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1. Portfolio

1.) PORTFOLIO 

Introduction and Rationale
During this study, I will investigate perceived benefits and practical application of functional training and cross-training within the voice studio, with the intention of learning how these techniques can enhance my voice teaching practice. Traditionally, classical singing was considered superior to singing in other styles such as pop, rock, or musical theatre (Spivey, Saunders-Barton 2017), and therefore classical training was emphasized within private studios, universities, and conservatory programs regardless of a student’s stylistic interests (Hall, 2007). With the emergence of new teaching approaches and training paradigms, research from the last several decades is indicating that training in multiple styles of music is not only effective, but healthy for optimal function of the singing voice (Turnbow, 2014; Ragan, 2021). 

Within my vocal coaching studio, I teach students who vary in age, have different aesthetic musical preferences, and possess a broad spectrum of singing abilities and musical aptitudes. These factors, combined with cultural interests and previous music exposure, influence the styles of music my students aspire to sing (Chandler, 2014). When singers come to me for voice lessons, they often wish to gain proficiency in specific songs and musical styles. A student’s predetermined lesson objectives, while valuable, often exclude the consideration of what might be healthiest for their technical development as a singer (McKinney, 2005). When a student loves pop music, for example, they tend to have little interest in practicing classically based exercises such as messa di voce (changing the volume of a sustained note), as they fail to see the relevance to their pop music interests (Vella, Brown et al., 2021). Classical sopranos likewise can miss the purpose of developing their chest voice (Bourne, Garnier et al. 2011), or bass singers their head voice (Miller, 2004), as their repertoire rarely calls for the use of this range within their vocal fach (voice type). 

Through pedagogues Mary Saunders Barton and Kari Ragan, I learned that cross-training the voice in multiple styles of music is a healthy pursuit (Brubaker, 2020) regardless of a singer’s primary stylistic interests (Sielska-Badurek, Sobol et al., 2018). In learning how the voice functions optimally when stretched and strengthened beyond its current parameters (Phyland, Thibeault et al. 2013), I am also pursuing further knowledge of the functional training approach and comparing it to cross-training. While both training approaches appear to have similar goals (Brubaker, 2020; Benson, 2018; Turnbow, 2014), I suspect that delving further into the research will uncover several distinguishing differences.

As my formal music education has been based in Western classical vocal music, my current knowledge of how to effectively implement cross-training practices within my private voice studio is deficient. Although I can proficiently execute cross-training warmups and exercises, if I’m asking students to engage in singing music that takes them outside of their desired musical objectives, I should be able to justify my approach. By undertaking a deeper level of study into the benefits and proper execution of cross-training and functional training (Hall, LoVetri, 2013), I will be able to explain the rationale behind these vocal techniques and enhance the effectiveness of my teaching practice (Miller, 2004).
Planned Programme of Study
Aims and Objectives
· To learn about the history of traditional vocal training in North America, including the acceptance of contemporary commercial music (CCM), and the evolution of cross-training and functional voice training approaches
· To investigate the effect these findings have within the realm of voice teaching, and how they influence the private voice studio specifically
· To distinguish key similarities and differences between cross-training and functional voice training, and how they compare to classical training techniques
· To improve my understanding of optimal vocal techniques within functional training and cross-training, and the impact these techniques have on vocal flexibility, stamina, strength, and long-term vocal health
· To learn of the benefits of cross-training and functional training and best practices for applicable use within the private voice studio, as well as identify any potential pitfalls and current gaps in research
· To gather cross-training exercises and functional teaching techniques to use within my voice studio
· To assimilate clear teaching vocabulary which will allow me to communicate the intention of each teaching exercise and grow in my effectiveness as a voice teacher
· To improve my research skills and organizational abilities while learning to carry out a literature review
Research Objectives
· To undertake a comprehensive search for relevant pedagogical literature in publications such as journals, books, and websites and assimilate fundamental information as it relates to cross-training and functional training and history behind their emergence as teaching methodologies
· To glean information from webinars and short courses presented by respected leaders in the pedagogical field relating to functional technique and cross-training methodologies 
· To compare and contrast information and assimilate a comprehensive review of the leading literature, analyzing the texts for strengths, weaknesses, and potential oversights or biases
· To consider implications for my personal professional pedagogical growth and the voice teaching industry as a whole
	Task
	April
	May
	June
	July
	August

	Short courses & webinars; topic selection agreed upon with tutor
	
	
	
	
	

	Aims and objectives written, begin literature search
	
	
	
	
	

	Critical analysis of knowledge gained in lit. review process, consideration of professional context
	
	
	
	
	

	Summarize and synthesize data; identify gaps in knowledge base
	
	
	
	
	

	Draft submitted and revisions
	
	
	
	
	

	Final Submission
	
	
	
	
	


The following chart shows the proposed timeline for this research:



Literature Review Process
Considering my teaching experience and observations within various voice studio and university and conservatory music program settings, I have developed the following questions to commence the research process:
1. Now that contemporary commercial music (CCM) styles are increasingly acknowledged as valid (Edwin, Edwards et al., 2018), how do we best train the voice for optimal function and flexibility within this vast landscape?
2. Can singers expect to be equally as strong in classical and CCM genres when they cross-train their voices? 
3. Are specialized training approaches necessary or is functional training a one-size-fits-all approach? Is this training structure effective at an elite professional level? 
4. How are functional training and cross-training similar and how do they differ in terms of methodology and expected outcomes?
5. What direct benefits can be expected from cross-training or functional training? Are these benefits primarily received by singers or by institutions and private instructors (for example, for convenience or financial gain)? 
Within this literature review will be a purposeful sample of data (Cooper,1988) covering the topics of functional and cross-training vocal training approaches and their application to contemporary commercial repertoire, taken from the broader field of vocal pedagogy. As the terms “cross-training” and “functional training” are frequently referenced in sports and fitness (Phyland, Thibeault et al., 2013), I will examine the definition and advantages of cross-training within these fields to compare and clarify intent of purpose within vocal pedagogy (Boyle 2016; Tanaka, Swensen,1998). Through professional lectures provided through webinars and short courses, I will observe credible leaders in the field of cross-training and functional training with the intent of observing the practical application of their research within a teaching context. Delving into academic journals, research publications, and books related to the subject matter will allow me to discover various viewpoints and strengthen my pedagogical knowledge (Boote, Beile, 2005). Although it is likely that the subject matter is too vast for an exhaustive literature review within the scope of this assignment, a purposeful sample of data from experts in cross-training and functional training is commonly used within qualitative studies and I anticipate that a rich provision of information will be uncovered (Denscombe 2021). 
I will be undertaking a narrative review process, as I appreciate both the flexible approach in allowing for a sweeping overview of currently completed research, as well as the capacity to present various points of view and analyze different perspectives (Green, Johnson et al., 2006). The process of gathering literature for a review will also provide me with a comprehensive overview of influential leaders in the field of cross-training and functional voice training (Randolph, 2009).  As I gather data, it will be essential to critically assess the information presented, searching for bias and conflicting points of view (Hart, 1998; Randolph, 2009).  A potential downside of this approach is that insufficient sources and subjective selection of information from primary articles can result in an inadequate knowledge base and biased reviews, potentially leading to flawed conclusions or inaccurate information (Green, Johnson et al., 2006) To mitigate these risks, I will consider significant differences between studies, such as variations in patient samples and research designs, and take appropriate measures to address them (Green, Johnson et al., 2006). After collecting a substantial body of research, I will analyze and synthesize the research in the field by categorizing the data into themed groups, which I code by identifying and grouping frequently recurring themes (Denscombe, 2007; Boote, Beile, 2005).

