grows, so,
too, does the discourse continue to develop its on-going debate as to the importance of
various criteriainvolved in voice classification. There exist also numerous documents
from previous centuries which may be explored for insight into historical conceptions of
voice classification. Yet asthis body of literature on physiology and pedagogy continues
to grow, there remains alack of critical writings examining the Fach system. Indeed, the
Fach system continues to be considered primarily alisting of roles organized by
appropriate voice type, though the fluid nature of the system alone is enough to question
the possibility of voice type as the true and constant categorization principle. Without
any critical studies of the system, Fach is bound to remain a controversial subject over

which pedagogues argue in vain. This paper offers a suggestion for approaching the



system from two different angles: first, from a historical perspective which will alow for
an overview of the fluidity of the system; second, with atessitura study of a group of

roles considered all part of one Fach.
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INTRODUCTION

To teach healthy and efficient phonation may bepttmaary task of a voice
teacher, yet there remain many other significatiedu Among these obligations is the
preparation of the singer to advance to the nexd lef education or professional work,
and it is common for voice teachers to be judgechash (if not more) by their students’
professional success than the amount of techniogk@ss the students make while in
that studio. For the training of singers hopindgtench a career in opera, an important
part of preparation for auditions is the selecaon perfection of an “audition package.”
The selection of the arias for this package depantisnly on the vocal qualities and
restrictions of the singer in question, but alsaoment casting trends and market
expectations. To offer an aria in the packagedbat not fit the current conception of
that particular voice type, whether the inapprdenass of the role be pedagogically
justifiable or merely a matter of taste, is to tha risk of exclusion from invitations to
audition. Indeed, one hears directors explainupan receiving hundreds of requests for
auditions, any aspect of the application that oiata lack of professional preparation,
such as inappropriate repertoire, offers an easnsby which to exclude those singers
who are not yet ready to be heard. This processdfcing the applicant pool to a

feasible number of singers, while frustrating tosh who do not make the cut, is

necessary for companies to save time and money.



In order to choose appropriate repertoire for tmas, then, a teacher must be
sure not to suggest arias that are outside theceatpmns of a theoretical casting director.
The most effective way to avoid such a blunderi(ggahether the obstacle be vocally
justifiable or not) is to be familiar with currecdsting trends, which are codified under
the always evolvingrachsystent The problem with this system lies in the seenying!
inextricable conflagration dfachand voice type. The system was indeed organized
according to voice type, yet its fluidity demants separation of the two. Despite the
fact thatFachlistings carry the titles of particular voice typ@o consideFachand voice
classification synonymous would be to allow for gwessibility that voice classification,
like Fach, is dependent upon market trends.

Just as voice classification depends primarily aseeof tessitura, timbre and
agility, so too can various roles be distinguishedppropriate for various voice types
according to the demands inherent in the scoretagtes change, however, casting
trends emerge which have little to do with the actdemands of the score. Our
collective expectations of vocal timbre for the tpayal of particular characteristics
(femininity, masculinity, promiscuity, chastenest;.) shift, and the casting trends for
particular types of roles shift accordingly. Comapding the problem are technological
advances, which now allow opera fans to view sing@éiclose range via DVD, making
this shift in expectations not just one of vocailire, but also of body type. These
demands on casting to satisfy shifting socio-caltexpectations move roles about in the

Fachlistings regardless of the roles’ tessitura, agibr orchestration demands. In order

! TheFach System consists of a number of lists of roles ating to voice categoryFachwill be
defined in depth in Chapter IIl.



to successfully train and market singers in sufthid system, it is necessary to view
Fachseparately from actual voice classification. Shger, in other words, ought train
to sing as efficiently and healthily as possiblej &e marketed as tik@chwhich holds
the most appropriate roles according to timbrelaodly expectations, as well as those of
tessitura and agility, even if the title of tRachis not the same as the singers’ exact
voice classification.

Voice classification must be considered separdtem Fach for it is a
description of the capabilities and limitationsaof instrument — a physiological fact akin
to, if not as easy to determine as, a person’shheigeye color. Of course, the voice
changes as it matures, and the manner in whichstrument is treated (hygiene and
technique) can alter its capabilities and limitasio Yet these alterations serve to
highlight or hinder the qualities already presenthie potential of the given instrument,
not to change the instrument into another. Ta &tie body or strings on a violin, for
instance, would not make it a viola, nor vice ver€antinuing with this analogy, even
the loss of the upper strings of the violin woutit render it a viola, though it would lose
the majority of the sounds most commonly associadéidthe violin. The resonating
chamber and the relationship of the size of eachtpdhe other would remain essentially
the same despite such alterations. Even withcerethe body or a piece of foam taped
inside the chamber, the physical relationships nertieat ultimately determine what type
of a stringed instrument it is. Though the agingcess and the nature of human tissue

make the vocal instrument more complex, these sanuelines for the determination of



instrument “type” (the size of each part and tHatrenships of various parts to one
another) remain generally applicable.

The manner in which the vocal instrument is meadto determine voice type
has changed over the past centuries and will coatio change as advances are made in
voice science. What years ago was primarily atipresf range has become, in recent
decades, a myriad of questions including such categas register breaks, timbre, zones
of ease of production, and the degree of agilitgday’s voice teacher must learn to
listen for and assess each criterion, and to utadetshe hierarchy of the various criteria
for voice classification in order to determine tregure of the instrument at hand.
Though voice classification has become more corafdot and more controversial via the
importance placed on ever more categories for densiion, voice science may soon
take away from some of the controversy (if note¢bmplexity). The amount of guess-
work involved in assessing the potential of a younsgrument, for example, could
someday be reduced via computer imaging technoddggh would be able to assess the
laryngeal physiology and resonance cavities anekyeoffer the actual physiological
capabilities and limitations of the instrument vehdit rest, allowing for the singer’s
technique to play no role in consideration.

There are numerous sources concerning voice fitaggin, and this study will be
restricted to the most prominent and physiologycatiund books on the subject. In the
author’s opinion, the best scientific explanatidmow and why any particular voice
sounds the way it does is found in Ingo TitZetmciples of Voice Productioflowa

City, lowa: National Center for Voice Studies, 2DORichard Miller has published



numerous books and essays dealing with the traofisgecific voice types, and is
arguably the most influential vocal pedagogue aftone because of his implementation
of technology in the teaching of the centuriesitdtian technique. The most apposite of
Miller's books for this subject i$raining Soprano Voice@New York: Oxford University
Press, 2000). A pioneer of the vocal-technologecal Berton Coffin made very
significant discoveries concerning vowel formamgsgjister breaks. It will also be
necessary to draw on Hsound of Singing; Principles and Applications ot&o
Techniques with Chromatic Vowel Chart? ad. (anham, MD: The Scarecrow Press,
2002) Lastly, Coffin’'s most famous student, Barbara Desclvrote the book that
continues to serve as a basis for vocal pedagogwiversities all over the countryhe
Functional Unity of the Singing Voice, 2nd @detuchen, NJ: The Scarecrow Press,
Inc., 1994). In addition to these sources, refeesrio works by Meribeth Bunch and
James McKinney will aid in the explanation of cumraotions of voice classification in
Chapter I.

Following exploration of the current understandafigoice physiology, Chapter
Il will consist of a close reading of two importanstorical documents to examine the
possibility that voice classification and termingyomay have been significantly different
for earlier pedagogues. There appears to be rmmdary sources for comparison of
concepts of voice classification over time for kgt 150 years, so this discussion will

rely solely on primary sourcésThe two main sources will be Johann Adam Hiller's

2 A recent bookSinging in Style; A guide to Vocal Performance Riasby Martha Elliott
(London: Yale University Press, 2006), claims teamovoice classification in various periods andoes.
Yet the promising subtitles in the table of consenit “Voice Types and Ranges” are a bit misleading.
Elliott mentions which types of voices were populaut does not delve into what that terminology Imig



Anweisung zum musikalisch-zierlichen Ges@rgpzig: Johann Friedrich Junius, 1780.
Reprint, Leipzig: Edition Peters, 1976), and MarBalcia’s treatis&cole de Garcia:
traité complet de I'art du chant en deux partiBsuis: Manuel Garcia, 1847. Reprint,
Geneva: Minkoff Editeur, 1985).

The two leading sources for tRachsystem are by Richard Boldre@\jide to
operatic roles & ariagDallas, TX: Pst. Inc., 1994) and by Rudolf Klailfglandbuch
der Oper). The Boldrey text is in English, and is onelw teading=ach guides for
voice teachers and singers in the United Statdsib&t’s editions, in German, are used
primarily in Germany and Austria. Though the prigneoncern for this study is the state
of training and marketing of young singers in thateld States, it is necessary to closely
examine the Germdfach System because international and American oparsdso
have all been affected to some extent by this systEhe discrepancies between the

American and German Fach conceptions have less ¥t any disagreements

have signified. For her chapter on “The Clasdiral,” for example, she writes: “The Classical pérsaw
the gradual decline of the castrato voice andribeeased use of female sopranos and mezzo-sopranos
opera and concert music. [...] Sopranos, omther hand, were singing higher and higher, as kMoza
described in a letter on March 24, 1770. He watiing the house of a famous soprano in Parmahand
jotted down her after-dinner vocal feats, whichredgo well above high C....” (106) Considering &ro
like Konigin der Nacht, it is clear that Mozart wasare of and writing for coloratura sopranos with
capabilities in this range. What is unclear, hosveis whether or not the term “soprano” carriethuit
any expectations of range or agility, and what ¢hespectations might have been. It seems thatt€lli
may consider this type of information to be subjecand not quantifiable, and that this is the oeashe
included terminology without an attempt at definingln the introduction, for example, she writéBut
the language we must use to talk about singinga-viaice lesson, at a rehearsal, or in a concedwe- is
subjective and imprecise at best. Even new dewadmops in scientific technology for vocal pedagoggym
only complicate the problem of communicating wihduage about something that has to do with subtle
internal sensations.” (3) The language used irsithging community to talk about singing is impeecif
and when those who use it fail to thoroughly defind explain it. The precise definition of terniogy,
upon which the pedagogical community is constaselking to agree, is what makes possible effective
communication about singing. Itis only “subjeetiand imprecise at best” when no attempt at estabt
a clear and common vocabulary is made.

% Various Editions exist. For the purpose of thisly, | will focus on the 8(1973) and 1%
(2006) editions.



concerning voice type or technical vocal appropnasts of repertoire than with
differences of audience preferences. Althoughmste to the fluid nature of the system
is given in both sources by way of introductory emn&t to the lists of repertoire, neither
offers temporal comparisons of lists over time.adilition to these two sources, Mark
Ross Clark has just recently published a book amirtg aria selectiofi. The book
promises to be a valuable guide to teachers aggrsnn coming years, however it has
not yet had a chance to impact current practicdsaalhtherefore be referred to only
briefly. Though these sources constitute the raigstificant of the published repertoire
guides specifically geared towards opera roleskauth lists, numerous sources continue
to make an appearance on the internet. Indeedengves have appeared Wfkipedia
since the beginning of this project, for examptmaerning-ach specific classification
terminology, and biographical information for sgecsingers. While some of the
internet sources may be quite useful, sucaresdatabase.conmone are as exhaustive
as the Kloiber and Boldrey guides, nor is it prdbdbat they have yet had much
influence on the training of singers for the jobrked.

Although there exist numerous pedagogical studieserning the anatomy and
physiology of singing, dealings with tlk@ch system have primarily remained in the
realm of defining terminology and role types, ratti@n in the analysis and implications
of such a system. Secondary studies are needethevlihey be by nature primarily
comparative or whether they delve into pedagogioglications. As long as the lack of

secondary literature on tlk@chsystem remains, discussions are restricted toetlenrof

* Guide to the Aria Repertoir@loomington: Indiana University Press, 2007).



the anecdotal and arguments put forth are neittoxaple nor disprovable. This study
seeks not to provide a thorough analysis ofR&ieh system or its pedagogical
implications, but rather to draw attention to tleed for such studies and for the
consideration oFach separately from voice classification and to suggas possible
framework for an analytical approach to the systémorder to establish a discussion of
Fachin a more quantifiable manner, tables of comparsancerning casting, tessitura,
and orchestration will provide the basis for exatmm of the system in Chapter Ill. The
roles represented in these tables were chosendmeotheir prominence in today’s
conception of the canonical lyric mezzo-sopranefgertoire. The lyric mezzo-soprano
Fachis a particularly advantageous focus for this gtoelcause although the voice type
may have been recognized for years by some pedagogjuvas not considered an actual

Fachin the leading guide until recent decades.



CHAPTER |

CLASSIFICATION CRITERIA

Despite a growing body of information proving widassification to be based on
the size and density of vocal folds and the sizesirape of the vocal tract, and thus
largely quantifiable, classification remains a comérsial subject among singers and
pedagogues. It is possible to imagine a futurehgges not too far off, when voice
classification will be determined by computers ablevork with imagery of the folds and
tract. Ingo Titze developed a program, for exampléh which exact changes to the
sound and to the interaction of various parts efitbcal instrument can be viewed as
adjustments are made to one particular componeritdia, pharyngeal shape, degree of
adduction, etc.). This program was built arourelékact anatomy of one individual, but
one can imagine the possibility of software thdt allow one to change the parameters
to represent other vocal instruments. Perhaps thi¢leven come a day when we can
determine voice classification as solidly as we darermine a singer’s height and
weight. That day, however, is not yet upon us,&hdn it arrives, years of distrust and
heated debate are sure to follow. One recallseXample, the stories of Berton Coffin
announcing and explaining the discoveries concgmawel formants at a NATS
meeting. Many voice teachers were outraged asulygestion that certain vowels are
not possible above certain pitches, and severatisip to sing examples “proving”

Coffin wrong.



Like the dilemma of discussing and training registéhe largest obstacle
inhibiting a more universal agreement on voicesifastion in general is the attention
on effect (i.e. the acoustical energy output omsuather than the physiology (and/or
physiological processes) of the folds and traai.c@ntinue with the analogy of output
vS. process for registers: there is no arguingregdie fact that attention to output can
and does aid many singers in finding more efficresbnance, however the different
manners in which we sense this acoustical feedivedie it difficult to establish a
productive dialogue within the pedagogical communitFor years, there have been calls
to make use of the ever-better equipment avaifolthe observation of the laryngeal
mechanism as a means to clarify and simplify tihemtise muddled discussion. Yet the
equipment that has crept into voice studios forniegration of science and teaching
deals primarily with outptf. In the case of voice classification, this dilemofigrocess

vs. effect manifests itself in the problem of digtiishing actual from potential output. A

® For a great example of this dilemma, see the dison on Registers among the experts from the
transcripts of the 1979 Symposium for the CarénefRrofessional Voice. (Lawrence, Van and Bernd
Weinberg, editorsTranscripts of the Eight Symposium; Care of thef€ssional Voice; Part I: Physical
Factors in Voice, Vibrato, Registers; June 19K@w York: The Voice Foundation, 1980.)

®Voce Vistaperhaps the most successful of these, develop&bhbald Miller, has been used
more and more by voice teachers, and is frequéetityired at NATS meetings. In his 2000 dissematio
vocal registers, it is evident that he understahidsequipment as a tool that will allow for sciint
discussion of the more tangit@éfectof registration shifts: “With the invention of theryngoscope in the
mid-nineteenth century came empirical knowledgé tthe distinction between chest and falsetto was
located in the pattern of vibration of the vocdtifo The chest and head ‘resonances’ that sirgeats
associated with the two primary registers thusasth of their explanatory power among those who
sought a scientific explanation for the questiomnegfisters. [. . . ] It was not until the secontf bathe
twentieth century that the complex role of the Vdizrct in voice production became fully appreaiate
The availability of spectrum analysis then madgotsible to follow how the resonances of the vireait
were affecting the individual harmonics of the wgoburce.” (Donald MilledRegisters in Singing;
Empirical and Systematic Studies in the TheoryhefSinging VoiceDissertation. Rijksuniversiteit
Groningen. 2000, 18.) Perhaps Miller is suggestimgw paradigm in which the filtration in the vbca
tract would be viewed as a secqrdcess- making the tract theroducerof registration shifts rather than
the larynx. This is bound to be debated in theagedical community for years to come. The field aém
divided, but that may change as future generatibpedagogues become intimately acquainted with the
work of Ingo Titze, Donald Miller, the late Bert@offin, and others.

10



teacher must “hear” the output as filtered by tbeal tract and affected/manipulated by
technique. In other words, the teacher must dcerttan know if the sound produced
falls short of potential. He/she must distinguidhich parts of the vocal production in
need of improvement lie in the pharyngeal happenarg which are to be attributed to
the source. Once efficiency and freedom is founaliparts of vocal production (i.e.
actual output reaches potential output), voicestliggation tends to be less controversial.
One would hope that all voice teachers listen asmfior potential as to actual sound,
however the degree of success that is achievedsvgreatly from teacher to teacher, as
can be observed in numerous anecdotal accountssolfassification.

