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ABSTRACT 

 This document examines the challenges of cross-training between western 

classical and musical theatre vocal styles, a current trend in the music 

industry is diversity. Opera companies are willing to program some musical theatre 

performances and many Broadway musical compositions use mixed musical styles. Due 

to these demands, singers need to be prepared for alternating performances between 

classical and musical theatre styles. Therefore, young singers need to have cross-training 

experiences in college. This paper discusses music styles developed from the 19th century 

into the 21st century and what the differences are between classical singing and musical 

theatre singing. It also includes a literature review that discusses critics' opinions about 

cross-training. Included is a discussion of the methodology of cross-training, how singers 

balance their registration and resonance, and how and when they need to use belting. This 

paper also provides a reference of repertoire for different levels of sopranos, and it is also 

a resource for less experienced teachers to use in their vocal studios. This dissertation 

argues that the musical curriculum at the college level should offer a more diverse 

education to singers in training, which will better prepare them for successful singing 

careers. 
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CHAPTER I 

INTRODUCTION 

  For the first ten years of my vocal training, I focused on learning Chinese folk 

songs. After I went to college, I started to explore western classical music. I was not 

aware that singing Chinese folk songs does not use the same vocal techniques as Italian 

art songs. I continued studying classical technique through my master’s and doctoral 

degrees. I became aware that many summer program auditions ask for art songs or arias 

from different time periods in foreign languages and often ask for a musical theatre 

piece.1 This experience showed me that a good singer must be flexible, and teachers 

therefore need to be prepared to teach repertoire from both classical and popular music 

genres. 

 There are singers who specialize in singing Bach and do not sing Puccini or 

Verdi.2 The technique needed for Bach uses a different tone color and straightened 

vibrato. However, this does not mean they cannot sing Puccini. If they understand what 

their voices need to do, they can sing Puccini as well as Bach. A good singer who has a 

wonderful operatic career may not need to have much of a career in musical theatre, 

however they can still choose musical theatre as a second priority.   

 For teachers who do not have a background in popular or musical theater singing 

styles, it is important to understand the stylistic differences and how the voice is used 

 
1 “Deadline, audition and contract notifications” Yap Tracker, accessed January 24, 2022. 
2 Malcolm Boyd, “Review of Sacred Bach, echt and unecht, by Johann Sebastian Bach, Harry 
Christophers, The Sixteen Choir and Orchestra, Wolfgang Helbich, Alsfelder Vokal Ensemble, 
Nancy Argenta, Monica Huggett, and Ensemble Sonnerie.” Early Music 23, no. 2 (1995): 338–
338.. 
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differently within these different styles. In this dissertation, I will address my approach as 

a teacher who needs to give guidance to performers who sing in these different styles of 

music. In teaching young singers, it is important for students to explore both classical and 

musical theater singing techniques. It is not necessary for them to make a final 

decision for their singing career. There is not an either/or when they learn to sing 

classical and musical theater. As a teacher, offering students an all-inclusive “and” in 

teaching their singing techniques and repertoire will allow singers to feel fully prepared 

with a diverse package when they graduate from college and go out into 

society to audition for a job.3 In addition to meeting the demand of many summer 

programs and opera companies for a musical theatre selection, studying diverse vocal 

repertoire can boost vocal development and stimulate musical growth in the long term. 

 Teaching a student to sing in different styles requires the teacher to understand 

the difference between the singing techniques of those styles. The teacher must stay 

focused on healthy singing while being able to adjust between western classical and 

western musical theatre styles. This document will provide different exercises to address 

some of the challenges of cross-over singing. It will begin with classical singing, 

focusing on flexibility of the voice and vocalizations to develop the higher range. For 

musical theater singing, vocalizes will demonstrate how to belt and how to support the 

chest voice comfortably. The repertoire includes 18th and 19th century opera arias and art 

songs in various languages. It will also include repertoire from the golden age of 

Broadway musicals expanding into current trends of musical theatre.  

 
3 Spivey, Norman, and Mary Saunders-Barton. “Cross-Training vs. Crossover” in Cross-training 
in the Voice Studio: A Balancing Act. Plural Publishing, 2018, 26.  
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CHAPTER II 

THE HISTORICAL CONTEXT AND CRITIQUES ON CROSS-

TRAINING 

2.1.1: Background: Classical Opera 

Opera emerged from different genres in the seventeenth century and as long as 

composers in different nationalities produced various operas, the vocal music styles, and 

singing techniques continued to change. In the process of teaching students to perform 

opera, the vocal teacher should educate students on the opera historical background and 

help students to identify the representative composers and operatic productions.  

In the early seventeenth century, opera emerged from European countries, 

including Italy, France, and England. The first Italian operas are Dafne of 1598 by Jacopo 

Peri and Jacopo Corsi, Euridice of 1600 by Peri and Giulio Caccini, and Il rapimento di 

Cefalo of 1600 by Caccini.4 Italian operas came from the genre intermedi, which is a 

musical composition for theatrical performance that has singing with musical 

accompaniment and dance between the acts of a play, and were occasionally performed 

for the celebration of Medici family’s weddings in Florence.5 Intermedi develops into 

opera, and the most important stylistic creation is the recitative. Recitative is 

characterized by sung libretto in musical rhythm, with instrumental accompaniment, 

performing the poetic text in a natural and expressive way.6 

 
4 Brown, Howard Mayer, Ellen Rosand, Reinhard Strohm, Michel Noiray, Roger Parker, Arnold 
Whittall, Roger Savage, and Barry Millington. "Opera (i)." Grove Music Online. 2001; Accessed 
9 Feb. 2022. 
5 Roger Parker, The Oxford Illustrated history of opera (Oxford University Press 1994). 
6 Donington, Robert. The Rise of Opera. Scribner, 1981. 
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In 1645, through the influence of political diplomacy between Rome and France, 

a large-scale opera La finta pazza by Francesco Sacrati was performed at the French 

court.7 However, the French court was unhappy about foreign language operatic 

productions, which made the audience feel confused and uncomfortable after watching 

the show. An expatriate Italian composer Jean-Baptiste Lully mixed old and new 

elements and worked with the librettist, Philippe Quinault, and built a new French genre 

tragédie en musique.8 It is comprised of declamatory recitatives in French, miniature 

solo airs, large dances, choral singing, and a large size orchestra.9 The dancers and 

chorus represented the same characters, and the two troupes alternated performing on the 

stage, which gave the audience a clear narration, and created believable characters.10 

  Later in the seventeenth-century, Lully’s tragédie en musique was performed to 

the public, and Italian commedia dell’arte troupes were also touring through the 

country.11 Italian opera developed and extended into various styles in the eighteenth 

century. Tragédie en musique and commedia dell’arte are sub-genres of opera and 

studying these sub-genres helps us understand the evolution of opera.  

 Other sub-genres developed during the Classical and Romantic periods. Italian 

opera is divided into either opera seria focusing on individual feelings or opera buffa 

 
7 Murata, Margaret. "Why the First Opera given in Paris Wasn't Roman." Cambridge Opera 
Journal 7, no. 2 (1995): 87-105. 
8 Carter, Tim, and John. Butt. The Cambridge History of Seventeenth-century Music. The 
Cambridge History of Music. Cambridge University Press, 2005, 229-235. 
9 Ibid. 
10 Harris-Warrick, Rebecca. “Constructing the Divertissement.” Chapter. In Dance and Drama in 
French Baroque Opera: A History, 24–81. Cambridge Studies in Opera. Cambridge: Cambridge 
University Press, 2016. doi:10.1017/CBO9781316481080.003. 
11 Carter, Tim, and John. Butt. The Cambridge History of Seventeenth-century Music. The 
Cambridge History of Music. Cambridge University Press, 2005, 243-245. 
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narrating social practice. Most other countries learned from Italy and the colloquial 

Italian term was adopted as their native terms, such as Singspiel in Germany, and 

Zarzuela in Spain.12 Some popular composers in these two periods are Mozart, Rossini, 

Bellini, Donizetti, Puccini, Verdi, and Wagner. As different sub-genres developed, 

different voice types, also known by the German word fach, developed. It is necessary to 

know the singer’s fach and voice type to lead the singer to the repertoire best suited to 

their voice. The main voice fach are soprano, contralto, tenor, baritone, and bass.  

 The soprano includes subdivisions, such as lyric soprano, dramatic soprano, 

soubrette, and coloratura soprano. The lyric soprano is a type of female voice, in which 

the vocal range is about two octaves. Composers usually set lyric soprano as a beautiful, 

lyrical, and elegant style.13 Compared to lyric soprano, the dramatic soprano is a type of 

voice used in a heavy role, and the color of the vocal tone is powerful and rich, such as 

Wagnerian soprano, Brünnhilde in Der Ring des Nibelungen, and Isolde in Tristan und 

Isolde.14 Coloratura soprano has demanding florid signing techniques for singing 

difficult, fast, and long ornamentations in the melodies. Coloratura is widely used to 

combine with coloratura mezzo-soprano, or coloratura light-soprano, which depends on 

the opera roles.15  

 Mozart composed for these soprano roles by using virtuosic melodies to depict 

characters’ emotions and set characters in different social levels. Donna Anna in Don 

 
12 Keefe, Simon P. “Music for the Theatre.” Chapter. In The Cambridge History of Eighteenth-
century Music. The Cambridge History of Music. Cambridge University Press, 2009. 
13 Steane, J.B. "Lyric soprano." Grove Music Online. 2002; Accessed 21 Feb. 2022. 
14 Steane, J.B. "Dramatic soprano." Grove Music Online. 2002; Accessed 21 Feb. 2022. 
15 Steane, J.B., and Owen Jander. "Coloratura (opera)." Grove Music Online. 2002; Accessed 21 
Feb. 2022. 
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Giovanni is a heroic character who is usually performed by a dramatic coloratura 

soprano.16 Her life is full of tragedy and her character is mixed with half of seria stasis in 

a comic opera. Donna Elvira and Così Fan Tutte’s Fiordiligi are also composed of 

dramatic coloratura roles like Donna Anna by Mozart’s creation. Their singing technique 

requires in a bravura performance, and their characteristics are full of parody expressions.  