To commence the literature review, I will examine scholarly articles from respected publications such as Journal of Voice, Journal of Singing, Medical Problems of Performing Artists, American Music Teacher, and Voice and Speech Review, in addition to relevant pedagogical books. Although I will place heavy emphasis on information found within these primary source materials, I will also consult webinars and short courses provided and search for supportive grey literature such as blog articles or research thesis with the intent of being as thorough as possible (Bell, 2010). I will cross reference key search terms such as “functional voice training” within Google Scholar and ResearchGate to further ensure a comprehensive discovery process and mitigate potential bias which can be caused by drawing from an “insignificant knowledge base” (Green, 2006). 

As a voice teacher and ongoing student of singing techniques, I began this literature review with preconceived ideas pertaining to cross-training and functional voice training. My predominant misconception so far is that I initially understood functional voice training and cross-voice training to be synonymous as I have heard these terms used interchangeably within training courses and webinars. With deeper research into these topics, my understanding of these teaching frameworks is evolving. I now realize that cross-training and functional training are not, in fact, the same (LoVetri, 2021; Popeil, 2014; Ragan, 2021; Saunders Barton, 2021). As I will discuss shortly, while both functional training and cross-training aim to achieve similar goals (Brubaker, 2020), the process and methodology behind them differ which impacts the outcome of these training styles (Turnbow, 2014; Greschner, 2019). While some teachers argue that functional training is an ideal training solution for every singer that comes across their path (LoVetri, 2021), others argue strongly that cross-training is best suited to all singers whether they are amateur, pre-professional, or professional singers (Spivey, Saunders Barton, 2017). This literature review will be an open-ended search for clarity, and I will critically analyze the differentiators and arguments for both cross-training and functional voice training.

To clarify origin of terminology for “cross-training” and “functional training,” I will reference primary source material from the realm of sports and fitness to establish working definitions of these terms within voice pedagogy (Boyle, 2016; Foster, Hector et al. 1995). The aim of this study is to reveal which training method is more beneficial, or if they are equally valid to different singers within various contexts. This knowledge will provide a useful starting point for the application of training exercises and terminology within my own teaching practice and personal training (Helding, 2007; LeBorgne, Rosenberg 2014).

To guide the research process, I will use the ‘4W’s’ (where, when, why, what), as these essential questions will create a comprehensive framework for the project and keep my research objectives forefront in my mind as I uncover new information (Munroe, Giacobbi et al. 2000, p. 123). Within this framework, I will provide context for my research, including a brief history of the growing acceptance of contemporary commercial music and how this necessitated evolution beyond classical teaching methods. After justifying the importance of the data, I will consider the consequent implications within the realm of vocal academia and application to my teaching practice. As the research progresses, I aim for my understanding of the data to progress from broad to detailed in scope (Hart, 1998). As Bell suggests, I will log detailed notes as research progresses and to keep a systematic approach to organizing data (2010). Concluding insights will guide new lines of inquiry and the formation of a hypothesis for further research (Randolf, 2009).

Using the Cooper’s scale of Taxonomy of Literature Reviews (1988), my review process will focus on research outcomes. With this focus, I will synthesize the essence of the literature and use this knowledge to deduce informed conclusions (Randolf, 2009). There will also be aspects of practices and applications from the Cooper’s Scale (1988), as I will be considering the practical application of pedagogical findings. As I proceed with the review, I will critically analyze the data and organize emerging themes together (Denscombe, 2007). 

