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Introduction

The Zwischenfach voice is a topic that remains relatively underexplored, even within the
broader discussions of voice classification. While some scholars dismiss it as an unofficial or
non-existent category, others argue that it deserves recognition as a legitimate classification. The
reality is that the concept of the Zwischenfach voice exists in a gray area, straddling boundaries
in voice classification and repertoire selection.

When I first began to sing as an undergraduate in college, the voice teachers at the
university were unsure of what to do with my voice. The opera professor was convinced that I
was a mezzo-soprano based on the color of my voice, and one of the other voice teachers was
convinced that I was a soprano because I was able to phonate on pitches above the staff. My
teacher, however, said, “You’re nineteen years old; we don’t have to worry about that yet. Let’s
just give you some repertoire that will help you improve.” Throughout my early years of study,
there never seemed to be a comfortable box into which my voice could fit. I received conflicting
opinions from various adjudicators at several competitions—judges who thought I was singing
too dark, too big, too small, too much chest voice, not enough chest voice, that I should not be
able to sing this aria if I also had this other aria listed in my package, etc. At some point in my
studies, I came across the term Zwischenfach and that prompted me to start learning about the
Fach system and voice classification. I was bewildered that the term Zwischenfach appeared in
some academic literature but seemed absent in practical contexts. While some books defined the
term when classifying voices, none of the roles themselves were listed as Zwischenfach. 1 also
never saw it mentioned on professional resumes or in other real-world settings—it felt like a

concept that existed only in books. It piqued my interest and made me want to learn more.



When discussing voices, particularly classically trained ones, there are essential terms
used to describe the various qualities of an individual’s voice. These terms help us articulate and
understand a voice’s characteristics, enabling us to identify the qualities that aid in categorizing
it effectively. The following terms and definitions will be referenced throughout this paper. By
presenting these definitions, the aim is to establish a shared understanding of the terms that are
used.

Range: The span of notes a singer can produce publicly, encompassing the highest and lowest
pitches. It defines the voice’s upper and lower frequency limits.!

Tessitura: The segment of the range, typically spanning a fourth to an octave, where the singer
is most comfortable. It represents the natural inclination of a singer’s voice, and it also
describes the most commonly sung range of notes within a role.?

Timbre: Often called the tone color of basic vocal quality, timbre describes the unique sound of
a voice. It encompasses qualities such as “light to dark, slender to lush, mellow to
metallic, clear to rich, smooth to brilliant.”

Vocal size (or weight): This refers to the perceived loudness, thickness, or heaviness of a voice.
It can denote the sheer volume a singer produces or the dramatic effect their voice
conveys.*

It is important to note that when discussing female voice categories in this paper, the term

“female voice” is used to encompass a broad spectrum of voices traditionally classified as

! Barbara M. Doscher, The Functional Unity of the Singing Voice (Lanham, MD: The Scarecrow Press,
Inc., 1994), 197.

2 Ibid.
3 Richard Boldrey, Guide to Operatic Roles & Arias (Dallas, TX: Pst...Inc, 1994), 8.

4 Pearl Yeadon McGinnis and Marith McGinnis Willis, The Opera Singer’s Career Guide: Understanding
the European Fach System (Lanham, Md: Scarecrow Press, 2010), 6.



soprano, mezzo-soprano, and contralto. This includes the voices of cisgender women,
transgender women, and individuals assigned female at birth (AFAB) whose vocal
characteristics align with these classifications. The focus is on the vocal qualities and roles rather
than strictly gendered identities, acknowledging the diversity of identities that contribute to
operatic performance.

This document seeks to examine the factors that would contribute to a voice being
classified as Zwischenfach, with a focus on timbre, tessitura, and vocal size. Furthermore, it will
explore whether Zwischenfach should be established and recognized as a distinct category,
understood as a transitional Fach, or perhaps a combination of both. The challenges faced by
singers who fall within this category, particularly during their pre-professional training, will also
be addressed. Additionally, I will examine and discuss professional singers who could have been
classified as Zwischenfach or who demonstrate qualities aligning with this classification. By
studying their vocal traits, repertoire choices, and training, I hope to shed light on how these
singers approached their technique and navigated their careers. Lastly, I will offer a selection of
suitable repertoire for young, intermediate, and advanced/professional Zwischenfach voices,

spanning both art song and opera.



Chapter 1: The German Fach System and Voice Classification

The German Fach system is a method of voice classification in opera that serves as a
cornerstone for singers and opera houses in European opera institutions. The system originated in
the nineteenth century to organize operatic roles based on a singer’s vocal characteristics, such as
range, tessitura, timbre, agility, and weight. Fach—meaning “compartment” or “category”—
was developed to ensure that singers were cast in roles suited to their vocal characteristics. Fach
is also used when discussing the different categories and subcategories of voice types in operatic
singers. Pearl McGinnis defines Fach as “a voice type or vocal category—not just a soprano,
alto, tenor, and bass, but what ‘kind’ of soprano, alto, tenor and bass (for example, soubrette
soprano, or character tenor).’ European opera houses® formalized this method, employing singers
for entire seasons, which required a deep understanding of a vocalist’s strengths and what types
of roles they would be able to successfully perform over the course of a season. This system
aimed to simplify casting for the opera companies, maintain high-quality performances, and to
protect singers from vocal damage that could occur from singing roles for which they are not
suited. The expansion of opera repertoire and advancements in pedagogy led to the Fach
system’s evolution. A pivotal text in this development was the “Handbuch der Oper” by Rudolf
Kloiber’ that some musicians refer to as the “opera bible.” Kloiber’s handbook codifies vocal
classifications and associated roles, making it a helpful reference for vocalists, teachers, and

casting directors.

> McGinnis, 10.

¢ The European opera houses to which this paper refers are mainly those in Germany, Austria, and
Switzerland.

7 Kloiber was a German conductor and musicologist. He worked as an opera and concert conductor and
wrote various music handbooks.



The Fach system is beneficial to singers as it guides them towards repertoire that is
voice-appropriate and helps them to know which opera roles they should spend their time
learning, coaching, and performing. It also acts as a protection for the vocal health of the singer
by helping them to avoid roles that are not suited for the qualities of their voice.® If a singer
spends too much time singing opera roles that are too far outside of their Fach, it can lead to
vocal damage and a shortened singing career. For example, a lyric soprano thrives singing
certain Mozart and Puccini roles but can risk damaging their voice if they take on dramatic
Wagnerian roles.

The Fach system organizes vocal types into 25 distinct categories. The Kloiber identifies
the primary vocal classifications—soprano, mezzo-soprano, tenor, baritone, and bass—which
serve primarily to characterize the vocal ranges. However, for stage performances, these primary
classifications are further divided into subcategories based on vocal quality and volume, as well
as the vocal and performance requirements for each role.” These subcategories aim to address the
diversity of vocal qualities within each broader type. While these classifications effectively
capture many of the varied qualities within a voice, it remains impossible to create enough
categories to fully encompass the individuality of each singer’s instrument. As a result, certain
gaps exist, including classifications that are not widely recognized as formal categories by
industry professionals. Examining the categories of female voices, The Kloiber lists several
different soprano and mezzo-soprano categories, with little acknowledgement of the nuanced

voices that lie between these groups. Roles are typically categorized as either soprano or mezzo-

8 Adriana Festeu,“Voice Classification: Terminology and Practicality,” in Bulletin of the Transilvania
University of Brasov Series VIII: Performing Arts 11, no. 2 (2018): 41-52, 46.

9 Kloiber, 1040.



soprano, with no formal designation for the “in-between” voices. However, a few informal terms
have emerged to describe this intermediary space, acknowledging vocal qualities that blend
characteristics of both sopranos and mezzo-sopranos.

An example of a term used to describe these hybrid type voices is a ‘Falcon’ soprano. A
‘Falcon’ soprano refers to a type of voice in opera that is characterized by a strong lower register
with a lighter upper register, essentially bridging a gap between a traditional soprano and mezzo-
soprano. This type of voice was named after the French opera singer Cornélie Falcon who was
known for having a rich soprano voice with a strong lower register. Falcon was born in Paris in
1814 and eventually studied at the Paris Conservatoire and “won premiers prix for singing and
lyric declamation.”!® Her acting ability and dramatic voice caught the attention of composer
Giacomo Meyerbeer, and she sang Alice in his opera Robert le diable and he wrote the part of
Valentine in Les Huguenots for her. Several other roles were written for her voice, such as
Rachel in Halévy’s La juive and the title role in Louise Bertin’s Esmeralda.'! In an article
written by Katherine Skovira, she said that Cornélie Falcon’s voice “occupied a space outside of
the traditional Fach system” because of her dark, rich voice and upper extension.!? In Grove
Music Online, Philip Robinson and Benjamin Walton discussed how Falcon used “little
ornamentation” and that “she specialized in long lyrical lines, large upward leaps and sustained

high notes. Her voice was noted for its crystalline clarity, and the ease with which it could rise

10 Philip E.J. Robinson and Benjamin Walton, “Falcon, (Marie) Cornélie,” in Grove Music Online, 2001,
https://www-oxfordmusiconline-
com.proxyiub.uits.iu.edu/grovemusic/view/10.1093/gmo/9781561592630.001.0001/0mo0-9781561592630-¢-
0000009256.

! Ibid.

12 Katherine Skovira, “The Forgotten Fach: The Sfogato in the Nineteenth Century,” International Congress
of Voice Teachers Vienna 2022, 2022,
https://www.nats.org/ Library/ICVT 2022 Vienna /Skovira DS AH final.pdf.



https://www-oxfordmusiconline-com.proxyiub.uits.iu.edu/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-9781561592630-e-0000009256
https://www-oxfordmusiconline-com.proxyiub.uits.iu.edu/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-9781561592630-e-0000009256
https://www-oxfordmusiconline-com.proxyiub.uits.iu.edu/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-9781561592630-e-0000009256
https://www.nats.org/_Library/ICVT_2022_Vienna_/Skovira_DS_AH_final.pdf

above an orchestra...”!? Later, operatic voices who shared similar vocal qualities to those of
Falcon were deemed ‘Falcon’ sopranos.

Another uncommon term, inspired by another popular singer of the time, is ‘Dugazon.’
Louise-Rosalie Lefebvre Dugazon was born in 1775 in Berlin to French parents. She began her
career as a dancer with the Paris Opera and it was André-Ernest-Modeste Grétry'* who advised
her to become a singer.!> She took part in approximately 60 premieres at the Comédie-Italienne
and Opéra-comique and some of the roles that she premiered included the title role in Nina by
Nicolas Dalayrac and Zémaide in Boieldieu’s Le calife de Bagdad. When singers are deemed to
have ‘Dugazon’ voices, it usually indicates that their voice is well-suited for the mezzo-soprano
or even contralto roles for which Louise-Rosalie Dugazon was famous.'® In his operatic guide,
Boldrey discusses Dugazon, describing this voice type as a subcategory of mezzo-soprano
roles.!” However, when listing her later, he classifies her as a soubrette or a full lyric soprano.'®
Some sources suggest that her voice was a darker-colored soubrette with a light, high extension
and exceptional vocal agility. She gave her name to various types of roles: “‘jeune Dugazon’ for
the girlish soprano heroines of her youth, and ‘mére Dugazon’ for the more mature mezzo

characters of her later career.”!?

13 Robinson.

14 French composer who made decisive contributions to the scope and style of the 18" century opera
comique. He wrote several roles for Dugazon that she premiered at the Comédie-Italienne and Opéra-comique.

15 Elizabeth Forbes, “Dugazon [né2 Lefébvre], Louise-Rsalie,” in Grove Music Online, 2001, https://www-
oxfordmusiconline-com.proxyiub.uits.iu.edu/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-
9781561592630-e-0000008276.

16 Richard Boldrey, 12.
17 Ibid.

18 Ibid., 22; 416.

19 Forbes.


https://www-oxfordmusiconline-com.proxyiub.uits.iu.edu/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-9781561592630-e-0000008276
https://www-oxfordmusiconline-com.proxyiub.uits.iu.edu/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-9781561592630-e-0000008276
https://www-oxfordmusiconline-com.proxyiub.uits.iu.edu/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-9781561592630-e-0000008276

While terms like ‘Falcon’ soprano and ‘Dugazon’ illustrate how some voices are given
specific names outside of the standard Fach categories, a more commonly discussed concept
among scholars is Zwischenfach. This term refers to singers whose voices blend characteristics
of multiple Fachs, making them challenging to classify with traditional boundaries. Unlike the
more niche terms that were previously discussed, Zwischenfach has a broader relevance in both
historical and contemporary discussions of vocal categorization. The following chapter delves
into the evolving definitions of Zwischenfach and its practical application in understanding and

classifying voices.



Chapter 2: Zwischenfach Voices

The concept of the Zwischenfach voice occupies a unique and somewhat ambiguous
space in the practice of vocal pedagogy and voice classification. As a term that translates to
“between categories,” Zwischenfach describes a voice that does not fit neatly into the traditional
categories of soprano and mezzo-soprano. This classification is relevant to female singers whose
vocal timbre, tessitura, and range exhibit characteristics of both the soprano and mezzo-soprano
Flcher, challenging the idea of rigid vocal classification. Understanding Zwischenfach is
essential for voice teachers, singers, and industry professionals alike, as it influences repertoire
choices, vocal health, and career trajectories. While the Fach and voice categorization systems
are well-known, the definition of Zwischenfach varies across individual perspectives and
pedagogical traditions, which contributes to discrepancies in its application and recognition. This
chapter explores the nuances of Zwischenfach voices, examining the historical context, the
fluidity of vocal classifications, and the implications for female singers navigating this vocal
territory.

To be able to truly understand Zwischenfach and form an argument about its validity and
how it should have a place within the voice classification system, one must be able to define it.
Herein lies the problem—there are many different definitions of Zwischenfach that have changed
over time. Jennifer Allen, in her dissertation about Zwischen voices, says that something unique
about the Zwischenfach voice is “in its freedom to remain undefined. Though this vague
definition comes with its own drawbacks, it also offers the chance for the artist to showcase her

ability as a singer — not constrained by the bounds of a defined voice-type, but rather, only by her



own capabilities and limitations.”?® Some of the definitions across the literature are closely
related while others truly differ. Some sources say that it is a voice type that lies between the
lyric and the dramatic voice, other sources say that it is its own classification between soprano
and mezzo-soprano. There are researchers who say that it is more about timbre, while some say
the focus should be on the tessitura. Because of these discrepancies, the topic of voice
classification can be intimidating. However, there are quite a few resources that are commonly
used and are deemed trustworthy and can be used to establish a working definition of
Zwischenfach.

Richard Miller is a renowned vocal pedagogue and has authored numerous books on
singing technique and vocal pedagogy. In his book entitled “Training Soprano Voices,” he uses
the first chapter to discuss the categories of female voices and the different Fachs. He provides
the following definition of the Zwischenfachensdnger:

The Zwischenfachsdingerin has a large voice with good command of low range and is

most comfortable in dramatic roles that, while requiring relatively high tessitura, evade

exposure of the very top of the voice for extended periods of time. She is ‘between
categories.” This type of singer is able to portray both dramatic soprano roles and some
that lie within the dramatic mezzo-soprano categories...Possessing the weight and color
of the dramatic soprano, she can manage much of the same literature as the dramatic, but
her most comfortable range is closer to that of the mezzo-soprano.?!

When listing the categories of the soprano voice, Miller writes: “cross-

Fach/Zwischenfachsdngerin.”?* His use of the term cross-Fach indicates that not only is the

voice “between categories” but that it can sing across more than one Fach. Miller addresses the

20 Jennifer Allen, "An Analysis and Discussion of Zwischenfach Voices," Order No. 3505765, Arizona
State University, 2012.
https://proxyiub.uits.iu.edu/login?qurl=https%3 A%2F%2Fwww.proquest.com%2Fdissertations-theses%2Fanalysis-
discussion-i-zwischenfach-voices%2Fdocview%2F1013652467%2Fse-2%3Faccountid%3D11620, 34.

