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[bookmark: _Toc204764933]Proposal
[bookmark: _Toc204764934]Project Title
A mixed methods study of voice teachers working with adolescent singers and their motivations for genre selection and attitudes toward trends in genre-inclusive instruction.
[bookmark: _Toc204764935]Research Question and Context 	
How are vocal instructors motivated to include certain genres in instruction, and what are their attitudes to the shift towards a more genre-inclusive vocal instruction that can be seen to be increasingly promoted within the vocal pedagogy community? 
The project will be conducted among my peers in the professional vocal pedagogy (VP) community. As a private voice instructor trained in Western Classical style and working primarily with adolescent singers, my goal is to provide students with instruction that effectively improves technique, addresses personal goals, and motivates them to view singing as a life skill. I am interested in gaining insight into informed decision-making regarding the genres I include in instruction, and how to ensure competency instructing in genres in which I was not formally trained. 
[bookmark: _Toc204764936]Justification 
Within the professional (VP) community, belief in the harmful nature of genres outside of Western Classical Music (WCM) (Desilva, 2016) has been challenged (Barlow and LoVetri, 2010). Other styles, including, but not limited to, jazz, musical theatre, pop, rock and folk are commonly combined under the classification of contemporary commercial music (CCM) (LoVetri, 2002). Increased calls by voice instructors for more research and access to instructional strategies for CCM have been justified by documented social (Fetokaki, 2023) and economic (Naismith and Bartlett, 2020) benefits of genre-inclusive singing instruction. 
It is unclear to what extent the shift towards a more inclusive model of instruction has affected the practice and attitudes of instructors. Initial and subsequent surveys by LoVetri and Weekly (2003) and Weekly and LoVetri (2009) reached only a small sample of teachers already interested in CCM. A broader sample of voice instructors is necessary to gain insight into the prevalence of CCM instruction among adolescent singers, and to understand what action, if any, they are taking to ensure competency in multiple-genre instruction. 
[bookmark: _Toc204764937]Intended impact
I hope to gain insight into the extent that current research is influencing the practice of individual voice teachers. I also hope to identify steps instructors are taking to familiarize themselves with singing techniques they have little or no training in, in order to understand if lack of training contributes to genre exclusion. Understanding what is motivating teachers to lean away from genre-inclusivity informs recommendations on how to help remove perceived barriers to genre inclusivity, and to influence decision making in my own practice. 
[bookmark: _Toc204764938]Outlined intention
I will conduct a mixed methods study utilizing an explanatory sequential design (Creswell and Plano Clark, 2011). A structured narrative literature review will be conducted in order to provide deep context and background knowledge (Cain, 2008).  
A quantitative phase will collect data from a questionnaire disseminated to members of the professional VP community via social media. It will include close-ended questions, to control the volume of data, and Likert scales, useful for reaching a broader sample, and for collecting data on individual perceptions of experiences (Lim, 2024). Results will be used to support the qualitative phase involving semi-structured interviews, as opposed to unstructured, chosen in order to investigate individual experiences, motivations and attitudes surrounding genre inclusion, while ensuring consistency across interviews and allowing for follow-up questions and clarifications (Lim, 2024).  See Figure 1. 
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Figure 1: Gantt chart of proposed timeline of project
[bookmark: _Toc204764939]Ethics and insider research
Participants could feel negatively judged for the instructional choices they have made in their own practice. Participants may feel they are less capable or competent as instructors when confronted with recent changes to the voice pedagogy community. As an insider researcher, it is possible that these same specific ethical implications could apply to me as well, and furthermore, may increase in risk if interviewees are individuals I know personally (Chavez, 2008).  Consideration of these risks during planning and throughout will help to mitigate (Costley, Elliot and Gibbs 2010). This study has undergone ethical approval from University of Wales Trinity Saint David.
[bookmark: _Toc204764940]Personal learning outcomes
My personal learning goals for this project include:
· Developing time management strategies for carrying out multi-phase research projects
· Gaining competence in data collection, organization, and analysis.
· Recording and applying lessons to subsequent research projects. 


A mixed methods study of voice teachers working with adolescent singers and their motivations for genre selection and attitudes toward trends in genre-inclusive instruction.
[bookmark: _Toc204764941]Report
[bookmark: _Toc204764942]Introduction 
Best practice recommendations for vocal pedagogy now call for the inclusion of various genres beyond Western Classical Music (WCM) in instruction (Rollings Bigler and Osbourne 2021, AATS 2008). However, while supported in the literature, these recommendations alone do not inform the decisions made daily in the practice of individual voice instructors. Every teacher comes to their practice with their own beliefs, goals and attitudes developed throughout their years of experience as a student and teacher of singing (Phillips, 2000). 