A Critical Reflection on the Learning Experience
As a framework for my reflection, I have chosen Driscoll’s 2007 model of The Experiential Learning Cycle, which builds on Borton’s 1970 model and asks the key questions of ‘what?’ ‘So what’ and ‘now what?’ (Driscoll, 2007). This model is highly suitable for evaluating past teaching encounters and understanding their impact on my ongoing research and future goals of becoming a skilled and knowledgeable educator. As a voice teacher, a large part of my improvement as an educator comes from experiential learning and increased skills acquisition because of reflection, leading to improved action (Moon, 2000).
“What?”
The four pivotal short courses that began my discovery process and literature review were: Cross Training Musical Theatre Singers with Mary Saunders Barton (2021), Cross Training with Kari Ragan (2021), Lisa Popeil's Belting Workshop (2014), and Somatic Voicework: The LoVetri Method (2021).  All teachers emphasized continually “stretching” and working both M1 (chest voice) and M2 (head voice) registration, specifically to ward off effects of aging, decreased breath support and flexibility, and agility. 
Personally, I resonated with Saunders Barton’s short course as I loved her approach, which was technical but had heavy emphasis on practical application of information presented in a very personable, relatable manner that set both singers and listeners at ease immediately. Her teaching exercises and strategies for navigating specific vocal challenges such as maintaining flexibility in the aging voice and implementing speech-based singing were very applicable within my own teaching studio. (See Appendix 1 on page 35 for an example of a speech-based singing exercise). 
Ragan brilliantly articulated pedagogical concepts grounded in scientific research, and all her explanations and demonstrations were rooted in well-established theories (Edwin, 2020). I found her presentation to be thorough and articulate, elevated by concise definitions and a detailed breakdown of any explanations that may cause confusion, such as her diagram “The Voice on a Continuum.” I appreciated her passion for taking what she referred to as “head and book knowledge” and seamlessly applying this to practical knowledge through voicework with singing clients. The demonstration of singing tools, specifically the breath strengthening Flo-Ball device and breathwork exercises, were very useful for sparking creativity and engaging physical sensations within a singer’s body to help them retain concepts. (See Appendix 2 on p. 36 for an example of Ragan’s breathing exercise using a Flo-Ball device).
In contrast, Jeannette LoVetri and Lisa Popeil primarily focused on CCM styles and were promoting their own teaching methods, Somatic Voicework and The Voiceworks Method, rather than teaching approaches backed by scientific strategy and research. They used imagery such as “feel the invisible hook pull you upwards” (Popeil, 2014) and “use vowel sound differences such as a bright smile or dark as in crying” (Lovetri, 2021). While these approaches have their merits, teaching approaches which have been validated by research and science, such as the straw phonation demonstrated by Ragan (Titze, 2018) hold more credibility (Edwin, 2020). 
“So What?”
I was inspired by Saunders Barton’s 2021 short course on Cross-Training, which was the catalyst for my interest in the topics of cross-training and functional voice training. The first time I listened to it, a few key observations impacted me as pivotal:
1. Saunders Barton advocates for student agency, building trust between student and instructor through collaboration and non-judgemental feedback.
2. Within music theatre settings, the dramatic context and consideration of both the character singing and style of show motivates song interpretation, rather than the teacher’s imposed ideal of aesthetically pleasing vocal production. This contrasts with classical training (O'Bryan, Harrison, 2014). 
3. She advocates for student agency, building trust between student and instructor through collaboration and non-judgemental feedback.
4. Discovery, playfulness, and experimentation are emphasized, building a safe learning environment in which trust, creativity, and agency are nurtured and encouraged. 
5. Saunders Barton postulates that “coordination of registration and resonance is essential to building secure technique to any style of singing” (2021). To meet the demands of the music theatre industry, which require a wide range of stylistic vocal techniques, teachers should train “fully integrated voices with free functional access to any chosen resonance,” rather than training in single style only (2021).