The disagreements concerning voice classificateomlthe criteria for
determining classification, as well as the extenwhich classification should affect
training and repertoire choices. Most pedagogubsgree that range, tessitura, agility,
and timbre are or have been significant criterravfmce classification, though the extent
to which each plays a role can differ dependinghenteacher. The number of books
available on training particular voice types isdance enough that not all teachers
approach voice teaching independent of the quesficfassification. When training is
dependent upon voice type, the dangers of mis@lzestson include the likelihood that
the discovery of the actual vocal potential willfaether delayed. On the other end of
the spectrum, pedagogues who delay classificatidrf@cus primarily on teaching a
student simply to sing well and efficiently willlfgshort in preparing singers for the

marketplace if they do not ready their studentgHerinevitable questions about voice

11



type. While this is more of a potential hindraf@eadvanced singers, the question of
classification is raised at all levels of trainihg.

In order to facilitate a discussion of the critestarently used in voice
classification, it is necessary to first estabiidiat is meant by voice classification and
what the common terminology for voice types implid$he premise of voice
classification is that it is possible to divide wbistruments into groups within which
the voices will share vocal traits and charactiesstind that the groups will differ from
one another according also to vocal traits andadtaristics. Classification involves
primary and secondary groupings. The primary aateg for female voice classification
are: soprano (considered highest and most comnpa); tynezzo-soprano (considered
lower and less common than soprano); and contfedtiosidered lower and less common
than mezzo-soprano). These terms for primary categhave been in use for at least

two centuries, and a very general agreement exiists1g current pedagogues as to the

" The assignation of repertoire to a beginning sitidealways complicated by the presumptions
of the larger vocal community placed on that regiegt When a teacher gives a student a piece in a
particular key, the presumptions by both studentsaplleagues is that the teacher is making arstie
about that singer’s classification. Even if, i@t words, a teacher is careful to hold off on sifaation
with beginning students, and even if that teackptagns to the student, “this does not mean youwnare
soprano/mezzo/tenor/baritone,” any repertoire agsignay solicit presumptions of classification from
others. Since this is ultimately a question ofheiaclividual pedagogical philosophy, the numbevate
teachers in each camp can vary greatly from ingiituto institution, and there doubtlessly exisititutions
in which little to none of such unsolicited judgmégikes place. Likewise, there exist institutiomsvhich
these problems reign to the extent that teachersartinually questioned by their colleagues reiggrd
their repertoire choices. Irhe Training of Soprano Voic&chard Miller warns: “Above all, it is not the
duty of the singing teacher to attenfjatch determination in the early stages of voice ingtoumc After the
singer has achieved basic technical proficiencgs-dstablished vocal freedom — her voice itself wil
determine théach Some teachers attempt to apply the professi@raianid-achsystem to North
American college-age singers as though it wer@thme aspect of voice pedagogy. The early disgover
of registration events in a young female voice lsamelpful in determining the eventugdch
categorization and in avoiding initial false teataliand repertoire expectations. However, trymg t
determine the exaé&tachfor a singer of university age, female or malestiyorepresents misdirected
emphasis. Only when maturity and training havevedrat professional performance levels is firath
determination justifiable.” (13-14)

12



meanings listed aboVeThe secondary categories, considering sub-caegof the
primary groupings, developed over the last centangl are the cause of much
misunderstanding and dispute. The most commohneskt secondary groupings §nec
(mostly denoting a relatively light timbrejramatic(a darker timbre), ancbloratura
(implying great agility). Each of the criteria ige, tessitura, registration events, timbre,
and agility) used to determine voice classifica@bioth the primary and secondary
levels will be explored separately below. The se@wy categories ;foubretteand
characterwill be explored further in Chapter lll, since yhe@eal more with casting than
vocal attributes. Although these categories haahg come to exist during the twentieth
century, they have become a necessity in voiceiblzation of young singers hoping to

sing professionally and therefore a concern ofwdsachers.

Range

Most pedagogues will agree that range can and dftes play a role in
establishing primary voice classification, partanly in the early stages. Whether or not
it shouldplay a role is the point of disagreement. With mhost extreme voices as an
exception (the high lyric coloratura soprano antlercontralto with a truly limited top),
the range of well-trained female singers will prolyanot inhibit them from singing
repertoire belonging to a few of the neighboringcecclassifications. This complicates
the possibility of using range as a determinard,ibarises from the shift towards many

sub-classifications of voice that developed duthmgytwentieth century. If range was the

8 This “general” agreement exists now, however meggional differences existed even into the
nineteenth century. As regards the term mezzoasapifor example, Boldrey states that “even asdate
the nineteenth centurgppranowas still being used by some composers to desgat female singer,
includingmezzo-soprands(Boldrey, 6)

13



primary tool for classification in the nineteen#mtury, it was a more probable tool when
used to distinguish between two or three conceftseofemale voice, as opposed to
today’s necessity of distinguishing between eighinelve categories. Further
complicating the matter is the fact that technigae certainly inhibit the ability to realize
one’s potential range. The range in which onegoer$ is smaller than the range in
which one vocalizes, which in turn is smaller tloere’s potential range. Precisely which
part of the potential range is realized is deteadihy technique. Additionally, the part
of the realized range in which one performs is iheiteed by further categories for
classification.

In the case of the mezzo-soprano, there is somdere that, at various points in
history, this voice type has denoted sopranos lwitlted high range$. In hisNational
Schools of SingindRichard Miller states that in the French schddinging, this term
has continued to be used in such a mafthd some extent, the demands of the French

operatic repertoire for the lyric mezzo-sopranohige explained by the ambiguity of

° One example of this is found in William Ashbrook@pera Singers” iThe Oxford lllustrated
History of Opera1994: “A soprano with a range short on top, [@imFalcon] lost her voice irreparably
and was obliged to retire at 26, because she foxted had been a sumptuous mezzo-soprano into
tessitura too high for it.” (440) The context bétpassage is in the French tendency to use itasigin
terminology that refers to a particular singer.‘Falcon,” then, would be a soprano with a limiteg t
range. Yetitis clear from this passage that meszprano is not considered a different voice tyjaa
soprano, for Falcon is describedaasopranowho forced hemezzo-sopranmto an inappropriate tessitura.
This twentieth century description is full of theoplems inherent to the time period it discusseseéms
that mezzo-soprano denoted a sub-category of sopratmer than a separate primary category. A more
detailed discussion on historical terminology falin Chapter II.

0 «“Timbre differentiation between the lyric sopramad the mezzo are of less concern in the
French School than elsewhere. If the female visieghort on top, it is taken to be a mezzo.” (Ridha
Miller, National Schools of Singing; English, French, Gennaad Italian Techniques of Singing Revisited
Lanham, Md: Scarecrow Press, 1997, 150.)

14



the terminology itself, particularly when regardithg nineteenth-century French trouser
roles with their high tessitura, high ranges, @othfura passages.

If range has become less important as a critenordice classification, the
degree to which it remains significant varies frpaedagogue to pedagogue. Titze
continues to consider range the most importanabéifor voice classification: “The
single most important acoustic variable for voitassification is fundamental frequency
Fo. In broad termsk, of any sound-producing device is inversely relateiis size.*?

In other words, the longer the vocal folds at riwet,smaller (lower) the frequency it
produces. Depending on the musculature, therdsasaamaximum level to which the
cords can be stretched while maintaining closureckvwill likewise determine the
extremes of the high range. This, of course,dssxription of the entire potential and
limitations of a particular instrument. On the@atlhand, James C. McKinney notes in
his The Diagnosis and Correction of Vocal Faulisat the only practical aspect of
classifying by range is that if a singer does rateéhan extensive high range, it would not
make sense to call him/herself a tenor/sopfanBecause of the limited technique,
McKinney cautions against using range to deterrthieevoice type of a beginning
student. (In the end, these statements do notambiot one another, since Titze is
discussing the physiological potential of the iastent, while McKinney deals with the

sounds the student is making.)

! see, for example, the tessitura and orchestratiart (Table 7) in Chapter IIl.

12 |ngo Titze,Principles of Voice Productioriowa City, lowa: National Center for Voice Stuslie
2000, 185.

13 McKinney, The Diagnosis and Correction of Vocal Faulshville: Genevox Music Group,
1994, 110.
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Doscher, a sage pedagogue who, despite havingadoss®n the most recent
technological and scientific advances, remainsadriee most prominent influences on
today’s generation of voice teachers, regardederasg’probably the least reliable and
the most dangerous way to classify a voi®eParticularly in light of the great degree of
sub-classification which often takes place at estdges, Doscher’s advice rings
stubbornly simple and true:

Other than indicating whether a voice is male ondke, a relatively simple

judgment to make about normal voices, range i©m&ime thing.” Particularly

in young voices, it can bob up and down like a go-¥A mezzo-soprano range is
common for a young soprano who has not yet fouadigint or head voice. |[. . .]

A conclusive range is almost always a product afavonaturity and, as such, is

of little use as a tool to classify voices durirgjning®
Particularly in regard to the female voice, thisalés the less complex notion of voice
classification that reigned at various points istiy. For, again, descriptions of mezzo-
sopranos seem at times to have indicated a typeprano: female singers with limited
upper ranges. Much of the repertoire now conslesemezzo-soprano was listed
initially for sopranc™® Although today we understand soprano and mezgmaso to be
two legitimately different voice types, the bordbetween the two remain hotly debated,
and the assignation of mezzo repertoire, partibulaias, to a young soprano, which
might make sense according to the common rangbitrdms described by Doscher,

provokes speculation of misclassification. If teais were to refrain from assigning arias

until much later in the student’s vocal developmemich of the controversy would

4 Doscher;The Functional Unity of the Singing Voice, 2ndMdtuchen, NJ: The Scarecrow
Press, Inc., 1994, 196.

> Doscher, 196

18 See, in particular, the discussion on Hiller'satige below.
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disappear. Yet this is not a viable solution, sititee majority of young singers winning
places among the top Young Apprentice Programisarunited States today are already
quite young. In order to remain competitive anthadd up their resumes and contacts,
singers must be well-versed in operatic reperiair@n early age, and prepared to sing
full roles at the time when they audition.

In herDynamics of the Singing Voidderibeth Bunch states that it is “a common
misconception that singers are given various diaatibns such as soprano, mezzo-
soprano and contralto in terms of their range taftygis.”’ The singers, Bunch maintains,
will all have similar ranges and although the quadif the high notes might be better
with the soprano, the other voices would also be &bsing those notes. This is perhaps
less true for untrained than well-trained voices] therefore a bit more ideological than
practical for the beginning singers. “Classifioatiof voices is made chiefly according to
where the best quality of tone is located in theeoand where the depth and ease of
sound are located within the range of pitch&sThis shift from range to tessitura as
primary criterion, which Bunch here describes,aghaps the most significant shift in

voice classification since the nineteenth century.

Tessitura and Passaggi
The term tessitura, which in Italian signifies payof connection or weave, is
used both to denote a range in which a singer srgsense of effortlessness of

production and to signify the range of pitches imak a piece or role lies for the

7 Meribeth BunchPynamics of the Singing Voicé" ed. (Vienna: Springer Verlag, 1997) 74.

8 Bunch, 74. While looking for thieest qualityor depthmight have some inherent pitfalls, the
notion of distinguishing a voice according to eeseommon among all advocates of the use of teasitsi
a primary determinant.
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majority of the time. Tessitura and range aretadte confused with one another. Itis
possible, for example, for a singer to have a rdtigh range but for that singer’s
comfortable tessitura to be relatively low. Likewjthere are arias that do not have
particularly high notes, but in which a singer mustintain a relatively high tessitura.
Singing within an appropriate tessitura is essefarahe health and longevity of any
singer.

When it comes to tessitura, the disagreement ifieletends to have less to do
with its significance for voice classification thasth the question of how exactly to
determine the more comfortable zones. It is fadfe to say that a singer has a
particular range of frequencies within which he/she sing for prolonged periods with
relative ease, and that the exact range of fregeemdhich make up the tessitura for a
given singer will correlate with a predictable tegs according to the voice type. Yet it
is also evident that at progressive stages ingesmtraining, certain zones of the voice
will become less muscularly cumbersome and thezdéss fatiguing. If the degree to
which pitches are fatiguing or easy is dependenhupchnique, how are we to
determine the true zones of ease at relatively stages in the vocal training? Are they
to be determined solely by the location of the pggg and how are those distinguished
with certainty? Are they based on singer feed-Badk what extent does the current
technique of the singer affect both location of pagsaggi and the feed-back they will
offer? The stakes are high in this debate, sinedéangevity of a singer can be affected if
that singer continually spends prolonged periodswd vocalizing in areas of the voice

in which the ease of production is reduced.
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The tessitura of a single song, aria, or evenladid is relatively easy to
determine as it requires merely reference to tbees¢he range in which the bulk of the
notes fall can be apparent at first glance. Bezaash song/aria/role has a determinable
tessitura, it is possible to make judgments abdithvvoice type would be appropriate
for it. Determining the tessitura in which a giv@nger ought to be singing, on the other
hand, is a more complex process and invites disaggat among pedagogues. Doscher
defines tessitura as “a certain compass in whietvtiice performs with special ease of
production and sound® The concept of having a special sound in this gihe voice,
also mentioned in the passage above by Bunchduntes the category of timbre, which
will be discussed below. For now, tessitura vefier primarily to the area in the voice
“with special ease of productiof™

This group of contiguous frequencies in which @ems most comfortable is
often contingent on the exact location of the pggsar transition point® These
passaggi, in turn, are determined by the physiognainthe given singer; in particular,
by the acoustical relationship between the funddabg@itch produced at the folds, the
natural acoustical tendencies of the vocal traud, the vowel in need of articulation. To
some extent, the passaggi influence tessitura Bedaese frequencies are often more

difficult to negotiate and tend therefore to causeecessary and unhelpful muscular

9 Doscher, 196.

% The combination of tessitura and timbre and thestjan of the possibility of discussing the two
separately is a matter worthy of further explomati®o we hear a special sound because we sensashe
of production, and is this question even answefati¢hen asked to define what beauty is in singgoge
might respond that it is an ease or efficiencyerhnique. Others might describe it as a sinceaitgck of
artificiality or of muscular interference. Perhadps sound described here is actually the aural
interpretation on the part of the teacher of anedily less-involved (easier) production.

% Theoretically, tessitura and passaggi are tworsépariteria for voice classification. Yet while
a discussion of passaggi is possible without mamt@tessitura, a description of tessitura without
reference to passaggi is more difficult.
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activity. In other words, a comfortable tessittona singer is usually not in or
encompassing the passaggi. Although mezzo-sopriorexample, are generally not
comfortable with a high tessitura, they are usualbre comfortable above the (upper)
passaggio than in it, and usually remarkably morafortable below. The passaggi lie in
predictable zones according to voice type. Althoiigs possible to pinpoint the slightly
different passaggi for the different vowels, thesasition points are generally thought of
as encompassing one to two semi-tones. Because titamsition points are determined
in large part by the formants of the vowels, thapwonly slightly from voice type to
voice type. Table 1 shows the location of the @ggsaccording to major female

category as well as the frequencies of the vowah&mts.

Table 1

Passagdf and Vowel Formanté

Voice Type / Vowel Primo (Lower) Passaggidecondo (Upper) Passaggio /
/ First Formant Center Second Formant Center

Soprano E-flat F-sharg
Mezzo-Soprano F Es
Contralto G Ds

[i] B:z—F D;-G

[a] As — Ds Ds -G

[U] Cz—Dy Bs — Dg

In addition to these primary and secondary pass#ugitransition between the lower
middle and upper middle registers of the female&ailso pose technical challenges for

female voices. Though many do not agree with titredivision of the voice into so

22 Frequencies for passaggi from Richard Milleaining Soprano Voice®5.
% Formant frequencies converted from formant charBoscher, 138 and Bunch, 99.
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many registers, it is evident that some degreeuwsfaular manipulation and tuning
difficulties occur a fourth below the upper passagdn light of the fact that technique,
particularly in terms of vocal tract tuning, cameat the exact points of transition, it is
possible for a singer to find a slight shift ingiésra with improved techniqué. Yet
there are ways for a teacher to determine thepassaggi despite faulty technique
(“raspberries,” lip-buzzes, etc.), and passaggietioee remain one of the best ways to
classify voices, particularly at the beginning ssg
Titze does not discuss tessitura as one of theifitzgion criteria directly, but he
acknowledges the predictably differing transitianngs in his discussion of Vocal
Registers:
A major unresolved issue in the study of regisigthe consistency with which
involuntary register changes occur at specific amdntal frequencies. Vocalists
and listeners can often detect quantal changé®indice when a scale or
glissando is sung and no quality changes are istérd. .] The question is: what
causes these register changes and why do they aicspecific fundamental
frequencies?
Titze discusses two possible explanations for(togé mutually exclusive), and both
would make sense in terms of voice classificatidhe first hypothesis is that the natural

resonances of the trachea might be triggered ligindrequencies and that these

transition points might be caused by the relatignshthe fundamental frequency to

24 Shifts in tessitura may also be caused by maamatf laryngeal musculature.

% Doscher states, “tessitura and the careful mdniasf bridges between registers is the most
viable way to classify young voices.” (197)

% Titze, 293-4. In his discussion of muscle streragtta secondary factor for voice classification,
Titze does mention tessitura. He states, “Onerdoi for voice classification may hinge on a sirge
ability to (1) endure prolonged muscle contraction§2) produce strong bursts of muscle contraction
(191) The former would be a singer capable ofiagdpigh tessitura, the latter a singer capablsirgging
high notes, but not necessarily of sustaining & kégsitura.