Another seria role written by Mozart is the lyric soprano role of Pamina in Die 

Zauberflöte. Pamina is the daughter of the Queen of the Night who is a high coloratura 

soprano. In the opera, Pamina is abducted by Sarastro. Tamino triumphs through the 

difficulties set against him with the help of a magic flute and finally rescues Pamina, and 

they fall in love.17 “Ach ich fühl’s” is Pamina’s most famous aria, in which her melody 

is not in a wide range, the highest note is only up to B-flat. The tempo is slow, and the 

singer needs to sing the phases legato and with dramatic emotion. Pamina has been 

heartbroken by Tamino who needs to pass his test and then rescue Pamina. But Pamina 

misunderstands Tamino and expresses her grief that she must die if her love has 

vanished. This role is such a serious and pathetic role, using elegant melodic vocal lines 

to express her bitterness for losing her love and longing for her delightful memory of love 

with Tamino.  

 Mozart used another type of soprano known as the soubrette, whose voice is a 

type of light soprano, and often depends on the social status of the character.18 Popular 

 
16 Brown-Montesano, Kristi. “Feminine Vengeance I: The Assailed/ Assailant Donna Anna.” In 
Understanding the Women of Mozart's Operas. University of California Press, 2007. 
17 Fisher, Burton D, Emanuel Schikaneder, and Carl Ludwig Giesecke. “Brief Story Synopsis.” 
In Mozart's The Magic Flute. Miami: Opera Journeys Publishing, 2001. 
18 Jander, Owen, and Ellen T. Harris. "Soubrette." Grove Music Online. 2001; Accessed 21 Feb. 
2022. 
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soubrette roles are Susanna in Le nozze di Figaro, Zerlina in Don Giovanni, and Despina 

in Così Fan Tutte. Susanna is the countess’s maid, and her social status is lower than the 

countess’s, but she is educated and displays her cunning to help the Countess maintain 

her love and marriage.19 The two women play a wicked trick to fool the Count and to 

expose the Count’s unfaithfulness. Susanna and the Countess help each other and 

successfully attain their love and have happy marriages at the end of the opera.20 Mozart 

created this close relationship between Susanna and the Countess, which is so unique and 

brings forth a new idea about setting the characters upending the normal social order. 

Susanna does not demand a bravura singing technique, rather, her music throughout the 

entire opera is in a modest range, with the highest note a B-flat.21 One of the most 

popular arias is “Deh Vieni non tardar,” happening in the last act where Susanna wears 

the Countess’s cloak to pretend to be her. Mozart wrote Susanna’s voice in the lower 

range to allow the text to be more understood and pushed the climax of the music when 

she sings about loveliness. She wants to let her lover, Figaro, hear it and become jealous. 

In musical theatre works, composers often write vocal melodies in a lower range, which 

allows the text to be more easily understood.  

 In the cross-training process, the teacher can give students Mozart’s arias as a 

start in learning the classical style of opera. Pamina and Susanna’s arias are approachable 

because their music is in a narrow range (compared with other more difficult soprano’s 

 
19 Brown-Montesano, Kristi. “Sisterhood and Seduction II: Friendship and Class.” In 
Understanding the Women of Mozart's Operas. University of California Press, 2007. 
20 Carter, Tim. W.A. Mozart, Le Nozze Di Figaro. Cambridge Opera Handbooks. Cambridge 
University Press, 1987, 49-74.  
21 Mozart, Wolfgang Amadeus. Great Mozart Arias for Soprano: Voice and Piano. Dover, 2003, 
104-108. 
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arias), it is a good vehicle for singers to practice their breath support, and the leaps are in 

fourth and fifth intervals helping teachers to train the students to sing legato. If a musical 

theatre soprano tries to sing a classical style of music, Susanna’s “Deh Vieni non tardar” 

is a recommendation. The soprano can use this aria to find a balanced warm and rich 

tone, based on the moderate tempo and the narrow vocal range.  
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2.1.2: Verismo Opera 

 During the nineteenth century, verismo opera often appears in public aesthetics. 

“Verismo” means realism, an Italian word translated as truth.22 This term was originally 

used in literature as early as the 1870s. French authors wrote novels based on 

observations of working classes who were poor and suffered in their daily lives. Through 

the influence of French naturalism in writing, operatic verismo became popular.23 

Cavalleria Rusticana was the first and the most important verismo opera, composed by 

the Italian composer Pietro Mascagni, and based on Giovanni Verga’s play, composed 

this opera and made a successful debut in Rome in 1890.24 It is a dramatic one-act play, 

and the libretto uses the effective plebian language of the working-class, depicting the 

real urban violence of rural society. The composer was influenced by Wagner and used 

leitmotifs and thematic connections throughout the whole production.25 In addition to 

Cavalleria Rusticana, Ruggero Leoncavallo’s Pagliacci has also lasted in the end, in 

which these two verismo operas are known as the best contributions to the musical 

theatre.26 

 There are some characteristics that identify verismo opera. First, the subject of 

the story happens in low urban life, and composers are willing to describe the actual 

living environment of the general public instead of the upper class.27 Some of the 

 
22 Weiss, Piero. Opera: A History in Documents. Oxford University Press, 2002, 245.  
23 Ibid.,246. 
24 Girardi, Michele. "Cavalleria rusticana (i)." Grove Music Online.2002; Accessed 21 Feb. 2022. 
25 Mallach, Alan. The Autumn of Italian Opera: From Verismo to Modernism, 1890-1915, 23-35. 
26 Sansone, Matteo. "Verismo." Grove Music Online. 2001; Accessed 21 Feb. 2022.  
27 Corazzol, Adriana Guarnieri, and Roger Parker. “Opera and Verismo: Regressive Points of 
View and the Artifice of Alienation.” Cambridge Opera Journal 5, no. 1 (1993): 39–53.  
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principal composers of verismo opera include Pietro Mascagni, Ruggero Leoncavallo, 

Umberto Giordano, Massenet, and Giacomo Puccini.28 Puccini composed opera based on 

the newest novels of the era, in which characters are natural and related to a real 

audience. On the contrary, Verdi usually chose Shakespearean plays as the librettos for 

his operas, portraying the story of politics or royalty.29 Puccini composed La bohème 

based on a novel “Scènes de la Vie de Bohème” by Henry Murger. This story is a tragedy 

in which all the main roles are tortured artists living in Paris. Rodolfo, a poet, uses his old 

manuscripts to make a fire to keep warm.30 This activity, which reflects poor people 

struggling with their basic needs, food, clothing, shelter, and warmth, has been used in 

other operas and musicals. The musical theatre piece, My Fair Lady was composed by 

Frederick Loewe in 1913.31 In the first scene, Eliza sells flowers on the street, and the 

other men from the working class are around the fire. The setting shows to the audience 

that Eliza is living a rugged life.32 This imitation of real-life can make a personal 

connection with the audience, and it is a reason why La Bohème or My Fair Lady remain 

popular.  

 The second characteristic of verismo opera is that composers set the libretto in a 

natural and speech-like way to the music. Puccini used irregular rhythms and meters to 

 
28 Corazzol, Adriana Guarnieri, and Roger Parker. “Opera and Verismo: Regressive Points of 
View and the Artifice of Alienation.” Cambridge Opera Journal 5, no. 1 (1993): 39–53. 
29 Montgomery, Alan. "Puccini and the Verismo School." In Opera Coaching, 117-19. 2nd ed. 
Vol. 1. Routledge, 2020. 
30 Martin, Nicholas Ivor. “Entries.” In The Opera Manual. Blue Ridge Summit: Scarecrow Press, 
2013.  
31 Patricia Bauer. "My Fair Lady," Britannica Academic, S.V. Accessed February 23, 2022. 
32 Lerner, Alan Jay. “‘Pygmalion’ and ‘My Fair Lady.’” Bulletin (Shaw Society of America) 1, 
no. 10 (1956): 4–7.  
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make the librettos sound like daily conversations.33 For example, in act IV final scene 

(Appendix 1),34 the meter is 2/4 from rehearsal 28, and it changes to 6/8 at the end of 

rehearsal 29, and at the start of rehearsal 30, it is back to 2/4 again. Then, in rehearsal 31, 

the meter changes twice between 3/4 and 4/4. In the final scene, the recitative is 

functioning as a conversation among Musetta, Rodolfo, Marcello, and Schaunard. In fig. 