21 Richard Miller, Training Soprano Voices (New York: Oxford University Press, 2000), 11.

22 Miller, 7.

10



fact that some voice authorities make no differentiation between a dramatic mezzo-soprano and a
dramatic soprano. He notes that these authorities simply regard it as “actually being a soprano,
but with a short top.”?* In Miller’s opinion, that is too limited a viewpoint because “it does not
take sufficiently into account divergent timbres nor the location of registration of events that
characterize categories of the female voice.”?* Miller states that dramatic mezzo-sopranos often
sing as high as, and not necessarily lower than, a dramatic soprano, but that a dramatic mezzo-
soprano has more “depth” and “dramatic colors associated with tragedy, intrigue, jealousy,
revenge, or outright evil intention.”?>
Another respected resource was written by Richard Boldrey—a well-known pianist,
vocal coach, and conductor. His book “Guide to Operatic Roles and Arias” is one that is often
referred to within the American opera system. In this guide, he offers the following definition of
Zwischenfach:
The German term Zwischenfach means ‘a category between categories’ and refers in
opera to roles or voices that cannot be classified precisely in one Fach or another.
Though the term could be applied to ‘bari-tenors’ or to ‘mezzo-contraltos’ it is commonly
understood to refer to that shadowland between soprano and mezzo-soprano.2¢
Boldrey grants that these types of voices can sing roles that fall into multiple voice categories

and acknowledges that there are some roles that can easily be sung by voices in more than one

category.?’ He recognizes that composers, particularly those from the Verismo period, created

2 Miller, 12.

2 Ibid.
25 Tbid; This thought goes hand in hand with the idea that sometimes a singer’s personality and self can
affect their voice type. If one’s voice is very close to either a dramatic mezzo or a dramatic soprano, then it could

also depend on what kinds of character the singer is more comfortable portraying.

2 Richard Boldrey. “Guide to Operatic Roles & Arias and Guide to Operatic Duets.” American Music
Teacher 45, no. 3, 1995, 25.

7 Ibid., 10.

11



roles that are sung by both dramatic sopranos and dramatic mezzo-sopranos, and states that “the
differences between dramatic sopranos and dramatic mezzo-sopranos are slight, more about
voice timbre than range and tessitura, so, at least in the veristic roles, they can sing similar
repertoire.”?® However, he does not include roles that can be sung by dramatic sopranos and
dramatic mezzo-sopranos as being Zwischenfach roles. Instead, he uses it describe roles that can
be sung by either lyric mezzos or lyric sopranos—such as Dorabella (Mozart, Cosi fan tutte),
Cherubino (Mozart, Le Nozze di Figaro), Octavian (Strauss, Der Rosenkavalier), and Rosina
(Rossini, 11 Barbiere di Siviglia) >

Probably the most common resource used for roles and voice classifications is the
aforementioned “Handbuch der Oper” by Rudolf Kloiber. The definition that he offers is

translated to say that “the dramatic mezzo-soprano is described as an in-between Fach with a
“Range of G3-Bb5 or C6; agile, metallic ‘Zwischenfach’ voice of a dark color, which often

develops later into the highly dramatic Fach; good high notes.”? In a review of Boldrey’s text,
Bard Suverkrop, a professor of voice and opera, emphasizes that the Kloiber has the most
accurate definition of Zwischenfach, which is that “the zwischenfach voice lies between the lyric
and dramatic voices, having qualities and capabilities of both. The term refers to specific male
and female voice types, such as the dramatic mezzosoprano or the Charakter soprano.”™! The

Kloiber provides a very thorough list of operas and lists each role and its Fach. For this reason,

28 Boldrey, 10.
2 Ibid.
30 Kloiber, 1040.

31 Bard Suverkrop, in American Music Teacher 45, no. 3 (1995): 58-59,
http://www.jstor.org/stable/43539100, 59.

12
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many regard it as the leading authority on the Fach system, especially for European opera
companies.

Looking across these three sources and several others, Richard Miller and Rudolf
Kloiber’s views capture the definition of Zwischenfach as a whole, while Boldrey’s seems less
precise and falls short of encompassing its full scope. Although Boldrey’s assertion regarding the
overlap of roles between dramatic sopranos and dramatic mezzo-sopranos holds merit, the
examples provided to illustrate Zwischenfach roles appear too light. The majority of the literature
characterizes Zwischenfach voices as being on the dramatic spectrum, suggesting a discrepancy
in Boldrey’s classification.

From a pedagogical standpoint, there are several ways in which one can go about
classifying a voice. Someone might clearly have a soprano voice, but not all sopranos are the
same and they do not sing the same roles, which is why having subcategories within the
classification system is useful. Richard Miller says that “even the most stable vocal technique
does not permit a singer to undertake all facets of the repertoire.”? Zerlina and Briinhilde, for
example, are both soprano roles, but they are completely different—“they are separated from
each other by a wide gulf of laryngeal and vocal-tract construction.”?? Richard Miller states that
“the category (Fach) of each female voice is largely determined by the physiology of the
instrument itself, the location of the voice-register demarcations, and adherence to specific tonal

concepts.”* In terms of the voice-register demarcations, Miller says that in larger soprano

voices, the lower passaggio is generally closer to E4 than Eb4 and the upper passaggio may be

32 Miller, 5.
33 Ibid.

34 Ibid.
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located on the low side of an F#5, almost at F5.3° When considering these criteria for classifying
voices, Miller is of the opinion that “range and tessitura capabilities are of less importance to
professional Fach designation than are individual voice color and the requirements of dramatic
portrayal.”3® While some argue that only range, timbre, and tessitura are relevant when
classifying a Zwischenfach voice, it is crucial to also account for vocal size or weight. This
characteristic, along with timbre and tessitura, is essential in distinguishing a Zwischen voice
from neighboring categories. While these three characteristics are key elements to consider, it is
important to recognize that these qualities are fundamentally shaped by the physiology of the
instrument itself, as Miller states.3” Each of these factors reflect the anatomical and structural
elements of the body, making an understanding of vocal physiology essential.

The unique shape and configuration of an individual’s resonance cavities and vocal folds
directly influence the characteristics of their voice. This anatomical framework, which is largely
predetermined, defines the natural qualities and limitations of one’s vocal production and lies
beyond conscious control. In a book by Pearl McGinnis, entitled “Understanding the European
Fach System: The Opera Singer’s Career Guide,” she emphasizes that the initial factor in
determining a singer’s Fach is how the voice sounds.’® She says that a singer’s “voice” is
determined by the following genetic factors: width and length of the vocal folds, the musculature
around the vocal folds, the mucus membranes, the shape and size of the resonating areas (which

help give the voice size and color), and the use of breath.?* Richard Miller further clarifies that a

35 Ibid., 23.

36 Ibid., 7.

37 Ibid., 5.

3% McGinnis, 3.

39 1bid, 5.
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voice is made up of the shape and structure of the larynx and the surrounding resonance cavities
and also by the shape and length of the vocal tract.*® Other factors are the thoracic cavity and the
“interplay of the musculatures between the pectoral, epigastric, and abdominal areas.”*! Miller
and McGinnis both agree that although one cannot classify a voice by someone’s external
appearance, certain physical structures tend to produce certain voice types. McGinnis’ viewpoint
is that “since physical build usually goes along with the basic characteristics of the voice,
outward appearance is an initial indicator of vocal sound.”? It is important to reiterate that this is
not always the case—a lighter voice can exist in a bigger body and sometimes very large voices
come in smaller bodies. Barbara Doscher, in her pedagogical text “The Functional Unity of the
Singing Voice” comments on the tendencies of small resonators being in a smaller person and
says, “All of these tendencies, however, are just that—tendencies only. Many singers have
sounds which simply are not in agreement with their physical characteristics.”*

Timbre is a fundamental characteristic in determining a singer’s Fach or voice category.
Both Richard Miller and Barbara Doscher agree that timbre is largely affected by the shape and
structure of the larynx and gives some indication of the size and dimensions of the vocal tract.**
Timbre serves as a more reliable tool for voice classification in advanced or even intermediate

singers, as their technique is more developed and stable. Assessing timbre in younger singers can

be challenging due to factors such as artificially darkened tone, excessive embouchure width, or

40 Miller, 15.

41 Tbid.

42 McGinnis, 7.
43 Doscher, 195.

4 Miller, 15; Doscher, 196.
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elevated laryngeal position, but eventually a clearer understanding of their natural timbre
emerges as they develop and acquire technical proficiency. Doscher states that a problem that
arises with using timbre as a classifier “is its deceiving aural nature.”* Often a younger singer
gets classified as a mezzo-soprano if their voice is naturally darker than their peers. If the singer
is then trained as a mezzo during the next several years of vocal study, then, in some cases, it
does not allow for all aspects of their voice to be developed. Doscher says, “The sad thing about
this kind of classification by timbre alone is that the rare voices...are the ones most often
misclassified.”*® As a singer’s technique advances, the true qualities of their vocal timbre
become more discernible, allowing for more accurate classification.

Tessitura is another factor to consider when classifying a Zwischenfach voice. The
tessitura can be challenging to define, as it sits higher than that of a dramatic mezzo-soprano but
lower than a full lyric soprano, closely aligning with the range of a dramatic soprano. The
difference in tessitura between the dramatic mezzo-soprano and a dramatic soprano is typically
about a whole step, placing the tessitura of a Zwischenfach voice approximately a half step
between the two. This is just another example of the overlap and fluidity between these vocal
categories. Doscher argues that, for young voices, “tessitura and the careful monitoring of
bridges between registers is the most viable way”*’ to classify them, though she also says that the
changes in tessitura, especially in young female voices, are the hardest to detect. She emphasizes
the importance of keeping “young voices flexible by eliminating excessive weight and

maintaining a good balance of head and chest registers.”*

4 Doscher, 196.

46 Ibid., 197.
47 Doscher, 197.

8 Ibid., 240.
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The size and weight of a singer’s voice is another key element to consider when
classifying a Zwischenfach. Pearl McGinnis comments on the size of an operatic voice, saying
“the size of the voice is also determined by the basic vocal apparatus but can be developed
further through training.”* The concept of vocal weight often intersects with discussions of
vocal color, or timbre. Vocal weight primarily refers to the degree of dramatic intensity of a
voice—whether it is light, heavy, or falls somewhere along the spectrum between these
extremes. A Zwischenfach voice typically resides on the more dramatic end of this spectrum and
has the capacity to perform roles with heavier orchestration. This also includes the command that
a singer has throughout their range, having strong low and middle registers as well as a powerful
high register.

In discussing the classification of Zwischenfach voices, the focus has largely been on the
criteria and considerations relevant to singers who have already reached an advanced stage of
vocal development. However, voice classification at an early stage of development is often
premature. While it may be possible for a teacher to recognize potential indicators of vocal size
or dramatic capacity, or to identify characteristics suggesting the voice may fall between
categories, the primary objective with younger singers should not be to assign them to a specific
Fach. Instead, the emphasis should be placed on fostering comprehensive vocal training and
development, allowing the voice to evolve naturally without the constraints of early
categorization.

There are voice educators who are of the opinion that all voices, no matter their level,
should not be pigeonholed into any kind of Fach and that it should be completely up to the singer

and their teacher. While there may be a certain amount of truth to their ideas, most educators

4 McGinnis, 6.
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agree that having a guideline for a more mature and more dramatic voice can be useful.
However, when one is working with a younger or undeveloped singer, training their voice and
assigning appropriate repertoire is more important than categorizing it. Many of the early
pedagogues also agreed that training a young voice mattered more than any kind of
classification. In Anna Eugénie Schoen-René’s autobiography, she reflects on her life as a
teacher and pedagogue and her studies with Pauline Viardot.’° Viardot believed that versatility
was crucial for a singing voice and Schoen-Ren¢ later wrote: “Madame Viardot strongly opposed
the theory of vocal limitations which characterise the present generation of singers. She held that
every singer must have an absolute equalised compass of two octaves, and that the voice must be
flexible, and at the same time so broad as to be capable of singing roles widely differing in
character.”!

The main purpose in the creation of the Fach system was to make it easier to match
voices with repertoire and to streamline casting.>? With that, the purpose of having a good match
with voice and repertoire is so that the voice can stay healthy for many years. In Boldrey’s
Guide, he views the voice categorization process as arbitrary and imposed, but believes it to be
helpful in terms of matching voices to repertoire to maintain healthy singing.>* Boldrey argues

that it can be helpful for singers to know what the categories are and how they relate to one

another, which can help them know their own voices and how to select appropriate repertoire.>*

50 Viardot also had a voice that could not be categorized. She is often described as a mezzo-soprano or
sometimes a contralto, however she has sung roles such as Norma, Rachel in Halévy’s La Juive, and sang Isolde for
Wagner himself (though she refused his offer to sing it for the premier).

5! Anna Eugénie Schoen-René, America’s Musical Inheritance: Memories and Reminiscences (New York,
NY: G.P. Putnams’ Sons, 1941), 137.

52 Boldrey, 6
3 Ibid.

3 Ibid., 7.
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Richard Miller also agrees that early categorization is not helpful for a young singer and
that they need to establish good vocal technique first. In The Training of Soprano Voices Richard
Miller warns:

Above all, it is not the duty of the singing teacher to attempt Fach determination in the

early stages of voice instruction. After the singer has achieved basic technical proficiency

— has established vocal freedom — her voice itself will determine the Fach. Some teachers

attempt to apply the professional Germanic Fach system to North American college-age

singers as though it were the prime aspect of voice pedagogy. The early discovery of
registration events in a young female voice can be helpful in determining the eventual

Fach categorization and in avoiding initial false technical and repertoire expectations.

However, trying to determine the exact Fach for a singer of university age, female or

male, mostly represents misdirected emphasis. Only when maturity and training have

arrived at professional performance levels is final Fach determination justifiable.>®
While it is true that some singers may remain within a specific Fach throughout their careers,
vocal development is not static. Research emphasizes the fluidity of vocal classification,
advocating for re-evaluation and potential reclassification as voices mature and evolve. Ingo
Titze, another pedagogical authority on the voice, says that “voices may need to be reclassified
over a life span, particularly following critical periods of development.”>® Barbara Doscher also
offers that young singers are still developing—not only technically, but physically as well. She
says: “What is sometimes not well understood is that college age voices are also in the process of
anatomical maturation. Laryngeal development is not complete until the late 20s or early 30s.”’

Young singers often exhibit a strong desire to understand their vocal classification, driven

by a combination of enthusiasm for their own vocal development and the influence of observing

older peers who are beginning to establish themselves within a particular Fach. Additionally,

55 Miller, 13.

%6 Ingo R. Titze, Principles of Voice Production (Iowa City, IA: National Center for Voice and Speech,
2000), 185.

57 Doscher, 241.
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external pressures and the expectation that they should possess a defined classification can
further contribute to this eagerness. Sandra Cotton wrote in her dissertation for the University of
North Carolina Greensboro, “The assignation of repertoire to a beginning student is always
complicated by the presumptions of the larger vocal community placed on that repertoire.”®
Assigning a student repertoire in a specific key often carries assumptions about the singer’s
classification, not only from the student but also from colleagues. Even when teachers
intentionally avoid assigning a Fach to beginning students and explicitly clarify that their
assigned repertoire does not signify a definitive classification, the repertoire selection can still
lead to others speculating on the student’s voice type. Barbara Doscher offers some advice to
those teachers of young singers:

The matter of voice classification seems to be almost continually on the minds of serious

young singers. They ask for a definitive assessment at almost every lesson. Teachers who

rely on someone else’s impressive but not very valid theory of how to classify voices do a

disservice to their students. Instead they need good ears, an assortment of evasive

answers, and a strong conviction that all things come to those who wait. A wise answer to

“what kind of voice am 1?” is “better than you were last week.”’