21



these resonances. The second hypothesis dealtheifmount of stress that can be
maintained in the thyro-arytenoid muscles withotglVing-off.” In other words, the
amount of thyro-arytenoid stress that can be mim@tbduring phonation depends on the
frequency, and it is thus necessary to changertioaiat of tension in order to maintain
phonation. This change in tension in trained sis¢@s been observed as a gradual
disengagement of the thyro-arytenoid muscles asmnes from the bottom to the top of
one’s range. There are both acoustic and laryrsfetis which take place as a singer
ascends in pitch, and those shifts differ slighypending on the size, shape, and
viscosity of the folds and tract. Returning to #malogy of the predictable symmetry one
generally finds in body types (tall person = loegtf etc.), it is probable that the
physiological differences will be in some way padble and thus lend themselves to
categorization (tall people vs. short people and\oices vs. high voices). Furthermore,
this physiological predictability will include thteansition points, where the more
noticeable acoustic and/or laryngeal shifts witet@lace. And just as one can
categorically predict the place of the passaggafgiven voice category, so, too, can one
predict the zone in which a singer will be ableitog with the most ease.

If, then, we can understand the tessitura as a abaase determined by the
physiological make-up of the particular instrumewg, are still left with the question of
how best to determine that zone. The aid of lipZes and tongue trills one might
employ to determine passaggi may also shed lighhese zones, for such exercises aid
in by-passing unnecessary muscle activity. Yetdhmones, if greatly inhibited by

compensatory measures for negotiating the passagght conceivably shift or grow to
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encompass a wider range of frequencies as a wddudtining. Tessitura, then, is both
one of the most important considerations for vaiessification, and one most dependent
on vocal technique.

McKinney sees tessitura as a “very valuable dateant of voice classification”
insofar as one must look beyond range. Partigulanien dealing with singers with large
ranges, “the decision should be made,” he contirffeesthe basis of which tessitura
proves to be more tiringvocal longevity bears a direct relationship to vbcamfort. If
you can sing well in two different tessiturassithe better part of wisdom to choose the
one which is less fatiguing vocally” McKinney does not explain how to determine the
more or less fatiguing tessituras, nor does haudspassaggi as having anything to do
with them. Rather, he discusses transition p@eparately, as a tool that may work to
classify untrained singers who have not learneddsk those areas, as the singers with

more training tend to d®,

Timbre
By the termtimbre, the color of the sound produced, as well as $iee” of the
voice is intended® A dramatic voice is supposed to be both darkdr‘bigger” than a

lyric voice, for example. The “size” of a voiceriet measurable in amplitude or

2" McKinney, 112.

2 McKinney, 113-114.

2 Though most current pedagogy books call for theeafsa different termyolumecontinues to
function in our every day lives as an “objectivebgective measurement. Most will agree on whetiner
not a singer is louder or quieter. Whether weausellective subjective measurement or read anugitu
we know that for every octave, the voice will @ke remaining same) double in amplitude. We lahsav
that the effective resonation (i.e. tuned resogativities) of tones will amplify the output of theoustical
wave. The potential output, in terms of amplitudepends both on the type of wave created at theso
(i.e. what the vocal folds produce) and the po&rfitir amplitude in the resonators. Both of thase
dependent on the anatomy and physiology of theesing/hether or not that singechieveghe potential
resonation, however, has to do with vocal technique
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decibels, but is rather a subjective aural measemn¢wf the ability of a voice to project
over other instruments and in various settingsnbre, therefore, is a criterion that is
also expected to prescribe the types of orchestratver which a voice might be able to
sing. A voice that has a lyric timbre, for exampi®uld not be expected to sing over a
full brass section for any given length of time.
Although timbre is usually introduced as a critarfor sub-classification (lyric
vs. dramatic), some pedagogues rely on it to djatsh between primary categories
(soprano vs. mezzo). Even as a criterion for seéanclassification, however, timbre
can be difficult to ascertain, since manipulatiohghe vocal tract can mask or hinder the
natural timbre of the voice. As McKinney notes,
Timbre (quality) is relied on heavily by experiedosice teachers in arriving at a
voice classification. This is the most intangibtéerion used, however, because
the teacher must hear the voice as it sounds ndwpiature in his mental ear how
it will sound when it is fully developed. [. . .Many persons assume that all light,
lyric voices are high voices; this is not so, foere are lyric basses and baritones
and lyric contraltos and mezzos. [. . . ] Othefalls are the students who have
misclassified themselves and those who have ad@ptedng tonal imagée®
Indeed, the use of timbre to determine the clasdibn of an immature singer or a singer
with poor vocal technique is tenuous at bestinibte is appropriate for sub-
classification, it is not particularly useful folassification in the earliest stages of voice

training. Yet when range is limited with a begmgistudent and timbre seems to be

more tangible, classification accordingly oftendslplace’

30 McKinney, 112-113.

3L Richard Miller’s distinction between the dramatiezzo-soprano and the dramatic soprano, for
example, hinges on a timbre with particular chamatriits: “The dramatic mezzo-soprano often sagys
high as and no lower than the dramatic sopranohé&utimbre displays depth and the darker colors
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Doscher lists the three major properties of sounfiterjuency, amplitude, and
timbre. Timbre is the quality of the tone, or ‘tlcharacteristic which distinguishes a
specific sound from the sounds of other voicesistruments, even though all the sounds
are of the same fundamental frequency and amplittfddmplification and timbre are
separated because amplitude is used here iniddysscientific sense of the
measurement of the acoustical wave. “The subje@waluation by the ear of a sound’s
amplitude is called its loudness or intensity, @ltiph there is evidence that tone quality
also has a bearing on intensit{."The timbre of the voice depends on the particular
frequencies (part of the spectrum of partials poeduat the source) which are
emphasized through resonance. Resonance “isldi®nship that exists between two
vibrating bodies and results in an increase in #og# and a more efficient use of the
sound wave* The two bodies in question, the folds at the seand the vocal tract,
differ in size, shape, and density from individt@alndividual. Furthermore, each
individual has the ability to alter to some extt@ size and shape of the tract during
phonation. Timbre is therefore a set of optiomespribed by nature in the physiological

shape and size of the vocal tract.

associated with tragedy, intrigue, jealousy, reegimg outright evil intention.” But if Miller seesrto
suggest a rather subjective criterion here, herad$es the importance of the location of the pagisiag
distinguishing between all darker female voiceshéfie are authorities who make no differentiation
between the dramatic soprano and the dramatic mea@no. They regard the large mezzo-soprano
voice as a dramatic soprano with a short top ramkge.them, th&Zwischenfachséngeriand the dramatic
mezzo-soprano are but subcategories of the dras@ti@no. This is too limited a viewpoint, becaitise
does not take sufficiently into account divergémibres nor the location of registration events that
characterize categories of the female voic&raining Soprano Voiced?2) This interplay between the
significance of timbre and registration eventssisamtial for proper voice classification.

%2 Doscher, 92.

% Doscher, 88.

% Doscher, 98.
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Doscher also notes the relative usefulness ofrerfdr distinguishing between
voice types, but cautions that voices are oftertiassified when timbre is used to
determine primary categories:

Since timbre is so closely related to formant fieaggies, it should give some

indication of the size and dimensions of the vaadt. At the same time, timbre

is determined to a great extent by the particulethmd of training. [. . . ] Many a

big-voiced soprano has sung as a mezzo into hetwadties, only to find that

her voice was misclassified. [. . .] The sad trabgut this kind of classification

by timbre alone is that the rare voices, such asglinto soprano and the dramatic

tenor, are the ones most often misclassified. et ltheir potential is never

realized; at worst, permanent vocal damage re¥ults.
Again, when timbre is considered a tool for sulssification, such errors are not likely,
for the question would not be whether this singith & darker timbre is a mezzo or a
soprano, but rather, what type of a soprano shatrbigg These darker or “larger” voices
tend to be the cause of most disagreements, bottube of their rarity and because they
complicate our notions of classification. A drama&bprano may indeed have a range
that more closely resembles our expectations oézzmrange than that of a soprano.
Furthermore, the passaggi may lie in between tpea®rd passaggi for soprano and
mezzo, or they may shift during and after colleggece the dramatic voices are the last to

mature®® In other words, it may be difficult to argue ttase for the classification of a

young spinto as such.

% Doscher, 196-7.

% See, for example, Richard MilleFhe Structure of Singing; the Technique and theMetv
York: Schirmer Books, 1986), 134: “location of piabpoints of register demarcation provides indaag
of female vocal categories. Such pivotal pointy mery somewhat within the individual voice, depiegd
on how lyric or how dramatic the voice.”
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A possible explanation for the rarity of such vai¢and, by extension, a solution
for the problems of early classification) lies netconcept of hybrid voices, proposed by
Titze. These hybrid voices are essentially voineshich the proportions of the vocal
folds to vocal tracts are not as one would predidte rarity of these voice types,
likewise, would be analogous to the number ofpiabbple with small feet, or vice versa.
The normal expectations (tall person = big feetyhddranslate into vocal expectations
as follows: for higher voices (shorter vocal foltishave smaller vocal tracts (brighter
timbre), and for lower voices (longer folds) to bdenger tracts (darker timbre). The
dramatic soprano, on the other hand, would haveesheocal folds and a longer tract, a
lyric contralto would have longer folds and a shottact, eté’

If the main problem with timbre as a classificatmwiterion is the disagreement of
whether or not it should play a role in primarysecondary classification, the problem is
further complicated by the fact that timbre canrifieienced by manipulations of the
vocal tract. These manipulations cause shifteérrésonance of the formants, and it is
therefore possible for a voice to manufacture gglor darker sounds. There is no doubt
that these options for coloring the voice can lEagtools to the expressive singer. Yet
there is wide disagreement about what the normalefault, state of the tract should be
for singing. The approaches concerning types apst and level of muscular activity in
the pharynx differ greatly among teachers. Fonmgla, some teachers encourage their

students to consistently sing with an exaggerakegymgeal space (lifted soft palate and

37 More research will have to be done before we egrwhether or not the type of tissue in the
vocal folds may also differ between voice typetsis possible that the differences in timbre maybe
combination of source and filter, rather than puféfer. In other words, it is possible that timesculature
of the thyro-arytenoid is bulkier in a dramatic e®ithan a lyric, causing more medial contact atgang
phonation.
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lowered laryngeal position, sometimes referredstthayawnapproacl), while some
teachers make it a policy never to even mentiorstiiepalate. Some encourage an
“‘inner smile” for palatal lift with the unfortunat@de-effect of a raised larynx. Still other
teachers approach pharyngeal space as primardyalvyssue, and mention it always in
terms of vowel colo?® The potential problem with the first type of tkear, the argument
goes, is that this “covered” approach causes a$@taryngeal rigidity, locking up the
larynx (albeit usually in a low position), thus ibiing agility and distorting the vowels.
On the other hand, the teacher who is philosoplgiogiposed to mentioning any
pharyngeal shifts may find that tuning and optineslonance is discovered at a slower
rate than in other studios, and the students megrbe quickly frustrated when they
inevitably compare their own progress to that efrtipeers. The teacher who uses
various vowels to discuss the pharyngeal spacesodfsolution that avoids the rigidity
and speeds up resonance discovery while retaihmgassibility of vowel integrity. A
singer who continually explores a range of vowbktsighout the majority of the range
will have a greater spectrum of options for expmsand a greater flexibility in his/her
tonal self-image. When a singer is encouragethtpeverything with as much
pharyngeal space as possible, he/she will comete shades of this one color as the
only viable options for singing.

Timbre, then, is governed both by physiologicalitgvand tonal idea or muscular

choice. When reading Richard Miller’s criteria ftistinguishing between the sub-

3 The yawn-approach will encourage a darker timtve;inner-smile with a raised larynx will
cause a brighter timbre and less ring due sincepitaryngeal tube will tend not to achieve thegar
ratio necessary for such resonance; the vowel4mdeapproach will vary in color according to vowatd
the teacher who avoids pharyngeal manipulationtesitl to have students who only slowly move away
from the tonal images with which they entered thglis.
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categories of the soprano voice, it seems inedttiat this category of timbre be
ultimately the most controversial: “Subtle diffecenin categories of the soprano voice
are based on variations in physiognomy, laryngeal shape of the resonator tract,
points in the musical scale where register evectsm and personal imaging®” Indeed,

up until “personal imagining,” the list containgdms governed by the shape and size of
the instrument. “Personal imaging,” or “tonal ilgaas McKinney might put it, are

governed by the tastes of the student and theguplues of the teacher.

Agility

Perhaps the least controversial of all criteridn&t of agility. Although most
pedagogues will agree that all voices can and shoeilable to execute fioratura passages
with relative ease, it is evident that some vomessimply endowed with a greater ability
to execute those passages. Some think of thisiaslencoordination, but the speed with
which muscles will respond (and with which nervgnsils can be sent) may be
predetermined. There was at least one attemphiwivthe author is aware to develop an
imaging technique for the determination of the ¢xagscle fibers in the intrinsic
laryngeal musculature. If and when such an attempteeds and it becomes possible to
determine muscle type without a physical biopswilitbe intriguing to explore the
differences in muscle fibers between voice tygésne takes the muscular differences
between a marathon runner and a sprinter as aognat is possible to imagine that,
likewise, the muscle fibers in the coloratura saprwaiill differ from that of the dramatic

soprano in the predominance of high-twitch vs. liteh muscle fibers. In the

39 Miller, Training Soprano Voices.
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meantime, one can only speculate as to the exdemhich the types of fibers determine
the ease with which a particular singer negotiitgatura passages. Although one hears
speculation among some vocologists as to the diffggs in thyro-arytenoid muscles, it is
likely that the cryco-thyroid and cryco-arytenoidisgulature also plays a large role in
agility.

As a secondary criterion, agility helps determime tiype of
soprano/mezzo/contralto a singer is. Becauseeofjitbat number of sopranos, agility is
often one of two distinguishing categories for soyr voices, such as lyric coloratura
soprano or dramatic coloratura soprano. Sincéothier voices are less common, sub-
classification of those voices is often more th&oaéthan practical, and lyric mezzo-
sopranos are therefore expected to sing the repeftw coloratura mezzo-soprants.

Secondary categories of contraltos are not gegesa#én outside of the Fach guides.

Chapter Summary

Although these various criteria are hotly debatswng pedagogues as to the
degree to which they determine voice classificatibis evident that each criterion is
taken into consideration at some level. Rangeeésul primarily in terms of potential
boundaries for the voice and is considered lesdesmsdviable as a criterion for
classification. Timbre is often used to distindguietween primary voice categories
(soprano, mezzo-soprano, contralto, etc.), howkvemore properly used to determine
the secondary categories of lyric and dramaticesicTessitura is probably the most

important consideration for healthy training and #inger’s longevity, though

0 More on this in Chapter IlI.
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improvement of vocal technique can make previouslgomfortable zones more
comfortable. The passaggi are easier to pinpaitt @ertainty than the proper tessitura
for a singer, and are equally as informative fahmrimary and secondary classification.
Because of our ability to pinpoint these transifmmnts, they have become a favorite
tool for the justification of both primary and seckary classification. Agility is the least
controversial of criteria, clearly denoting whetloemot a singer belongs in the
subcategory of coloratura. Though we still haveasdime before we are able to measure
voice classification with certainty, it is esseht@understand that voice type is a
physiologically determined fact and not a mattetaste. Each of these criteria may, in
the near future, be measurable through computeginga The implications for vocal
pedagogy are great, for it will be clear what thiual potential of a given instrument is,
and the controversy will shift from how to determwoice type to how to realize that

potential.
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CHAPTER I

EARLIER CONCEPTS OF VOICE CLASSIFICATION

Voice classification at present is different thamew much of today’s canonical
literature was composed. Putting current catega@ral notions into historical context
achieves two important ends: first, one may beftelerstand the present system when
viewed together with previous notions of classtima (i.e. the genesis of various
categories, the pros and cons of the system, awtidbdegree categories are
scientifically justifiable); second, one can makease of historical role assignation and
descriptions of historical singers if one doesattempt to place current notions of
terminology on those roles or singers. Just esdifficult to make statements about
classification with which all current pedagoguet agree, it is perhaps even more
complicated to make statements that would have tvaerfor an entire era, or even an
entire region at a given time. Since treatisestdy some of the more influential
teachers of particular times and regions, howaves possible to gain insight as to what
these teachers considered the possible types &éniee voice to have been. The
treatises examined below were selected because gidominence of the treaty as such
and for regional and temporal interest in termsday’s canonical repertoire. The first
treatise to be examined was chosen because ofdRenpty to Mozart and the genesis of
one of the prototypical trouser roles, Cherubifibe role of Cherubino serves well as a

starting point because the bulk of the current narab trouser roles (written for female
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singers, not castrati) were composed afterwardayraathem in the mold of Cherubino.
The other treatise to be examined closely was &gldiecause its author was one of the
most important nineteenth-century pedagogues acalise of temporal and geographical
proximity to the creation of a number of populaeieh trouser roles, such as Siébel and
Stefano. These roles will also be examined in @hdfl in the context of th&ach

system.