These observations are critical in informing the purposes of cross-training the voice, and they have inspired me to further develop my own professional understanding of how to integrate cross-training practices within my teaching studio (Wilson, 2019). These five points are consequential for several reasons. 
When implemented with skill and expertise, a cross-training approach facilitates creativity and fosters independence and exploration within each singing student (Chandler, 2014), as opposed to training students to be completely reliant on feedback from their instructors which limits their future growth potential (O'Bryan, Harrison, 2014). I was educated in university using this traditional master-apprentice model (O'Bryan, Harrison, 2014) which, in my experience, discourages questioning the instructor and inhibits critical thinking. Reflecting upon my own teaching practice, I realized that I too have propelled this master-apprentice teaching model forward within my own voice studio, expecting my students to become overly dependent on my feedback to advance their skills (Chandler, 2014). Knowledge of voice pedagogy and voice science and their impact on the voice teaching profession is constantly evolving and improving (Edwin, 2020), and therefore antagonism should be encouraged to improve our craft (Lamperti, 2010). Through the collaborative approach and positive mindset referenced by Saunders Barton (2021), singers will maintain energy and passion for developing their craft while their teacher nurtures their independence (Edwin, 2020). 
This model resonates with me deeply as seeking truth and acquiring knowledge outside of my vocal teacher’s studio were discouraged, and this inhibited both my passion for singing and my knowledge of vocal function. I am inspired to create a learning environment which facilitates joyful exploration, pedagogical excellence, and optimal technique for my own students (Sandage, Hoch, 2018), while continuing to develop my own vocal knowledge and skills (Chandler, 2014).  
Cross-training withing this collaborative framework creates a dynamic trajectory for a lifetime of knowledge acquisition (Baldwin, 2021) and provides singers with a complete understanding of the physical and artistic abilities of their voices (Edwin, 2020). Simultaneously, cross-training the voice builds flexibility, agility, and stamina (Johnson, Sandage, 2021), qualities which are essential for the versatility demanded of the twenty-first century singer (LeBorgne, Rosenberg, 2014). 
Ragan appropriately cautioned that there is not currently a definitive definition agreed upon by voice professionals, nor an agreement of how to apply principles of cross-training to the voice (2021). While parallels can be drawn with athletic cross-training (Sandage, Hoch, 2018), defining and exercising cross-training methodology is an ongoing development in progress (Johnson, Sandage, 2021). Ragan postulates that much of cross-training comes down to application of registration, which is a “minefield of semantics,” but she believes it is possible to have clear dialogue when teaching cross-training techniques so that application within the voice studio is clear and helpful for voice students (2021). 
Another significant reason to adapt the cross-training model in teaching, apart from teaching singers to have balanced instrument (Brubaker, 2020), is that it is essential for teachers to adapt to the changing demands of the profession, which require vocal versatility (Roll, Goffi-Fynn 2021). This perspective further solidified my desire to improve my skillfulness as a voice teacher who can cross-train singers, as an inability to teach contemporary styles may leave me with an unviable business model (Bos, 2015) and could lead to vocal injury for singers under my care (Phyland, Thibeault et al., 2013). To meet the needs of singers who are required to sing in diverse landscapes of classical, cabaret, music theatre, pop, etc. (LeBorgne, Rosenberg, 2014), I must be equipped to train my voice students as sports coaches train elite athletes (Sandage, Hoch, 2018).
“Now What”
In observing expert voice teachers in action, I have realized that even the most masterful of teachers and researchers have conflicting opinions and advice to offer within the realm of voice pedagogy (Bourne, Garnier et al., 2011). Different trends exist in teaching singing and vocal pedagogy (Helding, 2007), and instruction often lacks coherence among the voice teaching profession (Sielska-Badurek, Sobol et al., 2018). For example, LoVetri’s approach to teaching vocal function through Somatic Voicework is to avoid “manipulating or maneuvering any vocal structures in the throat” such as the soft palate or larynx (2021), which is contradictory to other approaches to vocal teaching which believe that knowledge of vocal function directly impacts the quality of a singer’s sound (Malde, 2019). Without appropriate anatomical knowledge of the workings of the voice, students are left to mimic their teachers, a model which does not foster independent learning or growth (Zuim, Lloyd et al., 2021; Sielska-Badurek, Sobol et al., 2018).  Furthermore, this mimicry increases the likelihood of vocal injury (Phyland, Thibeault et al., 2013). A clear visual body map alters singers’ perception of their body as an instrument (Leborgne, Rosenberg, 2014), so having an accurate perception of vocal function is imperative for optimal vocal production (Malde, 2019). 
Throughout the literature review process, I felt myself simultaneously inspired by the information imparted, and frustrated by the seemingly contradictory information. This inconsistency has resulted in confusion and frustration for singing students (Zuim, Lloyd et al., 2021), specifically those with aspirations of a professional career within the vocal arts (Popeil, 2014). If a teacher’s limits their teaching approach to limited vocabulary, use of imagery, muscular manipulation, etc., and their approach to teaching does not accommodate for the specific needs of the student in front of them (Sielska-Badurek, Sobol et al., 2018), the singing student may find themselves incapable of moving forward in their knowledge and learning (McCoy, Ragan, 2018). In these scenarios, where teachers stop learning and professional development, and continue using the same limited instructional vocabulary and skill set, students may stagnate (Means Weekly, LoVetri, 2003). Perhaps this is where the idea of “outgrowing a teacher” emerges from. 
Although I observed throughout the literature review process that neither functional training nor cross-training provide a complete solution for a voice teacher to become proficient in teaching all singers all styles of music (Bourne, Kenny, 2016), both methodologies have strengths which, when implemented, would aid in a teacher’s competence and confidence when broadening their pedagogical skill set (Zuim, Lloyd et al., 2021). After learning from this diverse range of speakers and then delving into literature, I was felt an urgency to learn as much about optimal vocal function and how anatomical structures work together to coordinate healthy, resonant singing voices as I possibly can (Bourne, Kenny, 2016; Edwin, 2020). As Turnbow aptly stated, “By honoring the traditions of the past and also advocating for a greater understanding and tolerance of more contemporary genres, we can help develop singers with voices that are as fit and flexible as they can possibly be” (2014, p. 219).
Conclusion
It was difficult to research function voice training and cross-training methodologies with only a small number of credible research papers currently published. Furthermore, I was challenged to identify which papers addressed these specific approaches, because there exists a confusing minefield of semantics within voice pedagogy and voice science (Helding, 2007). One pedagogue may refer to “evidence-based voice training” (McCoy, Ragan 2018) and another refers to “cross-training” (Spivey, Saunders Barton 2017), while yet others speak of “bel canto” (Wilson, 2019) and “functional training” (Benson, 2018), not to mention the many methodological terms such as “Somatic Voicework” (LoVetri, 2021) or “The Voiceworks Method” (Popeil, 2014). I received the most clarity after referencing sports terminology and setting clear parameters for what would qualify as “functional training” and “cross-training” for the purposes of this paper. If I were to repeat the project, I would take this as my first step rather than midway through the literature review process.
Learning from the short courses as a first step was highly valuable, as this allowed me to observe the practical application of theory with the teaching and technical demonstrations, which is an excellent way to absorb knowledge from expert teachers (Bourne, Garnier et al., 2011). Through this experience, I have identified that a solid next step to improve my teaching skills will be to learn and implement cross-training exercises which facilitate freedom, flexibility, and longevity of vocal health for my voice students (LeBorgne, Rosenberg, 2014). I am interested in learning more of the psychological outcomes of cross-training the voice (Wilson, 2019), in addition to the physical benefits that I have studied through this literature review process (Johnson, Sandage 2021). As a next research step, I would like to explore how cross-training in multiple genres helps classical singers increase their creative freedom by releasing perfectionist tendencies.
Moon speaks of reflecting upon information and internalizing your own understanding of the data as a means of improving personal development (2000). As I continue to research, I plan to reflect upon various teaching models and their effectiveness, specifically that of the master-apprentice (O'Bryan, Harrison, 2014), while considering how I was impacted by various teaching frameworks. Consequently, I will consider the implications of my past experiences for my own voice students and any biases that may be negatively informing my current teaching habits. By absorbing information about impactful singing methodologies while acknowledging my current shortcomings as a voice teacher, I hope to elevate my teaching abilities while growing and improving in my knowledge (Moon, 2000).

2.) ASSIGNMENT
Introduction
Within this literature review, I will examine how the legitimizing of contemporary commercial music (CCM) within the voice industry led to the emergence of several prominent voice training models promoting optimal vocal function (Zuim, Stewart et al. 2021). Both functional training and cross-training approaches have materialized as leading pedagogical methodologies in the field of voice teaching (LoVetri, Means Weekly, 2013), and I aim to investigate their strengths and weaknesses while analyzing their impact on singers (Wilson, 2019). This paper will also compare the two approaches and examine the impact of their effectiveness within the field of voice training, with personal application of how these training techniques can be used within my own voice studio practice.
A progressive, pioneering voice teacher trains singing students to achieve longevity, stamina, and optimal vocal health (Phyland, Thibeault et al., 2013) as well as the versatility to meet current industry demands (Greschner, 2019; Edwin, Edwards et al., 2018). As Saunders Barton has noted, the demands on a modern-day voice teacher are high and require a multitude of cross-disciplinary skills to operate at a sustainable level (2021). Singers on Broadway are expected to sing in multiple styles, including pop, rock, and legit musical theatre (Roll, Goffi-Fynn, 2021). Recreational students also have a wide variety of interests and teachers should be knowledgeable in CCM styles (Sielska-Badurek, Sobol et al., 2018), which may include pop, country, or rock music, as well as have a functional understanding of traditional classical singing (Greschner, 2019). 
Although traditionally singing teachers assumed the multi-generational mindset that classical training is the “healthy” way to sing, and “if you sing classical, you can sing anything,” (Benson, 2018; LoVetri, 2021) with advances in voice research and science, we now recognize these mantras to be false (Edwin, Edwards et al. 2018; Estill, 1988). In the final keynote panel of the 10th Pan-European Voice Conference, panelists Brian Gill and Christian Herbst identified several key areas in which the field of voice pedagogy can advance, specifically in which further research and improvement were needed (2016). Both “different styles and the specific changes made in the vocal mechanism” and the practical application of these findings were identified as important focuses for future development and progression (Gill, Herbst, 2016, p. 168).
Voice teachers, therefore, must have functional knowledge of how the vocal instrument works on a technical and scientific level (Malde, 2019), and be able to apply this knowledge to different styles of music (Benson, 2018). This foundational skill set is important not only to meet industry demands, but because it is widely recognized that cross-training the voice promotes a versatile, well-balanced instrument which promotes singing longevity and optimal vocal health (Spivey, Saunders Barton, 2017; Bos, 2015). 