In conclusion, while the classification of Zwischenfach voices provides valuable insight
into the complexities of vocal categorization, it is important to approach the process with
flexibility, particularly when working with younger singers. Early vocal development should
prioritize technical growth and the exploration of appropriate repertoire, rather than “rigid
adherence to Fach labels.”®® Understanding the various vocal categories and their boundaries can

serve as a useful framework, but these distinctions are not absolute. The evolving nature of the

voice, along with the unique vocal characteristics of a singer, requires flexibility and a

%8 Sandra Cotton. “Voice Classification and Fach: Recent, Historical, and Conflicting Systems of Voice
Categorization.” Doctoral diss., The University of North Carolina at Greensboro, 2007, 27.

3 Doscher, 198.

60 Boldrey, 6.
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willingness to explore and adapt based on the student’s vocal needs. Ultimately, assuring that a
singer is being trained in an environment that encourages vocal exploration allows for more
authentic artistic development and allows them to grow into their voice rather than being

confined by premature classification.
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Chapter 3: Opera Singers and their Fach

The significance of the Zwischenfach as an established vocal category is one that is still
debated in the professional opera world. However, with a deeper understanding of vocal
classification and how Zwischenfach has been interpreted by various pedagogues and experts, it
emerges not only as a theoretical construct but also as a tangible reality within opera
performance. There is no denying that there are certain instances in which a specific voice would
be able to sing roles across two Fachs. Having established this framework, attention can be
turned towards some voices that exemplify this category. There are several professional singers
who are formally classified as either a mezzo-soprano or a soprano who could also be identified
as Zwischenfach, and they tend to sing repertoire that could be sung comfortably by either a
mezzo-soprano or a soprano. This chapter explores the careers of four distinguished professional
singers who embody the characteristics of Zwischenfach—each with a distinct vocal history and
impressive range of repertoire. Through these examples, further insight can be gained into how
Zwischenfach operates in practice.

Christa Ludwig
March 1928-April 2021

Christa Ludwig came from a poor middle-class Berlin family. Her mother was a mezzo-
soprano and her father was a stage manager and opera director. In Christa Ludwig’s memoir, /n
My Own Voice, she said: “Vocal talent and musicality were part of my heritage from both my
parents, and it seems as though, to paraphrase Adorno, my musical training began ‘nine months

before birth.”! She grew up attending the opera to see her mother and father. Ludwig recalls,

6! Christa Ludwig and Regina Domeraski, In My Own Voice: Memoirs (New York, New York: Limelight
Editions, 1999), 6.
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“my mother often sang dramatic soprano parts, since she was a mezzo-soprano with a good
upper register. But in between these roles, she always had to go back to singing true mezzo-
soprano parts.”%? Ludwig also reflects that, for her mother, the switching back and forth between
dramatic soprano to mezzo-soprano and back again was not good for her voice. She states that:
When a female singer pushes the ‘chest voice,” which is used for the lowest notes, higher
into the middle range, the register change from chest to middle voice becomes very
obvious. This can cause the notes in the middle register at the change to lose their ring
and fade away to almost nothing, creating the ‘dreaded hole.” Because of her experience,
my mother always warned me about the dangers of singing dramatic soprano roles for the
kind of voice that we both had.®
Unfortunately, their musical lives were put on hold during World War II. After the war
ended in 1945, her mother was able to resume teaching voice lessons® and her father was
restored to his position as director of the Giessen Municipal Theater where he gave Ludwig an
apprentice contract.®> After performing at her father’s theater for a brief time, Ludwig left home
and made her debut as Prinz Orlofsky in Strauss’ Die Fledermaus at Frankfurt Opera.®¢
Ludwig felt very nervous onstage because her high notes “simply collapsed” and felt it
was because she “simply hadn’t learned enough technique yet.”%” She continued to take lessons
from her mother, and when her parents divorced, her mother moved in with her in Frankfurt.

This allowed Ludwig to have “daily voice lessons with an experienced teacher.”®8

62 Ludwig, 10.

%3 Ibid.

%4 Ludwig did take formal lessons from her mother at this time.

% Ludwig, 18.

6 Alan Blyth, “Ludwig, Christa,” in Grove Music Online, 2001, https://www-oxfordmusiconline-
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The first time that Ludwig sang Octavian was in 1950 when she was 22 years old— “but
it was still too soon.”® In regard to this, Ludwig said:

My upper register always caused me enormous difficulties. My natural range was narrow,

and stopped at F in the middle register. It took me a year of hard work to develop each

additional half-note. But one good thing resulted from these difficulties with my top. I

had so much to learn technically that I couldn’t use my natural voice, and so I couldn’t

just sing without thinking. I always had to be aware of what I did. Mezzo-sopranos have
it especially difficult, I think. We really have three different voices: the low or so-called
chest voice, the middle voice, and the high or head voice. These three voices must flow
together smoothly and seamlessly, and there must be no ’hole’ like my mother developed
from alternating mezzo-soprano and dramatic soprano roles. Even the chest voice must
have the overtones of the head voice, which is not to be confused with falsetto, a kind of

‘fake’ voice. And one must occasionally carry the richness of the middle voice into the

higher range.”

While singing in Frankfurt, Ludwig also began to have engagements at Darmstadt’!
where she performed roles such as Eboli in Verdi’s Don Carlos, Giulietta in Offenbach’s Tales
of Hoffman, and Komponist in Strauss’ Ariadne auf Naxos. Ludwig’s vocal technique had
become much more secure, and she was successful in singing these roles. Heavier roles, such as
Ortrud in Wagner’s Lohengrin, were offered to her during this time but she “still had to be
careful not to overextend” herself and did not accept these contracts.”? Later, when Ludwig was
contracted to begin singing at Hanover, she was given an opportunity to sing for Karl Bohm, the
conductor at the Vienna Staatsoper. She felt that she was too young and unprepared at age 26,

but Bohm wanted to hear her anyway. After her audition, he said, “Uh-huh, you still need to

work on your top, but in my house we’ll start you as Cherubino.”” She had to fulfill her contract

 Ludwig, 24.
70 Ibid., 26.

" Ludwig still lived and worked in Frankfurt at the time, and she would sing at Darmstadt in the morning
and then catch the train back for evening rehearsals in Frankfurt.

2 Ludwig, 30.

3 Ibid., 31.
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in Hanover, so she began at the Vienna Staatsoper in 1955.7* In Vienna, Ludwig was given a
three-year contract as a soloist, but it did not specify her vocal classification.” Although not
specified, the roles that she sang were mainly mezzo-soprano roles, but of varying degrees of
vocal weight. After having sung several roles during the earlier part of her career for which she
felt too young, she was glad to be the right age for the roles she was performing in Vienna.”®

Ludwig went on to have a successful international career, singing mezzo-soprano roles as
well as dramatic soprano roles—the very definition of cross-Fach. In an interview Christa
Ludwig had for Classical Singer, the interviewer asked, “Your mother had a voice similar to
yours—a mezzo that was capable of singing dramatic soprano. How did she guide you in singing
this repertoire?”” To which Ludwig responded, “Not to do it!””” In that same interview, when
discussing her strategy for maintaining her vocal health, Ludwig said, “When I had the big parts
like Fidelio, Christel Goltz told me, ‘Once a week.” And I said, always, I have to have three days
in between. One day I sing, the next day I’'m [choking sound], the second day I recover, and the
third day I warm up my voice for the next day.””

The roles she sang throughout her life included lyric ones such as Cherubino in Mozart’s
Le Nozze di Figaro, Dorabella in Mozart’s Cosi fan Tutte, as well as more dramatic mezzo-

soprano ones such as Fricka, Waltraute, and Otrud by Wagner, Amneris and Eboli by Verdi, and

even dramatic-soprano roles such as Leonore in Beethoven’s Fidelio, Lady Macbeth by Verdi,

74 Blythe.
5 Ludwig, 32.
76 Ibid, 33.

"7 Dean Southern, “Listen to Yourself: A Conversation with Christa Ludwig,” CS Music, November 1,
2013, https://www.csmusic.net/content/articles/listen-to-yourself/.
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and Kundry in Wagner’s Parsifal. In an article written by Daniel Wakin for The New York Times
upon Christa Ludwig’s passing, he recognized her success in singing soprano roles. Wakin said,
“But like many mezzos, Ms. Ludwig strove to lay claim to higher-voiced — and higher-profile —
soprano roles. She took on...the Marschallin in ‘Der Rosenkavalier,” the Dyer’s Wife in ‘Die
Frau Ohne Schatten’ and Leonore in Beethoven’s ‘Fidelio,” among others.””

About her own voice type, Ludwig herself stated emphatically that she was not a soprano.
When discussing singing the roles of both Fricka and Waltraute, she said, “Unfortunately, I'm
not a soprano, and couldn’t sing Briinhilde in Wagner’s Der Ring des Nibelungen—to my eternal
sorrow!”8" She also has spoken of the challenges that come with singing the role of Ortrud in
Lohengrin, and was quoted saying,

A second problem for those of us mezzos who sing the role is that these final screams lie

very high for us, and we have to sing as if we were rather high sopranos. The technique I

used I call “register singing.” When I stayed in my upper register and used a facial

position that showed a lot of teeth...I could sing the high tessitura lightly, and avoid, as is
sometimes done, transposing all the notes lower...5!

Ludwig also discusses the famous Kundry screams in Parsifal—she says the screams “are
not at all easy to do. They can sound quite unnatural, and if they don’t sound vocally ‘true’, they
lose the effect that Wagner meant for them to have on the audience. And if one lets loose too
forcefully, these screams can seriously damage the vocal cords.”®?

In the early 1970s, that is exactly what happened. Ludwig suffered a burst capillary in

one of her vocal folds caused by her “repeating Kundry’s screams too many times for the

7 Daniel J. Wakin, “Christa Ludwig, Mezzo-Soprano of Velvety Hues, Is Dead at 93,” The New York
Times, April 25, 2021, https://www.nytimes.com/2021/04/25/arts/music/christa-ludwig-dead.html.

80 Ludwig, 86.

81 Tbid.

82 Tbid.

26


https://www.nytimes.com/2021/04/25/arts/music/christa-ludwig-dead.html

recording of Parsifal.”®® This forced her to “cancel numerous performances, and even parts of
whole seasons. She recovered but cut back on opera appearances.”* She saw a doctor, who told
her to rest her voice for a week, but the problems persisted. While Ludwig was able to continue
her singing career after her vocal injury, she felt that things had to change, so she began to be
more careful about which roles she wanted to sing. In later years, after her retirement, Ludwig
shared one of her mother’s sayings about vocal folds—they are “like a raw egg...Once it’s
kaputt, it’s kaputt.”8>

Looking across various articles and reviews about Christa Ludwig’s work, her voice is
often described as having a rich, warm, and velvety timbre. Roger Pines wrote, when reviewing
Ludwig’s collected recordings, “Her unmistakable, deep-purple timbre envelops the listener in a
velvet cloak...”%® In Gramophone, it was written that “at her prime in the 1960s, when the
majority of her greatest recordings were made, Ludwig’s voice had a warmth, flexibility and
evenness of colour throughout its wide range.”®” In Boldrey’s Guide, he says about the singer,
“A powerful, haunting sound and a facile top voice made Ludwig a natural in heavier lyric

mezzo-soprano repertoire as well as in some dramatic soprano roles. A great interpreter of lieder

as well as opera, Ludwig had a long career due to a solid technique and careful repertoire

8 Ludwig, 235

8 Wakin.
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planning.”®® Additionally, when classifying her voice, Boldrey lists five different Fachs: light
dramatic soprano, full dramatic coloratura soprano, light lyric mezzo-soprano, full lyric mezzo-
soprano, dramatic mezzo-soprano.®’
Jessye Norman
September 1945-September 2019

Jessye Norman, one of the most celebrated singers of the twentieth century, was born in
Augusta, Georgia in September of 1945. She had a very musical family, and she grew up singing
popular songs, jazz, hymns, and spirituals.”® Norman was introduced to opera at a very young
age by listening to the Saturday-afternoon broadcasts of The Metropolitan Opera while she did
her chores. While she sang growing up, her formal instruction in singing began in junior high
school. It was in junior high that the choral director gave Norman her first aria to sing—the
English version of a dramatic mezzo-soprano aria from Saint-Saéns’ Samson et Dalila.’’ After
she had worked on it in English for some time, her teacher thought she could handle singing it in
French. Norman said that she was influenced very early on by mezzo-soprano Ris€ Stevens and
that when her teacher had her sing “Mon coeur s’ouvre a ta voix,” she “mimicked her, singing it
precisely as she did.”?

Norman studied voice at Howard University and then went on to continue her studies at

the Peabody Conservatory and the University of Michigan. She won the Munich International

88 Boldrey, 424.
8 Ibid.

%0 Jessye Norman, Stand up Straight and Sing!: A Memoir (New York, New York: Houghton Mifflin
Harcourt, 2014), 9.

! The English title of the aria is “My Heart at Thy Sweet Voice.”

92 Norman, 12.

28



Music Competition in 1968 which launched her professional career and made her operatic debut
as Elisabeth in Wagner’s Tannhduser in 1969 at the Deutsche Oper in Berlin.”> Throughout her
career, she was heralded for her sizeable voice and rich vocal timbre and sang everything from
Purcell to Wagner. She sang a very broad selection of dramatic soprano and mezzo-soprano
roles. She was praised for the power and the beauty that she brought to so many Wagnerian
heroines such as Elisabeth, Isolde, Kundry, and Sieglinde. She also sang Leonore in Beethoven’s
Fidelio, Judith in Bartok’s Bluebeard’s Castle, Madame Lidoine in Poulenc’s Dialogues des
Carmelites, and the title role in Weber’s Euryanthe. She also excelled in her performance of art
song, including cycles such as Berlioz’s Les Nuits d’été, Strauss’ Four Last Songs, Mahler’s
Kindertotenlieder, Berg’s Siebe friihe Lieder, and Wagner’s Wesendonck Lieder.”*

While one could easily say that her voice should be classified as a dramatic soprano since
most of the roles she sang were of that classification, Ms. Norman herself did not feel a need to
put her voice “in a box.” She was only twenty-three years old when she won the Munich
competition and knew that her voice would change over time since she was still very young for a
person with that size of a voice.” In fact she said, “In singing, as in so much in life, people are
more comfortable in their interactions with you if they are able to place you in a category that is

supposed to reveal to them all that you are able to do, the music that ‘suits your voice,’ the roles

93 Barry Millington, “Jessye Norman Obituary,” The Guardian, October 1, 2019,
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that you will sing onstage...”® In Norman’s memoir, “Stand up straight and sing!,” she recounts
an experience she had with a journalist soon after winning the competition. She wrote:

I had the dubious distinction of being the subject of a print interview where the journalist,

perplexed at the few performance notices I had by then received, in which my selections

had ranged from music typically performed by altos, mezzo-sopranos, and “young
dramatic sopranos,” did not hide his frustration at deciding where I “fit” in all of this,
stating something like, “Well, what kind of soprano are you, anyway?” My
response...arose out of my twenty-three-year-old consciousness: “Excuse me, but I think
that pigeonholes are only comfortable for pigeons.”’

Norman proved that for her voice, there was no need to limit it by only singing within a
particular voice category. She was only concerned with singing roles and repertoire that felt
suitable for her voice and did not worry about labels and boxes. While her voice was always
more on the dramatic side, she was always taught to maintain agility in the voice and has been
known to sing “Una voce poco fa” from Rossini’s I/ Barbiere di Siviglia when preparing to sing
music by Berlioz, Strauss, or Wagner even though “most people do not normally associate
fioritura/coloratura singing with all types of voices.”®

Many who have written about Norman’s voice comment on her timbre and nearly always
mention how her voice is a mixture of soprano and mezzo-soprano qualities. In the entry in
Grove Music Online for “Dramatic soprano,” J.B. Steane specifically mentions Jessye Norman,
saying, “Contrasted voices which might still come within the general category of dramatic

soprano are, for instance, those of Jessye Norman (an exceptionally full-bodied sound, shaded

towards the mezzo and nearer to the lyric-dramatic).”® In the Grove Music Online entry for

9 Norman, 155.
7 Ibid.

%8 Ibid., 156.