Although speculation on physiology and voice tyfgady existed in the
eighteenth and nineteenth centuries, writings emthtter did not exist to the same
extent that they did for instrument performance his chapter on baroque vocal music
and Faustina Burdoni, George Buelow attributeshibit to the many developments in
the instruments of the time and to the particulpdysonal interaction between vocal
student and vocal instructdrAs Buelow also identifies, few voice teacherstpas
present, have the inclination or ability to fullgieulate in print their understandings of
how to sing*? The increase over the years in publications aravpedagogy can be
attributed both to continuing scientific researal an increase in the possibilities for

publication (full book, chapter in a book, artiahea print or on-line journal, paper at a

“L“With the exception of various guides to vocal ious ., most of our knowledge of Baroque
performance comes from various sources relateastouimental music. This is the result, at leagtart,
of the prodigious output of practical guides arehtises attempting to keep abreast of rapidly adagn
developments in instrumental construction and pariiog techniques as well as an outgrowth of the
surging demand for instrumental music in the eightie century. Singing, the very foundation of musi
since the beginnings of Western civilization, dat require new techniques to be explained nor had t
vocal mechanism changed. Consequently, thereittlasnleed for instruction manuals for singers.
Furthermore, the study of singing then, as in presicenturies and down to our own time, required th
most personal relationship between student andhéeamd a pedagogical method of demonstration and
limitation.” George J. Buelow, “A Lesson in OpetaBerformance Practice,” i Musical Offering;
Essays in Honor of Martin BernsteiBdward H. Clinkscale and Claire Brook, editors\{iN¢ork:
Pendragon Press, 1977), 80.

*2 Buelow 1977, 80-81.
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conference, etc.). The seeming lack of publicatiivat dealt with voice classification in
the eighteenth century certainly has much to da thiis, but it may also point to a
conception of voice classification that was rembhkéess important in the training of
singers than we believe it to be today. In additmthe possibility that classification
played little to no role in the training of singeitsis also intriguing to consider the
possibility that the basic three types upon whietlggogues today seem to agree
(soprano, mezzo-soprano, contralto) were not theeagts with which earlier pedagogues
worked. Specifically concerning the classificatafrthe mezzo-soprano, this category

seems to have been non-existent for many beforatheighteenth centufy.

The Hiller Treatise

In 1780, six years before the premierd.efnozze di Figarca significant treatise
was published in Leipzig concerning the state aaydechnique in Germangnweisung
zum musikalisch-zierlichen Gesangehe author, Johann Adam Hiller (1728-1804),
composer, conductor and musician, was particutaohcerned about the lack of

possibilities for secular vocal training in GermafyBy the time this treatise was

3 The term simply does not appear in numerous \gstinOne example is found in a significant
dictionary of music for England up to the Classjpatiod,An Early Music Dictionary; Musical Terms
from British Sources, 1500-174§ Graham Strahle (New York: Cambridge Univergitgss, 1995), in
which there is no entry fanezzo-sopranandalto was still a voiceabovethe cantus firmus.

*“Immer noch haben die Italianer, wenn nicht inemdTheilen der Musik, doch gewi? im
Gesange den Vorzug vor uns, und dirfen ihn auch math lange behalten. Die Ursache ist: Sie haben
das, was den Deutschen fehlt, Ermunterung und @elegit zu studiren [sic]The Italians still have, if not
in other types of music, an advantage over usngisg, and they may just hold on to that for qsibene
time. The reason is: they have that which thentaers are missing — encouragement and opportunity to
study.All Hiller excerpts are from a reprint of the dnigl 1780 treatise. Johann Adam HillAnweisung
zum musikalisch-zierlichen Gesange (Direction fasitally delicate Singind,eipzig: Edition Peters,
1976) IV. All translations, unless otherwise notack the author’s. Outside the singing world, étils
perhaps better known for his 1754 es8apandlung tber die Nachahmung der Natur in deriklus
(Treatise on the Imitation of Nature in Music).
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published, Hiller was known both for his writings music and as conductor of the most
prominent concert house in Leipzig: the Gewandhaies played flute and sang bass in
the large concert organization, the Grosse Cor@esellschaft, in Leipzig for years
before becoming director of that organization i63# Soon after landing the
directorship, Hiller founded a singing school inpag and made steps towards the
establishment of a German opera. The singing $chockly grew, and notably took on
both boys and girl$® He founded a new societyi(isikiibende Gesellschafo replace
the Grosse Concert-Gesellschaft, and in this neresg the newly trained generation of
musicians worked together to continue to develdpig’s musical culture. His
influence on the musical scene in Leipzig, in otherds, was exerted both on the
education of young musicians and, afterwards, e fferforming careers.

Although he did not address questions of clasgifn directly in this treatise,
Hiller described a prominent singer of the timedach of three female voice types,
thereby offering the reader some insight into thiecepts of female voice classification.
The singers he commented on were discussed in/thetteatise by Giovanni Battista
Mancini and are therefore not of the generatiosingers performing in the 1780s and

1790s?’ The important information for this discussionytewer, is in Hiller's

“*Anna Abert Amalie and Thomas Bauman, “Hiller, Jah#&uam,” Grove Music Onlinegd.
Laura Macy, http://www.grovemusic.com (Accessediikj®, 2006).

* Abert and Bauman.

*"In her dissertatiorSeventeenth and Eighteenth Century Vocal StylerentniqueSally
Sanford describes the German school of the eigtitemtury as based on the Italian school. Halérief
treatise is essentially a call to create a mofi@mitate approach to singing, and begs the quesfibow
close or different the two approaches were in wactWhile Hiller deals primarily with the Mancini
treatise, Sanford views Pierfrancesco ToSifEnioni de Cantori Antiche e Moderas “the single most
influential vocal treatise of the eighteenth ceptu¢Sanford Dissertation. Stanford University, 892) In
addition to Tosi, Mancini and Hiller, Sanford makKesquent reference to Quantz, who was the first,
according to an entry in New Grove, to use the tereazo-sopranm print. [Owen Jander, “Mezzo-
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descriptionof these voices, not the date at which he heanhthThe first female singer
Hiller described in any detail is Vittoria Tesi Fnantini (1700-1775§?
Die Tesi war von der Natur mit einer méannlich starkContraltstimme begabit.
Im Jahre 1719 sang sie zu Dref3den mehrentheilses@ligen, als man fir
Bassisten zu setzen pflegt. Jetzo aber, im Jat®, ivo sie zu Neapel in der
Oper sang, hatte sie, Uber das Prachtige und Eftestluch eine angenehme
Schmeichelen im Singen angenommen. Der Umfang 8treme war
aul3erordentlich weitlaufig. Hoch oder tief zu ngnachte ihr bendes keine
Muhe. Viele Passagien waren eben nicht ihr W&urch die Action aber die
Zuschauer einzunehmen, schien sie gebohren zu aegonderlich in
Mannsrollen, als welche sie, zu ihrem Vortheilst fam natiirlichsten ausfiihfte.
Since Tesi had no difficulties singing high or latseems that the classification of
contralto was, at least in this case, not deterdhgmely by range, a significant point to
consider. For if range was not the primary faaaslassification, it seems (based on this
description) that either timbre or the perceptibsteength/power might have been. The
singer seems to have avoidestatura, which means she probably did not have a
particularly agile (coloratura voice). Tegongandmanlydescriptive terms hint at
either a voice that we would today consider a @ttatr(a very capable one with no

difficulties accessing the upper register) or ppsha dramatic voice (contralto, mezzo or

soprano). lItis clear that her acting abilitiegevstrong, and that she excelled at trouser

Soprano; Terminology, early usage, voice typ&sgve Music Onlineed. Laura Macy,
http://www.grovemusic.com (Accessed April 10, 2QD6)

“8 Gerhard Croll does not describe her voice in #raesmanner, though he does call her a
contralto. Gerhard Croll, “Tesi, VittoriaGrove Music Onlineed. Laura Macy,
http://www.grovemusic.com (Accessed April 10, 2Q06)

9 Tesi was, by nature, gifted with a strong, manigtaito voice. In the year 1719, she sang
often such arias in Dresden as one normally setB&sses. However, in the year 1725, when sheisang
Neapal in the opera, she had, in addition to baitice and seriousness, also taken on a type ofgi¢as
coerciveness in her singing. Her voice spannedxraordinarily large range. It was no bother iog
high or low. She was not particularly great atdaff fioratura passages. But to attract the audesn
through action seems to be what she was born $pedally playing trouser roles, which she, to her
credit, executed almost the most naturalfifliller 1780/1976, XXII-XXIII)
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roles. In many ways, this description is intriggimecause it seems to take the sexual
ambiguity inherent in a trouser role and extertd ather repertoire (arias normally for
basses), indeed also to the quality of the vosmfiimanly). For this study, it will
suffice to note that one of the very successfutrpgers of trouser roles was uninhibited
by range, avoidetioratura, was a great actress, and had a “manly, stromjratto
voice.”

The next singer Hiller described, Faustina Bord@6B7-1781), is known to
vocal pedagogues as one of the first singers te haen called mmezzesopranoin
print>° She was one of the most famous female singereraime. In his description of
her voice, the adjectives Hiller employed suggest there may indeed have been some
timbre expectations attached to voice classificatfaot too bright, but penetrating’™*
While Tesi was said to have been uninhibited bgeafraustina was apparently not able

to sing above the staff ¢ a significant piece of information in its sugtyes that range

might, in the case of the mezgoprano, have played a role in classification. skaa

0 Owen Jander, “Mezzo-Soprano; Terminology, earbges voice types Grove Music Online,
ed. Laura Macy, http://www.grovemusic.com (AccesAgdl 10, 2006).

*1“Die Faustina hatte eine zwar nicht allzuhellegidaber durchdringende Mezzosopranstimme,
deren Umfang sich, im Jahre 1727, da sie in Lorgdony, vom ungestreichenen b nicht viel tiber das
zwengestrichene g erstreckte, nach der Zeit ablemgich mit ein Paar Ténen in der Tiefe vermehtit.ha
. Die Passagien mochten laufend oder springendzjesss/n, oder aus vielen geschwinden Noten auf
einem Tone nacheinander bestehen, so wulite stesaicder moglichsten Geschwindigkeit, so geschick
heraus zu stof3en, als sie immer auf einem Instrtenemgetragen werden kdnnef&austina had a
penetrating, but not too bright, mezzo-soprano &piehich spanned, in the year 1727 when she sang in
London, from b not much above g”, although sherladleveloped a couple more lower tones. . . Fioaat
passages could be runs or leaps, or made of logsligk notes after one another on one tone, she kne
how, in the quickest possible execution, to pusettones out in such a gifted manner that one cevdd
achieve on an instrument(Hiller1780/1976, XXIII)
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excelled afioratura passages, and would today have probably beendewesdito
possess a coloratura voite.

The only other female voice Hiller described inadlet that of Francesca
Cuzzoni (1696-1778), a “pleasant and bright sograoice with the range we would
today expect of the lyric soprano4® Gs).>*> The only additional information Hiller
offered concerning this voice was that she had gotmhation and a lovely trill.
Unfortunately, there is not enough in this treatsdraw any firm conclusions as to the
extent to which range determined voice classifizatiSince the mezzo-soprano
description does not have as much a lower as a Iinated range than that of the
soprano, it is indeed possible that mezzo-soprafesred to a soprano with a limited
range, rather than a voice lower than soprano. fattehat only three female voices are
described, each with a different term for clasati@n, points to Hiller having understood
these three as the main voice types. Yet therairena chance that Hiller discussed
these three with this terminology only in respotts®ancini’s treatise.

Hiller likewise discussed register in terms of Mancini document. He wrote
that Mancini was not correct about the borderdeffemale voice:

Der grofte Theil ihrer Stimme ist entweder BrusteroKompfstimme; mit der

erstern &3t sich mehr in der Tiefe, und mit detean mehr in der Hohe

ausrichten. Dabher ist es nichts ungewdhnlichesdfrzimmerstimmen zu finden,
die bis ins dreygestrichene f oder g reichen. @al} aber ein so

2 There is no explanation regarding the limited gramd therefore no way of knowing what type
of coloratura voice it was. Even the coloraturatcalto is expected to sing at least a fourth highan
Faustina reportedly did.

*3“Die Cuzzoni hatte eine sehr angenehme und hela®istimme, eine reine Intonation und
schonen Trille. Der Umfang ihrer Stimme erstreditd vom eingestrichenen c bis ins dreygestrickehe
Cuzzoni had a really pleasant and bright/light sapwo voice, a pure intonation and lovely trills. eTfange
of her voice stretched from c’ at least to c’'{Hiller 1780/1976, XXIV)
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beneidenswirdiger Vorzug sey, der die Nacheifealleyg andern verdiene,

mochte ich nicht gesagt haben, zumal wenn diesgeSi@imen aus Unwissenheit

oder NachlaBigkeit versaumt haben, ihre tiefen Taureh die Bruststimme zu

verstarken und zu vermehrgh.
It is evident in this passage that Hiller knew ofces that expanded well above
Cuzzoni’s range, but it seems he thought the botibthe range of such singers was
simply not properly trained if it was weak or norsgent. Indeed, Hiller seems to have
attributed larger ranges more to diligence thaphysiological determinants. Range
may have played a part in the classification ofraop as opposed to contralto, though
Hiller's description of the contralto’s range doexs offer any clues about the border of
the higher range. Instead, we have the descripfidiesi’s voice asnanlyandstrong
while Cuzzoni's igpleasantandbright/light, adjectives denoting timbre that fit in with
our current notions of classification.

If Hiller does not offer a clear answer as to wieetbr not he considered mezzo-

soprano a sub-category of soprano, one of his pesgers did. An earlier but significant

eighteenth-century German writing on the subjeat iheAnleitung zur Singkungty

>4 The bulk of their voice is either chest or headepthe former reaches more in to the depths,
and the other more in the upper tones. Therefioigeriot uncommon to find ladies who can reachdt”
g’”. 1 do not want to say that this is an advageaworthy of inspiring jealousy in others, however,
especially if these singers do not strengthen aspdued the lower tones through the chest voice, lvenet
because they do not know any better or out of éexin(Hiller 1780/1976, 7).

%« Man kann den Umfang der Stimme erweitetreranicht auf einmal, und in einem Tage,
sondern nach und nach. Man singe anfanglich nomeimin dem kleinen Umfange der Stimme, in
welchem man die Téne mit Leichtigkeit, hell undrberaus bringen kann, und wenn es auch nur 8ldder
Tone seyn sollten; man setze von Woche zu Wocles, lmber von Monat zu Monat einen Ton in der
Hohe und Tiefe hinzu, und sey versichert, dafl} masiriem halben Jahre einen Umfang von 18 bis 20
Tonen in seiner Gewalt haben werde . . ."Qne can expand the range of the voice: but natadhce and
in one day, but rather gradually. One sings omlylie small range of the voice at the beginningyliiich
one can produce the tones with ease, brightly amélp, even if it is only 8 or 10 tones; each wegk,
preferably, each month, one adds a tone on thabapthe bottom, and be assured that in a half ylear
range will be 18 to 20 tones strong .(Hiller 1780/1976, 8)
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Johann Friedrich Agricola, published in 1787Just as Hiller was responding to a
significant Italian treatise, so, too, was Agricoégponding to a treatise by the Italian
castrato Pier Francesco T65iAgricola viewed the female voice as being eimsrano
or alto, and considered the mezzo-soprano to bé-&ategory of soprano: “. . . let us
examine the various voice types by range. Thecprah types arsoprano, alto, tenor,
bass and the most common middle classificatidns: sopranoand lowtenor
(baritone.”>® Agricola cites evidence given by scientists atheophysiological
differences (mainly judging by the size of the braa) of the different voice types. If, as
Lucie Manén asserts, thel cantoapproach to singing had as a premise that voiaestyp
were merely particular timbres and that all singens be trained to sing all of the voice
types (either female or male, of course), then éaja departs most definitely from that
school in his insistence that range determinesavtyige and that, furthermore, range is a
physiological fact, not a technical or stylistidet.>°

To piece together some of this information in teoh&day’s canonical
repertoire, one can examine the role of Cherubf@berubino is listed as a soprano in the
original score, yet it is often sung today by mezzdhe role of Cherubino does not
contain any particular difficulties for a traineghiale singef® The arias together span

only an octave and a half {€ Gs) and there is nboratura work. The orchestration is

%% All excerpts here are taken from Julianne C. Baitcnslation)ntroduction to the Art of
Singing(Cambridge: Cambridge University Press, 1995).