This paper aims to explore the motivations and attitudes of voice practitioners in the United States regarding genre inclusion. As a private voice instructor educated and working in the US, I have personally experienced contradictions between my prior learning and the current recommendations regarding genre. Through the use of a pragmatic research approach, comparing evidence from the literature with a broad sample of quantitative and qualitative data exploring how personal motivations and attitudes influences decision making in the voice studio, I hope to gain insight into how others are approaching this challenge, in order to inform my own practice. 
My personal learning goals for this project include:
· Developing time management strategies for carrying out multi-phase research projects.
· Gaining competence in data collection, organization, and analysis.
· Recording and applying lessons to subsequent research projects. 


[bookmark: _Toc204764943]Literature Review
[bookmark: _Toc204764944]Methodology
Search strategies for this literature review included journal runs of the Journal of Voice and Journal of Singing, and database searches via Google Scholar and the UWTSD library (see Appendix 1). Articles prior to 2005 were excluded in order to include more current research limited to the last 20 years. One exception was made for LoVetri (2002), as it provided important background on the term Contemporary Commercial Music (CCM).  Research regarding education outside of the US or pertaining to students outside of adolescence was also excluded, due to difference in pop music pedagogy discourse across continents (Mantie, 2013).  Due to the limited amount of published peer-reviewed research on this topic, doctoral dissertations were included. 
[bookmark: _Toc204764945]Genre inclusion in Western Vocal Pedagogy
Western vocal pedagogy has historically promoted styles of singing associated with Western Classical Music (WCM) as superior (Hoch, 2019; Fetokaki, 2023). A call for increased research and pedagogical guidelines for genres beyond WCM has grown (Bartlett, 2014; Edwin, LoVetri and McCoy, 2014; Moore, 2016; Higgins, 2022; Wasbotten, 2022; Hoss, 2023; Sear, 2024). Nonclassical, popular and contemporary commercial music (CCM) are various terms used to collectively describe styles of singing outside of the WCM aesthetic, such as (but not limited to) musical theater, jazz, country, folk, gospel and pop (Edwin, LoVetri and McCoy, 2014; Naismith and Bartlett, 2020). For simplicity, the acronym CCM (LoVetri, 2002) will be used in this paper when referring to these and any other genres aside from WCM.  
Contributions from the field of voice scientists (Björkner, 2008; Kochis-Jennings et al., 2012; Hallqvist, Lã and Sundberg, 2017) and respected practitioners (Barlow and LoVetri, 2010; Spivey and Saunders-Barton, 2018; Edwards, 2024) have indicated that techniques required for singing CCM are not injurious to performers when applied appropriately, and are physiologically and acoustically different from WCM styles of singing. In 2018, the Voice Pedagogy Interest Group met to consider standards for “the ideal voice teacher”. (Rollings Bigler and Osbourne 2021, p. 11). The group provided recommendations for best practices for voice teachers when it comes to genre, including the acknowledgement that no genre is inherently of more value than another, a Western Classical background is not required for healthy or efficient singing, and while specializing in one genre is acceptable, teachers are encouraged to explore techniques for less familiar genres and to grow their skill set (Rollings Bigler and Osbourne 2021). See Appendix 2.
[bookmark: _Toc204764946]Voice Pedagogy Research
Three studies (Lo Vetri and Weekly, 2003; Weekly and LoVetri, 2009; Desilva, 2016) have reported on the extent to which voice practitioners are teaching more than one genre in their practice. Initial and follow up surveys in 2003 and 2009 by Weekly and LoVetri, asked voice teachers working across the globe at colleges, universities, and in private studios about the training, performing, and teaching experience with CCM singing. Both surveys indicated the majority of respondents taught some form of CCM. However, the surveys used in both studies were disseminated among a selective sample of likely CCM teachers. Therefore, the survey results are not a reliable indication of the extent to which CCM and multi-genre pedagogy is being practiced across the field as a whole. 
Desilva’s (2016) doctoral dissertation utilized a survey based on Weekly and LoVetri’s 2009 study and was disseminated among voice teachers who had completed a Master’s or Doctoral level graduate degree in voice studies in the previous six years (between 2009 and 2015). The survey was disseminated through to a slightly broader sample, at least in terms of pedagogical interests. Nevertheless, the reported number of those teaching CCM was very similar to results from both prior studies: 77% of respondents reported teaching some type of CCM, yet CCM training was minimally included in their degree programs (Desilva, 2016).  All three of these studies do not provide qualitative data on the motivations and attitudes influencing teachers’ decision-making regarding genre, a gap which this study aims to fill. 