1, the rhythmic setting in Musetta’s phrases with Rodolfo is irregular. Puccini set the 

musical rhythm based on daily speech, and he used dotted eighth notes, dotted sixteenth 

notes, triplets, and sextuplets.35 In fig. 2, Puccini chose to set the text to an unpitched 

tone, which is similar to theatre’s spoken dialogues.36 

 

 

 

Figure 1. La Bohème, act IV final scene.37 
 

 

 

 
33 Berger, William. Puccini without Excuses: A Refreshing Reassessment of the World's Most 
Popular Composer. Vintage Books, 2005, 60.  
34 Puccini, Giacomo, Giuseppe Giacosa, Luigi Illica, Henry Murger, Carlo Carignani, and Mario 
Parenti. 2008. La Bohème [opera completa per canto e pianoforte]. Sesto Ulteriano - San 
Giuliano Milanese (MI): Universal Music MGB Publications. 
35 Puccini, Giacomo, Giuseppe Giacosa, Luigi Illica, and Henri Murger. La Bohème. Music 
Online: Classical Scores Library, Volume I. G. Ricordi, 2000, 403-408. 
36 Ibid, 406. 
37 Ibid, 403-408. 
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Figure 2. Figure 1. La Bohème, act IV final scene.38 
  

 The third characteristic of verismo opera deals with the orchestra. Puccini 

composed an orchestration that is simple and sets the orchestra as a narrator in the story.39 

The orchestral music is equally important as the vocal music, the melody interweaving 

between both parts. Puccini was also influenced by Wagner who used leitmotivs for each 

specific character.40 In Rodolfo’s “Che gelida manina,” Puccini wrote his melody using 

parlando singing over the top of the orchestra, and this musical theme alternates again 

and again, making the audience remember this beautiful aria.41 In My Fair Lady, Eliza’s 

“I could have danced all night,” Loewe also chose to repeat the motive as the B-section 

 
38 Puccini, Giacomo, Giuseppe Giacosa, Luigi Illica, and Henri Murger. La Bohème.406. 
39 Giger, A. "Verismo: Origin, Corruption, and Redemption of an Operatic Term." Journal of the 
American Musicological Society. 60, no. 2 (2007): 271-315. 
40 Bartlam, Leah. "Is La Bohѐme a Verismo Opera?" Musical Offerings 11, no. 1 (2020): 1-15. 
41 Puccini, Giacomo, Giuseppe Giacosa, Luigi Illica, and Henri Murger. La Bohème: In Full 
Score. Dover, 1987. 
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of the song, allowing the audience to remember the melody long after the show is over.42 

In the twentieth century, American composers have kept writing operas in verismo style, 

for example, Gian Carlo Menotti’s The Consul (1950), Kurt Weill’s Street Scene (1946), 

and Marc Blitzstein’s Regina (1946-8).43  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
42 Loewe, Frederick, and Robert Russell Bennett. My Fair Lady: (selection for Concert Band). 
Chappell, 1956. 
43 Kirk, Elise K. “The New American Verismo,” In American Opera. Music in American Life. 
University of Illinois Press, 2001, 253-271.  
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2.1.3: Operetta and Musical Theatre 

 In addition to opera, new musical forms appear including operetta, musical 

theatre, and film. Operetta is a musical-dramatic work that is in a structure similar to 

opera with arias, spoken dialogue, dances, and orchestral music which expresses a light 

or amusing nature.44  

 Starting in the nineteenth century, Jacques Offenbach was known as the first 

important composer of operetta. In his Orphée aux Enfers, the chorus is much more 

important and plays the role of a foil. The chorus also has a dancing part and looks very 

attractive.45 The orchestra sets as a small theatre band, and the vocal singing style is still 

in a classical sound. Offenbach created Orphée as a full-length operetta, and for the 

purposes of musical satire, he composed some musical phrases by using Gluck’s sacred 

music and made parts of the show sound like referring back to the classical period.46 For 

example, there is a contrast in the Aristée’s song, in which the prelude of the song was 

composed in a sad emotional mood, but the words of the song are in insincere emotion.47 

Offenbach was good at this composing method making the arias anticlimactic, which is 

new and interesting compared to verismo opera.  

 Influenced by Offenbach, Johann Strauss II composed Die Fledermaus in 1874 

in Vienna, which became the golden standard of the Viennese operetta.48 Instead of 

Offenbach’s satirical style, Strauss provided more strength, mixing the Austrian romantic 

 
44 Lamb, Andrew. "Operetta." Grove Music Online. 2001; Accessed 24 Feb. 2022. 
45 Traubner, Richard. Operetta: A Theatrical History. Revised ed. Routledge, 2003, 33. 
46 Ibid, 35.  
47 Ibid, 36. 
48 Traubner, Richard. “Vienna Gold.” In Operetta: A Theatrical History. Revised ed. Routledge, 
2003, 33. 
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waltz into the composition.49 At the same time, French operetta also forms but is less 

satirical and more elegant and romantic. André Messager is a contributor to the French 

operetta development. The Viennese successors include Franz Lehár, Oscar Staus, and 

Leo Fall.50 

 British composer, Arthur S. Sullivan was one of the most popular composers of 

operetta. He and the librettist, W.S. Gilbert collaborated and created many popular light 

comic operas, for example, H. M. S. Pinafore, The Mikado, and The Pirates of Penzance. 

In H.M.S. Pinafore, the captain’s daughter, Josephine, falls in love with a lower-class 

sailor.51 Gilbert wrote the story full of humor, joking about the British social classes, 

making fun of the political parties, the Royal Navy, and members of the low class trying 

to climb their way into higher social positions.52  

 The music of Pinafore starts with a long orchestral introduction, and the choir of 

sailors are singing a jolly song with a lively and fresh energy.53 Sullivan used some folk-

tunes and repeated the melody making the music simple and easy. The story also includes 

some more traditional recitatives in the Captain’s piece which is a conversation between 

the captain and the sailors.54 The famous song “I am the Captain of the Pinafore,” has 

the humorous conversation: “-What never? -No, never! -What, never? -Hardly ever!”55 

This dialogue composing is one of the biggest differences between classical opera and 

 
49 Lamb, Andrew. “Nature and development.” In "Operetta." Grove Music 
Online. 2001; Accessed 24 Feb. 2022. 
50 Britannica Academic, s.v. "Operetta," accessed February 25, 2022. 
51 McSpadden, J. Walker. Operas and Musical Comedies. Enlarged ed. Crowell, 1954, 477. 
52 Ibid. 
53 Dunhill, Thomas F. Sullivan’s Comic Operas: A Critical Sppreciation. Edward Arnold & co, 
1928.   
54 Ibid,62-64. 
55 Ibid, 65-66. 
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operetta, and it also contributed to the development of musical theatre. Sullivan also 

composed the most tender melody for Josephine’s first song, which is “Sorry her lot who 

loves too well.”56 It still requests a domed classical singing technique, and the voice 

should maintain vibrato throughout. H. M. S. Pinafore was tremendously popular in 

Britain, along with many of their other operettas.  

 After World War I, there were other national composers who contributed to 

operettas. For example, Franz Lehár from Austria, composed “The Merry Widow” in 

1907, which is his most successful operetta.57 He composed theatrical scenes based on 

the song-and-dance of musical comedy style, which combined characteristics of spoken 

dialogue, and colorized the works in order to make them more palatable to a modern 

audience.58 In America, Jerome Kern’s Show Boat is considered the first successful 

American operetta and the first “musical play.”59 He focused on the connection between 

music and text, specifically that the language is vernacular and the rhythmic patterns are 

paired with native patterns. The melody was overly lyrical, which is great for depicting 

the romantic story.60 Kern also used some Black-Jewish dialogues, which was one of the 

features of American popular music. The mulatto Julie in the show has a song “Can’t 

Help Lovin’ Dat Man,” which is a twelve-bar blues.61 George Gershwin produced Porgy 

and Bess which is in a blues style. This American opera had an incredibly long run and is 

 
56 Dunhill, Thomas F. Sullivan’s Comic Operas: A Critical Sppreciation, 67. 
57 McSpadden, J. Walker. Operas and Musical Comedies. Enlarged edition. Crowell, 1954, 398. 
58 Lamb, Andrew. “Nature and development.” In "Operetta." Grove Music 
Online. 2001; Accessed 24 Feb. 2022. 
59 Bordman, Gerald Martin. American operetta: from H.M.S.Pinafore to Sweeney Todd. Oxford 
University Press, 1981, 135. 
60 Ibid,135. 
61 Katherine Baber. ""The Jew Who Buried Hitler": Music and Identity in Mel Brooks's The 
Producers." Newsletter - Institute for Studies in American Music XXXV, no. 2 (2006): 6. 
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a popular revival to this day.62 Gershwin used jazz as a regular musical form, mixing it 

into the show.63 The musical texture flows throughout the arias, recitatives, and 

choruses. The choruses are more important than a background layer to the solo melodies. 

Their singing can accent the emotions and the mood, and Gershwin also learned from 

black churches that used the antiphonal and polyphonic techniques in choral 

composition.64 The main roles, Porgy and Bess, are like Mimi and Rodolfo in the La 

Bohème, who are venerable, frustrated, stressed, dealing with drugs, and cannot maintain 

their love relationships.65       

 “Summertime” remains a hit-tune, which was composed in a jazz style. The 

melody is simple and memorable for the audience. Gershwin put this tune again in act III 

in a sad mood to remind the audience of Clara’s death.66 Using this technique of 

repeating the hit-tunes is effective and it has frequently been used in Broadway music. 

After the first run of the show in 1935, some critics indicated they can not distinguish 

whether this show was an opera or a Broadway musical.67 In 1942, the composer 

changed the recitatives into the spoken dialogues, and it toured in Europe and made a big 

impact. It finally came back to America and established the performance at New York 

 
62 Kirk, Elise K. American Opera. Music in American Life. University of Illinois Press, 2001, 
206. 
63 Gershwin, George, DuBose Heyward, Ira Sirmay, Gershwin, Ira, and Sirmay, Albert. Porgy 
and Bess. New York: Winona, MN: Gershwin Pub.Corp./Chappell & Co.,Inc.; Distributed by Hal 
Leonard Pub.Corp., 1980. 
64 Kirk, Elise K. American Opera. Music in American Life, 212. 
65 McSpadden, J. Walker. Operas and Musical Comedies. Enlarged edition. Crowell, 1954, 581-
583. 
66 Kirk, Elise K. American Opera. Music in American Life, 212-214. 
67 Noonan, Ellen. The Strange Career of Porgy and Bess: Race, Culture, and America's Most 
Famous Opera. Chapel Hill: University of North Carolina Press, 2012. Accessed March 5, 2022, 
146-147. ProQuest Ebook Central. 
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City Opera in 1962 and at Metropolitan opera in 1985.68 Porgy and Bess made American 

opera a worldwide smash, and Gershwin bravely had a work crossing the racial 

boundaries, expressing the popular sentiment of the audience. This creativity powerfully 

influenced the music theatre of later compositions.  