>" Baird/Agricola 1995, 40

*8 Baird/Agricola 1995, 71

%9 Lucie ManénBel Canto; The Teaching of the Classical ltaliam®&chools, its Decline and
RestorationNew York: Oxford University Press, 1987), 69-70.

0 The tessitura of the arias, particulaNgn so pitlis somewhat high for lower female voice
types. However, the role of Cherubino is smallugyiothat this would not necessarily make it inasités
for contraltos or dramatic mezzo-sopranos.
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light (mainly strings) and the form of the ariadi<éor little to no ornamentation. The
tessitura of all female roles in Mozart tends tarbthe upper passaggio, and Cherubino
is no different in that respett. Table 2 below illustrates the range and tessitfithe

two Cherubino arias, an example of the recitatitéctv precedeblon so pivin which

both Susanna and Cherubino sing, and Susannd’arfias

Table 2

Vocal Demands for Cherubino vs. Susafina

Character / Scene RANGE TESSITURA
Cherubino / Recitative, 64-67 &K Bs—Ds
Susanna / Recitative, 64-67 +EE As—G
Cherubino / AriaNon so piug8-74 E(-flaty — G5 | B(-flat) 4
Cherubino / Ariavoi, che sapetel40-144 G-FK A4-Ds

Susanna / Ari&enite, inginocchiateyil48-154 Q-G Bs- Ds

One can see at a glance that the music for Susarth@herubino in this recitative is
essentially in the same range, though Cherubinao'siens slightly higher. (Susanna
does sing higher at other points in the operahbuimusic is essentially more demanding
in every sense — she sings higher, lower, moreépéed she has sorfieratura

passages. The tessitura in Susanna’s first anaxample, is similar to that doi, che

sapeteand that the range differs only by one step.jetms of what type of voice might

®1 Boldrey sees Mozart roles as belonging still ®time in which singers were expected to be
able to sing pretty much anything, and views threngin of the “modern orchestra” as the cause foeedn
to distinguish between the heavier and lighter @aypes. (Boldrey, 6-7) Though today we deem gerta
Mozart roles appropriate only for particular votgpes (Susanna as a soubrette or lyric soprano, the
Countess as a heavier soprano, etc.), it is eaggwothat as a question of taste in timbre reteiops
when viewed in the context of historical castiragitions.

%2 From the Shirmer piano reduction, Mozart, Wolfg@mgadeusLe nozze di Figaro (The
Marriage of Figaro); An Opera in Four Acts; Libretby Lorenzo da PonigMilwaukee, WI: G. Schirmer,
Inc., 1951).
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have sung Cherubino based on the Hiller descriptadrthe contralto, mezzo-soprano,
and soprano in this treatise, only the mezzo-sapimdoubtful because of the repeated
Gs-s in the arias. Hiller's description of the caito is of a singer/actress that would
have been perfect for this part. There is notinntiipe description of the soprano that
would make the role of Cherubino inappropriatdy@ligh the few low notes Moi, che
sapeteare at the bottom of the noted range. Those nbtegever, are more jokes than
melody, dipping down to demonstrate Cherubino’s/fsoul and depth of desire, and
often sung with a purposefully dramatic shift imlire. It seems, then, that a role that has
come to define the lyric mezzo-soprano voice typeld have been least appropriate for

the singer defined in this treatise as a mezzoasapr

The Garcia Treatise

Aside from Cherubino and the Strauss roles, thk bithe trouser roles
(composed for female singers) that make up todgis mezzo-soprano’s repertoire are
from nineteenth-century France. These roles demahther high for a mezzo-soprano
and tend to demand sorfieratura work. Many of these roles were premiered by
sopranos, and at various points in the last certhay have belonged to various soprano
Facher®® Luckily, one of the most prominent nineteenthtoey French voice teachers
and researchers, Manuel Garcia, left a detaileduatoof his understanding of the voice,
including voice classification and registers. Elisnments on the female voice in general

will be examined below, followed by an exploratwifhow this information sheds light

%3 See Table 6 in Chapter II.
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on appropriate voices for two of the more populanih trouser roles from this time:
Siébel from Gounod'&austand Stefano from hiRoméo et Juliette

Le Traité complet de I'art du chaig an important document for several reasons:
first, it records the thoughts of one of the magportant and influential teachers of the
mid and late nineteenth century (Manuel Garciapsd, it retains much from a
prominent singer and teacher from the previous rgeioa (his father); third, it shows in
great detail the author’s understanding of voiessification®® The author of this
treatise, Manuel Garcia (1805-1906), grew up arainders and vocal instruction. His
father, the senior Manuel Garcia (1775-1832), weemnawned tenor, and a favorite of
Rossini®®> For this study, it is also significant to notatlthe elder Garcia was the voice
teacher for his daughter Viardot-Garcia (1821-19&0¢ of the most important middle-
voiced female singers of the nineteenth cenflirplthough (the younger) Manuel
Garcia’s singing career was brief in comparisohisosister’s and father’s careers, his
contribution to future generations is great becaighis treatise, his research on the
voice, and, particularly, the invention of the lagpscope®’ Garcia married thbel

cantotradition of systematic development of a linkirfgath vowels in all registers with

 The Complete Treatise on the Art of Singirdl references here are taken from a reprint of the
1847 edition, published by Minkoff, 1985, with artroduction by L.J. Rondeleux.

5« e pére Garcia (Manuel del Popolo Vicente) (12832) était I'un des plus grands ténors de
sa génération. Il était le ténor préféré de Rosginécrivit en particulier pour lui le réle du Gxde
Almaviva dans soBarbiere di Siviglia® Garcia’s father . .. was one of the greatest tenuirhis
generation. He was the preferred tenor of Rossgihp wrote for him the role of Count Almaviva is hi
Barber of Seville (Rondeleux in the introduction to the 1985 Minkadproduction of the 1847 treaty)

% Apropos of this paper, Viardot-Garcia is listedaaBrench mezzo-soprano in the article in the
opera version oGrove Music OnlineApril Fitzlyon, “Pauline Viardot,” Accessed April®, but simply as
a singer (i.e., without classification) in the elgifrom the mairGrove Music OnlinéBeatrix Borchard,
“Pauline Viardot,” Accessed April 28)

87 April Fitzlyon, “Garcia, Manuel, Grove Music Onlineed. Laura Macy,
http://www.grovemusic.com (Accessed April 10, 2006)
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the latest scientific information availalffé.In fact, much of our (current American)
conception of théel cantotraining comes from the still popular book of vileas and
notes by one of Garcia’s most famous students,|tléekarchesf®

Because the passaggi are currently understooddefrendent upon voice type,
the discussion of registers and transition poiotsfl in Garcia’s treatise can help
illuminate his understanding of voice classificatiodGarcia understood a register to be a
group of “consecutive and homogenous” pitchesaldtave the same nature or sound,
and that differ in these attributes to those ofdtieer registers because a different
mechanical production is necessary for each redi5t®©ne of the foremost purposes of
voice study, for Garcia and for various schoolsate instruction, is the development of

these registers in such a way as to mask theirs@epess. For the female voice, Garcia

8 «Ce livre est un témoignage extrément précieugelque Garcia pére recut et transmit de la

tradition italienne, c’est-a-dire fondamentalemeés écoles de castrat ol s'inventérent, aux XVX\étl
siécles, une pédagogie, une maniére de travailleoik et un certain art du chant qui sont a lac®de
toute la tradition occidentale...The book is an extremely precise expression of Ghatia, the father,
transmitted from his Italian tradition, that is say the fundamentals of the school of the castratie
manifestation of it in the seventeenth and eigtiteeenturies, a pedagogy, a way of working withubiee
and a certain type of singing which is at the roball of the western traditions . (Rondeleux,
introduction to treatise) The bel canto approaelk wotable in its systematic approach to unifyireg t
sounds both of various vowels in a particular riegiand of the sonority of the registers with onether.
Garcia used science (both acoustic evidence ansiglbgical discoveries) to speak specifically te th
reasoning behind this approach and to point outdisgrepancies he thought might be in need of
addressing. As is the case in his treatise, vioeatises tended to be mostly notation of exerceses
Garcia was one of the first to use a mostly sdierdrticulation of what the goals of these exegsigvere
and why that was the case.

% Marchesi taught many professional singers of the generation, but her lasting fame certainly
lies in this collection. Many current teachersihegpch lesson “with Marchesi.” Jenny Lind alsadgtd
with Garcia. Though Swedish, Lind was an imporfaqure in the history of the American opera singer
and also in her great influence on generationsdbpmers and composers to come.

"O“par le mot registre, nous entendons un sérieds sonsécutifs et homogénes allant du grave a
l'aigu, produits par le développement du méme pmenécanique, et don't la nature differe
essentiellement d’'une autre série de sons égalesnasécutifs et homogénes, produits par un autre
prinicipe mécanique.’By the term register, we mean a series of consexatid homogenous sounds
going from low to high that are produced via thengamechanical principal, and which essentiallyediff
from another series of consecutive and homogenmursds that are produced by a different mechanical
principal. (Garcia 1847/1985, 6)
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wrote that the lowest register is the chest vowax de poitring and that it is essentially
the fundamental part of the female voice as ibiglie male and child voices. According
to Garcia, the “ordinary” female voice would havehest register which does not exceed
Gs — Gy, surrounding the primo passaggio. Exceptionalesomay extend both higher
and lower than this (E-flat- G5 ).”* Tellingly, Garcia wrote that some contraltos aznn
sing above this register and that the second pgssesgthe upper limit of their voices.
Today, there is no category for a female voice tlaatthe upper passaggio as its limit
and likewise no belief that the chest register @laould be sufficient or tasteful for the
entire range of any female voice in classical tregn The “mixed” voice is now
generally accepted (if the terminology remainsyhdisputed) as necessary for all female
voice types between the passaggi, and utilizatighis type of production might have
enabled those “contraltos” to find their upper s¢gis. Most significant in his discussion
of the registers of the female voice is that altifobe allowed for the possibility for the
borders of the register to sometimes be a half kogieer or lower, he did not state that
these depended on the voice type.

Although Garcia later separated the types of femaiees, the section on timbre,
which follows that of register, consists of a dgsevn of the various qualities of the
sound of each register, without assertion thattter in each register differs for diverse

voice types. There are two main causes for vacddre, he states:

" Garcia 1847/1985, 7
"2 In his later chapter on classification, theredme difference in the lower register shift, but not
in the higher one.
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1° les conditions fixes qui caractérisent chaqdévidu, telles que la forme, le
volume, la consistance, 'état de santé ou de realil’appareil vocal de
chacun; 2° les conditions mobiles, telles quedaation que prend le son dans le
tuyau vocal pendant son émission, soit par le s@gpar la bouche; la
conformation et le degré de capacité de ce ménaailg degré de tension de ses
parois, I'action des constricteurs’® .
A modern reading of this might consider the firgtise to be the physiology of the
instrument itself and the second to be what we rstaled as vocal technique. (Volume
here would have more to do with tissue type andogsy than loudness.) Perhaps the
most intriguing part of Garcia’s discussion of tials the limiting of terminology of
color toclair orsombre The clear tones are described as quite brilliahtle the murky
ones are round. They were both said to be efieatithe chest register, and Garcia
intuited that certain tones are more successfuil avghift in color (essentially what we
would call vowel modification today}. In some singers, Garcia wrote, the use of the
sombrecolor in the head register brought a drastic ckandimbre: “Le timbre sombre
a sur quelques voix de téte un effet des plus rgnadnles; il rend ce registre pur et

limpide comme les sons d’un harmonica.This sounds like a description of a loss of

overtones due to improper tract tuning. Agaiis puzzling that Garcia would limit the

3 First, the set conditions which characterize eviadividual, those of manner, those of volume,
those of the consistence, of the health or sickofetge vocal apparatus of the individual; secotig,
mobile conditions, which depend on the directiangbund takes through the pharynx, be it through th
nose, through the mouth; the conformation and tgrele of the capacity of the same flute, the degfee
tension in its pharyngeal walls, the action ofdtmstrictors. . .(Garcia 1847/1985, 8) This is one of the
passages that astounds a modern reader in itsangtl knowledge — we know now for sure that thgree
of rigidity of the pharyngeal wall is one of thegbest choices a singer has for vocal timbre, aatlititan
give the impression of an incorrect voice type.rdzaeven recognized that the constrictor musabesdc
be activated to falsify a different voice type.rBoe modern reademannermust have been agility, and
volumewas probably about timbre.

™ n the falsetto register, he wrote, both coloeslass effective than in the chest register (faset
was a weaker register, in his view).

> The covered timbre in the upper head voice proslaceery remarkable effect; it reminds one
of the pure and limpid register like that of theusds of a harmonica. (Garcia 1847/1985, 9)
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terminology for timbre discussion to two terms. r€&s description is also complicated
by the fact that he made no distinction here betvibe voice types. If by “some voices”
he meant sommalevoices, then we understand it to be a typeoser, a backward
and/or rounding vowel modification of the vowelshielp negotiate the passaggio. This
move towards a back or round vowel in the maleg@gs can indeed help tuning. If,
however, he includes women in this, this type okgbmodification might interfere with
vowel tuning and cause the singer to sound outreé.t If the singers happened to have
truly dark voices (i.e. anatomically-determinedrhpaps Garcia did not yet have a
category that allowed him to recognize those voaselaving inherently darker timbres
and he thus misinterpreted the type of sound prediutthe upper register as further
darkened. For the purposes of this study, it [gartant to recognize that Garcia seems
not to have differentiated between voice types dasetimbre.

Garcia’s chapter on the classification of voic&dlassification des voix
cultivées,” begins with the female voice:

La voix de la femme, plus belle et plus souple cglte de 'lhomme, est,
par excellence, l'interpréte de la mélodie.

L’étendue, la force, le caractére des voix de feanearient suivant la
conformation des individus; on les a rangées dapes considérations en trois
classes:

Lescontralti, qui occupent le bas de I'étendue;

Lesmezzi-sopraniqui en occupent le milieu, une tierce audessas de
premiers;

Lessoprani qui sont placés au sommet, une tierce au-dessusdzzi-
soprani’®

® The female voice, more beautiful and more supple that of the man, is the archetypal
interpreter of the melody. The ability to stregwéep, the strength, the character of the fematevo
varies among the individual; one may consider tneges of these in three categories: the contralitm
occupy the bass of the range; the mezzo-soprarfmspacupy the middle, a third above the [contraliije
sopranos, who are placed at the summit, a thirdvalithe mezzo-soprano&arcia 1847/1985, 20
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It is evident here that, unlike current classificatwith its emphasis on timbre, tessitura,
and passaggi above range, it was indeed the rahigh was of primary consideration
for Garcia. These voices today would, indeed, sirgjfferent ranges, and the
description of each being a third apart from itgghkoring voice type makes perfect
sense. Yet this is, according to today’s pedageguemarily a question of comfortable
tessitura and not actual range. There is no ev&ldmat Garcia used criteria other than
range for voice classification.

Of the individual female voice types, Garcia wrthte following: the contralto
voice ismanlyandenergetian the chest voice, the register in which it issino
distinctive!” This register was unrecognized or neglectedHfemost part, he wrote,
especially in France. The contralto voice waswelt-understood, and Garcia seems to
have comprehended that to expect this voice typebave like a different one would
have been ineffective, if not damagiffgRegarding tessitura, Garcia did state that the
upper register is fatiguing for the contralto iesk asked to sustain it for a prolonged

period of time”®

" Garcia 1847/1985, 20

84 es sons indiqués en caractéres plus fins dansxeenple se produisent avec peine et sont
dangereux a essayer; peu de personnes ont I'oegaee docile pour les former, et le jugement asdigsz
pour ne les placer qu'a propos. Il serait impradenprétendre les obtenir malgré la natureThe tones
indicated at the end of this example are producitd @ffort and are dangerous to carry out; few people
have a docile enough organ for such formation, andugh judgment to place it where appropriate. It
would be imprudent to aspire to obtain it contrémynature...(Garcia 1847/1985, 20)

"9“Ce dernier registre est trés fatigant pour lestadti; on n’en doit aborder les sons qu’en les
effleurant dans les traits. Tous les chants qufigeraient d’'une maniére soutenue deviendraient
inexécutables.The last register is quite tiring for the contraltine must address/penetrate the sounds that
are more on the periphery of these traits. Allhaf songs that focus on this one manner will become
inexcutible. (Garcia 1847/1985, 21)
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The mezzo-soprano is a voice that can sing faugnby throughout the three
registers (here from o As ), and that is all Garcia has to say about theef8i This is
perhaps the most remarkable part of his sectiovoare classification, for most current
definitions of the mezzo-soprano voice pivot oal#o having a relatively darker timbre
than that of the soprano. Yet the differences betwthe soprano and the mezzo-
soprano, according to Garcia, are not that of ¢ddot rather, in addition to this slight
difference in range, that the soprano is weak énldlver register and powerful in the top,
while the mezzo-soprano can sing evenly througtmitegister§! Garcia’s distinctions
sound today like the distinction between a lyricaesoprano and a lyric coloratura
soprano. Indeed, a dramatic soprano, for exameld not fit in the description of
soprano because the bottom register would not lag.wkikewise, the dramatic soprano
who is fatigued by sustaining high tessitura migttis definition of contralto. The bulk
of our understanding in terms of the classificatimal sub-classification of the female
voice, in other words, does not line up with Gagciar his fact will serve to be important
when/if justification for role assignation to cen&acheris backed up by historical
practices.