A 2013 doctoral dissertation provides insight into voice teachers’ motivations and attitudes regarding genre inclusion or exclusion (Stephenson, 2013). The qualitative study examined teachers’ processes of choosing repertoire and found that teachers felt limited to teaching Western Classical singing because of the values of their employing institution and their personal values of appropriate genres. The qualitative design of the study provides insightful data but is only representative of a few individual experiences. Kempfer’s (2014) dissertation used qualitative methods to investigate the application of CCM pedagogy within the high school choral classroom. She found a lack of understanding of the differences between CCM and Western Classical technique, as only vibrato and vowel shape adjustments were discussed. This could indicate that lack of understanding of genre differences could be a motivational factor for teachers when choosing genres for instruction, a process in which this study aims to gain more insight. 
The purpose of this research study is to investigate how closely the practice of current voice teachers aligns with recommendations for best practice in the voice studio, and to understand how voice practitioners are feeling about these changes. Based on the literature, access to instructional training and a competent understanding of genre techniques, as well as pressures or influences of institutional places of work and learning all are factors that should be considered when investigating the motivations for genre inclusion. 


[bookmark: _Toc204764947]Methodology
A gap in prior research on genre inclusivity in voice instruction is that quantifiable statistical data regarding actions of voice teachers has not been combined with qualitative data exploring the individual experiences, motivations and attitudes supporting decision making in the voice studio (DeSilva, 2016). In an effort to meet the practical goals of the researcher (Kelly and Cordeiro, 2020), a pragmatic approach governed the design of this study. Initially, an explanatory sequential model was planned, but in actual practice, a mixed-methods convergence model design (Creswell and Creswell, 2018) comprised of two phases was employed. Phase I involved the collection of data from a quantitative survey, and Phase II the collection of qualitative data through five one-on-one semi-structured interviews. Both data sets were converged for further analysis, allowing for a deeper, broader investigation of the research questions (Patton, 2005). A mixed-methods approach was chosen as a means to combine both broad quantifiable data that could then be compared with or supplemented by meaningful explanations from participants (Creswell and Plano Clark, 2011).
[bookmark: _Toc204764948]Phase I
A 70-question survey (see Appendix 3) was utilized in order reach a large sample of the vocal pedagogy community, and to draw conclusions about practices across the broader population of voice instructors in the United States (Dillman, Smyth and Christian, 2014) and was specifically designed to address the following research questions:
1. How are vocal instructors motivated to include certain genres in instruction?
2. What are their attitudes to the shift towards a more genre-inclusive vocal instruction that can be seen to be increasingly promoted within the vocal pedagogy community? 
To measure potential influences on genre decision-making, the survey asked participants to report how often they have performed, instructed and received training in various genres, their personal beliefs regarding genre inclusion, and their continuing education practices. The structure of the survey and genre categories were based on a previous survey by Weekly and LoVetri (2009). The term contemporary commercial music (CCM) featured prominently in Weekly and LoVetri’s 2009 article yet was intentionally omitted from this study. The term ‘classical’, in reference to WCM, was added despite its absence from the 2009 survey. In order to understand more about how voice teachers choose all genres they use for instruction, ‘classical’ needed to be included as an option.  As supported by literature (Bishop and Herron, 2015), questions regarding participants’ self-perceptions, beliefs, attitudes, or experiences were presented in a Likert-response format (Sullivan and Artino, 2013) with five points, ranging from 1 (strongly disagree) to 5 (strongly agree), written in balanced scale to reduce response biases (Paulhus, 1991).
The sampling method was designed to reach a diverse sample of voice instructors working in various contexts across the United States. The survey was disseminated via social media member-only Facebook discussion groups comprised of voice teachers (see Appendix 4). Some, though not all, were associated with specific institutions or organizations. 
In the social media post, practicing voice instructors who work with adolescent singers in the United States were asked to participate. The limitations of social media algorithms must be considered when discussing the dissemination of the survey. The researcher has no control over who is shown the post or how many people will be reached. It is difficult to determine if certain people over others will be targeted based on the researcher’s personal social media account. This could affect the broadness of the sample.  Of the 34 who consented and responded to the survey, 6 were excluded because they practiced outside of the US, leaving 28 total respondents. 
[bookmark: _Toc204764949]Phase II
16 of 28 respondents stated a willingness to participate in one-on-one interviews, from which five were randomly selected, in order to maintain a diverse sample. A sample size of five was chosen in order to gather the broadest scope of experiences within the confines of a reasonably-sized data set. 