Clarification of Terminology 
As vocal pedagogy has progressed over time, there has been an evolution of terminology and confusing semantics (Edwards, Hoch, 2018). While several training definitions appear interchangeable on the surface, there are enough nuanced differences between various concepts, vocal qualities, and schools of thought that confusion often ensues (Maxfield, Manternach, 2018). In my observation, voice teachers and singers’ perception of methodologies associated with pedagogical terms are informed by their individual experience and perceptions based on these experiences rather than a unanimous, universal understanding of all that these terms and methodological names entail (LoVetri, Means Weekly, 2013). For this reason, there often exists confusion and contradiction as to what cross-training and functional training involve (Wilson, 2019). 
Cross-training and functional training are terms which originated from exercise science (Johnson, Sandage, 2021). These terms have migrated into voice pedagogy as they also apply to vocal function, except in reference to the intrinsic muscles of the voice rather than the extrinsic muscles of the body (Sandage, Hoch, 2018; LeBorgne, Rosenberg, 2014). When equating singers to athletes by defining them as vocal athletes of the intrinsic muscles, there is justification in borrowing this terminology from the sports world when referring to similar training methodologies (LeBorgne, 2014). 
Cross-training within exercise fitness and athletics is training within different modalities to enhance the athletic ability of an athlete within their primary sport, with improved performance as a result (Foster, Hector et al. 1995). Similarly, cross-training the voice improves performance within a primary genre of singing, while strengthening skills across multiple genres (LeBorgne, 2014). For the purposes of this paper, therefore, cross-training is understood to be the facilitation of singing in different styles with various technical demands to improve and strengthen a singer’s vocal athleticism.
The term functional training is also explained within athletics (Boyle, 2016). “When we use the word function we are saying that something has a purpose. So when we apply that term to training for sports we are talking about purposeful training for sports” (Boyle, 2016, p. 1). While purposeful training of the voice is the aim of all voice teachers across the centuries (Lamperti, 2010), different views exist as to what constitutes healthy and optimal vocal training (Edwin, 2020). Voice teachers could assume the term functional vocal training to mean the intentional training of the vocal instrument for the purpose of improving a singer’s technical abilities, and this would be logical in relation to functional training within exercise fitness. However, as will be outlined shortly, some pedagogues promote a generalized approach to teaching voice using the exact same teaching method for every student that enters their studio (LoVetri, 2021). They teach without modifying their approach for voice type or musical style, or considerations for a singer’s desired professional specialty (Benson, 2018). These pedagogues refer to their teaching approach as functional voice training (LoVetri, 2021). It is this generalized approach to teaching the mechanics of vocal production which the paper will be referring to when discussing functional voice training.
Historical Background: The Evolution from “Nonclassical” to CCM Terminology
To fully appreciate the evolution of disparate views in vocal pedagogy and what is considered suitable training of the voice, a brief history to provide context to commonly accepted terminology is necessary. Within the music industry, there now exist genres and subgenres of music – both generic and extremely specific – which fall under the umbrella label “contemporary commercial music” (Edwards, Hoch, 2018). The word “commercial” describes music that is funded by its audience, whereas classical music is donor funded (Edwards, Hoch, 2018). The designation of CCM refers, therefore, to genres of music which earn revenue from the paying public (Edwards, Hoch, 2018).
While a broad categorization, the creation and utilization of this term contemporary commercial music is a testament that progress has been made in the last several decades in recognizing the validity of styles outside of classical music (Edwards, Hoch, 2018). The shift in terminology from “nonclassical” to “contemporary commercial music” is significant as it symbolizes the mindset shift in counting styles outside of classical music as valuable and impactful within their own right (Chandler, 2014). 
LoVetri and Means Weekly, pioneering leaders in the field of contemporary voice pedagogy, initially coined the term “contemporary commercial music” in their research paper Contemporary Commercial Music (CCM) Survey: Who’s Teaching What in Non-Classical Music (2003). While the term CCM remains too broad to adequately describe the wide spectrum of styles within the music industry, encompassing genres and subgenres from gospel to music theatre to rock music, it is a definition which surpasses the demeaning term “nonclassical” (Bos, 2015) which was formerly used to label any music that fell outside of the classical spectrum and was considered subpar to classical singing (Edwards, Hoch, 2018). 
Edwards and Hoch acknowledge that this spectrum of categorization within the music industry is both confusing and, at times, misleading (2018). It is misleading in that the acronym CCM is associated with other major organizations such as the Cincinnati Conservatory of Music, and within the music industry also refers to another popular genre, “Contemporary Christian Music” (Edwards, Hoch, 2018). Despite the potential for confusion, LoVetri argues that CCM is a suitable term despite the shortcomings, as it does not demean substantial and important music genres in the way that the previously used “nonclassical music” term did (2008). 
Of important note is that although music theatre itself contains multiple genres of music requiring specialized training, it is often categorized as CCM music (Edwards, Hoch, 2018). Over time, it has become evident that music theatre repertoire has its own unique challenges and characteristics, and all that equates it with other CCM songs is that fact that it is not classical in nature (Benson, 2018). The same can be said of the diversity within popular music genres (Benson, 2018). Commercial music and music theatre music are, in fact, different styles that require different training (Edwards, Hoch, 2018). 
CCM Genres Demand a Diversified Skill Set
The typical independent voice teacher in the 1980s reinforced the belief that classical was the best and only valid way to train singing students (LoVetri, Means Weekly, 2003), and Bos observed “I didn’t know any better, and my teachers’ musical worlds were no bigger than that” (2015). If a singer had Classical training, they could easily adapt to singing any style of music they desired (Popeil, 2014; Saunders Barton, 2021). Although we have progressed beyond the viewpoint the classical technique is superior to all other singing technique (Spivey, Saunders Barton, 2017), it is only within the last several decades that teachers are acknowledging that style specific pedagogy and knowledge of how to train the voice to adapt to a multitude of professional demands is now necessary (LoVetri, Means Weekly, 2003). 
When the term CCM first appeared in 2008, resources to support the training of CCM vocal teachers were few and pedagogical knowledge was limited (Edwards, Hoch, 2018). Research and education have now progressed to the extent that limited knowledge should no longer be an excuse for grouping every style of nonclassical music into one genre and teaching all CCM songs with the same stylistic approach (Bos, 2015). 
With music conservatories and universities adding CCM and music theatre degree streams and the popularity of these programs increasing each year, voice teachers find themselves unequipped to accommodate the diversified vocal skills necessary for students to succeed in these programs (LoVetri, Means Weekly, 2003). Traditional university courses rarely prepare voice teachers to direct and coach with adequate, appropriate pedagogical knowledge, leaving them ill-equipped to prepare their singing students to work in the music industry (Edwards, Hoch, 2018). 
With a rapidly changing musical landscape, voice teachers must adapt their teaching methods and stretch beyond the traditional framework of classical voice training (Hall, 2007). Without centuries of classical training tradition to guide voice teachers, other core methodologies such as functional training and cross-training offer to fill the pedagogical gap and guide the training of CCM singers (Brubaker, 2020).
Functional Voice Pedagogy: A Universal Approach to Teaching Singing