 The 1940s and 1950s have been called the Golden Age of the Broadway 

Musical. Oklahoma! is a musical comedy, in which music was composed by Richard 

Rodgers in 1943, and its librettist was Oscar Hammerstein.69 The story is about romantic 

love, violence, and betrayal. Jud works for a farm that belongs to Laurey’s family. Jud is 

a lonely and potentially violent person and wants to get Laurey’s love so that he can have 

a great future on the farm. However, Laurey is obsessed with the cowboy, Curly. One 

day, they all attend a party, and Jud starts a fight with Curly when Laurey refuses him, 

and Jud is killed. Laurey and Curly have a wedding and go on their honeymoon.70 The 

storyline is similar to a verismo opera plot that is not only focusing on the romantic love 

theme but also depicting some realistic story scenery. The main characters are not from 

the high-class or capitalist instead, and they are coming from the middle class and 

working class.  

 The play differs from operetta in that it uses dialect dialogue, and the use of a 

local accent makes the show distinctly American.71 Rodgers wrote the music superbly 

incorporating sentimental emotions. “Oh, What a Beautiful Mornin” is a hit-tune in the 

 
68 Noonan, Ellen. The Strange Career of Porgy and Bess: Race, Culture, and America's Most 
Famous Opera. Chapel Hill: University of North Carolina Press, 2012. Accessed March 5, 2022, 
148-155. ProQuest Ebook Central. 
69 McSpadden, J. Walker. Operas and Musical Comedies. Enlarged edition. Crowell, 1954, 586. 
70 Ibid, 586-588. 
71 Traubner, Richard. Operetta: A Theatrical History. Revised ed. Routledge, 2003, 379. 
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show, and Rodgers used waltzes as the musical rhythm for this song. The form of 

“People Will Say We’re In Love” is a ballad, which is a very classical form.72 Another 

more classical characteristic of this musical is that Rodgers chose to let the chorus take 

on more of a harmonic role instead of singing the main melodies.73 The songs’ musical 

style is less influenced by the jazz vernacular composing, and it is more complicated and 

uses continuous forms over the 32-bar song patterns.74 Oklahoma! is a show made by an 

integration, which puts song, story, and ballets together with period costumes. 

 Oklahoma! was performed in Broadway for a long run, and Rodgers and 

Hammerstein also worked together on many other musical plays, such as Carousel in 

1945, South Pacific in 1949, The King and I in 1951, and The Sound of Music in 1959.75 

These musicals were widely popular on the Broadway stage and were also made into 

films in Hollywood. My Fair Lady is another triumphant musical show on Broadway 

which was turned into a Hollywood film. The composer is Frederick Loewe, who was an 

American of German birth, and the libretto and lyrics are by Alan Jay Lerner who was 

also American.76 The story is a simple fairytale about a poor flower girl Eliza Doolittle, 

who is recruited by phonetician, Professor Higgins, to change her English speaking from 

a street Cockney accent to an elegant upper-class accent. Finally, she achieves a 

breakthrough and becomes a well-trained, sociable lady in the upper class. 

 
72 Bordman, Gerald Martin. American operetta: from H.M.S.Pinafore to Sweeney Todd. Oxford 
University Press, 1981, 151. 
73 Ibid, 152. 
74 Block, Geoffrey. "Rodgers, Richard." Grove Music Online. 2001; Accessed 7 Mar. 2022. 
75 Hischak, Thomas S. "Hammerstein, Oscar (Greeley Clendenning), II." Grove Music Online. 
2001; Accessed 7 Mar. 2022. 
76 Hischak, Thomas S. "Lerner, Alan Jay." Grove Music Online. 2001; Accessed 7 Mar. 2022. 
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Unsurprisingly, in the process of study, Professor Higgins and Eliza have arguments and 

struggles, but they fall in love and are together in the end.77  

 Musically, Loewe composed this show in a superbly traditional and lyrical way. 

He was good at writing the lower range of vocal sound to match the lyrical expressions at 

the exact right time and place.78 He often used a jazzy style to add more details to his 

music. He also set the “On the Street Where You Live” in a ballad form, but he did not 

often use the waltz form, even in the most popular song “I Could Have Danced All 

Night,” in which Eliza had an evening waltz within 4/4 musical meter. Lyrically, Lerner 

set the librettos in a very elegant way. He composed in a high level of aesthetics and 

applied the lyrics to the grace and elegant music instead of showy.79 Loewe and Lerner 

produced My Fair Lady in 1956, and this team produced the songs with lyrics and music 

for a musical comedy film Gigi in 1958. This musical film won several awards, and it has 

been produced as a Broadway musical in 1973.80 Gigi is a teenage girl who lives in 

Paris, in the production, they used many stylistic tricks on her, and make her look 

elegant. This film made a big success in Paris which was the most fashionable place in 

the world.81  

 The Viennese style of music used to be composed in a waltz pattern, which has 

been tremendously success. The golden age musicals not only kept the waltz style but 

 
77 Ray, Marcie. "My Fair Lady: A Voice for Change." American Music (Champaign, Ill.) 32, no. 
3 (2014): 292-316. 
78 Bordman, Gerald Martin. American operetta: from H.M.S.Pinafore to Sweeney Todd. Oxford 
University Press, 1981, 174. 
79 Ibid, 175.  
80 Hischak, Thomas S. "Lerner, Alan Jay." Grove Music Online. 2001; Accessed 7 Mar. 2022. 
81 Traubner, Richard. Operetta: A Theatrical History. Revised ed. Routledge, 2003, 389. 
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also added the ballad as a contemporary composing method.82 The way of using the 

waltz has changed, the waltz can be used for joyfulness when the heroine is in love, or 

the waltz can be used for sadness. The waltz has become a complex expressive method 

not only just for dancing rhythm.83 Except for the compositional form, the singing range 

has been shortened.84 Because the color of vocal tone requests differently than opera, it 

sounds less space in a vertical way, so composers wrote the melodies in a limited range, 

with more nuanced phrases for gaining an active expression. The chromaticism and 

syncopation are prevalent to use, and the trills and big difficult leaps are avoided.  

 There are other musicals that made a long run on the Broadway stage, for 

example, Stephen Sondheim’s Company (1970) and Sweeney Todd (1979).85 Sondheim 

was a composer and lyricist and liked to explore popular lyrics.86 He wrote Company as 

his first official musical play and discovered a new angle to portray the city of strangers. 

For instance, in “Another Hundred People,” he used repeated notes and chords, with a 

bass pattern. The repeated notes are as a motif to develop the song, and when the melody 

of the motif rises up the third high, the emotion has been emphasized.87 He also used the 

repeated bass pattern like a heartbeat, which is a long beat plus a short one. After each 

song, the melody will end with a percussion riff, and the riff is usually in a syncopation 

rhythmic pattern.88  

 
82 Traubner, Richard. Operetta: A Theatrical History. Revised ed. Routledge, 2003, 172. 
83 Ibid, 173. 
84 Ibid, 174. 
85 Britannica Academic, s.v. "Musical," accessed March 7, 2022. 
86 Lovensheimer, Jim. "Sondheim, Stephen." Grove Music Online.10 Jul. 2012; Accessed 9 Mar. 
2022.  
87 Banfield, Stephen. Sondheim's Broadway Musicals. Michigan American Music Series. 
University of Michigan Press, 1993, 152. 
88 Ibid, 155. 
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 Sondheim accomplished his biggest and most integral play is Sweeney Todd. 

This musical is based on Christopher Bond’s script, Hugh Wheeler wrote the book, and 

Sondheim made the music and lyrics in 1979.89 In the process of creating this musical, 

Sondheim invited Wheeler to help him to polish the British libretto. Wheeler did plenty 

of material supplements, even including some plot alternations to make the text flow.90 

Sondheim as this show’s lyricist, set Todd’s speaking in iambic meter and lower-class 

people’s dialogue in non-metered.91 He set every syllable naturally, did not repeat lines 

except in a refrain section, and set more of the vocal lines without accompaniment. 

 Influence by Wagner, Sondheim composed a unique leitmotif for each character 

and repeated the leitmotif in orchestral playing between passages of speech.92 These 

motifs make the story develop in a clear and flow way, and it also has a narrative 

function, lets the narrative be interesting, keeps the audience curious about the plot. 

Influenced by Stravinsky’s music, he composed the melodies chromatically and with 

counterpoint.93 He continued using waltz and ballad forms.94 The exception in this 

musical is “Green Finch and Linnet Bird.” This song is superbly operatic, has coloratura 

writing as a bird’s sound, and the accompaniment is set with classical figurations.95 This 

 
89 Lovensheimer, Jim. "Sondheim, Stephen." Grove Music Online.10 Jul. 2012; Accessed 9 Mar. 
2022.  
90 Banfield, Stephen. Sondheim's Broadway Musicals, 286. 
91 Ibid, 281-310. 
92 Ibid, 281-310. 
93 Ibid, 281-310. 
94 Schmidgall, Gary. "Sondheim and Co. by Craig Zadan (review)." Comparative Drama 25, no. 
2 (1991): 208-11. 
95 Sondheim, Stephen, and Richard Walters. Sondheim for Singers. Soprano: 43 Songs: Songs in 
Original Keys for Theater Soprano and Other Sondheim Songs in Suitable Keys for Theater 
Soprano. Soprano ed. Rilting Music, 2013. 
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is an important reason that some classical singers choose this song as a way to start 

crossing over to musical theatre.  