9 ].B. Steane, “Dramatic soprano,” in Grove Music Online, accessed Dec 30, 2024, https:/www-
oxfordmusiconline-com.proxyiub.uits.iu.edu/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-
9781561592630-e-5000007418.
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Jessye Norman that was written by Martin Bernheimer, Alan Blythe, and Karen M. Bryan, it
says, “Her opulent and dark-hued soprano was richly vibrant in the lower and middle registers, if
less free at the top.”!% In an article written by Barry Millington for The Guardian, he wrote:
“Though generally billed as a soprano, or ‘dramatic soprano’, she had a gloriously rich middle
and lower register, which she exploited to great effect in repertoire associated with mezzo-
sopranos. Her voice type combines the tessitura of a dramatic or spinto soprano with the timbre
of a mezzo.”!%! Boldrey mentions Jessye Norman in his guide, saying “Norman’s voice has
changed from a dark but leaner and more compact sound in its youth, to a large dramatic
soprano, even darker but more diffuse. Always a musically intelligent singer. Norman’s roles
include Ariadne, Didon, and Sieglinde.”!?

Jessye Norman was an extremely versatile singer and performed across a wide range of
Fachs with exceptional artistry. Because of her ability to sing repertoire across these Fachs, one
could consider her to be a Zwischenfach singer. Naomi André, the Scholar in Residence for
Seattle Opera, wrote in an article: “I always loved that her voice was never easily categorizable;
she is what some might call a ‘Zwischenfach’ voice that encompassed both soprano and mezzo
soprano roles. It felt as though her voice went that extra mile to do more than was

2103

anticipated.”"*> Her catalog of repertoire transcends traditional vocal classifications, having

100 Martin Bernheimer, Alan Blyth, and Karen M Bryan, “Norman, Jessye,” in Grove Music Online,
accessed Dec 30, 2024, https://www-oxfordmusiconline-
com.proxyiub.uits.iu.edu/grovemusic/view/10.1093/gmo/9781561592630.001.0001/0mo-9781561592630-¢-
1002252060.

101 Millington; Millington also mentions Norman’s voice type in the article by saying that the combination
of her dramatic soprano tessitura and the mezzo timbre classifies her as a “falcon” soprano.

102 Boldrey, 427.

103 Naomi André, Jessye Norman: Legacy, October 4, 2019,
https://www.seattleoperablog.com/2019/10/jessye-norman-legacy.html.
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mastered repertoire across so many different tessituras, genres, and styles. For larger-voiced
mezzo-sopranos or sopranos (or Zwischen singers) seeking recordings of repertoire that align
with their voices, there is a high likelihood of finding Jessye Norman performing that repertoire.

Waltraud Meier

b. January 1956

Waltraud Meier, a German mezzo-soprano, was born in Wiirzburg in 1956. Growing up

in a musically inclined family, she had already sung in five different choruses while in her school
days.!%* Meier began her musical education at the Wiirzburg University where she took private
voice lessons while studying English and Romance languages. It was in 1976 that Meier decided
to concentrate on her singing career and made her debut at the Wiirzburg Opera as Lola in
Cavalleria Rusticana by Mascagni.!*> From 1976 to 1983, she sang more than 35 roles,
including Fricka, Octavian, Carmen, Santuzza, and Azucena, first at Mannheim National Theatre
and then at Opernhaus Dortmund.!% In a documentary about Waltraud Meier and her career
entitled 7 Follow a Voice Within Me, Meier referred to Mannheim as “The Factory,” saying:
“...when I then went to Mannheim, there were masses of roles to learn all at once and I had my
first experience with Wagner. My first Wagner role there was Erda in Rheingold. There it was
more of a mixture of lyrical roles and very dramatic roles. And after the factory, as it virtually

was, of Mannheim, I already had a repertoire of over thirty roles and I really sang everything that

104 Waltraud Meier, “Biography,” Welcome to Waltraud Meier, February 2011, https://www.waltraud-
meier.com/biography.html.

105 Tbid.

196 Andrew Clark, “Meier, Waltraud,” in Grove Music Online, 2009, https://www-oxfordmusiconline-
com.proxyiub.uits.iu.edu/grovemusic/display/10.1093/gmo/9781561592630.001.0001/0mo-9781561592630-¢-
00000423782rskey=vZzcLj&result=1.
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didn’t object.”'%7 It was her triumphant Bayreuth debut as Kundry in 1983 that established her as
one of the world’s leading Wagner singers, and that was “subsequently confirmed in Bayreuth
appearances as Brangine and Waltraute, and [in] recordings of Wagnerian mezzo roles.”!% In an
article by Ben Miller written for the New York Times, he explained that “Meier first made her
mark in Wagner operas—as Ortrud in ‘Lohengrin,” Kundry in ‘Parsifal,” and Venus in
‘Tannhduser’” and wrote that “a daring leap into the dramatic soprano repertoire in the early
1990s made her a generation’s defining Isolde.”!%” She began singing Kundry while she was still
being classified as a mezzo-soprano, but then twenty years after the start of her career, she began
to sing more dramatic soprano roles. Meier loved to sing Wagner—she loved the complexity of
his female characters, Wagner’s musical style, and how Wagner showcases musical expressions
by utilizing all aspects of the German text. While Meier possesses a voice that is dramatic
enough to sing these sizeable Wagner roles, her focus and care is on the expression of the text
and says that singing Wagner is a “highly vocal, highly musical business.”!!? She says, “It has
nothing to do with bawling your head off...relying on the size of the voice all the time is terrible.
I find it awful to hear someone parading a big voice the whole evening. After ten minutes, I’ve
got the message...but after that it’s boring. I want a message, not just someone showing off a big

voice.” !

107 Annette Schreier. I Follow a Voice Within Me: A Documentary on German Singer Waltraud
Meier, Medici.Tv (Screen Land Film, 2001), https://edu-medici-tv.proxyiub.uits.iu.edu/en/documentaries/i-follow-a-
voice-within-me-a-portrait-of-the-singer-waltraud-meier.

108 Tbid.

109 Ben Miller, “After Nearly Five Decades, Waltraud Meier Takes Her Final Opera Bow,” The New York
Times, October 19, 2023, https://www.nytimes.com/2023/10/19/arts/music/waltraud-meier-opera-retirement.html.
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While Meier is celebrated for her performances of Wagner, her expertise spans French
and Italian operatic traditions as well. She sang roles such as Eboli, Amneris, Didon, and
Santuzza which helped her to win over her Italian audiences.!!> Meier also enjoyed notable
successes in Tchaikovsky’s Joan of Arc, Berlioz’ Marguerite, Saint-Saéns’ Dalila, and Berg’s
Marie, and as an interpreter of lieder and melodies.’’? Conductor Daniel Barenboim said, “She is
good at everything she does; some people demand specialization, but that would have been a
disservice to her and her vocal abilities because she excels at so many different styles and
emotions across various Fachs.”!*

Angela Zabrsa, the production manager at the Wiener Staastoper, said about Meier’s
voice: “She is technically perfect, she knows how to handle her voice—this is a gift from
God.”!!> Meier was praised for her intellect as well as her commanding stage presence and vocal
technique. When she was starting to learn Isolde to sing at Bayreuth, she felt like the way she
was singing was not matching her own standards. When this happens, she approaches the
challenge by analyzing what the problems are and where the difficulties lie and continues to
work the technique until she can sing a role successfully.!!¢ In reference to beginning to sing
more dramatic soprano repertoire, specifically Isolde and Leonore, she said, “One essential

factor is just normal physical development. As my voice got steadier at the top, I was more

confident about the repertory that makes demands on the upper end of the range. I just knew that

12 Meier.
13 Clark.
14 I Follow a Voice Within Me.

115 Tbid.

116 Tbid.
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I could sing it better and that gave me the confidence to tackle it.”!!” Like Christa Ludwig, Meier
also takes care when she needs to switch between singing dramatic soprano and mezzo-soprano
roles.

After a period when I’ve sung a lot of Isoldes and maybe a Leonore in between, I do

notice that the voice in general has got a bit higher, so that I’'m missing a bit of volume in

the lower register. But it takes just a week or two and then I’ve adjusted again and the

other is back again completely. With Amneris just now for example, I noticed that it took

until the third Amneris before I felt really at home again in this tessitura.!'®

Meier’s understanding of her own voice and knowing the vocal demands of various roles
in the opera repertory also aided her in her long and successful career. There was a time when
she was contracted to sing Salome at the Deutsche Oper in Berlin, and when she started to learn
the music, she realized this was not a score that was well-suited for her voice. “Looking at the
music,” she thought, “No, I am not Salome. To sing it—that’s soprano soprano. You have to
have a silver voice. I’'m copper.”!'!® During her interviews, Meier was asked what makes a great
singer and her response is one that can be helpful to aspiring singers and teachers alike:
“Technique is 80% of it, 10% is timbre and the nice voice, the God-given blessing of a nice
voice, another 10% is personality—the imagination and talent needed to make the right use of

your technique. And then there’s that final one percent, what I call The Spark.”!2°

17 I Follow a Voice Within Me.
118 Tbid.
119 Miller.

120 Tbid.
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Meier’s voice has been described by critics as “powerful, but steady”!?!

and having “a shining
top register as well as a sonorous lower register.”'?? She is “known for her captivating stage
presence, intellectual approach and distinctive, tonally complex mezzo-soprano voice.”!?* She is
a singer who possesses all the vocal qualities that could possibly classify her as Zwischenfach.
Even looking at the articles and literature available regarding Waltraud Meier, none of the
sources agree on her voice classification. In the biography on Meier’s official website, she
classifies herself as a mezzo-soprano, and Richard Boldrey’s guide lists her as a dramatic mezzo-
soprano.'?* However, other sites and articles state that she is a soprano or a dramatic soprano.
With operatic repertoire ranging from lyric mezzo-soprano to dramatic soprano and concert
repertoire like Brahms’ Geistliches Wiegenlied'?> and Wagner’s Wesendonck Lieder, her voice is
well-suited to both Fachs.
Grace Bumbry
January 1937-May 2023

Grace Bumbry was born in January of 1937 in St. Louis, Missouri. She grew up in a

musical family—her mother, father, and two brothers all sang and played various musical

instruments. When talking about being part of this musical family, Bumbry said, “I played the

piano and could sing both soprano and what they called alto then...Even as a child, I liked letting

121 Tlana Walder-Biesanz, “Tristan Und Isolde in Munich: Surprising and Triumphant,” Bachtrack, July 10,
2019, https://bachtrack.com/review-tristan-isolde-konwitschny-meier-bayerische-staatsoper-munich-july-2015.

122 Christoph Wurzel, “Long Resonance of an Overwhelming Ending: An Intoxicating Ring Ends in
Budapest,” Bachtrack, June 22, 2016, https://bachtrack.com/kritik-walkuere-fischer-botha-reuter-herlitzius-schoeck-
kampe-fink-muepa-budapest-juni-2016.

123 Miller.

124 Boldrey, 425.

125 This Brahms cycle is set with viola and has a low tessitura. It is considered a standard of mezzo-soprano
art song, and it is even listed as being “Two Songs for Alto, Viola, and Piano.”
g g g
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my voice do as it pleased.”'?¢ She was greatly influenced by Marian Anderson, a famous operatic
contralto, and it was seeing her in recital when Bumbry was young that gave her the desire to
sing classical music. She took part in her high school choir and the choral director, Kenneth
Billups, became her first voice teacher. In an interview with Amanda Woytus for St. Louis
Magazine, Bumbry commented that she had wondered what made her voice so special, and she
said: “It was because I had six lessons a week with Kenneth Billups.”!'?’

Billups encouraged Bumbry to enter a teen talent show on a local radio station and
worked with her on “O don fatale,” from Verdi’s Don Carlo. She won the competition and part
of her prize was a scholarship to the St. Louis Institute of Music. The conservatory offered her
private lessons instead of allowing her to take classes with the other students (all of whom were
white) and her mother declined this offer.!?® The executives at her local radio station then helped
place her on CBS’s “Arthur Godfrey’s Talent Scouts,” in New York City.!?° This opened doors
for her and Bumbry was admitted to the Boston University College of Fine Arts. She eventually
transferred to Northwestern University in Chicago, where she met and began working with Lotte
Lehmann.

Bumbry broke out internationally in 1960 at age 23 when she sang Amneris in Verdi’s

Aida at the Paris Opera. Her career took off in 1961 after being cast as Venus in a modernized

version of Wagner’s Tannhduser at the Bayreuth festival. In an obituary written by Alex

126 Samuel Autman, “Requiem for an Unwritten Memoir,” Common Reader, February 21, 2024,
https://commonreader.wustl.edu/c/requiem-for-an-unwritten-memoir/.

127 Amanda Woytus, “Opera Superstar Grace Bumbry Reflects on Her Start at Sumner High School,
Kennedy Center Honors, and Meeting Two Presidents,” St. Louis Magazine, April 21, 2021,
https://www.stlmag.com/culture/music/grace-bumbry/.

128 Autman.

129 Tbid.
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Williams for The New York Times, he said: “She landed in something of a national scandal in
West Germany when Wieland Wagner, a grandson of Richard Wagner cast her as Venus...She
was the first Black woman to perform at the festival, cast as a character typically portrayed as a
Nordic ideal.”!3° Her performance that night “silenced the European critics when the curtain
came down to thunderous applause, rocking the theater for thirty minutes, bringing the cast back
for forty-two curtain calls.”!*! After that, her career took off—she was a star.

Grace Bumbry is an example of a singer who transitioned from mezzo-soprano to
soprano during her professional career. When she began her singing career, Bumbry herself says
that she considered herself to be a soprano, but she began her career as a mezzo-soprano.'3? She
questioned her voice type even when making her debut at the Paris Opera in 1960 as Amneris.
She “wrestled with whether she was a soprano or a mezzo-soprano. Mastering both was
considered impossible.”'** A vocal coach she had at the time strongly advocated she stick with
mezzo, meanwhile another mentor pushed her to sing soprano.!3* Later on in her career, she did
expand her repertoire to include many dramatic soprano roles and also included several lyric and
full lyric soprano roles. While there were many audiences who still doubted that she was a ‘true
soprano,’ she had an obvious command of the repertoire. In an interview that she did with

Samuel Autman, he asked her why she thought the North American critics had been so skeptical

130 Alex Williams, “Grace Bumbry, Barrier-Shattering Opera Diva, Is Dead at 86,” The New York Times,
May 8, 2023, https://www.nytimes.com/2023/05/08/arts/music/grace-bumbry-dead.html.

131 Autman.

132 Grace Bumbry. “Welcome to My Official Homepage.” Grace Bumbry. Accessed December 11, 2024.
https://gracebumbry.com/.

133 Autman.

134 Her teacher, Lotte Lehmann, encouraged her to switch to soprano repertoire.
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of embracing her as a soprano. She replied, “I don’t know what their problem is, but the voice
does what it wants to do...I’m the opera singer, Samuel. I know.”!

Alex Williams wrote that Bumbry transcended vocal categorizations— “Originally a
mezzo-soprano, she made a striking departure by taking on soprano parts, too, which gave her
access to marquee roles in operas such as Richard Strauss’ Salome and Puccini’s Tosca.”!3
Bumbry performed as a mezzo-soprano, quite successfully, for fifteen years which included
repertoire such as Santuzza in Mascagni’s Cavalleria Rusticana and Lady Macbeth in Verdi’s
Macbeth. While some of these roles sung by both sopranos and mezzo-sopranos, Bumbry made
her official soprano debut singing Salome at Covent Garden in 1970.'%7

Bumbry had a very broad range in her choice of roles. Even after she transitioned to
mostly singing full lyric and dramatic soprano repertoire, she still sang repertoire from the
mezzo-soprano canon. There was one instance in which “she gave another tour de force
performance at Covent Garden when she sang Norma and Adalgisa in the same production of
Norma within a period of two weeks.”!*® Bumbry took pride in her vocal abilities and “she
gloried in the fact that she was able to perform both roles in Verdi’s Aida...she could be Tosca

and Salome, but also Carmen and Eboli.”!'?°

135 Autman.
136 Williams.

137 Francisco Salazar, “Obituary: Legendary & Trailblazing Mezzo-Soprano Grace Bumbry Dies at 86,”
OperaWire, May 8, 2023, https://operawire.com/obituary-legendary-trailblazing-mezzo-soprano-grace-bumbry-dies-
at-86/.