The role of Siébel is similar in many ways to tbkerof Cherubino. Both arias
are quite simple in tune and form, though the Siékias differ from one another in

range and tessitura (see Table 3). Siébel'sdiiathas a range and tessitura like

% Garcia 1847/1985, 21

81« es voix desopranobrillent principalement par la facilit¢, la spoméété du dernier registre.
Ces voix sont brillantes, déliées, éclatantes; pelissance est dans les sons élevés; elles sblgsfaians le
bas.”The voice of the soprano shines above all in itdifg, the spontaneity of the highest registehe3e
voices are bright, delicate, shimmery; their alili within the upper register; they are weak ia tass.
(Garcia 1847/1985, 21)
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Cherubino’s, but the second aria is lower in raauge tessitura than anything Cherubino

sings.
Table 3
Vocal Demands For Siélfél
Character / Scene RANGE TESSITURA
Siébel / Aria Faites-lui mes aveux, 104-106 Ds— & A4 - Ds
Siébel / Recitative leaving flowers, 110-111 | D, — B-flats N/A
Siébel / Romancesi le bonheur, 190-91 C-sharp- Es Gy-By

Indeed, this second aria would be comfortable fgrmezzo-soprano or contralto. The
recitative Siébel sings after the first aria, oa tither hand, is quite high, and expands the
range in which the character sings in the opeanmst two octaves. Based on the
information explored in Garcia’s treatise, the rofeésiébel would be appropriate only for
a soprano. Although both arias do not requiresthger to exit Garcia’s boundaries for
the mezzo-soprano, there is more than one Bifiahe recitative following the flower
aria. Though the music in Siébel’s arias is ortraésd with a thicker texture than that of
Cherubino, the orchestration remains relativeliatlignd the part is feasible for a lyric
voice type.

The character of Stephano in Goundd@méo et Juliettes another beloved and
typical example of a nineteenth-century Frenchdeouwole. Though many directors
include Stephano in additional staging, the charaetally only makes an appearance in

the middle of the opera for a charming aria and iiekes up almost the entirety of the

8 From the Schirmer piano reduction, Gounod, ChaFaast; Opera in Four ActgMilwaukee,
WI: G. Schirmer, Inc., n.d.).
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role. The ensemble singing for which Stephanatsd has him doubling the first
soprano line. The aria, however, is both higheaimge and tessitura than the first

soprano part of the ensemble:

Table 4

Vocal Demands For Stephahio

Character / Scene RANGE TESSITURA
Stephano / Recitative and AriaQue fais-tu, Fa—Gs Fbo-F5
blanche tourterelle, 135-140
Stephano/ Act Il Finale, 141-180 D-flat, — A-flats | (F4 - Gs)

The form of the aria is simple, and aside fronttéelvocal flourish at the end, it does not
demand much agility. The range and tessituraefdhe would be particularly
appropriate for Garcia’s description of the sopraaice, with a high C and no demands
in the lower register. Indeed, the tessitura amdje of the role make it ideal for the
current notion of a soprano, though the brevityhefrole makes it possible for other
voice types to sing it without much risk to thangevity. Garcia’s description of the
mezzo-soprano voice would make it a highly unlikeyndidate for this role, since the
top of the range exceeds the mezzo boundaries.cditealto, with the main strength in
the lowest registers, would be highly improbablecading to Garcia’s description. The
soprano voice, then would be the only voice likelyperform the role of Stephano - one

of the staples of today’s lyric mezzo-soprano repes.

8 From the Schirmer piano reduction, Gounod, Cha&lemeo and Juliet; Opera in Five Acts
(Milwaukee, WI: G. Schirmer, Inc., n.d.).
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Chapter Summary

Voice classification today is different than it watsvarious points in history.
While the female voice is currently widely recogedzo be properly thought of in three
main primary categories (soprano, mezzo-soprartbcantralto), it is a mistake to
assume that a singer who was described any nurhigears ago as having a certain
voice type would have had the attributes we assowdh that type today. Range seems
to have been the primary criterion for categoraator Garcia, for example, with timbre
ascribed more as a set of options for singing theharacteristic for distinction. With
Hiller, on the other hand, it seems that timbre rinaye been one of the most important
characteristics for distinguishing between contraltd soprano. Furthermore, Hiller's
description of the mezzo-soprano seems to supp@mation that the term might have
meant “soprano with a limited high range.” Anyailission of historical role assignation
must take this into account — particularly whenhshistorical information is used to
justify current casting or repertoire assignatidém.other words, to say that a role was
written for a mezzo-soprano is meaningless if e was composed two centuries ago
and there is no understanding of how the term \gas then as opposed to its current
usage.

Together, an understanding of voice classificatind a bit of historical context
can begin to explain shifts in role assignationpera. It is not necessary to explore the
historical context of each role separately, buteato have enough information to begin
to see the categories and terminology as alwaysrghi Historical context can further

illuminate those aspects in current practice whighscientifically justifiable and those
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which exist as a matter of taste or tradition. gheat amount of sub-division in current
voice classification, for example, has perhapstesk with advances in voice science
and pedagogy than it has to do with the extremerdity one finds in the vocal demands
of opera beginning in the mid-nineteenth centuBy.the twentieth century, when opera
houses were programming Handel, Wagner, MozaduSs$rand Verdi all in the same
season, it became evident that the three categurtes female voice were insufficient
for both the categorization of particular roles amel singers who excelled in them. Thus
the need for additional sub-categorization of rahespera spurred both the development
of theFach system and interest in the vocal characteristitishvdetermine such

secondary characterization.
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CHAPTER IlI

THE FACH SYSTEM

Any discussion of th&ach system must begin with a thorough definition of
terms. Indeed, the system itself is essentiafjyoaip of expressions (dramatic soprano,
lyric tenor, etc.) with specific definitions (ranganbre, appropriate roles, etc.). The
disparities between systems tend to revolve aralisabreements concerning the
terminology or the exact definitions attached tosthterms. The comparison of such
definitions and of role assignation in this chaptél provide an illustration ofFachas a
group of concepts which change over time or diffem region to region. The lyric
mezzo-sopran&achwill serve as a focal point for this comparatiwedy for two
reasons: the diverse demands of the current repednd, linked to this, the fact that
many of the roles which constitute thachtoday were earlier considered more
appropriate for other voice typ&s.Specific roles to be examined were selected pifyna
because of their popularity as audition/competitigpertoire or their prominence in the
opera world. Some of the roles listed, particyl#inbse from the Handel operas, are
more commonly performed in Europe than in the UhB¢ates. Yet today’s most
popular opera singers perform both here and aberatithese roles thus also appear on

the biographies of the most popular American Iymgzzo-sopranos, such as Susan

8 No attempt was made to offer an exhaustive lishefcanonical lyric mezzo-soprano repertoire.
For more exhaustive lists, the author refers theeedirectly to the Kloiber and Boldrey guides.
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Graham, Jennifer Larmore and Susanne Mefitzéithough many of the trouser roles
that were originally performed by castrati are tpdarformed by counter-tenors, the
casting of mezzo-sopranos in these roles contiauegny houses and the most popular
of such roles are therefore considered in the coisgratables.

The first term in need of exploration is the téfach (Facher, pl.). The German
word Fachhas as its two most common meanidgsverand (academigubject Fach
terminology is specific to a particular fieldfFachschafis a professional association; the
adjectivefachlichmeans specialist or technical. Even with onl\séhfew examples, one
can sense a general connotation of something (wh#the as concrete as a desk drawer
or as tentative as a field of knowledge) that istamed within boundaried-ach, in
other words, denotes category and implies resinstor boundaries. In the world of
operaFachdescribes a certain voice category and the roleg by that type. ThEach
system was codified during the great boom of uniorSermany in the early twentieth
century as a way to protect singers. Since therteijpe singers were asked to perform
began to include ever more diversity in terms efdiemands of orchestration, tessitura
and range, so, too, did the amount of repertomeélas inappropriate for a given singer
continue to increase. In order to create a melblyoghich singers would not be asked to
sing roles which might be harmful to their longgyitsts were created of groups of roles
with similar vocal demands. Each group/list corsgdi a certaifrach, and singers began
to sign contracts which denoted thieach The opera house could then ask them to sing

anything on the list under that particular categbmyt were required to list separately on

8 Larmore has been billed under various voice typasthe bulk of the repertoire she performs is
listed in theFach guides as lyric mezzo-soprano repertoire.
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the contract any roles which fell outside of tRath In this manner, singers were not
surprised by role assignation after the contradtdieeady been signéd.

The remaining terms in need of clarification areséhwhich are more specific
and which may differ depending on the system irstjae. It is necessary, therefore, to
list the definitions separately according to therse. The three sources explored below
offer a glimpse into historical shifts (two edit®of the same guide, thirty years apart)
and regional differences (German vs. Ameri¢dnjust as there is no universal
agreement on voice classification, there also gxistsuch agreement on thach
system. The guides used here were selected beohilsdr prominence as the leading
guides in their respective regions.

To a large extent, the general definitions fromreeuo source are in agreement.
Whereas the conception of four main categorieafev(soprano, contralto, tenor, bass)
may have reigned at various points in history,diltecategory model (soprano, mezzo-
soprano, contralto, tenor, baritone, bass) has e popular among pedagogues of
late and scientific advances have justified suefsitins. This latter model allows for a
high, medium, and low category for male and fensalgers. Interestingly, tiérove

Music Onlineentry forFachcites a combination of these two conceptionswatig for

% The lists were affected to a large extent by thesrwhich particular singers were comfortable
performing. In other words, lists reflected bo#tsting practices and individual instrument captédi To
what extent the same pedagogical concerns whigk ddice classification also play a role, in anyegi
moment, in thé=achlistings is questionable. It is difficult to argthat a certain role is inappropriate for a
particularFachwhen one of the most famous portrayers of thatwale best described under thechin
guestion (i.e. “well, Singer X sang that role...”).

8" The specific Kloiber editions were selected beeahsir span of the most recent three decades
highlights shifts in casting practices which haeewred during the careers of the latest genemtén
opera singers.
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the category of baritone but offering no middleegn category for femaf&. This more
than highlights the discrepancies between conaeptid the middle-voiced female, it
offers evidence that there still exist those whandbconsider mezzo-soprano to be a
primary category of the female voice. It may battine larger performing range of the
female singer makes misconceptions of the limitegiof the voice more likely.
Whatever the reason for this entry, the wide-spesadement found among today’s
leading pedagogues justifies the considerationtbfee-category female voice model.
From lowest to highest, then, the main female @ateg arecontralto, mezzesopranq
andsoprano Within each category, there may be the sub-dinisflyric to dramatic
(denoting lighter to darker timbre), or the subetdoloratura (denoting great agility).
Figure 1 shows the various levels of Fach designatollowing the low-to-high and

dark-to-bright criteria shown:

8 “The main categories (soprano, contralto, tenaritbne, bass) each have their own
subdivisions, so that the more dramatic type ofaop, for example, may be said to lie within ang off
threeFacher. thejugendliche dramatische SopraheZwischenfachsangerifor ‘in-between type’) and
thehochdramatische Soprdthe ‘high’ or ‘serious’ dramatic soprano, as op@d to the first type, the
‘youthful’ and therefore lighter type).” J.B. SteartFach,”Grove Music Onlineed. Laura Macy,
http://www.grovemusic.com (Accessed November 30620
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Figure 1

General FemalBach Designations
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Because the soprano voice is more common and role® exist for it, there tend to be
further divisions in practice of that voice typ€he parenthetical categories above are
less common, but are in use in systems of greatsiahs. The general agreement, as
one can see, coincides with a general agreeméetrirs of voice classification. Indeed,
the categories fdfachand voice classification generally carry the sa®scriptive
terminology when vocal attributes are describedutjin theFach definitions will not
revolve around such technicalities as locationrarigition points. Again, although the
terminology for voice classification artchis often identicalFachis primarily
concerned with role assignation while voice clasaifon seeks to describe the

physiological nature of a particular instrumentieTmost controversial points in tRach
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system center around the roles belonging to €ach, and, often, the roles deemed
inappropriate for a particul&ach®®

Because it has only recently been published, NRargs Clark’sGuide to the Aria
Repertoirewas not included in the following tables and comtagy, though it will likely
become a primary resource for American teacherseggrs in the future. The book is
particularly intriguing, however, in its structuffey it is not built on the concept of three
primary female voice types. Rather, the primamdée categories are limited to two:
soprano and mezzo-soprano. Contralto is listedsag-category, or, in Clark’s terms, a
Fach of the mezzo-soprano “voice.” In other words,r€lseems to favor the four-voice
model rather than the six-voice model, with thengigant modification of the lower

female voice as a mezzo-soprano rather than aattntr

The Kloiber Guide

The most important guide féiachis Rudolf Kloiber'sHandbuch der Oper?
This has been the primary guide in Germany and fieufor decades, and it continues to
be edited and re-released to reflect changes tmgeaend repertoire. The organization of
the guide is such that the bulk of the book coasi$plot and historical descriptions of
various operas. A list of voice types follows witbscriptions of the vocal characteristics

expected of each type. Following this list are separate sections of role listings; the

8 In fact, The Concise Oxford Dictionary of Opemsakes no mention whatsoever of voice type in
its entry forFach “The term used, strictly in Germany and more &gsdnternationally, to describe the
range of roles that a singer may be expected foqer’ John Warrack and Ewan West. Oxford
Unvierstiy Press, 199®xford Reference Onlin@xford University Press. Duke University. 30
November 2006 <http://www.oxfordreference.com>

% The Fach guide by Rudolf Kloiber (found in the #tandbuch der Opérhas been used for
decades since its first publication in 1951 by Gamsand, to a lesser extent, by other Europearebous
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first arranged by voice category and the seconddgya. The initial criterion by which

Kloiber divided roles, as he explains in the settidroducing voice types, hinges on

whether or not the character is serious or corim. the serious categories, his

definitions include descriptions of vocal rangeligg timbre, volume, and ability to

penetrate:

Table 5

Terms and Definitions from Kloiber 1973 (pp 758-7#6@anslations mine)

SERIOUS FACHER

Lyric (high) soprano

Range of ¢ - G
Soft (weich) voice with a beautiful melting qualitgble lines

Young dramatic
soprano

Range of ¢— G
Lyric soprano voice with a greater volume which edso create
dramatic high-points

Dramatic coloratura
soprano

Range of ¢- Fg
Agile voice with great heights; dramatic ability penetrate

Dramatic soprano Range of B - G
A metallic voice with great volume; great abilitygenetrate
Highly dramatic Range of G - G

soprano

Large, heavy, and expansive voice with well-deedlapiddle
and low registers

Dramatic mezzo-
soprano

Range of G— B-fla or Cs

Agile, metallic “zwischenfach” voice of a dark celevhich
often develops later into the highly dramatic Fagbpd high
notes

Dramatic contralto

Range of G— Bs
Agile, metallic voice with well developed high dow ranges;
dramatic ability to penetrate

Low contralto

Range of B— Ag
Full, dense voice with great depths

The comic roles include some of these criteridheirtdescriptions, but they also mention

acting abilities and appearance:
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(Table 5 continued)

COMIC FACHER

Lyric coloratura Range of ¢- Fg
soprano Very agile, soft voice with a great high range
Soubrette Range of ¢- G

Delicate, supple voice; a dainty appearance; gkillactress

Character soprano | Range of B- Cs
Zwischenfach voice; nice ability to portray charerst

Spielalt (lyric mezzo- | Range of G- B-flats
soprano) Flexible voice capable of characterization; skillactress

The female voice categories for Kloiber, then,esgentially subdivisions of soprano,
mezzo-soprano and contralto. When reading Gereramst one moves from most
specific descriptive terminology to the most gehasaone reads from left to right. In
other words, the word to the left is consideredlasategory of the word to the right. A
dramatic coloratura soprano, for example, woulé lseprano with great agility and a
timbre which, in Kloiber’'s words, has a great dbito penetrate. With the exception of
low contralto, all non-soprano voices in this sysi@e expected to be agile even though
theFacherdo not include the sub-classification of coloratur the titles. Again, the
reasons for this are most likely that the loweicedypes are less common than the
higher types and are therefore divided into fevetegories in practice.