 Compared with operas, musicals have more rapidly shifting moods, have more 

thrilling plots, and use leitmotifs for connection in complicated ensembles. These 

characteristics develop further with Lloyd Webber’s Cats (1981), and The Phantom of the 

Opera (1986). In the 21st century, Stephen Schwartz’s Wicked (2003) and Lin-Manuel 

Miranda’s Hamilton (2015) are the most popular musicals today. In the teaching process, 

teachers can discover the difficult level of songs from these popular shows. For teaching 

a soprano in cross-training from the classical style, the teacher can recommend the 

student to try songs from My Fair Lady, or other roles from the Golden Age. Musical 

theatre singing experience can help the singer to strengthen the “legit” voice, which helps 

the singer to keep a warm and covered tone similar to classical singing.  
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Section 2.2: Critiques on cross-training  

  Mark McQuade, Jennifer McQuade, Allen Henderson, and David Sisco have 

published the article: “Cinderella Meets Cendrillon: Music Theatre and Opera living 

Under the Same Roof.” They talk about opera having a narrow scope because of limited 

audience appeal. Thus, in addition to opera performances, opera companies are adding 

Broadway musicals every season.96 These opera companies include all sized companies, 

as large as Lyric Opera of Chicago, and as small as some local, regional opera companies 

such as the Minot opera company in North Dakota. This cross-performance helps 

companies to keep more financially stable and to boost the audience size.97 In addition to 

U.S. opera houses, European opera houses also include musicals in their programs.98 

  Kris Boston researched using Stephen Sondheim’s songs to help classical voice 

students crossover to musical theatre repertoire.99 In her dissertation, “Stephen 

Sondheim: Crossover songs for the classical voice studio,” she points out that the 

academic environment has a problem: musical theater classes are limited to musical 

theater students, and classical voice students are usually isolated in the classical 

department.100 Boston recommends using Sondheim’s songs as art songs to train 

classical students.  

 
96 McQuade, Mark, Jennifer McQuade, Allen Henderson, and David Sisco. "Cinderella Meets 
Cendrillon: Music Theater and Opera Living Under the Same Roof." Journal of Singing 75, no. 2 
(2018): 121-30. 
97 Ibid. 
98 Ibid. 
99 Boston, Kris A. Stephen Sondheim: Crossover Songs for the Classical Voice Studio. ProQuest 
Dissertations Publishing, 2001. 
100Ibid, 240. 
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  Boston argues that crossover performance becomes popular and important for a 

musician’s career. Singers are similar to pianists in that some classical piano 

compositions incorporate popular musical elements, blending ragtime with jazz, creating 

a new piano medium, classic jazz.101 Vocally, based on verismo operatic melodies, 

musical composers add vernacular lyrics and use dances as interludes between the scenes. 

Musical composers also use pop elements in compositions, for example, rock, jazz, and 

country music. Because pop musicals became popular with the public, the Billboard chart 

added a new Grammy category for classical crossover albums.102  

  In Leah Branstetter’s dissertation, “Angels and Arctic Monkeys: A Study of 

Pop-Opera Crossover,” she mentions that Il Divo, Andrea Bocelli, Sarah Brightman, and 

Josh Groban have published plenty of crossover albums. Luciano Pavarotti said he hoped 

he could use his music to mix with popular music to draw people’s attention to operatic 

music and make the two genres’ relationship closer.103 Renée Fleming and Frederica von 

Stade are both high-level classical singers who have recorded popular style albums. The 

goal of these popular albums is to try and capture a larger audience.104 

  For cross-training, teachers can use classical art songs to teach beginners and use 

Sondheim’s art songs to train the crossover students to sing legit and belt mix styles. 

Boston analyzes the characteristics of art songs from the 18th century to the 21st century. 

The songs change over time to become more diverse and sophisticated. She states that 

 
101 Boston, Kris A. Stephen Sondheim: Crossover Songs for the Classical Voice Studio. 
102 John Rockwell, “Opera Gives Its Regards to Broadway,” The New York Times, 15 November 
1987; Bradley Bambarger, “Classical: Keeping Score,” Billboard, 20 February 1999, 31.  
103 Branstetter, Leah Tallen. Angels and Arctic Monkeys: A Study of Pop-opera Crossover. 
ProQuest Dissertations Publishing, 2009. 
104 Boston, Kris A. Stephen Sondheim: Crossover Songs for the Classical Voice Studio. 
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teachers can train students to learn Sondheim’s songs as the first step of singing musical 

theatre. Sondheim composed art songs at first, and he chose text which is complicated 

and accurately punctuated lyrics instead of elegant poems which were often used in 

classical art songs. The music is closely connected with the lyrics and uses word painting 

for depicting the words. Sondheim also used chromaticism to change the atmosphere of 

the music.105 Based on his compositional style of art song, Sondheim kept modified 

strophic form or through-composed form in composing his musical theatre pieces. The 

songs are declamatory, syllabic, and in a narrow vocal range, which is beneficial for 

singers to crossover from classical singing. Boston addresses the singer’s need to have a 

strong breath support technique and sings the text fast and clearly.106 

  In the teaching studio, students can perform the songs in small recital halls with 

or without amplification. When singers perform the songs with amplification, then the 

musicals are separate from classical art songs. Other than amplification, beginners do not 

need to think of the two genres as being so different. Mary Saunders-Barton and Norman 

Spivey hold MFA in Voice Pedagogy for Musical Theatre program at Penn State 

University. They published an article in the Journal of Singing that discussed how their 

program focuses on vocal training. 

The core of the program is the voice training. Providing each student with weekly classical 
and music theater voice lessons takes collaboration to a whole new level. Sharing students 
requires trust, confidence, and a meeting of the minds. The teachers need to stay in close 
contact, allowing the student to sort out the teaching styles and information that might at first 
glance seem to conflict. Stretching the student in diverse ways requires faith on the part of 

 
105 Boston, Kris A. In Stephen Sondheim: Crossover Songs for the Classical Voice Studio, 38-83. 
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the student and both teachers, but the results can be exciting. In many ways it is like a double 
major, but on the same instrument.107 

  Due to the students’ feedback in this program, they gained belt technique and 

learned how to think separately about the head voice and chest voice. It helped students 

to increase the sensation of mixed registration. Sarah Wigley Johnson from the 

University of Illinois School of Music implemented a hybrid voice program. Students  

take acting, dance, and a voice technique class in the first two years, and then choose 

classical or musical theater for the final two years of the BMA (the Bachelor of Musical 

Arts in Lyric Theatre major).108 In this educational system, students can attain 

professional guidance in both genres. In this way, the two departments are more closely 

connected, and if they cooperate, arts funding could be shared between the 

departments.109  

  In a conclusion, cross-training between western classical and musical theatre is 

challenging for a beginner, auditioning as a professional musician, and teaching as a 

voice studio professor. The vocal studios can offer students to discover different singing 

styles, and as the students’ classical singing techniques develop stronger, they can try to 

learn Sondheim’s contemporary art songs as the first step of crossover to musicals. 

Singers are also recommended to attend some summer programs like Spivey’s MFA, 

which arrange for training both styles of music. These programs can give more 

 
107 Turnbow, Christy. "Training the next Generation of Music Theater Voice Teachers: Penn 
State's First MFA Pedagogy Grad Takes Stock." Journal of Singing 71, no. 2 (2014): 217-20. 
108 http://catalog.illinois.edu/undergraduate/faa/lyric-theatre-bma/ 
109 McQuade, Mark, Jennifer McQuade, Allen Henderson, and David Sisco. "Cinderella Meets 
Cendrillon: Music Theater and Opera Living Under the Same Roof." Journal of Singing 75, no. 2 
(2018): 121-30. 
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opportunities for students to learn music widely, constantly refining and redefining their 

own voices and performances as they learn and practice. It can be encouraged to create a 

cross-training major like the BMA at the University of Illinois, which is of growing 

importance for students and performers to have diverse skills and knowledge. If classical 

students learn both singing techniques, they will be more confident and ready to seek 

jobs, especially with opera houses that are intending to program both classical opera and 

musicals. It is not that we do not encourage students to focus on learning classical 

techniques or musical theatre techniques, however, it is important to make students be 

flexible for their auditions. In some circumstances, companies may require singers to 

prepare a musical theatre piece when they audition for a classical opera or young artist 

program. It is also important to help students be knowledgeable when they teach voice 

lessons after graduation from music degree programs. 
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CHAPTER III 

 METHODOLOGY OF CROSS-TRAINING 

3.1: The definition of Cross-training 

  Cross-training is not the same thing as crossover. Crossover is the act of 

performing different styles of singing. Cross-training is a training process that cultivates 

young singers to healthily alternate between pop music and operatic music.  

  Generally, opera auditions are focused on voice type to cast singers, but musical 

theatre auditions are looking for the characteristic of the role to cast people.110 This gives 

us the idea that opera prioritizes music and musical theatre prioritizes acting. In Richard 

Walters’s The Singer’s Musical Theatre Anthology collection, it is a common situation 

that for the same song’s training or performing, musicians can choose different keys 

depending on the voice type.111 Changing the key helps musical theatre singers to release 

the pressure of paying attention too much to singing technique, makes singers perform 

vocally comfortably, and gives singers more energy when acting the role. In the classical 

arena, composers may set some art songs in different keys, but professionally speaking, 

singers never happen to sing operatic arias in higher or lower keys. In academic teaching, 

we can find a suitable key in an art song for students to learn, but we rarely lower keys 

for students to learn an aria.  

 
110 Spivey, Norman, and Mary Saunders-Barton. Cross-training in the Voice Studio: A Balancing 
Act. Plural Publishing, 2018. 
111 Walters, Richard. The Singer's Musical Theatre Anthology. Mezzo-soprano/Belter. Volume 3. 
H. Leonard, 2000. 
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  In cross-training between both genres, singers improve their acting and bring 

their acting ability into operatic performance. Acting is becoming increasingly important 

for opera performers. For example, the Met Live in HD programs have become popular, 

especially during COVID-19.112 Because these productions are filmed, facial expressions 

and acting gestures are much more noticeable than they are in a large opera house.  