A predominant solution gaining popularity is the concept of functional voice training (Benson, 2018). In concept, functional voice training equips singers with versatile vocal skills set that they can adapt to any singing demands placed upon them, whether stylistic or technical in nature (LoVetri, 2013). Gill and Herbst caution that the acquisition of anatomical, physiological, and acoustical information is not guaranteed by a singer’s success as a performer, as “a purely subjective appreciation of voice function, solely based on one’s own perception, might not provide the necessary grounds to be a successful voice technician or voice “builder” (2016, p. 3). By focusing on the mechanical control of singing function rather than anatomy and physiology (LoVetri, 2013), functional training embraces universal teaching principals which do not require singing students to bend to the will of their instructors, many of whom will have different aesthetic preferences and tonal desires (Benson, 2018). 
According to Benson, when we analyze the functional aspects of vocal techniques in classical and CCM singing, we find many similarities (2018). In training the voice to utilize these techniques and adapt them to various musical styles (Brubaker, 2020), efficiency can be gained in training the voice through this functional training (Benson, 2018). 
Functional training ensures that voice teachers would be imparting similar strategies and foundational knowledge to students, allowing for a more regimented and equitable approach to skills acquisition (Benson, 2018). Ideally, teachers use functional voice training to serve classical, music theatre, and contemporary commercial singers within a single voice studio (Benson, 2018), and leaders in the field believe that singers can easily adapt to different styles if trained with functional technique (Bos, 2015). Functional voice pedagogy, therefore, has the potential to facilitate equitable access to flexible voice technique among singing students, an appealing concept within an unregulated profession where confusion and ambiguity abound (Bourne, Garnier et al., 2011). 
LoVetri observes that voice lessons have traditionally emphasized musicianship skills or muscular configuration, and the purpose of such training can be ambiguous to students (2013). Regardless of a teacher’s approach to training the voice, LoVetri notes that different teachers have emphasized different skills, providing the example that while some singing teachers focus almost exclusively on breathing, others omit breathing exercises altogether (2013). Several teachers give detailed anatomical explanations of how to manipulate the larynx and other structures involved in singing (Miller, 2004), and others believe that such manipulation is damaging and causes students to become negatively self-aware, so they turn to utilizing imagery (Hamady, 2009). This perspective highlights the inconsistency within a dysregulated profession (O'Bryan, Harrison 2014), making the concept of a structured and uniform approach to teaching vocal technique appealing to many voice teaching professionals (Bourne, Garnier et al., 2011).  
Functional voice teachers operate on the premise that core functions of the singing voice are universal regardless of genre, including breath management, registration, kinesthetic awareness, vibrato, and agility (Benson, 2018). These skill sets can be taught to all singers regardless of their stylistic interests, and then modified to adapt to the genre of the songs they sing (Benson, 2018). Stamina, endurance, posture, alignment, etc. all help train the body for optimal performance and techniques to train these kinesthetic functions are useful for everyone in the performing arts (Miller, 2004). When training muscular conditioning through exercises, without conscious manipulation of anatomy, muscles respond automatically without conscious thought (Hamady, 2009).
Ethical Concerns of Generalizing the Application of Vocal Technique
 LoVetri’s aspiration for universally accepted functional training is that voice instructors teach techniques which can be applied to any style universally, focusing on the tenets of singing, such as breath management, vocal agility and strength, and articulation, and range (2021). Benson likewise draws the conclusion that this concept of universal training functions can also be applied to the voice in a generalized manner (2018). She states that “the functional training to produce and control the vibrato is not inherently linked to any style of music” and “the use of both registers is required and valuable in both CCM and classical genres, and therefore, the approach to training could be the same” (Benson, 2018, p. 11). 
From an ethical perspective, the inclusivity of this broad functional teaching approach should be questioned, (Bell, Waters 2018), as this uniform approach to teaching singing neglects to consider the diverse needs of voice students (Sielska-Badurek, Sobol et al., 2018). It is the opinion of Gill and Herbst that “the individual anatomical variability of the vocal instrument suggests that there cannot be a unified vocal behavior for all singers. Rather, the taught vocal technique needs to be adjusted and optimized for each individual” (2016, p. 4). To teach the same vocal technique with an identical approach to each voice student without regard for factors such as gender, size of vocal instrument, health limitations, or physical capacity to breath is to forget that each singer is a unique individual with a need for their agency and autonomy to be respectfully considered. 
Singers struggle with unique physical and psychological abnormalities which also need to be considered on an individual basis (McKinney, 1994), and the bodily systems comprising the vocal mechanism and intricately coordinate together to produce the singing voice are complex (Malde, 2019). Psychological components also influence the production and quality of sound, and perhaps whittling down to bare teaching fundamentals and a generalized approach is an oversimplification of the complexity of the vocal instrument (Hamady, 2009; Malde, 2019).
Considering the Effectiveness of Functional Training at an Elite Level
For amateur singing students looking to study multiple styles, functional technique has many merits and is very accessible for the average singing teacher (Hall, 2007). While the concept of functional training is appealing in its simplicity, focusing on mechanical operations (LoVetri, 2013) rather than including preliminary anatomical and physiological explanations as part of vocal exercises (Miller, 2004), it remains debatable if its basic approach to singing accommodates for the necessary nuance required of elite singers specializing in specific genre (O'Bryan, Harrison, 2014). 
Benson’s solution for inadequate pedagogical training and redundant course offerings within post-secondary music education is to offer the same supplemental courses to all singers regardless of genre, and affiliate style-specific training to repertoire rather than voice technique (2018). Hall (2007) notes that students pursuing musical theatre degrees outnumber those studying classical degree streams, and teachers must be equipped to train these students with technique appropriate to the style (Vella, Brown et al., 2021). Voice teachers will likely lack stylistic and technical expertise if they do not specialize or receive extensive training in a distinct style themselves (Chandler, 2014). To ask a predominantly classical teacher to teach a CCM singer, or a music theatre teacher to teach a classical singer, by applying generic functional technique has the potential to cause confusion and frustration in teacher and student alike (Chandler, 2014). Edwin reinforces this concern by stating concern that premium classical singing will be compromised among the generalization of musical styles (2020).
Although extensive professional development could increase the impact of functional training, for a highly trained specialist to teach all-encompassing technique requires a broadening of their specific skill sets and deeper training in both voice science and its application, especially for master teachers who have dedicated their careers to a highly sophisticated speciality area with neglect to other genres (Maxfield, Ragan, 2021). While I agree with the premise that vocal function is similar across different genres, stylistic modifications alter how the voice is used (Malde, 2019). Robert Edwin articulates this in his statement “It is imperative that we acknowledge the physiological and stylistic differences between classical and nonclassical singing, and adjust our pedagogy accordingly” (2003, p. 73). Breath support, tonal quality and resonance shifts, and muscle coordination changes as each genre has its own appropriate aesthetic (Miller, 2004).  Anatomical shifts require different vocal techniques to create optimal singing within each style of music, and if the goal is to produce vocal qualities which are authentic to the genre, then acknowledgement of these subtle shifts is necessary (Spivey, Saunders Barton, 2017). 