Semi-structured interviews (see Appendix 5) were selected for this study in order to gather in-depth, detailed data about individual experiences with genre inclusion decision-making in the voice studio (Patton, 2005; Creswell and Creswell, 2018). As opposed to focus groups or observations, one-on-one interviews allowed for a private environment for sharing personal beliefs and perspectives, time for the participant to answer questions fully, and time to ask follow-up questions (Roulston, 2011). 
Determined by participant preference and proximity, four interviews were conducted online via Zoom from a home office, and one in person in a private office setting. All were audio recorded. 384 minutes of interview data was recorded, with each interview between 62 to 93 minutes long. The same set of questions guided each interview, but not all questions were asked in each interview if answered previously. All interviews were transcribed by the researcher. OtterAI was utilized for transcription software. Participants were able to check the transcriptions for accuracy.
[bookmark: _Toc204764950]Analysis
In alignment with the convergent design of the study, descriptive statistics and Pearson’s correlation coefficient (Kim, 2012) were used to summarise and present the data for analysis and interpretation in the discussion (Creswell and Creswell, 2018). Likert data was ordinally compared (Sullivan and Artino, 2013).
A hybrid thematic analysis (TA) was applied to the interview data (Xu and Zammit, 2020). This method was chosen due to TA’s ability to draw forth clarity from complex layers of meaning, and to help find patterns or themes that may be difficult from a surface level examination (Braun and Clarke, 2006), and to combine deductive codes developed from survey questions with inductive codes developed during analysis (Xu and Zammit, 2020).  Grounded theory was also a potentially useful method, but it did not meet the time constraints for this project. 
Three phases of coding were carried out. In order to provide rigor and check interpretation biases, Chat GPT was utilized as a partner researcher. The first phase of coding and thematic development was carried out by the researcher, the second by ChatGPT. Results from both sets of codes and thematic developments were then considered during a third coding phase performed by the researcher. Taguette was used for coding software. 
[bookmark: _Toc204764951]Ethics
A thorough explanation of the study and potential risks of participating were presented prior to acquiring consent to participate, and all participants were provided the means to contact the researcher with any questions or issues. To protect sensitive personal information and maintain confidentiality, data was anonymized prior to analysis and stored on a password protected device and cloud. Identifying factors were withheld from reporting. 
As an insider researcher conducting research within a group of which I am a member (Adler and Adler, 1994), it was possible that I would personally know some of the participants, which was the case. Reminders of the project’s focus were given repeatedly to participants to alleviate any emotional burdens they may have felt due to familiarity. Ethical approval for this project was granted by the University of Wales Trinity Saint David prior to conducting the study.
[bookmark: _Toc204764952]Findings
[bookmark: _Toc204764953]Quantitative Results
Demographics
The majority of respondents reported having 20+ years of teaching experience. 89% worked mostly in the context of a private voice studio. See Figures 2 and 3.
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Figure 2: Pie chart showing ranges of teaching experience of participants
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Figure 3: Bar graph of the respondents' reported  teaching context
Performance Training and Experience[image: Forms response chart. Question title: I have received training in performing the following genres:. Number of responses: 28 responses.]
Figure 4: Bar graphs showing various genres in which participants received performance training.
Survey participants indicated a broad range of performance training in various genres. 26 of 28 reported receiving training in more than one genre. 13 of 28 received training in at least three genres, and eight reported training in five or more genres. For all participants reporting training in two or more genres, classical and musical theater (MT) were always included. See Figure 4.
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Figure 5: Bar graph showing level of education in which genre performance training occurred.
Respondents reported that over 90% of their high school, undergrad and post graduate experiences included classical training. See Figure 5. 
Instructional Training and Experience
As instructors, 23 of 28 participants reported receiving instructional training in at least two genres. 16 of 28 reported receiving instructional training in three or more genres.  The contexts in which participants received training instruction varied across genres, with the majority of classical training taking place through undergraduate and graduate programs and private instruction. The majority of MT training took place in workshops, private instruction, and graduate school. See Figure 6.
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Figure 6: Bar graph of various contexts of training reported by participants for each genre.
Genre Inclusion in Practice
When asked what genre teachers taught most often, 61%  reported MT, followed by classical (21%), and pop (18%). The majority of teachers felt most comfortable teaching classical and musical theater. See Figure 7.[image: Forms response chart. Question title: I feel comfortable teaching techniques for the following genres:. Number of responses: .]
Figure 7: Comfort level of teaching certain genres
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Figure 8: Graph of reported genres included in instruction.
Despite the majority of teachers reporting that they teach musical theater more often, the majority chose classical as the genre providing the most benefits (Figure 9). [image: Forms response chart. Question title: I feel it is most beneficial for my students to practice singing skills associated with the following genre:. Number of responses: 25 responses.] 