  There are some concerns about cross-training for young singers. For instance, 

will young singers lose their balance of a classical warm, rich tone? Spivey and Barton 

clarify it: 

On the classical side of the fence, it is understandable that voice teachers who train opera 
singers might have misgivings about the wisdom of meddling with a soprano’s carefully 
calibrated middle voice. Once you introduce more chest (thyroarytenoid) into a young 
voice, for example, will it be hard to “reset” the original balance? Will something precious 
be lost when an opera singer learns to belt? Our experience has proven the opposite. After 
experimenting with musical theatre sounds, classical sopranos return to their operatic 
repertoire with a sense of greater resilience and power, with more authenticity, and a more 
reliable integration of the entire singing range and an ability to “speak” vowels with more 
ease and clarity.113 

  

Spivey and Barton found that opera singers did not lose the balance of their classical 

voice, but instead gained new experiences from crossing over to musical theatre. Cross-

training lets singers be freer to explore their voices and trains the voice to be more 

powerful and flexible.  

 

 
112 On the Metropolitan Opera website, there is a Met Opera on Demand program, the public can 
sign up the unlimited subscription, and there are 750 full-length Met performances in the online 
streaming. https://www.metopera.org/season/on-demand/ 
113 Spivey, Norman, and Mary Saunders-Barton. Cross-training in the Voice Studio: A Balancing 
Act. Plural Publishing, 2018. 



Texas Tech University, Jingyi Sun, May 2022 
 

 31 

 3.2: How to balance the registration and resonance? 

  Pedagogical researchers often talk about vocal registration, which happens in the 

larynx. The vocal folds can do different vibratory patterns, and these patterns occur in a 

specific range of pitches and make the registers. Each register is related to these 

elements: vocal folds’ vibratory pattern, a range of pitches, and a characteristic sound. 

McKinney defines the resonance sensation as chest voice and head voice, and the vocal 

registers include the vocal fry register, the modal voice register, the falsetto register, and 

the whistle register.114 In singing, the modal register is often split in two and referred to a 

chest register and head register. A singer needs to follow the body’s feedback, to train the 

voice to sing within a balance of registration and resonance. This quality of voice is 

powerful, repeatable, and healthy.115 

  Singers need to understand some functional registration terminologies. There are 

three factors that influence phonation: breath pressure, airflow, and glottal resistance. 

When breath pressure or airflow compares to glottal resistance, if the ratios are 

imbalanced in one of them, then there could be too much airflow or too much glottal 

resistance.116 The trachea is a tube which humans breathe through. The larynx is on the 

top of the trachea, and it is at the front of the neck and in front of the vertebra (Figure 3).  

 
114 McKinney, James C. The Diagnosis & Correction of Vocal Faults: A Manual for Teachers of 
Singing & for Choir Directors. Reissue with Accompanying Compact Disc ed. Waveland Press, 
2005, 93-106. 
115 Ibid, 93-106. 
116 Bozeman, Kenneth W. Practical Vocal Acoustics. NED - New ed. Vol. 9. Vox Musicae: the 
Voice, Vocal Pedagogy, and Song. Martlesham: Boydell & Brewer, 2014, 5. 
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    Figure 3. The larynx from the right side.117 

 

  Thyroarytenoid (TA) and cricothyroid (CT) are the two groups of muscles in the 

larynx (Figure 4). Thyroarytenoid muscles are split into external thyroarytenoid muscle 

and internal thyroarytenoid muscle, which are the body of the vocal folds. The 

cricothyroid and thyroarytenoid are both responsible for pitch control. The muscle group 

that is dominant will determine the register. 

 

117 Melissa Malde. What Every Singer Needs to Know About the Body. 4th ed. 2021, 124. 
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Figure 4. The laryngeal muscles viewed from above.118 

 

  The cricothyroid muscles are related to head register, because the vocal folds are 

stretched longer and thinner (Figure 5).119 When the cricothyroid muscles are contracted 

in inhalation, the dimension of glottis increases. When the contraction happens in 

phonation, the vocal folds vibrate at a higher frequency. It is the same results when the 

lateral cricoarytenoid muscle and posterior cricoarytenoid muscle make the contraction, 

in which the vocal folds are stretching and thinning (Figure 6).120  

 
118 Melissa Malde. What Every Singer Needs to Know About the Body. 4th ed. 2021,145. 
119 Bozeman, Kenneth W. Practical Vocal Acoustics, 6. 
120 Wadie, Mikhail, Stewart I Adam, and Clarence T Sasaki. "Development, Anatomy, and 
Physiology of the Larynx." In Principles of Deglutition, 175-97. New York, NY: Springer New 
York, 2012, 185-187. 
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  Figure 5. Left side shows the cricothyroid muscle action, right side shows  
  laryngoscopic view. The arrows show the muscles’ direction of contraction.  
  1 is thyroid cartilage; 2 is cricoid cartilage; 3 is arytenoids; 4 is vocal ligament; 5 
  is posterior cricoarytenoid ligament.121 
 

      

   
  Figure 6. Upper shows LCA is lateral cricoarytenoid muscle action and the  
  laryngoscopic view.; bottom shows PCA is posterior cricoarytenoid action and 
  the laryngoscopic view.122 
   

 
121 Wadie, Mikhail, Stewart I Adam, and Clarence T Sasaki. "Development, Anatomy, and 
Physiology of the Larynx." In Principles of Deglutition, 175-97. New York, NY: Springer New 
York, 2012, 186. 
122 Ibid, 186. 
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  When a singer uses the chest register, the voice sounds thicker and lower, and 

the thyroarytenoid muscles are functioning (Figure 7). When the interarytenoid muscle 

contracts, the vocal folds will adduct. When the vocalis muscles do the contraction of 

adducting, the vocal folds will be shortened and thickened. The chest register is also 

referred to as vibrational mode one, and the head register is referred to as vibrational 

mode two.123 

   

   

  Figure 7. Upper shows IA is interarytenoid muscle action and the laryngoscopic 
  view. Bottom shows VOC is vocalis muscle action and the laryngoscopic 
view.124  
 
  Spivey suggests that singing is like speaking. The idea is supported by the fact, 

that Broadway composers set the range of songs in the singer’s speaking range, and this 

 
123 Bozeman, Kenneth W. Practical Vocal Acoustics, 7. 
124 Wadie, Mikhail, Stewart I Adam, and Clarence T Sasaki. "Development, Anatomy, and 
Physiology of the Larynx." In Principles of Deglutition, 175-97. New York, NY: Springer New 
York, 2012, 186. 
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makes the texts heard more clearly. When a singer uses the speaking range in singing, 

they are mostly using the chest register. The difference between singing and speaking is 

that singing requires a written pitch. Spivey finds that when the speaking of pitch and 

emotion goes up, the intensity of the voice also goes up which means the fundamental 

pitch increases.125 This requires a singer to be actively engaged in the support system. 

Contemporary Broadway music increasingly uses the chesty speech voice on higher and 

higher notes. This use of chest voice is called belting, in which singers use a wider 

opening of the mouth, the larynx and soft palate are closer to speech.126 The “singing like 

speaking” is a basic theory for beginners to start musical theatre.  

  Golden Age musicals need singers to use a “legit” resonance, which is closer to 

classical resonance. Singers use the chesty belting resonance in the lower range, and 

transfer to legit quality of voice in middle and higher range. This shift of registration and 

resonance needs to sound smooth. Beginners should practice it in a simple and 

comfortable way, the voice will develop automatically.127 CT dominant registration is 

legit registration and is similar to classical head voice. For classical singers, they keep a 

vertical sensation as the first step and try to find their passaggio to transition to the chest 

register. For musical theatre singers, they can explore this resonance through a [u] vowel 

in some vocal exercises. Because musical theatre singers usually approach the voices in a 

horizontal way, and the [u] vowel or [i] vowel are going to transfer to the head voice 

 
125 Spivey, Norman. "Popular Song and Music Theater - Music Theater Singing ... Let's Talk. 
Part 1: On the Relationship of Speech and Singing." Journal of Singing 64, no. 4 (2008): 483-89. 
126 Melissa Malde. What Every Singer Needs to Know About the Body. 4th ed. 2021, 168. 
127 Spivey, Norman, and Mary Saunders-Barton. Cross-training in the Voice Studio: A Balancing 
Act. Plural Publishing, 2018, 37-38. 
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sooner than [a] vowel. For example, “a siren” is a good choice, the student sings [u] or [i] 

from their lowest note sliding up to the highest note and descending back. As the pitch 

raises up, the singer will naturally do some modification, the mouth opens bigger, and the 

vowel goes from [u] to [ʊ].  

  The vertical tone of the voice needs to be used in both classical and musical 

theatre. For classical training, singers should keep the warm and rich quality of the voice 

from lowest to the highest range. For musical theatre training, singers should subtly 

change their register from belting to belt-mix to legit as they sing higher and higher. The 

key of cross-training both techniques is to keep the CT all the way through.128 This 

works for connecting the chest voice with the head voice. As long as the practice is 

healthily, the CT-dominant register will naturally blend with the TA-dominant register, 

the transition between the two resonances will not be obvious. For treble students, Spivey 

and Saunders-Barton recommend releasing the chest resonance as a start to mixing in the 

primary passaggio (E4-G4).129 This is simple and applicable for the treble voice to 

release the tension of the larynx as it ascends.  

  In musical theatre, a treble voice’s second passaggio happens above D5, 

however, classical sopranos may feel a passaggio shifting above Bb4.130 In the teaching 

process, teachers should understand that every student’s voice is distinctive. Some voices 

can comfortably keep the TA-dominant mixing up to G5 or higher, but some voices 

should not run the risk of too much tension to maintain the TA-dominant production in 

 
128 Spivey, Norman, and Mary Saunders-Barton. Cross-training in the Voice Studio: A Balancing 
Act, 40-41. 
129 Ibid, 43-44. 
130 Ibid, 46. 
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that high of a range. Teachers need to distinguish the characteristics of students’ voices 

and try to guide them to balance the register and resonance.  
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3.3: When and How to use Belting? 