138 Ibid.

139 Williams.
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Her voice has the power, warmth, and ease that is needed to be able to sing across
different Fachs. In the memorial that The Met wrote for Bumbry, they described her instrument
as a “rich, powerful, and sensuous voice [that] straddled the traditional categories of mezzo-
soprano and soprano.”'*? By the time Bumbry retired from performing, she had become “a
shapeshifter...and moved from mezzo soprano roles to dramatic soprano roles.”'*! In addition to
the roles that have already been discussed, her repertoire also included Abigaille in Verdi’s
Nabucco, Laura Adorno in Ponichielli’s La Gioconda, Jeniifa in Janacek’s Jeniifa, Elisabeth in
Wagner’s Tannhduser, Medea in Cherubini’s Medea, and Leonora in both /I Trovatore and La
Forza del Destino. Since Bumbry began her career as a mezzo-soprano and later began to
classify herself as a soprano, many sources within the literature simply classify her as one or the
other, even both. In Boldrey’s guide, he classifies her as a light dramatic soprano and a dramatic
mezzo-soprano.'4?

There are numerous singers whose vocal characteristics align with the Zwischenfach
category, and their careers provide valuable case studies for examining the diverse repertoire
they perform and the distinct qualities of their voices. These four singers share several notable
commonalities. Each performed similar operatic roles throughout their careers, despite
differences in vocal classification: Christa Ludwig and Waltraud Meier were classified as mezzo-
sopranos, Jessye Norman as a soprano, and Grace Bumbry transitioned from mezzo-soprano to

soprano during her career. Their vocal timbres were described in comparable terms—

140 “Grace Bumbry,” Grace Bumbry | Metropolitan Opera, May 9, 2023,
https://www.metopera.org/information/memorial/grace-bumbry/.

141 Autman.
142 Boldrey, 411; Boldrey does not provide his exact definition of a light dramatic soprano, but says that

roles include the “lyric” Wagner roles, such as Sieglinde, Elisabeth, and Elsa, as well as roles such as Aida, and
Vanessa (Barber). In includes, in that same section, that some of the roles in this category are called Falcon roles.
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characterized as rich, warm, metallic, dark, and powerful. Zwischenfach singers must develop a
deep understanding of their own vocal capabilities while also relying on the guidance of a trusted
teacher or vocal team to ensure the selection of appropriate repertoire. A distinguishing feature
across all four singers was their exceptional command of and insight into their vocal abilities.
This mastery was the result of a lifelong dedication to rigorous training and technical refinement.
Each of these artists worked under the guidance of esteemed teachers and mentors, who played a
critical role in helping them hone their craft. However, their success ultimately rested on their
own vocal awareness and commitment to developing and maintaining their vocal technique.
They held fast to their principles and personal convictions regarding appropriate repertoire, even
when external pressures from audiences or industry professionals suggested alternative

classifications or repertoire choices.
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Chapter 4: Beginning Singers and Art Song Repertoire

While professional singers demonstrate a deep understanding of their vocal instruments
and the repertoire suited to their voices, their technical and artistic mastery did not emerge in
isolation. Many of these singers benefited from strong foundational training early in their
development, allowing them to cultivate healthy vocal habits and refine their technique over
time. Establishing a sustainable vocal technique begins in the early stages of study, where
carefully chosen repertoire supports both technical growth and artistic expression. Selecting
appropriate pieces for beginning singers is essential in laying the groundwork for long-term
vocal development.

As previously discussed, it is often advisable to refrain from classifying beginning
singers too early in their development. Instead, an effective approach involves assessing their
range, tessitura, passaggi, and timbre while prioritizing the development of vocal technique.
Repertoire selection should be carefully considered to provide both challenge and comfort,
reinforcing technical principles while allowing for growth.

While some students may align neatly with standard vocal classifications, others may
present characteristics that do not conform precisely to these categories. For example, a young
singer may exhibit a timbre associated with one voice type while demonstrating passaggi
placements that suggest another. In such cases, repertoire should be chosen based on factors such
as tessitura and key rather than rigid classification, avoiding selections that consistently dwell in
the passaggi. Additionally, it is important to select repertoire that encourages exploration of the
full range, allowing singers to discover their capabilities rather than being confined by external

expectations.
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Since Zwischenfach voices lie between traditional classifications, they require careful
consideration when selecting repertoire. Unlike some voices that are able to fit into a standard
category, Zwischenfach singers often have a wide range but face challenges in navigating their
passaggi. Understanding where a singer’s passaggi lie is helpful in choosing songs that facilitate
ease and freedom rather than tension and imbalance. While Richard Miller stated that the
passaggi were of less importance when classifying a voice, it is useful when choosing repertoire
for a singer. Richard Miller created a chart of passaggi and register zones for both soprano

voices and mezzo soprano voices and Molly Clementz created an image based on his chart:

Figure 5. Soprano Passaggi and Register Zones based on Richard Miller’s Training Soprano Voices 169
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143 Molly Christine Clementz, "Der Rosenkastrato: Octavian’s Unique Succession of the Pants Role in
Concerns to Castrato, Queer Theory, and the Zwsichenfach," Order No. 27998178, University of California, Santa
Barbara, 2020. https://proxyiub.uits.iu.edu/login?qurl=https%3 A %2F%2Fwww.proquest.com%?2Fdissertations-
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43


https://proxyiub.uits.iu.edu/login?qurl=https%3A%2F%2Fwww.proquest.com%2Fdissertations-theses%2Fem-der-rosenkastrato-octavian-s-unique-succession%2Fdocview%2F2448282638%2Fse-2%3Faccountid%3D11620
https://proxyiub.uits.iu.edu/login?qurl=https%3A%2F%2Fwww.proquest.com%2Fdissertations-theses%2Fem-der-rosenkastrato-octavian-s-unique-succession%2Fdocview%2F2448282638%2Fse-2%3Faccountid%3D11620
https://proxyiub.uits.iu.edu/login?qurl=https%3A%2F%2Fwww.proquest.com%2Fdissertations-theses%2Fem-der-rosenkastrato-octavian-s-unique-succession%2Fdocview%2F2448282638%2Fse-2%3Faccountid%3D11620

These registration points can be valuable in assessing the function of a student’s voice
and in selecting appropriate repertoire. Identifying these points provides insights into the vocal
adjustments required, helping to determine what the voice may need as it navigates through
repertoire.

Choosing repertoire for singers involves more than simply selecting pieces within their
overall range; it also requires attention to tessitura and flexibility. If the tessitura of a piece sits
too high for too long, it can cause vocal strain, while pieces that sit too low may not allow for the
full resonance and bloom of the voice to develop. Historically, finding the right key for an art
song was limited to the options provided in published anthologies and collections, which
typically offer only a “high key” and a “low key,” with a few including a “medium key.” This
left singers and teachers to choose the best available option, even if it was not an ideal fit.
However, with newer resources like the website Art Song Transpositions, singers can now find
art songs transposed into multiple keys, allowing for greater flexibility in key selection. The site
focuses exclusively on songs that are in the public domain, ensuring accessibility while
respecting copyright laws. Additionally, with the purchase of one piece, users receive multiple
keys of the same song, making it a cost-effective and practical solution for singers and teachers
seeking the best fit for their voices. While a subscription is required, many universities provide

access to students and faculty, making it an invaluable tool for tailoring repertoire to individual
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vocal needs. There are also other resources available to aid in score transposition, such as
ScanScore,'* Flat,'* Noteflight,'*® MuseScore,'*” and Sibelius.!*

This ability to tailor keys is particularly useful when selecting repertoire for young
Zwischenfach singers, whose voices often sit between the published “high key” and a “low key.”
For these singers, finding repertoire with tessitura that lies between the upper and lower passaggi
is ideal. Large voices, like a Zwischen voice, often need more space and time for leaps between
notes to feel comfortable and expressive. Unlike coloratura sopranos, who possess lighter and
therefore more flexible and agile voices, a singer with a larger, fuller instrument benefits from
having more room to sing wider leaps. Assuming a young singer shows early indicators of
developing into a Zwischen singer, they need to understand how their voice behaves in different
registers and select pieces that support the natural growth of their sound. Art songs with
moderate leaps and stepwise motion are often a good choice, as they develop flexibility without
forcing large, unwieldy intervals too soon.

The following is a selection of pieces suitable for a variety of young singers. The
suggested keys offer effective options for those who exhibit qualities that suggest they may
develop into a Zwischenfach voice. These singers often possess timbres with notable color and

resonance, yet their upper extension—particularly in accessing pitches at or above the top of the

144 ScanScore allows the user to scan or upload sheet music and will transpose the uploaded score and
export the notes to other music reading software and allows further editing. https://scan-score.com/en/.

145 Flat is a music notation software that allows for composing, collaborating, printing, and also has
transposition features. https://help.flat.io/en/music-notation-software/transpose/.

146 NoteFlight is a suite of cloud-based music notation that allows for editing, importing and has a
transposition feature that allows users to change the key. https://www.noteflight.com.

147 MuseScore is a free and open-source music notation software that allows for creating and editing sheet
music and can easily transpose the entire score to a different key. https://musescore.org/en.

148 Sibelius is a score writing program. While the user must input the score into the software, there is a
transpose option once the music is written into the program. https://www.avid.com/sibelius.
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staff—may remain underdeveloped. The chosen repertoire and keys offer tessituras that do not
sit too high, so that a young singer does not strain, while also steering clear of tessituras that sit
too low that could encourage over-reliance on chest voice, which can lead to vocal fatigue or
injury. This is not intended to be an exhaustive or comprehensive list, but rather a representative
sampling of a few pieces. Numerous songs from various time periods can also meet these criteria
when transposed to a suitable key. The three singular pieces being examined are “Late Last
Night” by Ricky Ian Gordon, “Sogno d’or” by Giacomo Puccini, and “El majo discreto” by
Enrique Granados. Additionally, there are several song cycles that are suitable for advanced
undergraduate students (typically juniors or seniors) as they begin refining their technique. These
cycles present varied ranges and tessituras, allowing for flexible assignment based on the
singer’s individual needs and foundational technical abilities. Two examples of such song cycles
are discussed below, Frauenliebe und Leben by Robert Schumann and Trois Mélodies de 1916
by Erik Satie.
“Late Last Night” by Ricky lan Gordon

“Late Last Night” is a setting of a poem by Langston Hughes and is part of Ricky Ian
Gordon’s collection Only Heaven, which sets seventeen of Hughes’ poems and was composed in
1997. Gordon compiled these seventeen songs, along with songs from a previous collection, into
a theatre piece Only Heaven.'* The set is composed for medium high voice, and several of the
pieces are optimal for a young Zwischen voice whose tessitura sits a little higher than that of a
mezzo-soprano. Many of Ricky Ian Gordon’s pieces are excellent choices for undergraduate

singers. They feature beautiful melodies that allow a student to focus on refining their technique,

149 Ricky Ian Gordon, “Late Last Night,” in Only Heaven: Seventeen Settings of Poems by Langston
Hughes (Williamson Music, 1997), 5.
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in addition to having well-set texts that encourage singers to develop their expression and
storytelling abilities.

“Late Last Night” is a prime example of this criteria. While the melody is quite beautiful
and the accompaniment is relatively simple, the song presents technical challenges that make it a

valuable teaching piece. The overall range is Eb4 to Ab5 which provides a manageable lower

boundary. The piece avoids dwelling in chest voice and mainly stays above the second passaggio
so the singer can stay primarily in the mixed and head registers. This can be useful if a student
tends to bring their chest voice up too high or if they struggle to transition out of chest voice.

Nearly every time the Eb4 appears in the piece, it is acting as the starting pitch of an ascending

phrase. This placement can help a student learn to sing the notes around the lower passaggio in

their head voice as they train their register shifts to become more smooth. The highest note is the
AbS5, which can feel slightly outside the comfort zone for young singers depending on their vocal

development. This offers an opportunity to gently extend their range as the note only appears
once. The tessitura is F4 to C5 which could be a place of ease in a young singer’s voice. The
melody includes several moderate leaps, requiring a student to manage their breath effectively to
maintain a smooth line.

The text of “Late Last Night” demands a certain level of drama, as it portrays the
heartbreak of someone who has been deeply wounded. Gordon explained his inspiration for
writing the piece: “After seeing a screening of Louis Malle’s moody film Le Feu Follet (The Fire
Within) about the last days of a man tumbling toward suicide—wherein Malle uses Satie’s
Gymnopedies as the score, I wrote Late Last Night. 7 The heartbreak that the character is

experiencing is palpable as they speak about crying while sitting on a set of stairs, and Gordon

150 Gordon, 5.
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integrates these cries into the score. The amount of drama that the piece requires is perfect for the
rich timbre of a young Zwischen and can allow them to sing with their full voice, so they do not

feel like they have to hold back or reserve their sound.
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Example 4.1. “Late Last Night,” mm. 47 — 64
The piano accompaniment plays a crucial role in heightening the emotional intensity.
During the cries, the texture in the accompaniment deepens, with dynamic builds mirroring the
heartbreak and anguish. In measure 59, a decrescendo precedes the vocal outburst of sadness.
This feels like the emotional wave pulling back—a swell of grief—before it crashes into the

vocal release, allowing the singer to convey the vulnerability of the emotion. This relationship
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between the voice and the piano makes “Late Last Night” not only an expressive piece for the
singer but a tool for teaching emotional connection and musicality.
“Sogno d’or” by Giacomo Puccini

Puccini composed “Sogno d’or” (“Sweet dream™) in 1912. Five years later, he used the
same melody and adapted it to become the main theme for the quartet at the end of the second
act of his opera La Rondine. The text is a lullaby—a mother singing to her baby about guardian
angels and dreams of fairies and treasure. While the song was one that Puccini composed for
soprano, the range and tessitura are a perfect fit for mezzo-soprano as well, making it an
appropriate option for a Zwischen singer. The piece is in Bb major, with the range being C4 to
F5, and the tessitura is E4 to B4. Young singers do not often have the opportunity to perform
Puccini, as his operatic repertoire is generally more suited to advanced singers. However, this

piece is accessible for undergraduate students.
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Example 4.2. “Sogno d’or.” mm 14 — 19.

The accompaniment is simple, evoking the gentle motion of a rocking cradle. The

melodic line moves in a stepwise motion primarily, with only the occasional moderate leap. The
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most challenging aspect of the piece is the final leap to the F5, which must be sustained for
several measures. This teaches students essential techniques such as breath control and
sustaining—keeping the breathing spinning throughout. Despite its simplicity, “Sogno d’or”
allows singers to engage with their full sound. It demands full musicality and mastery of the
style, making it an excellent Puccini piece for young Zwischen singers to develop both technique
and expressiveness.

“El majo discreto” by Enrique Granados

“El majo discreto” comes from Enrique Granados’ Tonadillas (or “Character songs”).
Granados is a composer and pianist from Spain and is known for writing Spanish music where
“the piano is permitted to play an important role in and of itself.”!*! The accompaniment has a
distinctly guitar-like character, and the Spanish text is relatively accessible.

This piece demonstrates a significant contrast between its high and low keys. The high
key is in A major, while the low key is in F major. The best choice for a young Zwischenfach
voice will depend entirely on the individual singer. The tessitura in the high key lies between G4
and D5, whereas the low key’s tessitura falls between E4 and B4. For a singer with a strong
upper range who is comfortable sustaining a slightly higher tessitura, the high key can be an

excellent option. However, if the singer is not yet fully comfortable in the upper register, the low

151 Jennifer Foster, “Senior Recital: Jennifer Foster, Soprano,” University of Richmond Scholarship
Repository, March 27, 1997, https://scholarship.richmond.edu/cgi/viewcontent.cgi?article=1633&context=all-
music-programs.
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key provides a viable alternative without being excessively low. The overall range for the low

key is C4 to F5, and for the high key, it is E4 to AS.
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Example 4.3. “El majo discreto.” mm 8 — 19.