In the 1973 edition of the guide, there is anigtior dramatic mezzo-soprano,
but lyric mezzo-soprano is listed in parenthesisr&pielalt(a character contralto
designation). Notice also that there is no lyrezap-soprano or lyric contralto category
for the serious roles. Furthermore, Kloiber’sitigtfor dramatic mezzo-soprano states

that this voice is essentially an “in between” desition which often develops into a
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dramatic voice with maturity. (In other words, theeally is no mezzo-soprano in the
end.) The ternlZwischenfaclarises here and elsewhere, and is always in rfeed o
clarification. The literal translatiometween Fachwould make the term applicable to
any voice that seemed to share characteristiceighhoring categories. Kloiber,
however, used the term to specifically denote & tyfjpdramatic voice, or the range
between a lyric and a “HeldenFach® In America, we often use this term to denote a
singer who might be either a soprano or a mezzoasop Boldrey’s listing of the term
Zwischenfachfor example, acknowledges the literal meaning wbice type that “cannot
be classified precisely in ofi@chor another,” yet notes that “it is commonly undeos!

to refer to that shadowland between soprano anaorsaprano *

Kloiber’s initial list of Facher does not change between the 1973 and 2004
editions, however the assignation of roles to seedice types and vice versa which
follows does change to update the guide to reftemte recent casting habits and the new
categories otoloratura mezzo-soprano, lyric mezzo-sopréa separate category
from Spielal), andlyric contralto.®® This means that these (by Kloiber) only recently
recognized categories are comprised of roles pusiyappropriated to oth&é&cher As

illustrated in the section on role-shifting belameFach may indeed include roles

L Kloiber explained in his prose and with the aichafmall diagram that th&wischenfach
category is simply the dramatic category. Yetiglisting ofFacher, he included the categories of young
dramatic soprano, dramatic soprano, and highly dt@nsoprano. To some extent, his listings of &xac
Fachercomplicates the notion he so simply set forthhim preceding prose. It is likely the editors dedid
to leave some sections of the guide and updatesptbeusing some confusion with the seeming
contradiction. For this study, however, the cadittions offer also clarification as evidence «fyatem
always in flux.

%2 Boldrey, 25.

* Kloiber, 2003/4, 903-905.
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previously deemed the territory of such seemingdparateFacheras coloratura soprano

and contralto.

The Boldrey Guide
The main American source in recent yeardHach descriptions and role
assignation has been t@aiide to Operatic Roles & Aridasy Richard Boldrey. Boldrey
offers significantly more subdivisions of voice ggpthan Kloiber, but he cautions that
singers need not consider themselves as belongiggmone category:
Like books, voices and roles do not always fit cortafbly into just one category.
Consequently, some pedagogues and singers disygutalue of voice categories.
They argue that voice categories keep them froms&ng the line” and singing
whatever their voices are capable of singing. \Bute categories are not meant
to constrain singers (most singers easily fit imto or even three neighboring
categories). On the contrary, they are meant iegal voice toward appropriate
repertoire, to help guard it from going off in sealadirections at onc¥.
Perhaps the great degree of sub-division fountlerBoldrey guide is a response to the
immense amount of repertoire available and seitgitiv all of the criteria involved in

voice classification and their myriad combinatiShsEven though this guide states as a

premise that singers may sing repertoire from ntimei@ one category, singers tend to shy

% Boldrey, 6.

% Indeed, Boldrey lists more criteria for considinatin both voice classification and role
determination than mentioned thus far. For clasdibn, for example, he considers registration and
passaggi to be independent categories, separatadssitura, and for flexibility to be an indepentde
category from agility. His description of flexiltyl is intriguing, for it essentially describes thhility to
employ various colors and dynamics and to vary theétim ease. In other words, what one might othsewi
consider artistry or craft (fully independent adissification) is, for Boldrey, a criterion for ctaféication.

As for Boldrey’s description of categorization ofas, he seems to have considered a great dedlesfac
beyond basic tessitura and orchestration. (SeeiedlyeBoldrey, 9-11)
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away from considering themselves to belong to nizee one category for fear that the
casting directors might assume they are confusedtdbeir voices.

Boldrey’s book consists of thirty pages of introthry material (in which the
categories and criteria used to arrive at theneapéained) and a series of intricate
listings organized in various ways to aid in seasc{listings of roles organized Bach
alphabetical listings of roles, lists of roles dhdir Facherorganized alphabetically by
opera, etc.). The initial thirty pages are pattdy important because they offer a
rationale for the lists which follow and for theefiginess of such lists in and of
themselves (i.e. for the very existence offlaeh system). Boldrey presents this
introductory material for voice categories in bb#iis and prose. The lists include the
following criteria after each category: normal rangegisters, timbre, weight/volume,
vocal challenges, [and] acting challeng®egBecause his lists are so extensive, the reader
is referred to the guide itself for details on ehsting.) The female categories listed by
Boldrey are: soubrette, light lyric coloratura sapo, light lyric soprano, full lyric
coloratura soprano, full lyric soprano, light draim&oloratura soprano, light dramatic
(spinto) soprano, full dramatic coloratura soprdnt,dramatic soprano, high dramatic
soprano, light lyric mezzo-soprano, full lyric mezgoprano, dramatic mezzo-soprano,
lyric contralto, and dramatic contraftb.One can see at first glance that there are many
subdivisions of categories which are not represemé¢he Kloiber guide. Indeed, there
are four types of lyric soprano and five types i@mdatic soprano. With his warning in

mind of not considering a singer necessarily cadito one particular category, these

% Boldrey, 17-18.
7 Ibid.
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subdivisions make sense. For the demands of colesidered appropriate for dramatic
or lyric soprano differ significantly within eactayp, and this type of sub-division seeks
to group roles together more precisely dependintherdemands of orchestration and
tessitura. Such thoughtful and well-researchedgrg of roles could indeed aid a
singer in finding the most suitable repertoireter voice and in avoiding inappropriate
roles. Whether or not casting trends concernirdydgpe, acting abilities,
timbre/character expectations, etc. make such sigais purely ideological optimism is
a question worthy of consideration. For while itesa and orchestration demands of a
role do not change, the casting trends do, andrBgklintricate lists will probably not
have much, if any, influence on global marketindtsh Fach in theory, offers a list of
appropriate repertoire for a given singer and tioeeea list of roles in which one might
succeed and enjoy the most potential longevityreadth. Yet the shifting of roles from
Fachto Fachover time raises the question of just how pedagdlgigustifiable these

lists can be. Coming at the list not from castmegds but from pedagogical concerns, as
Boldrey has done, is the only way to fulfill theetretical premise dfachas protecting
the longevity of the singer. Yet when castingtiedds with such listings, the question
becomes whether such a guide should also infordersaf the expectations of the
contemporary casting directors. Boldrey lists ntoueFacherfor most roles and notes
his suggestion for the most appropriate. Thisnalbim to acknowledge actual casting
trends yet also state his pedagogically-motivatsgdion as to the most appropriate

Fach

65



Boldrey's prose descriptions of categories, in casttto these lists, trace larger
conceptions oFachand the history of the terminology. In his defom of pants roles,
for example, Boldrey writes:

Pants or breeches or trouser roles . . . are atedavith lighter voice types,

because most pants roles are younger charactensi0& pants roles are sung by

light lyric sopranos or light lyric mezzo-soprantdsugh they can be found

among all the female voice categories — exceptitamatic soprand’
It is true that recent casting has not consideareditamatic soprano voice type
appropriate for pants roles, however those rolasiwére more heavily orchestrated,
such agler Komponis{Ariadne auf Naxgsor Octavian(Der Rosenkavaligrhave often
been sung by dramatic sopranos. Indeed, even muahears stories of German houses
casting women with the “appropriate” body type ating skills in trouser roles
regardless their exact voice types. (Haehsystem is one in which even a cautious
general statement such as that above can be sbovamibitious when taken in a larger
temporal context.)

Of particular significance for this study is thistthction Boldrey draws between
thelight lyric mezzo-sopranand thefull lyric mezzo-sopranoOne rarely sees a singer
billed with such distinct terminology, yet the dmttions are worth consideration.
Although the difference betwedight andfull is essentially one of timbre, the division of
the lyric mezzo-sopranBachallows in practice for a division of roles beyoint of
timbre (character type, agility demands, tessiteta,). It is striking that with so many

divisions of the soprano voices, including fourtitist types of coloratura sopranos,

% Boldrey, 21.
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Boldrey did not suggest the category of coloratnezzo-soprano. If the lyric mezzo-
soprano has accumulated the bulk of the trouses fahd coloratura mezzo roles, there
remain some lyric mezzo-sopranos who either laekatlity for such roles or do not
have the body types or acting/movement skills tdrpg the trouser roles. Without the
possibility of a separation of the lyric mezzo-somFachinto two categories, the lyric
mezzo who is not appropriate for trouser or Rogsil@s finds herself gravitating
towards a small number of French roles such as @aonDalila, all the while knowing
that these roles are often considered more appitepfior dramatic mezzo-soprarnos.
Boldrey explains the difference of the light andl éategories by addressing both vocal
qualities and role suitability: “The light lyric meo-soprano, like her soprano
counterparts, usually has a slender, bright vaioe,that is able to move quickly and
flexibly through coloratura passages. It is a g€ youth and exuberanc®® The full
lyric mezzo-soprano “may or not have a flexibleocgibut she does have fullness and
warmth.™* For the light lyric mezzo-soprano, Boldrey stathsre are some female
roles (Mercédés, Marcellina, Rosina), yet “soméhefmost delightful pants roles in
opera are written for the light lyric mezzo-soprdrsuch as Siébel, Urbain, Hansel, and

Cherubino'® The full lyric-mezzo, on the other hand, “is ti®ice of many early and

% Once the singer has progressed beyond the yotisgsiage, of course, these boundaries cease
to exist.

10 Boldrey, 25.

108 pig.

192 For Hansel, and to a large extent Cherubino, sisiement makes some sense, even if one
cannot prove that the singers who premiered tresrabuld today be considered light lyric mezzo-
sopranos. For Siébel, and especially for Urbdiere is nothing about the role that suggests the
appropriateness of any type of mezzo-soprano vdraher, the roles were clearly written for a soypr
voice. (See, for example the tessitura of thesroieTable 7, below.)
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middle nineteenth-century French composers for §ming romantic heroines,” such as
Charlotte Werthe), and Dulicnée@on Quichotty.'%®
Boldrey’s prose description of the dramatic megaprano does not include any
vocal characteristics, but rather revolves soletyiad character type:
The dramatic mezzo-soprano is the female “heavyhast operas. She is the
mother, the witch, the whore, the dowager, sometieven the queen. Sheis a
favorite voice of Verdi and Wagner, as well ashef tomposers of Eastern
Europe and Russia. She also appears in most etlegntury operas written in
America or Europé®*
It is interesting to note that here Kloiber andd@ely seem to have differed in the voices
for which they considered acting skills and/or euder type significant enough to list.
For Kloiber, the dramatic mezzo is a serious type \&as therefore described solely by
vocal characteristic®> Boldrey had already covered vocal characterigtidke lists and
one may easily read the prose description with haitabutes as a given. Yet Boldrey
did discuss the voice for the other prose defingiand chose to focus on character type
in this description.
For Boldrey, role categorization is concerned witbre criteria than general

tessitura and orchestration demands. Boldrey iftesihumerous relevant factors worth

consideration, most notably when the highest niotéise role occur in the opera, and

193 |bid. Boldrey does indicate Sesta(clemenza di Tifoas a pants role for the full lyric mezzo-

soprano. This is intriguing because the role dmegliffer greatly in tessitura or orchestratioma@dads
from those roles listed appropriate for light lyniezzo-soprano. Indeed, since the full lyric i no
necessarily expected to have an agile voice, ilaveeem that any of the more florid trouser rolesi\d
gravitate towards the lighter Fach.

1% Boldrey, 26.

195 perhaps this is a reflection of the traditionaifferent acting and movement expectations in
serious opera as opposed to comic opera.
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how the tessitura for ensemble numbers and sopnsjrdiffers’®® These criteria are
important for consideration, however one might arthat casting trends have trumped at
least the latter consideration. For directors Haodved” some of the tessitura
inconsistencies in order to have the voice typeootemporary favor. Despin€¢si fan
Tutte is an example Boldrey offers as a light voiceetyyhose main necessity be acting
skills. She sings the lowest female part in theeembles, and is indeed sometimes cast
with a mezzo-soprano. Yet the role is often supg bBoprano, and the tessitura for the
arias fully justifies such casting. The confusaises when one seeks to understand why
Despina is given the lowest female line in the emsles'®” To solve the problem of the
ensemble voicing, many directors switch the femalees so that Dorabella is on the
lowest and Despina on the highest part. (Thistswlalso helps many a Fiordiligi, since
trends have been to cast that role with a heaw&red soprano who often is thankful for
a break in tessitura and exposed agility demandisinaller-scale example of the same
type of “problem-solving” would be the common switof Mercédés and Frasquita in the

card trio Carmer) so that the highest note is given to the higluéces/type.

Role-Shifting

One of the most important aspects of Haeh system for a pedagogue to keep in
mind is that it is always representing casting gmafices of one particular moment in
time. The pedagogical reasons for considerindeatoobelong to one particul&ach

(and thus be appropriate for the correspondingevipe) may be overwhelming, but

1% Boldrey, 9.
197 A possible explanation for this seeming discrepascthat most of the Mozart female arias
have a similar tessitura.
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those pedagogical considerations can and do oéed to market trends. Though shifts
can be traced in moB&icher, one of the most interesting curréigcherto consider in
terms of the shifting of roles between categosa$at of the lyric mezzo-soprano, since,
as mentioned above, the category was relativelgxistent only a few decades ago.
Table 6 show&achlistings from the 1973 and 2003/4 Kloiber and 18®Idrey guides
for some of the more popular roles currently supgihgers billed as (lyric) mezzo-
sopranos. Because trends affect not only castihglbo whether or not operas are

considered popular enough for listing in the guatiall, some of the roles are not listed in

every guide.
Table 6
Comparison ofach Listings
Kloiber — 1973 Kloiber - 2003/4 Boldrey
Annius (Tito) dram contralto lyric mezzo full lyric sop
mezzo-soprano full lyric mezzo
Ariodante lyric mezzo light dram color sop
countertenor countertenor
(castrato)
Cesare Helden-baritone lyric mezzo countertenor
countertenor dram baritone
(alto castrato) dram bass
Cenerentola lyric color sop color mezzo light lymezzo
contralto
Charlotte lyric mezzo full lyric sop
full lyric mezzo
Cherubino lyric sop lyric mezzo light lyric mezzo
lyric sop
Dalila dram mezzo dram mezzo dram mezzo
dram contralto dram contralto contralto

1% Underlined categories are Boldrey’s suggestionshfe most suited categories for each role
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Dorabella dram contralto lyric mezzo full lyric sop
mezzo light dram sop
full lyric mezzo
dram mezzo
Hansel Spielait” lyric mezzo light lyric mezzo
Spielalt full lyric mezzo
Idamante lyric tenor lyric mezzo light lyric color sop
lyric tenor light lyric mezzo
countertenor
light lyric tenor
full lyric tenor
Komponist character sop dram mezzo full lyric sop
young dram sop young dram sop spinto sop
dram mezzo
Octavian dram mezzo dram mezzo full lyric sop
lyric mezzo spinto sop
full lyric mezzo
dram mezzo
Orlando lyric mezzo contralto
lyric contralto countertenor
countertenor
(alto castrato)
Rinaldo color mezzo full lyric mezzo
countertenor dram mezzo
(alto castrato) contralto
countertenor
Rosina lyric color sop color mezzo light lyric cokop
light lyric mezzo
contralto
Ruggiero lyric sop full lyric mezzo
(Alcina) lyric mezzo contralto
(castrato) countertenor
Serse sop soprano full lyric mezzo
lyric tenor mezzo countertenor
(sop castrato)
Sextus (Tito) dram sop dram mezzo full lyric color sop
lyric mezzo light lyric mezzo

full lyric mezzo
countertenor

199 gpjelalt in the 1973 version was listed @pielalt (Lyrischer Mezzosopras)in the 2003/04
version, it was a category listed among the cawticdtegories, separately from lyric mezzo-soprano.
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Siébel lyric sop light lyric sop
lyric tenor light lyric mezzo

Urbain color mezzo light lyric sop
light lyric mezzo

Zerlina color-soubrette sop soubrette
lyric mezzo light lyric color sop
light lyric mezzo

It is most interesting to read through the columnthe 1973 Kloiber listings separately
to get a perspective on the truly dispaféeherto which many of these roles were only
recently thought to belong. For the repertoire dtasome time or another been
considered appropriate for every idea of the fermalee, from light coloratura soprano
to dramatic soprano and mezzo-soprano to contrdltere was clearly also a trend to
have trouser roles sung by men (not by counterrsea® we find now particularly with
roles composed for castrati, but by tenors or baes). Indeed, some of these roles were
so commonly performed in transposition to accomrntmtiee tenors or baritones that it is
now difficult to acquire scores with the originays.