  Bozeman states that belting is a singing technique that he refers to as a skillful 

yell. He concludes that the yell characteristics are: 

1. tube shortening (larynx raising), 

2. pharynx narrowing, 

3. mouth widening,  

4. i.e., by creating a divergent resonator shape.131 

 

  Belting is a form of singing which is bright, tense, loud, less-vibrato, and color 

of nasality. The register of belting happens by using what is referred to in classical 

singing as the chest register. In the beginning, the teacher can recommend students to 

think about speaking or yelling with an emotion of energy.132 Jennings states that “the 

lighter the voice, the lighter the belt.”133 Teachers should guide students in a proper way 

for exploring the belting technique, otherwise if the student’s voice is not suitable for 

heavy belting, it is possible for a student to strain the voice.  

  For the purpose of learning healthy belting singing, the teacher can ask for a 

“calling voice,” as the first warm-up (Figure 8). This vocal exercise helps students to 

develop an experience of a forward, bright voice which carries the voice clearly. As they 

shout these open vowels, the mouth shape opens horizontally instead of opening 

 
131 Bozeman, Kenneth W. Practical Vocal Acoustic, 67. 
132 Lebon, Rachel L. The Effects of a Pedagogical Approach Incorporating Videotaped 
Demonstrations on The Development of Female Vocalists” “Belted” Vocal Technique. ProQuest 
Dissertations Publishing, 1986. 
133 Jennings, Colleen Ann. Belting Is Beautiful: Welcoming the Musical Theater Singer into the 
Classical Voice Studio,  
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vertically for classical singers. When students are practicing this calling exercise, they 

can use the arms for help. For instance, as singer calls “hey,” the arms are in a movement 

of opening as if welcoming your friends. This activity helps the singer to be free and 

flexible with the body, which helps the voice to be flexible instead of holding the breath.  

 
 Figure 8. Calling Vocal Exercises.134 
 
  Singers should also try to stand with a lifted posture when they sing and 

perform. This gives singers a stretched torso, helps the body to open up, and helps singers 

to feel a fresh and stable of contrasting sensation from head, upper chest, abdominal 

muscles to the feet.135 This posture engages the body in a balanced and buoyant manner 

 
134 Spivey, Norman, and Mary Saunders-Barton. Cross-training in the Voice Studio: A Balancing 
Act, 48. 
135 Jennings, Colleen Ann. Belting Is Beautiful: Welcoming the Musical Theater Singer into the 
Classical Voice Studio. ProQuest Dissertations Publishing, 2014, 38. 
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which decreases muscular tension. Sometimes classical singers or musical theatre singers 

may have fitness habits that train their cores to be very flat and strong, and stand with 

shoulders back, chest up, and belly in. In my personal experience, when I sing in either 

style of music, I need to keep my abdominal muscles flexible to move, especially below 

the belly button. If I keep my lower abdominals tight, my air can not move, and my voice 

does not flow.  

  Most musical theater singers will use a mixed register when they ascend from 

G4. Every singer will have different results at the beginning, so it is not a failure if a 

singer starts to mix lower than G4. As long as they sing comfortably, the process should 

be encouraged. Jennings states the function of belting is for emphasizing the music or 

text, and the mixed voice should use in most other musical parts.136 For beginners, they 

do not know when and how to change the register from belting to mixing. They can try 

the “[ŋ]” exercise (Figure 9), singing “[ŋ]” in C4 and sliding an octave up and 

transferring to [a] on the top note, and maintaining the [a] down to the C4. This excise 

can sing from C4-C5 all the way up to the C5-C6. In the ascending range, singers can use 

the “[ŋ]” to find a vertically CT-dominant, and when they sing from “[ŋ]” to the vowel, 

they should look for a buzzy feeling on the area of the cheekbone, which is a forward, 

bright tone compared with classical voice. Singers use the sliding-down voice to find a 

predominance of the chest register. 

 
136 Jennings, Colleen Ann. Belting Is Beautiful: Welcoming the Musical Theater Singer into the 
Classical Voice Studio, 38. 
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Figure 9. [ŋ] Exercise.  

 
  Another exercise that can strengthen register crossing and help students to be 

clear with what they need to do to change registers is the following (Figure 10). It is an 

excise in which the singer sings [a]-[e]-[i]-[o]-[u] on a same note in a legato way. It can 

start from C4 down to G3, and also can be from C4 up to C5. For musical theatre singing, 

singers can focus on less vibrato on the first four notes and maintain an even vibrato on 

the last note. This excise can be used for classical singers, they should balance the CT-

dominant all the way through, keep a tall space to create a warm and rich tone, and 

maintain the vibrato on every note. 

 

Figure 10. [a]-[e]-[i]-[o]-[u] exercise. 
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  This next exercise is for reinforcing the core voice and is based on Spivey and 

Saunders-Barton.137 This exercise can be sung with an [a] or an [i] all the way through or 

all the way up and an [a] all the way down (Figure 11). The pattern of third intervals will 

guide singers to use their air support to sing and cross the registers. For the beginner of 

the musical theatre belting voice, the registers usually crossover on E4 of the chest 

register and start to mix with CT-predominance. However, the place of changing the TA-

predominance to CT-predominance can extend much higher than E4, which depends on 

the vowel, and also depends on the singer’s voice type. Classical signers should keep the 

CT-predominance at the beginning of the excise and cross the two passaggios in the 

ascending range. 

 

Figure 11. Reinforcing the Core Exercise. 
 
  Finally, a moving note excise can be an effective exercise for training classical 

singers (Figure 12). 

Figure 12. Running Notes Exercise. 
 

 
137 Spivey, Norman, and Mary Saunders-Barton. Cross-training in the Voice Studio: A Balancing 
Act, 43. 
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  In conclusion, western classical singing and musical theatre singing are strongly 

different in singing methods and in singing styles. In the vocal training process, teachers 

and students can focus on the area of vocal registration which is the most different 

between the two musical styles. Either training for classical or musical theatre 

performers, it is essential to give beginners some practical exercises to help them with 

balancing registration and resonance, and this supplement will lead and help them to 

develop their most personally distinctive voices.  

  



Texas Tech University, Jingyi Sun, May 2022 
 

 45 

CHAPTER IV 

 PEDAGOGICAL ANALYSIS 

  This chapter is designed for the academic voice studio to create a pedagogical 

list of repertoires. A complete pedagogical repertoire list should include the repertoire for 

soprano, mezzo-soprano, tenor, baritone, and bass at different levels, such as beginner, 

intermediate, and advanced. This list can help the teacher in preparation for teaching 

cross-training and is especially useful for teachers who are not widely experienced with 

repertoires in both classical and musical theatre.  

  This chapter is an example that demonstrates how to create a list for classical 

and musical theatre’s soprano. The limit of the singer’s level is for college students, 

including undergraduate and graduate students. The beginner is usually from freshman to 

junior, the intermediate is from senior students to master’s students, and the advanced is 

from master’s students to doctoral students. It is similar to choosing and analyzing other 

voices’ repertoire lists. Teachers need to write down the pedagogical analysis of every 

song, including the song’s basic information, technical spots, voice types, tempi, and 

song characteristics. For classical singers, teachers should consider different languages, 

such as Italian, French, German, etc. 

 

Classical Soprano:  

Level: beginner 

Composer: Antonio Caldara  

Title of Song: Alma del core 
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Taken from La constanza in amor vince l’inganno 

Key: C major-A major 

Range: A4-G#5 

Language: Italian 

Piano: intermediate, tonal harmonic blocked chords accompanied with the vocal melody.  

Voice: Italian text is suitable for beginners to create a vertical, nice, and warm voice. The 

range is almost in an octave which is appropriate for young sopranos. The piano part 

supports the melody, making learning and memorizing easy.  

 

Level: intermediate 

Composer: Mozart 

Title of Song: Deh vieni, non tardar 

Taken from Le Nozze di Figaro 

Key: F major 

Range: A3-A5 

Language: Italian 

Piano: intermediate level. In the recitative, it is tranquil, with only some simple chords 

below the voice. In the aria, the accompaniment follows the melody and has some 

conversations with the vocal lines.  

Voice: it is a good option for an intermediate-level soprano to try this aria. The recitative 

is not long, and is tonal, making it easier to learn and memorize. The aria descends down 

to A3 once and the last high note is only on A5. The whole section is not in an overly 

wide range and there are no big leaps. The tempo is andante, which is appropriate for 
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young singers to keep the voice in a healthy way to sing and perform. The character is 

Susanna, who is a young woman, and her role is a soubrette, suitable for a light voice. 

Level: intermediate-advanced 

Composer: Mozart 

Title of Song: Ach, ich fühl’s 

Taken from Die Zauberflöte 

Key: g minor 

Range: C#4-Bb5 

Language: German 

Piano: advanced level, including some difficult chords. The harmony is melodious, but 

there are some dissonant colors, adding a major second on a major third. Most of the part 

is blocked chords, and some melodies in the accompaniment converse with the singer. 

Voice: some big jumps, and the first phrase has a G4-G5 interval on [i] vowel, which the 

singer should prepare the higher note’s register to sing through. It has a long melisma 

phrase that crosses over the second passaggio until the Bb5. The rest of the aria requests 

overly legato and keeps the abdominal muscles flexible to move. This aria needs some 

mature singing technique, but because the tempo is andante and only sings in four 

minutes, it is an excellent option to try it.  

 

Level: intermediate-advanced 

Composer: Giacomo Puccini 

Title of Song: Quando m’en vo’ 

Taken from La Bohème 
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Key: E major 

Range: E4-B5 

Language: Italian 

Piano: advanced level, has many rubato parts following the signer. The arpeggio chords 

often happen, which intimidate the harp’s color. The piano plays the melody as an echo 

and harmonically supports the singer.  