This piece is relatively challenging and is better suited for a more advanced
undergraduate student, such as a junior or senior. It contains numerous wide leaps, some
spanning an octave, which can pose a challenge for younger singers with heavier voices. While
not impossible, these leaps provide an opportunity to teach flexibility and the importance of
maintaining a full, resonant sound through skips, while also avoiding excessive vocal weight to
allow freedom in the voice. Overall, this is a technically demanding piece that offers valuable
pedagogical opportunities for a Zwischenfach student.

Frauenliebe und Leben by Robert Schumann

Frauenliebe und Leben is a song cycle written by Robert Schumann in 1840, with text by

poet Adelbert von Chamisso. The text is written from a woman’s perspective and presents an

evolving perspective on love and life. The first song introduces a young woman experiencing the

51



exhilarating feeling of first love. As the cycle unfolds, she fully embraces the depth of her
emotions, celebrating love in its many stages—becoming engaged, preparing for the wedding,
getting married, and welcoming a child. The final song shifts to grief and sorrow, as she reflects
on the profound loss of her beloved.'*?

The original keys are not particularly high for this cycle of songs, making it accessible to
a wide range of singers. The tessitura lies in the middle voice throughout the whole cycle and the
range lies between B3 and GS5. The first piece, “Seit ich ihn gesehen,” portrays a woman deeply
in love and the timbre of the singer should reflect her profound emotional state—hopeful, yet
grounded. The tessitura sits comfortably between the two passaggi, making it straightforward
and manageable for a voice with Zwischen characteristics. The light accompaniment supports the
intimate, inward focus of the text. In the second piece, “Er, der Herrlichste von allen,” the range
expands down to C4 and up to F5. That, combined with the fluttering eighth notes in the
accompaniment, drives the energy and excitement of the character and gives the singer an
opportunity to showcase more of their vocal range. The widest range in the cycle appears in the

fifth piece, “Helft mir, ihr Schwestern.” It ranges from Bb3 to G5 and this expansion showcases

her excitement and anticipation as she prepares for her wedding day. This allows for the singer to
use a fuller sound, showcasing their dynamic power as well as vocal color, as the mood is less
introspective. The eighth and final piece, “Nun hast du mir den ersten Schmerz getan,” captures
the devastating loss of love. Since the piece explores such profound sorrow, the singer can
effectively utilize their rich and dark timbre to convey these emotions, enhancing the depth and

gravity of the moment.

152 Natasha Loges, “Schumann’s Frauenliebe Und -Leben Analysis: What Is Its Legacy?,” Classical Music,
February 24, 2021, https://www.classical-music.com/features/works/schumanns-frauenliebe-und-leben-analysis-

what-is-its-legacy.
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The cycle is well suited to more experienced singers, including advanced undergraduates,
due to its thematic depth. While younger singers can approach individual pieces with
imagination, a full understanding of the material requires a certain amount of emotional maturity
and life experience. It is also common to assign selections from the cycle to younger singers and
not require them to sing the whole set if they are not ready for the dramatic demands.
Additionally, the cycle offers various technical opportunities, from breath control to upper
passaggio work, which makes it an excellent choice for a developing singer.

Trois Mélodies de 1916 by Erik Satie

This cycle of three songs by Erik Satie was written for high voice and piano. Satie wrote
them for Jane Bathori, a well-known mezzo-soprano of the time.!> While Satie wrote it for the
mezzo-soprano voice, it has also been successfully performed by sopranos. The three pieces
themselves do not share any theme other than possessing light-hearted and whimsical tones. The
first piece in the set, “La statue de bronze” opens with a dance hall introduction and settles into a
more ostinato rthythm as the voice begins.!>* The text of “Daphénéo” is a dialogue between two
mythical characters, Daphénéo and Chrysaline. The third piece, “Le chapelier,” was dedicated to
Igor Stravinsky. The text is based on the Mad Hatter’s Tea Party from Lewis Carroll’s Alice in
Wonderland and was written as a parody of Gounod.!*

These pieces are an excellent and engaging choice for young singers—they are both fun
and challenging. The French text, particularly in “Le chapelier,” can be demanding due to its

fast-paced nature. Mastering the correct pronunciation, delivering the text quickly, and

153 Robert Orledge, Satie Remembered, trans. Roger Nichols (Portland, Or: Amadeus Press, 1995), 174.

154 Virginia Sublett, “Erik Satie: Mélodies (3) of 1916, for Voice & Piano,” All Music,
https://www.allmusic.com/composition/mc0002368227.

155 Orledge, 126.
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maintaining the vocal technique all serve as excellent practice tools for developing singers. That
said, this repertoire is not ideal for a singer’s first experience with French, as the demands of the
French language in this setting may be overwhelming for beginners.

The overall range of the set spans from A3 to A5 with notable variations across the
pieces. The second piece has the smallest range (D4 to D5) and a tessitura centered between F#4
and B4, which makes it very simple and accessible. In contrast, the first and third pieces cover
much wider ranges. For example, the first five measures of “Le chapelier” span nearly two
octaves, with fast-moving French text. The highest note in the set, A5, also occurs near the end
of the piece but it is approached quickly, passing through eighth notes. Although this set is in a
high key, the range extends fairly low, which provides young singers the opportunity to practice
navigating the lower passaggio. This aspect can be particularly beneficial for singers with larger
voices, who may find this transition area more challenging. The accompaniments are varied,
adding to the character of each piece. All are richly textured, supporting a singer who has a
richer timbre and produces more volume.

The set also offers a fun acting opportunity for the singer. Each piece is distinct in
character, with a more comedic tone throughout the cycle. “La statue de bronze,” where the
singer embodies the voice of a frog, is a great exercise in character work. The whimsical nature
of “Daphénéo” provides contrast, while the chaotic energy of “Le chapelier” offers an
opportunity for the performer to convey the Mad Hatter’s absurdity. This combination of
technical, linguistic, and dramatic demands makes the set a wonderful training tool for young
Zwischen singers looking to develop their skills in both technique and performance.

To conclude, thoughtful repertoire selection is a crucial element in the early training of

singers, laying a foundation that fosters healthy technique, vocal exploration, and artistic growth.
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Rather than prematurely categorizing young voices into rigid classifications, teachers should
focus on identifying each student’s unique vocal tendencies and needs, choosing repertoire that
nurtures flexibility, ease, and strength. There are several pieces in addition to the ones addressed
previously that could be considered for a young voice based on similar criteria. Some examples
include “Lascia chi’io pianga” from Handel’s Rinaldo, “What Can We Poor Females Do by
Henry Purcell, “An Chloe” by W.A. Mozart, “Liebst du um Schonheit” by Clara Schumann,
“Ecco quell fiero istante!” by Ludwig Beethoven, “Voi che sapete” from Mozart’s Le Nozze di
Figaro, “Early in the Morning” by Ned Rorem, and “Come Ready and See Me” by Richard
Hundley. By prioritizing technical development over fixed labels, we allow singers the freedom
to discover the full potential of their instrument and to grow into their voices naturally and
sustainably. A careful, individualized approach to repertoire empowers singers to develop not

only as technicians but also as expressive, confident artists.
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Chapter 5: Intermediate Singers and Repertoire

Once admitted to a master’s program, a singer begins to engage in competitions, and they
also start auditioning for young artist programs. At this stage, it is expected that a singer has a
foundational understanding of their vocal classification or Fach. The Zwischen voice may not yet
be fully developed, particularly for singers in their early to mid-20s. This developmental stage
can necessitate repertoire choices that reflect the transitional nature of the voice. For example, a
Zwischen singer’s competition repertoire may include roles such as Donna Elvira from Mozart’s
Don Giovanni alongside Meg March from Adamo’s Little Women. While Meg lies comfortably
in a high lyric mezzo-soprano range, it does not demand the dramatic weight required for heftier
roles, though it benefits from a warm, well-grounded lower register. Conversely, Donna Elivra,
while often performed by sopranos, favors singers with a strong lower extension and vocal
intensity, making her equally accessible to mezzos with a developed upper range. This period of
vocal growth often coincides with increased resonance, breath control, and technical refinement,
signaling the emergence of a more defined vocal identity. In addition to operatic roles, there are
several art songs and song cycles that could be vocally appropriate for a young Zwischen voice at
a master’s level.

Les Nuits d’été by Hector Berlioz

Les Nuits d’été is a setting of six poems by Théophile Gautier and is the best-known
collection of songs by Berlioz. The poems that Berlioz chose came from Gautier’s La Comédie
de la mort. It was originally written for voice and piano, intended for a mezzo-soprano or a tenor.
He started by just orchestrating one of the pieces, “Absence,” for performance. Years later,
Berlioz orchestrated the five remaining songs in the cycle. Two of these songs, “Le spectre de la

rose” and “Sur les lagunes,” were transposed to a lower key, so that the cycle “was no longer
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within the compass of a single voice.”!>® Now it is customary to adapt the orchestral version of
the cycle for a single voice, either by restoring the original keys of those two pieces, or by
transposing the remaining four songs to a lower key.!>’

The key that would be best suited to a Zwischenfach singer is considered the “medium
key” in the Bérenreiter publication or the “low key” published by International. This is the option
where four of the pieces were transposed down to a lower key. For clarity, the recommended
keys for each song are listed below, along with the range and tessitura for each piece in the
respective key:

“Villanelle”: F major, Range: C4 — D5, Tessitura: F4 — C5

“Le spectre de la rose”: B major, Range: A3 — F5, Tessitura: E4 — B4

“Sur les lagunes”: F Minor, Range: Cb4 (optional Fb3) — Gb5, Tessitura: Eb4 — Bb4
“L’Absence”: Eb Major, Range: Bb4 — EbS5, Tessitura: Eb4 — Bb4
“Au Cimetiere”: Bb major, Range: C4 — Eb5, Tessitura: F4 — Bb4
“L’1le inconnue”: D Major, Range: Bb3 — ES, Tessitura: F4 — B4

This cycle has been interpreted “in autobiographical terms as reflecting the breakdown of
Berlioz’s marriage to Harriet Smithson and his turn towards a future with his mistress, Marie
Recio.”!*® The cycle begins with “Villanelle,” which celebrates the advent of spring and has a
very cheerful tone. The setting is simple and strophic. “Le spectre de la rose” explores the

themes of lost innocence and sexual awakening, with the rose acting as a symbol of virginity and

156 Peter Bloom, The Cambridge Companion to Berlioz (Cambridge, UK: Cambridge University Press,
2000), 119.

157 Hugh MacDonald, “Berlioz, Hector: Les Nuits d’été for Solo Voice and Orchestra Op. 7,” Birenreiter:
The Musician’s Choice, 2000, https://www.baerenreiter.com/en/shop/product/details/BA5784 90/, ii.

158 Bloom, 120.
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desire. “Sur les lagunes” mourns the death of the singer’s beloved, while “Absence” takes the

form of a dirge, embodying feelings of grief and longing. “Au cimetiere” is about fading

memory, which evokes a deep and heartbreaking sense of loss. Finally, “L’ile inconnue”

suggests the beginning of a new future, bringing excitement and hope back into the tone to close

the cycle.

There are several aspects of the cycle that are challenging, making it an appropriate

choice for an intermediate or more advanced singer. There is a wide range of dynamics

throughout the cycle—it varies between very quiet and meaningful passages and moments of

great intensity. The singer should be comfortable portraying a wide range of emotions—feelings

of happiness, feelings of tragedy. The darker and deeper pieces benefit from being sung by a

richer and warmer voice. The cycle requires a singer with more advanced technical ability and a

mastery over their register shifts, particularly for the demands of “Le spectre de la rose,” which

lies in the lower register.
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Example 5.1. “Le spectre de la rose.” mm 14 — 19.

58



The texture of the piano intensifies throughout the piece. A Zwischen voice who has sufficient
power in her middle and lower range could rely on the natural richness of the voice and would
not need to rely heavily on chest voice to be heard. Excessive use of the chest voice or switching
in and out of the chest and middle registers can disrupt the line, which is critical to the success of
the piece. Breath control is also crucial due to the extended phrasing and the demands of wide
intervallic leaps, which require sustained airflow and consistent breath energy. Mastery of breath
management and phrase shaping is essential for the singer to maintain vocal stability, agility, and
musical expressiveness.

In contrast, “Au Cimetiére” begins with the voice sustained in the transition area between
the lower middle and upper middle registers. While this range is not inherently difficult for all
singers, the repeated notes on the same pitch present a unique challenge. Without careful breath
management, the voice can become weighed down, making it difficult to maintain a light
mechanism and consistent vibrancy. This is especially true for singers with naturally weightier
voices, who may tend to drag the pitch down. Given the slow tempo, breath control is essential in
keeping the sound energized and moving forward, preventing intonation issues. Maintaining a
sense of vocal lightness, even within the song’s dark and somber mood, allows the line to remain
buoyant and expressive.

Siete canciones populares espariolas by Manuel de Falla

Siete canciones populares espariolas was written in 1914 by Manuel de Falla and he
based these songs on Spanish folk songs that represented several different regions of the country.
Ryan Doring wrote in program notes for the LA Philharmonic that, “Falla succeeded in elevating

what were simple, popular tunes to a higher artistic level by crafting truly integrated and original
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piano accompaniments, bringing to life the infectious melodies and rhythms inherent in the folk
songs.”!

The different regions represented through the cycle are from Murcia in the southeast,
Asturias in the north, Andalusia in the south, and Aragon in the northeast. De Falla’s capture of
the Spanish atmosphere in each of the songs is truly masterful—he writes distinct ornaments that
capture the sounds of the regions that each piece represents. De Falla himself wrote about his
pieces, “In all honesty, I think that in popular song, the spirit is more important than the letter.
The essential features of these songs are rhythm, tonality, and melodic intervals. The people
themselves prove this by their infinite variations on the purely melodic lines of the songs.”!¢?

The voces medias key, or what is considered the “low key,” is generally well-suited for a
Zwischen voice. The range of the set as a whole is not especially extensive, with a tessitura that
remains fairly consistent across all of the pieces. Most of the pieces in this set tend to hover
above the lower passaggio, but the range does extend down into the lower register and does not
require much sustaining power there. Instead, they demand clarity and strength throughout the
middle voice, making them particularly suited for a voice that can retain power and warmth in
their middle register. Some of the pieces that do have more of a flamenco feel, like “Polo,”
demand intense drama and passion, and singing those with power and presence of voice (and

character) is crucial.

Because of this, “Polo” is a piece that could benefit by being sung in the higher key.

“Polo”, in the low key, sits in A minor and centers around the lower passaggio on an El. The

159 Ryan Dorin, “Seven Popular Spanish Songs, Manuel de Falla,” LA Phil, accessed January 3, 2025,
https://www.laphil.com/musicdb/pieces/3267/seven-popular-spanish-songs.

160 Gianmaria Girglio, “Siete Canciones Populares Espafiolas,” Gianmaria Griglio - Conductor and
Composer, January 19, 2016, https://gianmariagriglio.com/siete-canciones-populares-
espanolas/#:~:text=De%20Falla%20himself%20wrote%3 A%20“In,melodic%20lines%200f%20the%20songs.”
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piece begins with a powerful forte, which can be particularly challenging when the notes are
positioned right in the lower passaggio. The high key raises the melody by just a whole step, yet
this shift significantly changes the mood and intensity and could potentially be more comfortable
for a Zwischen singer. Therefore, the suggested keys for each of the pieces are as follows:
“El pafio moruno”: B minor, Range: F##4 — D5, Tessitura: G4 — B4
“Seguidilla murciana”: F major, Range: F4 — D5, Tessitura: G4 — B4
“Asturiana”: G minor, Range: F##4 — D5, Tessitura: G4 — C5
“Jota”: E major, Range: F##4 — ES5, Tessitura: G#4 — C#5
“Nana”: F minor, Range: C4 — D5, Tessitura: F4 to Bb4
“Cancion”: G major, Range: D4 — E5, Tessitura: G4 — C5
“Polo”: B minor, Range: E4 — G5, Tessitura: G4 — D5

From a technical standpoint, the melodic line is very approachable. The notes mostly
move in stepwise motion, and there are very few wide leaps written throughout the score. The
demand is in the expression, the feeling, and understanding the text deeply enough to deliver it
with the proper inflection. In some flamenco styles, the musical emphasis falls in unexpected
places, but the text must always shine through. A beautiful, rich, and warm tone enhances the
music, but it is the darkness of the voice, especially in the most passionate moments, that truly
brings these pieces to life. A Zwischen voice lends itself well to this requirement.