To understand either why these roles were coresiideart of otheFacheror why
they have come to be considered appropriate follytitiemezzo-soprano, a brief
overview of the vocal demands and extra-vocaldmaitthe roles will be necessary. The
determination of tessitura for a large role iskyicparticularly if that role encompasses a
great range, such as the Rossini heroines or taassttrouser roles. There are often
arias or sections of arias which employ a diffetessitura over a significant length of

time for dramatic purposes. Likewise, many ofthezart roles have different zones of
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tessitura for the recitative than the arias. Aarapt was made to mention the more
significant discrepancies and extremes in theidgat column of Table 7.

To what extent orchestration can be compared winesize of the orchestra and
the overall orchestral idiom differs so greatlyvetn composers is debatable. The
comments regarding orchestration, then, must lkasaelative to other roles in the
opera and, at most, to other roles by that pagroactmposer. The Strauss roles, for
example, even when lightly orchestrated, may in d@nand more penetrability of the
singer than a fully orchestrated Handel or Mozale,rparticularly if the performance of
the latter is done with period instruments. Noekdhs, the relative orchestration
demands help to identify reasons why the castingadicular roles may have evolved in
a certain manner, because, with the exception pserbfroles by composers known for
particularly heavy orchestration (Wagner, Verde, gtwe have come to expect
significant variety of timbre among the cast merslder a given opera. The relative
orchestration of the role to other roles in thagrapwould justify the preference of one
particular voice type over another, even if thgéarpedagogical justifications for such
preference remain vague, at best. Another sigmficonsideration for orchestration
which is not represented here is the extent to lwthe vocal line is doubled in the
orchestra and the degree to which the orchestys ptaand above the vocal line. This in
mind, Table 7 shows the general tessitura and stct®n demands for the roles

represented in Table 6:
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Table 7

Tessitura and Orchestratio

n Chart

(1)
=

Role Average| Average Orchestration Exceptions / Extremes
Tessitura
Annius (Tito) | G—Ds | strings; winds lower tessitura in group
numbers except finale; higher
tessitura in No 17;
Ariodante F/G - Es | full strings; occasionally lower tessitura in recitatives
winds and ensembles
Cesare - B, | full strings
Cenerentola | (C4 - Gs) | at times full; wind mostly as tessitura difficult to determing
punctuation because most numbers requi
singing in at least two octaves
performance tradition include
ornamentation abovesC
Charlotte - Es at times full; mostly light | some sustained high notes o
relative to other characters| heavy orchestration in Act Ill
Cherubino G—E | light strings and winds
Dalila D,— G5 | greatly varies from none to
full/heavy
Dorabella G- Ds | light to full, depending on | often sings above staff in solg
dramatic context and ensemble numbers; high
tessitura in large ensemble
numbers; lower in duets with
Fiordiligi
Hansel G-Ds light to heavy depending onslightly lower tessitura in duet
dramatic context with Gretel
ldamante G@— K | relatively heavy/full at times
Komponist E-F heavy (with brass) in all often sustained passages in
parts of the range higher and lower tessituras
Octavian G- F | light to full, often heavy often sustained passage
higher or lower tessituras
Orlando B - B; | light to full strings; at times| almost never sings above C
full with winds
Rinaldo D4 - B4 | strings and winds lower tessitura in arias
(1731
version)
Rosina B—E | relatively light; heavier tessitura is often slightly

orchestration mostly for
punctuation

lower; performance tradition
includes ornamentation abovs

U

Ce
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Ruggiero G4 - Ds | light to full strings first aria demands agilitpca
(Alcina) often higher tessitura
Serse - Fs light to full strings
Sextus (Tito) | G—Fs | relatively full orchestration
— winds, brass, strings,
percussion
Siébel A-E | light second aria notably lower in
tessitura but usually omitted
Urbain G- F | light to full for dramatic agility including numerous
effect high Cs both sustained and
staccato; often highest part in
ensemble; in stretta/cavatina,
tessitura depends on
version/score with optional
highs and lows
Zerlina R-FK light to full winds and slightly lower tessitura in
strings recitatives and ensembles

If performance ranges and comfortable tessituraedoh primary female voice category
are, as Garcia maintained, roughly one third apiaig,list contains all three main
groupings: roles with tessituras up tg Bp to B; and up to k. As illustrated in Table

6, many of these roles have earlier been considgrprbpriate for either low or high
(rather than middle) female voices. Table 6, tlodfers historical reasons for
guestioning the classification of many of thesesas mezzo-soprano roles. Table 7, on
the other hand, offers pedagogical reasons forsiiyaing the appropriatenesskech
listings. In terms of very general tessitura dedsathe roles of Cesare, Orlando and
Rinaldo would be most appropriate for a low femad&e (contralto), while the roles of
Idamante, Komponist, Octavian, Serse, and Sextugddae most appropriate for a high
female voice (soprano). The orchestration demé&dfie Komponist and Octavian

require a more dramatic voice type, while the otbés could be feasibly sung by any
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timbre category depending on changing tastes. usdorabella, and Ruggiero all fall

into the mid-range of the tessitura groupings abawd would therefore be most

appropriate for mid-voiced females (mezzo-sopranos)

While the Handel operas were apparently not peréaroften enough for

conclusion in the 1973 Kloiber guide, it is possitd consider many of the other role

listings from that guide with this tessitura infation in mind. Table 8 shows selected

1973 listings and the tessitura-determined voipesy

1973 Kloiber Listings and Tessitura

Kloiber — 1973

Appropriate Voice Type
According to Tessitura

Annius (Tito)

dram contralto
mezzo-soprano

mezzo-soprano

Cesare Helden-baritone contralto
Cherubino lyric sop mezzo or soprano
Dalila dram mezzo contralto or mezzo
dram contralto
Dorabella dram contralto mezzo-soprano
mezzo
Héansel Spielalt mezz0o-soprano
Idamante lyric tenor soprano
Komponist character sop soprano
young dram sop
Octavian dram mezzo soprano
Rosina lyric color sop mezzo or soprano
Serse sop soprano
lyric tenor
Sextus (Tito) dram sop soprano
Siébel lyric sop mezzo or soprano
lyric tenor

Zerlina

color-soubrette

soprano

76



Some of the 1973 Kloiber listings that seem puzgiinthe context of current casting
practices make sense when viewed with tessitunamd. Why, then, did such shifts
occur in the first place? The answer that seenst fikely is that a shift is occurring
away from vocal demands towards character typheaprimary grouping criterion. Yet
this is not the same character-type criterion asfoand in Mozart’s day, when a singer
would specialize in either comic or serious rol@ather, the common thread for the bulk
of the roles explored above is that they are trordes. Current trends are to cast a
slender, tall, perhaps lanky singer for such rolésmugh expectations for Cherubino,
Siébel, and Hansel also include great physicaitggihd ability to move convincingly

like a boy on stage, such expectations are diftdoermore noble roles, such as Annius,
Idamante, or Serse. While outward appearancedasér roles may be consistent across
various types of roles, then, the acting demandgdg. One might therefore say that
there exists a great variety of vocal and actingal&ls in the current lyric mezzo-
soprand~ach and that the constant may be in general physiqagctations. One thus
could further describe thisachas requiring a tall, slender singer capable dilling a

significant range of vocal and acting demands.

Chapter Summary / Conclusion

Voice classification anBtachare two separate and independent systems of voice
categorization, and the conflagration of the two adversely affect the future career of a
singer. Unfortunately, such conflagration is alirinsvitable when the titles of
categories for both systems are identical. Faehsystem was indeed conceived as a list

of appropriate repertoire according to voice tyyst,over the years each system has
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developed independently and the assumptionRAel still offers roles according to
voice classification can lead the singer/teachénéonrong repertoire. ThHeachsystem
must constantly be re-examined in order to undedstiae organizing criteria that drive
shifts of repertoire. As shown above, the title§@chercontinue to be voice categories,
even when the organizing criteria cease to be \ioais.

Perhaps speeding the process of shifts in reperitothe ever-increasing access to
single performances of a given opera. Today’'somstof aFachtend to include both
particular roles and particular singers. Via elalt® photography for marketing, DVDs
of live performances, and pirated videos availabieites likeYouTube.comaudiences
have heretofore unprecedented access to a partgnter and/or role portrayal. The
implications of such access include a more definaed restrictively determined
collective expectation of a particular role or wigpe. In the case of the lyric mezzo-
soprano, in other words, it is possible to lookhbatt current roles of theachand at the
leading singers of those roles. Among the mostfarperformers of the majority of the
roles explored in the tables above are Anne SogimeOtter and Susan Graham. Both
von Otter and Graham are known to be wonderfukastrs capable of portraying male or
female roles, tragedies or comedies; both are tpiitdboth are agile physically and
vocally; and both have performed a myriad of rokeg differ significantly from one

another in tessitura, range, and orchestration ddmaTheir height, physical agility, and

78



acting skills have likely led the collective expeadn of the lyric mezzo-soprano to
include such extra-vocal expectatidn$.

If these extra-vocal expectations are indeed @mtingFachlistings, singers and
teachers must keep this in mind while selectingmgmre. The number one priority for
singers and teachers alike must remain the headthomgevity of the singer. This
requires that roles are not assigned or learnedysoécause of their prominence in the
Fachdeemed appropriate for the singer or in the repertd a leading singer of that
Fach but rather that a separate critical study is dufrtee actual vocal demands of each
role. Furthermore, one must be open to considca or roles in &achthat do not
necessarily seem to correspond to actual voicsitizgion, while understanding that at
the early stages of the career, one is expecteffaparias that all belong to of@ch
This would mean that a singer in the early stadéssther career might find it in his/her
best interest to market him/herself ikfachthat does not necessarily coincide with the
exact voice classificatiol! The assigneBachfor a particular role may indeed have
very little to do with vocal demands. Voice cldissition andFachmust therefore be
considered separately in order to maintain vocalthevhile negotiating the marketing of

a singer. This is particularly crucial to keepmind when dealing with Rachthat

10 0f course, there are also currently popular mestqmranos who find a smaller niche than von
Otter. American mezzo-soprano Kristine Jepserpsnteire, for example, consists almost exclusiely
trouser roles, and her fans praise her actingtisilabove all. Another American mezzo, Vivica &ex
has focused on baroque opera, which includes troakses, and on showcasing her agility as Rossini
heroines. For Genaux, the press has focused orohat abilities above her acting.

11 As seen in the tables above, many trouser rolesidered part of the lyric mezzo-soprano
repertoire are most suitable for the lyric sopraAoyoung lyric soprano with height, physical atyiland
strong acting abilities might, for example, considarketing herself as a lyric mezzo-soprano in the
beginning. Taking this route, of course, the singins the risk of further problems of leavingtthach—
i.e. casting directors may not want to consideinges for a lyric soprano role when the resume s ®f
lyric mezzo-soprano repertoire. An early decisguth as this, may have far-reaching consequences.
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encompasses roles with such different vocal demasdrlando, Octavian, Rosina and
Urbain.

To a large extent, the restrictions inherent anRlach system are loosened as
soon as a singer has established him/herself ifielte Yet the importance of paying
heed to directors’ expectations in the earliegiestaof one’s career must not be
overlooked. Such expectations are significant ghdbat a lack of adherence to them
can keep a singer from getting an audition or faemsideration for casting. The mixing
of repertoire from variousacher, whether the roles be suitable for the singeroty is
perceived by many as a deficiency in training areparation. Choosing repertoire for
the earlier stages, then, is a delicate balanaedeet vocal concerns (i.e. attention to the
strengths and weaknesses of a specific singermanbical demands of each role) and
adherence to the probable expectations of thengpdiiectors who will hear the singer.
This greatly limits the appropriate repertoire loe beginning stages of the career, and
emphasizes the importance of finding those “fabsitiote” arias with which to send a
singer on the markeét?

The promise of advances in vocal science for e&emaocurate and less
controversial means of voice classification is grgat if the separation édfachand
actual classification is not recognized as suahddnger remains for the assignation of
inappropriate repertoire. Boldrey and Clark haaeheoffered possible solutions for this

dilemma. Boldrey continues to trégdch as voice classification, with vocal attributes as

12 The good news is that while at least three or &ias in this package must be predictable in
their popularity for whicheveffachthe singer is marketing him/herself, there is Igeto the young singer
to include at least one comparatively obscure dfiar. the lesser performed operas, there are
correspondingly less rigiHachexpectations.
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the main defining features of each category, buslvareful to emphasize that singers
will actually fall into more than one category. Mamportantly, he offers multiple
listings ofFacherfor roles, drawing attention to tivf@chhe deems most appropriate for
vocal reasons. Unfortunately, Boldrey does notlie reasons for considering the other
listings less appropriate, since those reasonsdrughlight the discrepancies between
vocal descriptors of theachand the vocal demands of the role. Clark, orother

hand, separates “voice” froRach clearly showing that they are not to be considlere
synonymous. One cannot blame Clark for avoidimgligting the secondary levels of
classification under voice type (this would sunelyddle theFachlistings and cause
unnecessary confusion), but the limitation of vaiaéegories to soprano and mezzo-
soprano goes against scientific evidence for timsicderation of three main groupings of
the female voice.

Perhaps the single most important thing for a gedae to recognize about the
Fachsystem is that it is in flux, bending to shiftiagcio-cultural tastes and
expectations’® The limitations this system places on a teaahéné selection of
audition repertoire for his/her students is cetyairustrating, but the students must not
have their chances at casting compromised by th®fithe teacher (however noble it
be) to assign repertoire without regard to theesyst The way to fix the rigidity of the

system is to call for a considerationkzch and voice classification as two independent

13\When a shift takes place, for example, in the etqin of a heroic male voice from the high
light voice to a lower, darker voice, the dilemraadd is that the music (i.e. the vocal demandahpf
given hero role do not change. In other wordsctillective expectation of the voice for the hehndts,
but the vocal demands of the heroic role in a gmeara remain the same. In a situation like susjety
begins to expect a shift from a lyric tenor to ardatic tenor. If the tessitura was appropriatdtierlyric
tenor, this shift will likely mean that dramatiat@'s are going to have to sing for sustained psriod
tessitura that is uncomfortably high.
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means of categorization. If voice classificatie@mes to be understood as a
physiological fact or instrument type, aRdchis recognized as a grouping of roles that
share either vocal or character traits, it shoukhéually be possible for singers to
perform in more than oriéach In other words, it would be possible to sayg'sha

lyric soprano (one voice type) who specializesonlsette and French trouser roles (two
Féachel.” A change in the terminology of th&ch system to more accurately represent
the grouping criteria would greatly aid in solvitige dilemma, yet that seems unlikely to
occur in the foreseeable future. The educatiasirgfers and teachers as to the fluid
nature of thd=ach system vs. the physiologically-determined natureoace

classification, on the other hand, is a viable acliievable way out of the problem. In
order for this to take place, th@ach system must be critically examined and discussed.
Yet while advances in voice science continue twigevidence for the physiological
differences between voice typéschremains ingrained in a more obscure state due to a
lack of literature looking critically at the systenihe tables above charting recent
casting shifts are only one model for such critanradl analytic investigations.

Voice teachers and coaches alike continue to #atetheir frustration with
repertoire assignation and thach system, particularly when the arias and roles they
most want to assign a student are not currentlgidened appropriate for that singer’'s
Fach This dilemma continually presents itself: doas assign a student the aria that
he/she will sing best and run the risk of distughine casting director’s sensekzch?
Often this frustration leads to questions conceymime responsibilities of the directors.

Yet part of what makes the relationship betweenvthee teacher and singer so special is
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its very unique and intense level of trust. Thegdeacher has to be awarded a
tremendous amount of trust in order for succegsdining to take place. The singer
trusts that the teacher is not only good enougthat he/she does to lead the singer in
the right direction, but also that the primary cemmcon the part of the teacher is the
health and longevity of the singer. The castinngador may indeed care about the
singer’s future, but one cannot expect a directoriisiary concern to be the health and
longevity of every singer he/she hears. Nor owghexpect casting directors to have
enough training in anatomy and physiology to be ablengage with the questions of
role assignation in the same manner as vocal pedago In the end, the responsibility is
with the voice teacher. The teacher must takeathttional care when selecting
repertoire for his/her student, and the teachet ediscate the singer about the
differences between voice classification &ath ThoughFachand voice type seem
synonymous to many today, we, as vocal pedagogaasand must create a critical
discussion that will result in the more accuratecadion of the singers and teachers of

future generations.
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