Voice: It is not in a wide range, but it needs to be superbly legato and use portamento to 

express romanticism. It has many tempo changes, and the singer needs to read Puccini’s 

mind through the score carefully. Even though this is not a long aria, the melody flows in 

the soprano’s second passaggio, so it may cause the singer to get tired in the end, and the 

last two high B notes will be hard to maintain.  

 

Level: advanced 

Composer: Gaetano Donizetti 

Title of Song: Quel guardo, il cavaliere… So anch’io la virtù magica 

Taken from Don Pasquale 

Key: G major-Bb major 

Range: D4-Db6 

Language: Italian 

Piano: It is advanced; the rhythmic patterns are in an allegretto tempo. In the end, after 

the cadenza, the piano part plays an important role and helps the singer to push the song’s 

emotion to another spectacular level. 
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Voice: This scene lasts six to seven minutes, including recitative and aria, which is long. 

The most challenging part is in the middle section of the aria when the tempo changes to 

più mosso. It has lots of words, and the rhythm is a triplet. When the melody stretches in 

a far leap, the tempo also in rall and quickly back to più mosso. After this section, it uses 

a long trill to connect to the next repetition of the A-part. 

 

Level: Advanced 

Composer: Charles Gounod 

Title of Song : Je veux vivre 

Taken from Romeo et Juliette 

Key: F major 

Range: E4-C6 

Language: French 

Piano: medium-advanced level. The waltz rhythmic pattern and the buoyancy tempo are 

not very busy for the pianist. There are only some busy chords at the beginning, which 

needs the pianist to take extra time to blend in. The pianist needs to follow a waltz, 

dancing feeling to accompany the singer. Otherwise, it will drag the singer to be tired for 

the rest of the half song.  

Voice: This is a difficult aria. The French diction is not straightforward and does not help 

the singer to produce the legato phrases. The tip is to notice the waltz rhythm, and do not 

keep every first note of each measure too long, keep it clean and light. The singer needs 

to think that the tempo is running with the rhythm and follow the passionate emotion to 

help the singer improve the flexibility of their abdominal muscles. 
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Musical Theatre Soprano Belt and Mix: 

Level: Beginner A new life  

Composer: Frank Wildhorn 

Title of Song: A New Life 

Taken from Jekyll and Hyde 

Key: E major-G major 

Range: B3-C5 

Piano: intermediate level. The right hand is doubling the vocal melody. The tempo is 

Moderately slow and freely. The pianist needs to follow the singer’s stretched melody. It 

has transferred from E major to G major. 

Voice: If a young singer wants to practice the belt style, this piece is a good choice. The 

vocal range is narrow. Singers can try the belt on every half note and use stick and wiggle 

vibrato. The tempo changes between 4/4 and 3/4, to make the texts fit the melody.  

 

Level: Intermediate  

Composer: Frederick Loewe 

Title of Song: Without You  

Taken from My Fair Lady 

Key: C major-F major- Db major 

Range: B3-Eb5 

Piano: advanced level. Tempo changes from allegro con anima to con moto and poco 

meno and finally back to tempo.  



Texas Tech University, Jingyi Sun, May 2022 
 

 51 

Voice: Most of the narrative texts are in the low range, using the belt voice to perform. 

When the singer sings above G4, she can switch to mixed voice. The key has changed 

three times. The tempo should keep in allegro and change to fasters when Eliza sings in 

the very low range around B3-Eb4. 

 

Level: Intermediate  

Composer: Frank Loesser 

Title of Song: If I Were A Bell 

Taken from Guys and Dolls 

Key: Eb major in the original version (F major for soprano version.) 

Range: Bb3-Eb5 

Piano: The syncopation rhythmic pattern gives the song a jazzy feeling, creating Sarah’s 

tipsy and free atmosphere.  

Voice: Sarah and Sky are slightly tipsy, and Sarah uses the sliding to depict her words, 

such as “clinging, swinging, and burning.” The vocal range is not so wide, and lots of 

notes flowing in Eb4, which the singer can use a chesty, belt voice to perform. Because 

the tempo is slow, it is comfortable for singers to switch between the belt voices and the 

mix-belting voice back and forth. 

 

Level: Advanced  

Composer: Stephen Schwartz 

Title of Song: Meadowlark  

Taken from The Baker’s Wife 
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Key: E major 

Range: B3-E5 

Piano: advanced level. It uses three notes as an arpeggio group in 4/4, which makes the 

melody sound excited and keep going forward. 

Voice: This song is very long, and has lots of stanzas to repeat. The vocal range is 

narrow, so a mature adult singer can try fully belt through the whole song; a young singer 

can discover the comfortable range to belt and combine the mixing register to perform the 

whole song. It is a piece to help students to develop skills in coordinated registration. 

 

Musical Theatre Soprano Mix and Legit: 

Level: Beginner  

Composer: Richard Rodgers 

Title of Song: In My Own Little Corner 

Taken from Cinderella 

Key: F major 

Range: D4-D5 

Piano: intermediate level. The tempo is moderato, the meter is 4/4. The staccato keeps 

the song in a dancing delightful feeling.  

Voice: the range is narrow, and only flows in the soprano’s middle range, in which 

singers need to use the mixed voice through the whole song. The tempo should be simple 

and not fast, which is good for beginners to keep the voice legato.  

 

 



Texas Tech University, Jingyi Sun, May 2022 
 

 53 

Level: Intermediate  

Composer: Jeanine Tesori 

Title of Song: Morning person  

Taken from Shrek the Musical 

Key: B major 

Range: A3-E6 

Piano: advanced level. The syncopation pattern and the fast tempo make the piano part 

very difficult. The key keeps changing section by section. B major-A major-B major-C 

major-G major-B major-Ab major. The interlude, which Fiona is dancing, is two pages 

length.  

Voice: Except for the conversation between Fiona and bird, this song keeps in a friendly 

vocal range. The melody on “I’ve always been a morning person…” is in G4-D#5, which 

is the easy range for soprano to mixing. The most difficult part is the communication with 

the bird’s melody. It is superbly legit, stretches the soft palate, and sings in a heady 

register.  

 

Level: intermediate/advanced 

Composer: Andrew Lloyd Webber 

Title of Song: All I Ask of You  

Taken from The Phantom of the Opera  

Key: Db major 

Range: Ab3-Ab5 
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Piano: intermediate level. Right-hand plays the main melody and is very tonal. Tempo is 

Andante. 

Voice: One of Christine’s famous songs, her voice needs a more operatic color, with the 

tone more vertical and warm. The range is wide crossing two octaves, and the singer 

needs to remain in the TA-dominant register down to the Ab3 and turn to mixing in the 

middle range using the CT-dominant register above the D4. It is a suitable piece for the 

classical singer to crossover as a first try. 

 

Level: Advanced 

Composer: Andrew Lloyd Webber 

Title of Song: Think of Me 

Taken from The Phantom of the Opera 

Key: D major-F major 

Range: C#4-C6 

Piano: advanced level. There are long interludes. The meter changes to 8/12 twice. Most 

of the patterns are broken chords, octave interludes and seventh chords. 

Voice: It is a great piece for classical singer to try crossover. The last cadenza has the 

accent on eighth notes and a melisma running to the high C, which is dramatic for a 

musical theatre singer. That is the reason that a classical singer can be easy to keep the 

CT-dominant resonance on the phrase.  

 

Level: advanced 

Composer: Frederick Loewe 
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Title of Song: I Could Have Danced All Night 

Taken from My Fair Lady 

Key: C major 

Range: B3-G5 

Piano: advanced level. The piano is doubling the melody, and the first time of “I only” 

should stretched and accented.  

Voice: The most famous song in this show. My Fair lady is one of the Golden Age 

musicals, and Eliza uses almost legit register to sing the whole song. Especially in the 

end, the melody sustains “all night” on G5, which requests to use CT-dominant and 

singing in a vertical domed tone. 
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CHAPTER V 

CONCLUSION 

  This dissertation shows that cross-training is a practical vocal teaching method, 

and it is a healthy training method to learn to perform both western classical music and 

contemporary musical theatre. From the eighteenth century to the twenty-first century, 

musical styles have been developed widely and diversely. The vocal teacher can guide 

students to start with Mozart’s classical style of opera roles, to help singers to strengthen 

their CT-predominant voices. At the same time, they can learn belt-mixing or legit 

repertoires from musical theatre. As the students explore their interests in both styles, 

they can choose one of the musical styles to keep making more effort in training. As long 

as the teacher guides the student on healthy vocal production, the student can keep 

training operatic singing techniques with more difficult arias, including nineteenth-

century bel canto arias by Gioachino Rossini, Gaetano Donizetti, Vincenzo Bellini, and 

Giuseppe Verdi, and the post-Romantic verismo operas by Puccini, and Strauss. In the 

other direction towards a musical theatre style, students can train their belt-mixing and 

legit techniques through the golden age songs by Gilbert’s H. M. S. Pinafore, Kern’s 

Show Boat, Loewe’s My Fair Lady, Lloyd Webber’s The Phantom of the Opera. They 

can strengthen the powerful belt voice technique through the last third of twenty-century 

with songs from shows such as Les Misérables, Wicked, and Hamilton.  

  From Classical Mozart’s music to modern Broadway music, many new musical 

elements have been created and the music has been refined and become more diverse.  

As a singer and a vocal teacher, it is important to maintain the balance of vocal registers 
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and learn to be aware of resonance sensations. In the process of vocal development, 

singers must carefully listen to the body’s feedback, never pushing the voice to make 

music. Singers may follow the pace of musical theatre styles’ development and grow 

musically and technically. Cross-training allows us to be more diverse, and lets students 

try different singing styles. As time goes by, I hope I will have more opportunities to use 

cross-training in my vocal studio and put cross-training into practice benefitting from all 

of its advantages. 
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APPENDIX 
LA BOHÈME, ACT IV FINAL SCENE 
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