Meg in Little Women by Mark Adamo

Little Women is a novel written by Louisa May Alcott in 1868. It chronicles the

experiences of growing up female in post-Civil War New England. It follows the March family,

focusing the narrative on the four sisters as they grow up in Concord, Massachusetts. Meg March
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is the eldest of the four sisters and is responsible, feminine, and wishes for the luxuries and
wealth that other girls her age possess. When the story starts, she is sixteen years old.

Meg is an example of a role that does not necessarily require a dramatic voice to be
successful, but is an excellent role for a Zwischenfach voice due to her character’s vocal
demands. While there are moments that call for intensity, particularly in family conflicts and her
declaration of love for John Brooke, Meg is primarily a sweet and loving character. However, as
the eldest sister, she carries a certain strength, embracing adulthood and the responsibilities that
come with it. Though she initially appears as an ingénue, her love for John Brooke is not naive or
fleeting. Instead, she willingly “puts away her childish things” and steps into maturity through
marriage.

In a course that Mark Adamo created for Opera America’s distance learning program, he
classifies her as a mezzo-soprano and addresses the demand for a singer with a wide range.!%!
The role was written for American mezzo-soprano Joyce Didonato, who is renowned for her
performances in coloratura mezzo roles and her impressive high extension. While the opera itself
is not included in the list of operas addressed in the Kloiber, Meg’s vocal range and tessitura
suggest that it could also be effectively sung by a Zwischenfach singer, as it requires both
warmth in the middle voice and a solid presence in the upper register. Meg’s major aria, “Things
Change, Jo” showcases an impressive range from G#3 to A5 with the tessitura lying from F#4 to
D5. While Adamo’s vocal writing can be fairly disjunct, there are many lyrical moments
throughout the opera and in Meg’s character that make her line very suitable for the Zwischen

voice. While there are several leaps between the middle registers and the upper registers, Adamo

161 Mark Adamo, “Mark Adamo: Little Women,” Mark Adamo: Official Website, December 2001,
https://cdn.prod.website-files.com/60c3b3ctb873a5886bba2362/613145dc464b74e6bf2bcd74 course.pdf, 43.
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writes them in such a way that would still allow for a larger voice to bloom on the upper notes
and gives them the room they need to execute them with a fair amount of ease.

One of the other challenges lies in balancing the role’s lyricism—maintaining warmth
and richness in the middle register while remaining free and expressive in the upper passages.
The transitions between registers should be seamless, which can be challenging in the more
disjunct vocal lines in the opera, but is still very possible for an intermediate Zwischen singer
who has stable technique. A singer approaching this role must prioritize breath control and vocal
efficiency to navigate the role’s leaps and disjunct lines with ease and fluidity. One of the biggest
challenges in this role is ensuring that the breath is not withheld or constricted when moving
through these intervals; instead, the singer should think of the musical line as a whole, rather
than fixating on each individual pitch. This broader approach allows for greater continuity and
prevents the voice from becoming rigid or disconnected. Additionally, vowel modification is
essential, particularly on leaps from the middle register into the upper register. Without over-
modifying to the point of distortion, a singer should be flexible in adjusting closed vowels to
slightly more open positions, which will help maintain the integrity of the line while allowing the
larynx to remain in a lowered, relaxed position. Resonance strategy is also crucial, especially
when navigating lower notes that pass through the first passaggio. It can be tempting to push the
chest voice on these notes in an effort to create more volume, but this can lead to unnecessary
tension and imbalance in registration. Instead, the singer should rely on using a mixed voice and
employing as much head and chest resonance as possible, which will ensure a more even timbre
throughout their range and will also allow the voice to carry effortlessly over the orchestra
without strain. By approaching the role with these technical considerations in mind, a

Zwischenfach singer can achieve both vocal freedom and expressive depth. All of these technical
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aspects are well within the grasp of a master’s level student, making Meg an excellent fit for
singers at this stage of development, even though the role is harmonically challenging.
Donna Elvira in Don Giovanni by W.A. Mozart

The music of Don Giovanni, as heard today, is an amalgamation of the two versions that
Mozart and the librettist, Lorenzo Da Ponte, created for performances in Prague and Vienna. In
the original Prague score, Donna Elvira is portrayed as the di mezzo carettere’5? and has both of
her arias in Act L. For the Vienna production, Mozart and Da Ponte adapted the opera for a new
cast, making several changes, including adding the aria “Mi tradi quell’alma ingrata” for Donna
Elvira. Written for soprano Caterina Cavalieri, the aria showcases the scalar and arpeggiated
passages for which she was known. During rehearsals, Mozart transposed the piece down a step,
presumably due to illness of the singer.!% Responding to the new portrayal of Elvira, Mozart and
Da Ponte also incorporated a dramatic scene for her in Act II, featuring “Mi tradi.” In modern
productions, while the Prague version is largely maintained, “Mi tradi” remains a staple and is

performed in either Eb major or D major, depending on the singer’s voice type.

Elvira is a complex role that sits in a vocal and dramatic space that makes it well-suited
for a Zwischenfach singer, especially one that has a good command of their high register and is
comfortable at a slightly higher tessitura than some Zwischen roles. The Kloiber categorizes
Donna Elvira as a Jugendlich-dramatischer soprano.'®* The role is often sung by lyric sopranos

and it has also become common for companies to cast mezzo-sopranos to take on the role of

162 A character balancing both serious and comic elements.

163 Laura Anne Cotney, “Characterization in Mozart’s Don Giovanni: The Intersection of Tessitura and
Fach in the Roles of Donna Anna, Donna Elvira, and ZerlinaTh,” University of Libraries: University of
Georgia (dissertation, 2019), https://getd.libs.uga.edu/pdfs/cotney laura_a 201905 _dma.pdf, 18.

164 Kloiber, 528.
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Donna Elvira. The role’s range extends from B3 to Bb5, which is well within the limits of both

soprano and mezzo-soprano voices. While it has moments that require some agility and
brightness, it also demands a weightier, more dramatic sound in its lower and middle registers.
This balance makes it accessible to a Zwischenfach singer, who typically has warmth in the
lower register, presence in the middle register, and enough power and ease in the higher register
to successfully perform all the demands of the range.

The tessitura of Donna Elvira lies between G4 and E5. While the tessitura is often high, it
is not consistently stratospheric. Unlike Donna Anna, whose role demands sustained high
singing, Elvira’s vocal writing frequently returns to a more comfortable mid-range, allowing for
both lyricism and dramatic weight. Her arias, such as “Mi tradi quell’alma ingrata,” require
agility and expressive phrasing, but they do not push the singer into extreme soprano territory for
extended periods. Both the Eb major and D major keys of “Mi tradi” are viable options for a
Zwischen singer, with the choice depending on the individual vocalist. However, the lower
tessitura of the D major version, though slight, could make it a more comfortable option for a
Zwischen. The availability of these two keys provides a valuable opportunity for the singer to

determine which best suits their vocal needs, allowing them to experiment and assess their
comfort level in each key. In D major, the aria demands the singing of several G#5’s, but they

are often written with an arpeggio leading up to that note or a leap up to the pitch but is then

sustained, allowing space for a Zwischen to bloom on that note.
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Example 5.2. “Mi tradi quell’alma ingrata” in D Major, mm. 36 — 45.

The need for both flexibility (but not an excessive amount of flexibility) and intensity
suits a Zwischenfach voice, as the singer must navigate some faster moving passages and
sustained, expressive legato lines. The role also requires strength and endurance, as Elvira sings
in multiple ensembles and must maintain a commanding presence throughout the opera. In the
full ensembles, Donna Elvira takes the third line, while Donna Anna sings the top line and
Zerlina sings the second line. This voicing could indicate the tessitura order as well.'®> However,
there are moments in both the Act I finale during the unmasking, and in the Act II finale, in
which Donna Elvira and Zerlina switch lines—Donna Elvira sings the second line and Zerlina

sings the third line. Donna Anna, however, is always on the top line. Throughout the role, the

165 Cotney, 16.
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agility required can present a challenge, but even for a younger Zwischen singer who has likely
not settled completely into the full dramatic weight of her voice, this challenge is achievable.

Dramatically, Donna Elvira is a passionate and tormented woman who goes back and
forth between fury, love, and despair, which requires a singer who can bring vocal and emotional
depth to the character. Her music conveys a mixture of pain and obsession, demanding a voice
capable of dramatic intensity without being overly heavy. A Zwischenfach singer, who possesses
the ability to darken the tone for moments of anger while still accessing brighter, more lyrical
passages, is well-equipped for such a challenge. The dramatic weight of the role could present
possible challenges for a true lyric soprano, while a true dramatic soprano might find the agility
difficult. This balance makes Elvira a natural fit for a “cross-Fach” singer.

Navigating the early stages of a professional singing career requires careful attention to
the evolving voice, particularly for Zwischenfach singers whose instruments are still solidifying.
Selecting repertoire that both supports and challenges their developing technique is crucial for
building confidence and artistry. Other works that could be well-suited for singers at this level
include the role of Dido from Dido and Aeneas by Henry Purcell, “Vado, ma dove” by W.A.
Mozart, Octavian from Ariadne auf Naxos by Richard Strauss, the Mignon Lieder by Hugo Wolf,
and Five Art Songs by Florence B. Price. These types of works offer ideal opportunities for
young singers to refine breath control, master register transitions, and deepen their emotional and
musical expression. Through strategic repertoire choices that align with the singer’s current
abilities and future potential, Zwischen voices can continue to develop the strength, flexibility,

and artistry needed to transition successfully into the next stages of their careers.
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Chapter 6: Advanced Singers and Repertoire

In the professional opera world, vocal categorization is often more flexible than rigid.
While adherence to the traditional Fachs can serve as a useful guideline, the reality is that once a
singer establishes themselves, the emphasis shifts toward the quality of the performance rather
than strict alignment with vocal classification. This necessitates a heightened sense of self-
awareness and responsibility on the part of the singer to understand their own vocal capabilities
and limitations. Cultivating this understanding requires not only intelligence and self-reflection
but also the guidance of trusted mentors and advisors. For those exploring Zwischen repertoire,
the following roles have been successfully performed by singers from both mezzo-soprano and
soprano categories. In addition to some full operatic roles, there are also several song cycles with
orchestral arrangements that allow for expressive and dramatic vocalism. These works provide
an excellent opportunity to showcase vocal versatility and power.

Opus 37 by Jean Sibelius

Opus 37 is a set of five Swedish songs by Jean Sibelius. While Sibelius has written a fair
number of art songs, he does not have a reputation for being a song composer outside of
Scandinavia.!®® His songs are better known in the Nordic countries, where Sibelius” music is
more frequently performed and where audiences understand the poetry. Today they are rarely
heard in concert. Valerie Sirén, in an essay about the songs of Sibelius, wrote that “Sibelius’
reputation as a song composer is not helped by the fact that many of his works are out of print,

while available scores are often expensive and difficult to procure.”!®” Although Sibelius is best

166 Valerie Sirén, “The Songs,” Essay, In The Sibelius Companion, 171-200. Westport, Connecticut:
Greenwood Press, 1996, 171.

167 Tbid.
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known internationally as an orchestral composer, his songs constitute a major part of his output,
and “were an important part of his early reception, both domestically and overseas.”!

Sirén points out that “Sibelius would also have been acquainted with the vocal music of
Strauss and Liszt, who brought the song of the drawing room into the concert hall, where works
were meant to be sung by professional singers with large voices.”'® This cycle of songs was
highly influenced by Sibelius’ interest in folk songs.!”® There was one singer in particular that
intrigued him and influenced his song compositions—a rune singer!’! named Larin Paraske.
Sirén reports that “Sibelius must have been impressed with Paraske’s style of performance: the
dramatic impact, the range and depth of emotion, and the total concentration upon the song.”!7?
Sibelius’ vocal writing changed after the experiences of hearing the rune singers—"“compositions
in the conventional European tradition became more confident, dramatic, and passionate. Even
when he chose very lyrical poems for his settings, Sibelius usually found a dramatic core to
exploit, by contrasting characters, emphasizing conflict, or building to a climax.”!”? She also
states that “Sibelius’ songs do not belong in the genteel atmosphere of the drawing room. They
are meant to be declaimed as Larin Paraske declaimed her verses; the singer ought to imitate her

incantatory style to move and enchant the audience.”!”*

168 Daniel M. Grimley, Jean Sibelius: Life, Music, Silence, London: Reaktion Books Ltd, 2021, 213.
169 Sirén, 172.

170 Sibelius pursued his interest in folk material by taking a trip to Provoo to hear singing in the ancient folk
tradition in 1891.

171 A rune singer is a traditional oral poet and singer from the Baltic Finnic and is associated with Karelia
and Finnish folklore. Rune songs are epic poems or songs that formed a significant part of the oral tradition and did
not begin to be written down until the late 1700s.

172 Sirén, 173.

173 Tbid.

174 Tbid.
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Being intended to be sung by a more dramatic voice, these pieces are a perfect fit for a
Zwischenfach. The songs require the powerful and lush quality of a dramatic voice and the
ability to explore many different colors and sounds with the nuanced folk pieces and poetry.
Because of the folk song qualities employed in the pieces, the singer must be able to project the
long lines and broad phrases but also must be able to interpret the texts with enough
sensitivity.!”®> The range and tessitura of each piece are very manageable, and the melodic lines
are beautiful and lyrical.

“Den forsta kyssen”: Range: Bb3 - G##5, Tessitura: F4 — B4

“Lasse liten”: Range: D4 — F5, Tessitura: F4 — D5
“Soluppgang”: Range: D4 — G5, Tessitura: F4 — D5
“Var det en drom?”: Range: B3 - G##5, Tessitura: E4 - C#5

“Flickan kom ifran sin dlsklings mote”: Range: C#4 - Gb5

One of the challenges that a Zwischen singer faces when performing these pieces is
resisting the urge to push their voice over the rich and thick texture of the piano or orchestra.
When Sibelius wrote the pieces, he wanted the piano to sound like an orchestra and used it in
very creative and dramatic ways. The pieces were orchestrated later and there is “an echo of
Tchaikovsky apparent in the ballad Flickan with its sweeping operatic vocal lines and chordal

accompaniments.”!76

175 Tbid., 188.

176 Tbid., 192.

70



Op. 37 No.5

| Moderato
0 |
iﬁ AP - I — I —]
L7 T, w1 1 T i
I T ]
. T =
1. B
P -

»

=
PO
Example 6.1. “Flickan kom ifrin sin ilsklings mote,” mm. 1 - 5.

The dramatic ballad style with such rich harmonies and melodic lines make it easy for the

voice to perform this more like an operatic work. The fourth piece in the set, “Var det en drom,”

has a very similar feel to “Flickan.” It features a long, sweeping legato line against a

polyrhythmic accompaniment that creates a very dramatic and romantic shape and feeling. The

first three pieces in the set feature the folk song influence in a straightforward way. The second

piece, “Lasse liten” employs a simple melody with a similarly simple accompaniment. This piece

does not require the dramatic and operatic sound that the fourth and fifth pieces require, but asks

for a delicate and introspective feeling.
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Example 6.2. “Lasse liten” mm 1 - 9.

For the Zwischen voice, it could be challenging to find the proper balance of singing the
simple folk melody and then transitioning to the more operatic pieces. The folk melodies still
require a beautiful sound, and it is important that a singer not restrict the voice in an effort to
make it more delicate. A full and rich sound can still be utilized, and the flow of the breath is
going to be of the utmost importance so that the singer can still have vocal freedom.