These techniques require expertise attained through professional experience as both a performer and instructor (Maxfield, Ragan, 2021). While at a basic level the functions of the vocal instrument are the same, how you train these functions to achieve different stylistic effects is not the same (Ragan, 2021; Hall, 2007). Similarly, Baldwin observes that long-term immersion in a specific music genre is necessary to gain expertise within that musical culture (2021).
For example, production of vibrato requires a different approach in classical than musical theatre or CCM genres (Bourne, Kenny 2016). Vibrato requires more core muscular support to drive each phrase forward within opera than in CCM (Hall, 2007). Muscular coordination, vocal tract shaping, breath support, and even timbre and resonance are different and muscle memory is different within classical, CCM, and musical theatre genres (Echternach, Popeil, et al., 2014), creating different aesthetics (Spivey, Saunders Barton, 2017; Malde, 2019). It would be stylistically inaccurate to sing a pop song with same vibrato required of an operatic aria (Edwin, 2003), and while a breathy onset is appropriate choice in CCM music, but often distained in classical art song (Hall, 2007). Balanced resonance is favoured in classical music and opera (Miller, 2004), whereas music theatre singers may choose a bright or even nasal resonance (Echternach, Popeil, et al., 2014) to enhance the emotional state of the character they are portraying (Turnbow, 2014). 
To retrain muscular memory, singers must distinguish between stylistic requirements from the start (Chandler, 2014), and practice these skills in different ways with different technical requirements and coordination within the voice (Ragan, 2021). Breath support requirements are vastly different between styles, as well (Brubaker, 2020), with classical singing being unamplified and requiring strong projection and optimal engagement of the entire vocal instrument and singer’s body and breath support (Malde, 2019), and music theatre and CCM styles being amplified and allowing for more flexibility with how the breath and body are used to support the sound (Spivey, Saunders Barton, 2017). Although classical scales and CCM riffs both require agility and have quickly moving passages of notes (LeBorgne, Rosenberg, 2014), with classical the jaw and mouth position remains stationary, while in CCM the jaw and articulators move to optimize speed (Miller, 2004). Both require speed and agility but have different delivery and different tonal outcomes (Bourne, Garnier et al., 2011).
Supplemental support could be brought in to support the training of advanced singers on a professional career track, but the fact remains that a generalist teacher may not possess the specialized tools necessary to support an elite singer, as an expert is needed in these circumstances (Chandler, 2014; Maxfield, Ragan, 2021). While basic functional skills can be taught to beginners, different skill sets require genre-specific training for singing in various styles (Baldwin, 2021). Beyond this point, coaching of stylistically appropriate vocal techniques to achieve authentic delivery of genre-specific styles is necessary (LoVetri, Means Weekly, 2003).  This is where cross-training multiple styles side by side is impactful (Spivey, Saunders Barton 2017). 
Cross-Training the Voice 
Cross-training the voice as an athlete cross-trains their body is a powerful alternative to functional training (Brubaker, 2020), as it allows singers to gain full flexibility and maximum leverage of their instrument’s potential (Bos, 2015). If facilitated in a manner like athletic conditioning (Greschner 2019), cross-training facilitates peak conditioning of the voice, and nurture’s a vocal instrument’s agility, range, endurance, longevity, and health (Foster, Hector et al. 1995). It simultaneously acknowledges differences in style and accommodates technique modifications (Saunders Barton, 2021). An elevated awareness of genre-specific technique helps singers to intentionally create a stylistic aesthetic (Bourne, Garnier et al., 2011); without this intentionality, it is easy to sing with inappropriate technique (Baldwin, 2021).
Ideally, professional or aspiring professional singers cross-train with several partnering professionals specializing in specific styles and receive full benefit and knowledge in their chosen genres without musical compromise (Spivey, Saunders Barton 2017). This training scenario was modelled by MFA graduate Christy Turnbow, who studied classical and music theatre voice technique and repertoire at Penn State university with professors Mary Saunders Barton and Norman Spivey (Turnbow, 2014). Turnbow had two lessons each week, one in music theatre, and the other in classical voice studies (2014). As a singer with a predominately music theatre background, Turnbow observed that classical training strengthened her upper register specifically, likely through the muscular conditioning gained through learning to balance her vocal registers while focusing on the development of her head voice (Bourne, Garnier et al., 2011) which enhanced her credibility and authenticity as a performer (Turnbow, 2014). As a result of cross-training, her technique improved (Sandage, Hoch, 2018) and helped Turnbow flourish in all aspects of her life as a musician, actor, and teacher (2014). Her music theatre voice instructor, Mary Saunders Barton, noted that “stretching the student in diverse ways requires faith on the part of the student and both teachers, but the results can be exciting. In many ways it is like a double major, but on the same instrument” (2014, p. 218). 
As a result of Turnbow’s rigorous cross-training, she learned to successfully navigate from one genre to another with ease (Johnson, Sandage, 2021), with no lengthy preparation involved (2014). Spivey and Saunders Barton note that a direct correlation exists between the strength of a singer’s mix/belt voice and the strength of their classical voice type (Spivey, Saunders Barton 2017; Bourne, Garnier et al., 2011). Turnbow confirmed this was her experience, and her mix/belt vocal abilities influenced the agility of her classical singing voice (2014).
Mitigating the Risks of Cross-Training
Edwin expresses concern as to the competitive advantage lost by aspiring classical singers if they participate in singing cross-over repertoire, with his primary consternation being the preservation of excellence and refined skills (2002). It is, after all, necessary for singers to understand the technical demands of genre and be able to conform to stylistic expectations (Bourne, Garnier, et al., 2011), and Edwin worries that excellence will be lost if these demands are not met (2002). As Turnbow demonstrated, this concern about cross-training and performing in multiple genres can be combatted by thorough training by experts specializing in both fields (2014). 
Another discernable ethical consideration is singers’ physical safety when altering between genres regularly (Roll, Goffi-Fynn, 2021). Just as in athletics, the potential exists for singers to injure themselves if not utilizing appropriate technique (Foster, Hector et al. 1995). Baldwin astutely observes that, just as in athletics, singing in any genre is accompanied by risk of injury, regardless of style (2021). Gill and Herbst express the opinion that “lack of efficiency (and, ad extremum, vocal damage) in voice pedagogy is mainly caused by the voice pedagogue’s failure to tailor the singing technique to the physiological needs of the individual student” (2016, p. 4). Although this theory is strong, students must head the advice of their instructors for vocal efficiency and injury prevention to be attainable, which does not always happen. However, appropriate technique can be fostered by regular training with specialized pedagogical experts (Bourne, Garnier, et al., 2011), which will help prevent and mitigate vocal injury (Ragan, 2021).
Professional Application
Focusing on basic singing mechanics is an impactful introduction to singing for inexperienced vocalists (Benson, 2018). As a voice teacher working with predominantly amateur vocalists singing for recreational enjoyment, a functional approach to teaching singing is a wonderful model for me to use when introducing singing fundamentals. The fact remains, however, that the implementation of applied technique, rooted in a functional understanding of the anatomical workings of muscles and ligaments of the vocal instrument (LeBorgne, Rosenberg, 2014), is essential for the building of vocal athleticism (Ragan, 2021). Therefore, once my students have mastered the basic mechanics of the singing voice, a cross-training approach to strengthening their vocal abilities will provide them with the most comprehensive and rigorous approach to developing their singing voices (Bourne, Garnier, et al., 2011).
I have begun taking courses and workshops to improve my knowledge of both popular and music theatre genres so that I can cross-train my voice students in various styles of music at a foundational level. Recognizing my limitations and acknowledging when it is beneficial to refer my students to experts within their speciality of interest will be important moving forward, as it will take time for me to develop a new skill set (Edwin, 2008). 