These pieces are strikingly beautiful and are an underappreciated addition to the vocal
repertoire, particularly for a Zwischenfach singer. The inherent drama of these pieces demands
both vocal and emotional intensity, making them an ideal fit for a voice on the dramatic
spectrum. Additionally, the way these songs sit within the range and tessitura of the voice allows
for both power and nuance to shine. Despite their exceptional beauty, they remain relatively

underperformed, which is a true loss to the art song repertoire. For a Zwischenfach singer
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looking to expand their recital programming with pieces that showcase both vocal and dramatic
depth, these songs are an excellent fit.
Sieben friihe lieder by Alban Berg

Alban Berg’s Sieben friihe lieder is an example of late Romanticism meeting early
modernism. These seven songs, written between 1905 and 1908 and later orchestrated in 1928,
require a singer with agility and weight, as they encompass a broad emotional and vocal range. It
was first composed in a “medium key” which sits quite low in a singer’s voice, making it
appropriate for a dramatic mezzo-soprano or even a contralto. However, when Berg orchestrated
it, he chose to transpose it into a higher key. The high key is a wonderful fit for Zwischenfach
singers because they have the warmth and depth needed for the lower passages, as well as the
strong upper register to achieve Berg’s soaring climaxes. The songs demand a voice that can
shift seamlessly between lyrical intimacy and moments of high dramatic intensity, which aligns
well with the capabilities of a Zwischenfach singer who can balance her registers effectively.

While Berg is considered a twentieth century composer, the influence of his teacher
Schoenberg and his love for Brahms, Strauss, and Debussy are also reflected in his melodic lines.
In his dissertation on Berg’s vocal music, Jay Wilkey points out that Berg’s “intense treatment of
the vocal line is seen in the songs to arise directly from the lieder style of the nineteenth
century.”!”” The style of each song differs greatly from the last and they are not organized in the

order in which they were composed.

177 Jay Weldon Wilkey, "Certain Aspects of Form in The Vocal Music of Alban Berg," Order No. 6510911,
Indiana University, 1965.
https://proxyiub.uits.iu.edu/login?qurl=https%3 A%2F%2Fwww.proquest.com%?2Fdissertations-theses%2Fcertain-
aspects-form-vocal-music-alban-berg%2Fdocview%2F302173303%2Fse-2%3Faccountid%3D11620, 20.
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The vocal challenges in Sieben friihe lieder stem from its range, melodic line, and
dynamic demands. The overall range of the cycle extends from a C4 to an AS. The tessitura of
each piece in the cycle sits just above the lower passaggio for both mezzo-sopranos and
sopranos.

“Nacht”: Range: C#4 - G#5, Tessitura: F#4 - C#5
“Schilflied”: Range: Eb4 — F5, Tessitura: G4 — D5

“Die Nachtigall”: Range: C#4 — AS, Tessitura: F#4 - C#5
“Traumgekront”: Range: C4 — G5, Tessitura: G4 — C5
“Im Zimmer”: Range: D4 — G5, Tessitura: G4 — C5
“Liebesode”: Range: C4 - F#5, Tessitura: G4 — C#5
“Sommertage”: Range: C#4 — AS, Tessitura: G4 — D5

The pieces require controlled legato phrasing, especially through the chromaticism
demonstrated throughout the cycle. Proper control of the breath will also help the singer navigate
the often unpredictable vocal lines, which, while lyrical, are infused with wide leaps, chromatic
turns, and unexpected harmonic shifts that can make intonation difficult. Berg’s use of
chromaticism in Sieben friihe lieder is heavily influenced by Wagner, especially in “Nacht” and
“Liebesode,” where the harmonic language constantly shifts, dissolving any clear sense of tonal
center. This creates an almost dreamlike quality, yet it also poses a challenge for the singer, who
must maintain breath and vocal stability while navigating these shifting harmonies. The
chromaticism also leads to phrases that are difficult to anticipate melodically, which makes this
best suited for a more advanced singer. Additionally, in some pieces, like “Die Nachtigall,” the
vocal line weaves through an orchestra texture that is lush but harmonically ambiguous,

requiring the singer to have an excellent ear for tuning and harmonic context.
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To perform this set successfully, a Zwischenfach singer must employ a strategic approach
that combines technical finesse with expressive depth. A solid foundation in breath control is
necessary to handle the long, arching phrases that require both sustaining power and flexibility.
Since the songs demand both lyricism and dramatic intensity, the singer must be able to shift
vocal weight fluidly, using a mix of head resonance and chest resonance to shape the musical
line. While the range does not extend exceedingly low, making sure to sing the lower pitches in a
mixed voice will help with the ease of the line and keep the voice free. With a thoughtful
approach to registration, breath management, and musical interpretation, a Zwischenfach singer
can bring out the full depth and beauty of the cycle.

Santuzza in Cavalleria Rusticana by Pietro Mascagni

Cavalleria Rusticana by Pietro Mascagni was written in 1889. While Mascagni wrote
other operas, he remains best known for Cavalleria Rusticana, “which ushered in a wave of
verismo or realism in Italian opera.”!’® When writing about the opera for the Chicago Symphony
Orchestra, Kyle MacMillan wrote that “it’s utterly different from anything anybody had ever
heard before and yet immediately approachable. It’s hard to summarize how different it is. It’s
probably the first opera that is something like real time. It’s also incredibly blunt, powerful and
pithy. And it has an unbelievable dramatic arc.”!”

Santuzza, the tragic heroine, is one of the most emotionally charged roles in the verismo
repertoire. She is a woman scorned, cast out by society and betrayed by her lover Turiddu. Her

role embodies both vulnerability and fiery passion, making her a character of profound dramatic

178 Kyle MacMillan, “How ‘Cavalleria Rusticana’ Grabs ‘You by the Throat’: Chicago Symphony
Orchestra,” Experience the Chicago Symphony Orchestra, August 17, 2022,
https://cso.org/experience/article/10724/cavalleria-rusticana-an-opera-scholar-declare.

179 Tbid.
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weight. Due to the dramatic demands of this role, it is best suited for the advanced singer—one
who already has great command of their voice and a stable and solid technique. This role is sung
by both dramatic sopranos and by dramatic mezzo-sopranos and could very easily be considered
a Zwischenfach role. Santuzza’s lines often demand a rich, full-bodied lower register to convey
her despair and humiliation, but they also ascend into searing high phrases that require the power
and brilliance of a dramatic soprano. This dual nature of the role makes it a perfect fit for a
singer whose voice naturally bridges the gap between mezzo and soprano timbres.

The vocal writing in Cavalleria Rusticana is highly expressive, with Mascagni’s score
allowing for both lyrical legato and explosive outbursts of emotion. Santuzza’s music is deeply
intertwined with the orchestra, which plays a pivotal role in supporting and heightening the
emotional tension of her scenes. For example, in her duet with Turiddu, “Tu qui, Santuzza?,” the
orchestration swells with anguish, mirroring her increasing desperation. The score demands both
sustained, lyrical singing, such as in her famous aria “Voi lo sapete, 0o mamma,” where she
recounts her misfortune, but also includes dramatic eruptions of emotion that require significant
vocal weight and stamina. A Zwischen singer, possessing both the warmth of a mezzo in the

lower register and the cutting power of a dramatic soprano, has the ability to navigate these

shifts.
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Example 6.3. “Voli lo sapete” mm. 34 — 41.

One of the primary challenges for a Zwischen singer tackling Santuzza is maintaining

vocal balance throughout the role. Because the tessitura frequently descends into mezzo-soprano

territory while still demanding sustained and powerful high passages, the singer must possess

both a secure, resonant chest voice, mixed voice, and a powerful upper register. The

orchestration is lush and supportive and is also quite dense at times. Because of this, a singer

may be tempted to push their sound to carry over the orchestra, but the singer needs to trust in

the natural dramatic quality of their voice. Endurance is another major factor—Santuzza is

present in nearly every key moment of the opera and the emotional intensity of her music,

combined with its vocal demands, requires both physical and psychological stamina.



Despite these challenges, Zwischen singers often find Santuzza to be an ideal role
because of its dramatic and vocal versatility. The character’s suffering and passion are best
conveyed by a voice that can embrace warmth and steel, and a Zwischen singer possessing these
qualities allows for Santuzza to be sung in a deeply expressive way. Santuzza’s music demands a
singer who can embody both heartbreak and power, making the role a natural fit for a “cross-
Fach” singer.

Sieglinde in Die Walkiire by Richard Wagner

Sieglinde, one of the central characters in Richard Wagner’s Die Walkiire, is a
demanding role, both vocally and dramatically. As the mortal daughter of Wotan and a human
woman, she embodies a blend of divine destiny and human suffering, making her an emotionally
complex and musically rich character. Her music requires not only an expansive vocal range but
also extraordinary endurance, as her most dramatic singing comes in long, arching phrases that
demand lyrical beauty and dramatic intensity. Sieglinde is often cast with either a soprano or a
mezzo-soprano, depending on the singer’s vocal weight and timbre. A lighter dramatic soprano
with warmth and lyricism can bring a tenderness to the role, while a mezzo-soprano with a
strong upper extension can offer a deeper, darker color that emphasizes Sieglinde’s suffering and
emotional turmoil. The role’s tessitura sits between F4 and F5 and requires a range of B3 to B5,
but its emotional demands require a voice that can sustain both the extreme heights of her
happiness and the depth of her torment and lament. This blend makes the character an excellent
fit for a Zwischen singer.

Wagner’s orchestration in Die Walkiire is characteristically dense and powerful, requiring
a singer with a metallic, penetrating vocal quality to project over the thick textures of the

orchestra. His orchestration features a full brass section and richly textured strings and
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woodwinds. While Sieglinde’s music includes moments of great strength, it also contains
passages of sweetness and lyricism. In Act [, her lines are often more lyrical and conversational,
particularly in her exchanges with Siegmund, and the orchestration is comparatively lighter. This
contrasts sharply with sections of Act III, especially her exclamation of wonder and joy (“O
hehrstes Wunder! Herrlichste Maid!””) upon learning from Briinhilde that she carries Siegfried
within her. Here, Wagner unleashes the full power of the orchestra, yet the vocal line soars above
it, written in the singer’s powerful upper register. Wagner’s use of leitmotifs (the recurring
musical themes associated with characters, objects, and ideas) is integral to the dramatic
structure, providing the audience with cues about the narrative’s development. Sieglinde’s music
is often underscored by the motif of fate. A singer must be able to navigate Wagner’s long lines
with a sense of textual clarity, as his music is deeply tied to the libretto. Every word in his operas
is carefully placed within the musical structure, making textual interpretation as vital as the vocal
execution.

Due to the technical and interpretative challenges of singing Wagner, his music is best
suited for well-trained, advanced singers. Beyond vocal stamina, a performer must have an
understanding of Wagner’s compositional details. The intricate relationships between the text
and the leitmotifs require a singer to truly engage in the music and not just sing accurate pitches
and rhythms. Performing Wagner demands not only vocal security, but also the ability to shape
the phrases in an expressive manner, with a constant awareness of the harmonic landscape.

Despite the perceived stylistic differences between Wagner and Italian opera, the most
effective training for Wagnerian singing comes from the Italian bel canto tradition. In Schoen-
Renee’s book, she quoted Pauline Viardot-Garcia, saying: “Let a singer be assured that learning

to sing well and having trained the voice to the old Italian bel canto is the best method of
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learning to sing Wagner. The old Italian school is unrivaled, for example, in the study of
breathing. How essential a knowledge of breathing is to the interpretation of Wagner.”!3° This
school of singing emphasizes legato phrasing, breath control, and the ability to spin long,
expressive lines—all of which are crucial for Wagnerian roles. The bel canto technique not only
develops a healthy and resonant vocal production but also fosters the flexibility needed to sustain
Wagner’s extensive phrasing and dynamic demands.

Ultimately Sieglinde’s character arc, from an oppressed and abused wife to an awakened
woman embracing love and destiny, demands a singer with both technical prowess and dramatic
depth. Regardless of voice type, a successful Sieglinde must possess not only the vocal strength
to soar over the orchestra, but also the musical intelligence to navigate the complexity of
Wagner’s writing. This role is the perfect example of a “cross-Fach” role, and it reflects the
casting choices made historically and in modern productions.

The exploration of Zwischenfach repertoire reveals the nuanced demands placed upon
singers who inhabit that space between traditional vocal classifications. All four of these works
provide an ideal platform for Zwischen singers to demonstrate their vocal power and emotional
mastery. They challenge the singer not only to navigate the varied demands of tessitura, line, and
dynamics, but also bring dramatic and expressive richness which defines their voice type. Some
additional opera roles and song cycles to consider for singers of this type are the title role in
Alceste by Christoph Willibald Gluck, Kundry in Parsifal by Richard Wagner, Wesendonck
Lieder by Richard Wagner, and Judith in Bluebeard’s Castle by Béla Bartok. As singers navigate
the increasingly fluid expectations of the professional opera and recital world, the ability to

approach such repertoire with both technical rigor and interpretive depth will continue to be a

180 Schoen-Renee, 29.
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crucial asset. Through thoughtful exploration of these works, Zwischenfach singers can expand
their artistic and professional horizons while contributing richly to the diversity of the vocal

canon.
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Conclusion

The discourse surrounding voice classification, particularly the concept of Zwischenfach,
reveals a significant degree of variability among experts, pedagogues, and practitioners. Even
Kloiber’s handbook and Boldrey’s Operatic Guide highlight the distinct national and
pedagogical differences in approaching vocal categorization. While Kloiber’s text aligns closely
with the needs of German opera houses, Boldrey’s work is tailored more specifically to the
American opera system. However, despite the prominence of these two texts, there remains no
singular, universally accepted definition of Zwischenfach.

The literature presents competing perspectives on the nature of Zwischenfach voices.
Some scholars and practitioners argue that it represents a transitional phase, where singers
navigate between soprano and mezzo-soprano classifications as their voices mature. Others
contend that Zwischenfach denotes a permanent, dramatic vocal type characterized by the
capacity to perform repertoire that straddles multiple vocal categories. Descriptions of its range
and timbre vary, with some emphasizing a dramatic mezzo-soprano range with higher extension,
while others describe a soprano voice enriched by notable lower register resonance.

Given the fluidity and subjective nature of vocal categorization, one could argue that the
most accurate understanding of Zwischenfach lies in the concept of cross-Fach versatility—the
ability to perform roles from both dramatic soprano and dramatic mezzo-soprano repertoires.
Furthermore, it posits that assigning rigid classifications to young singers, particularly
undergraduates or those whose voices are still developing, may be counterproductive. Instead,
pedagogical focus should prioritize vocal growth through exposure to diverse, appropriate
repertoire, selected based on range, tessitura, timbre, and technical ability, rather than a specific

label. Further research in this area could focus on compiling anthologies of Zwischenfach
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repertoire, making appropriate selections more easily accessible for singers navigating multiple
vocal categories and enabling more informed, individualized repertoire choices.

Similarly, emerging professionals, such as master’s students and early-career performers,
should not be constrained by the expectation to declare a definitive fach during competitions and
auditions. Adjudicators and educators should recognize the fluidity of developing voices and
refrain from disqualifying or not considering singers based on repertoire choices that span
multiple reasonable categories. Ultimately, the process of vocal classification should remain a
collaborative endeavor between the singer and their teacher, guided by careful observation,
experience, and ongoing vocal development.

In conclusion, the ambiguity surrounding Zwischenfach highlights the broader
complexity inherent in vocal pedagogy and performance practice. While expert opinions and
established texts provide valuable frameworks, the individual nature of each singer’s voice
necessitates a flexible, nuanced approach to categorization. Recognizing the legitimacy of the
Zwischenfach category would allow singers to classify themselves more accurately and presents
them with more performance opportunities. By expanding categorization systems to include

these in-between spaces, we can better support both singers and teachers in their vocal journey.
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