Concluding Thoughts
As research within the specialties of functional voice training and cross-training are limited to a small sample of publications by leading experts, it is difficult to form decisive conclusions. Nevertheless, based on the current available literature on the topics, the implication that a functional teacher can successfully train all singers regardless of their level of ability, professional aspirations, or age (Benson, 2018), is a constrained approach to training singers. It fails to acknowledge limitations where a student may be better served by different voice teacher (Edwin, 2008). 
Of ethical concern is that functional training fails to consider equitability and diversity among singers as individuals, neglecting to consider voice category and anatomical differentiators such as instrument weight and jaw size (Gill, Herbst, 2016). The greatest apparent issue with functional voice training lies with treating vocal function the same way regardless of voice type and musical – breath support, vibrato, etc. - when application is not identical within different contexts (Spivey, Saunders Barton, 2017). While this teaching methodology is excellent in facilitating opportunities for students of singing to equally access quality vocal training from a young age (Sielska-Badurek, Sobol et al., 2018), its shortcomings are most evident at an elite level where speciality and nuance are necessary for achieving professional excellence (Edwin, 2003). 
If functional voice teachers acknowledge their limitations and refer elite level students to cross-train with specialists as necessary, then this conflict is resolved. Although admitting limitation as a voice professional can be difficult, ultimately voice teachers will strengthen the entire pedagogical industry if we are willing to defer to the expertise and experience of others alongside a commitment to continue improving our own areas of expertise.
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APPENDIX 1

	Exercise One: Reinforcing Speech-Like Sounds in M2 (Head Voice)
Presented by Mary Saunders Barton (2021)

Premise: 
“Singing and speaking are parallel functions. Your sound is unique to you and is your identifiable acoustic autograph, the core of your sound” (Saunders Barton, 2021).

Purpose:
Saunders Barton is a proponent of cross-training the voice through speech-based exercises, as pitch, phrasing, rhythm, and vibrancy are all elements of speaking present in our singing. Accessing the speaking voice, a skill which the singer already possesses, allows a singer to use their speaking voice to navigate and train their singing voice comfortably and confidently. 

Exercise:
Using descending notes of the triad (so-mi-do), speak the words “my-my-my” using a bright, speech-based vocal resonance. Keep a “white speech sound,” which is straight tone with no vibrato, and use the same quality of resonance while speak-singing this exercise throughout the M2 (head voice) range. Avoid disconnecting the M2 (head voice) and M1 (chest voice) sounds, and instead keep a blended mix of the two throughout the exercise.
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