Figure 9: Pie Chart of respondents' choice for the most beneficial genre to practice
While respondents report including various genres in instruction, their approach to instruction and beliefs regarding the technical differences of various genres was not the same across all participants. See Figure 10 for Likert scale responses to statements about how to approach genre instruction. A lower median indicates a lower level of agreement with the statement, and a higher interquartile range (IQR) indicates a wider array of responses. 
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Figure 10: Table of Likert Scale responses regarding understanding and beliefs about multi-genre instruction.

Resources for Genre Instruction
Respondents of this survey report finding workshops, webinars, online content creators on social media and YouTube, journals, podcasts, and trusted colleagues, including on social media, to be helpful. See Figure 11.
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Figure 11: Graph of participant reports of various resources used to support instruction.
Motivations for Genre Selection
Over 70% of respondents indicated they include student requests regardless of genre. Only 7% felt that they disagreed with their students about singing genre. Overall, survey respondents did not report feeling institutional pressure when it comes to making decisions about instruction and genre. Within the workplace, only 7% of respondents reported feeling pressured to teach a genre they are not comfortable with, while only 30% felt limited in their ability to determine genres used in instruction. Respondents’ feelings about the values place on certain genres by employers were mixed, with some experiencing an imbalance of value on genres. See Figure 12.
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Figure 12: Bar graph showing the extent that participants felt their employer values certain genres more than others.
Correlations
There were two statistically significant correlations found across the data. A 0.549 Pearsons-r correlation, with a p-value of .003 was found between the number of genres a teacher is trained to perform in with the number of genres included in instruction. While visually the scatterplot appears fairly broad, mathematically, a significant correlation was found. See Figure 13. 
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Figure 13: Scatter plot of the numbers of genres a teacher is trained to perform and the number of genres that teacher includes in instruction.
Also, a correlation with a Pearsons-r value of 0.406 and a p-value of 0.032 was found between the number of genres an instructor includes in their practice and the level of agreement in their Likert scale response to the following statement: There were times I felt discouraged from singing in multiple genres. A stronger level of agreement was positively correlated with the number of genres included in their practice. 






[bookmark: _Toc204764954]Qualitative Results
Demographics
Interview participants all had experience with private voice instruction, two training in vocal performance and three as choral music educators. They ranged in experience from 3-20+ years, and all worked primarily with 13–18-year-old students.  Four of the five attended small, Midwest liberal arts colleges, and one attended a coastal university. 
From the data collected in semi-structured interviews, four themes were generated to describe the motivations and attitudes regarding genre-inclusion: 
1. Willingness and motivation to learn
2. Instructional goals as motivation for genre selection
3. Vocal function and healthy singing before genre
4. Institutions and their influences on genre decision-making


[bookmark: _Toc204764955]Discussion
Data from the survey and interviews support the findings by Weekly and LoVetri (2009) and Desilva (2016), in that the majority of surveyed teachers are including more than one genre in their instruction. This study, through a random sample, found that 100% of respondents reported currently teaching or having taught musical theater (MT), with over 75% also teaching classical and/or pop. However, while participants state a willingness to include most or any genres, their approach to including all genres in instruction differed across participants, and the values they placed on genres in terms of health and instructional value were not equally distributed across all genres. 
Willingness to Learn
The willingness of participants to seek out information about instruction of genres in which they received little formal training indicates a positive attitude toward the idea of including various genres in the voice studio. Survey data showed that the vast majority of participants had partaken in education related to genre instruction beyond formal academic training. In the interview data, discussion of finding resources, ‘switching tacks’, pivoting, and seeking answers to pedagogical obstacles appeared throughout. In the following excerpt, a participant described her response to a students’ request to work on the mixed-belt register: 
That's not my forte. Let me do some research and find like, warmups and different things that will help you be successful in that. And that will kind of push me out of my comfort zone, too. That'll make me a better teacher. I'd love to do that with you. (P1)
This response was similar to the tone of other participants. Four of the five participants received training in genres beyond classical after they graduated from college, including through workshops, private instruction, self-study and on-the-job experience, and by pursuing a graduate degree. This was the finding reported by DeSilva (2016), as well. He found that the majority of training for CCM sought by recent college graduates was through private and independent study. Respondents of this survey reported finding workshops, webinars, online content creators on social media and YouTube, journals, podcasts, and trusted colleagues, including on social media, to be helpful. 
It is important to note that the CCM genre taught most often was MT, which was also taught by 100% of respondents. MT singers require highly versatile skills (Green et al., 2014) and students may be requesting MT instruction due to its broad scope of genre inclusion. It may be possible that training in MT could be a way to gain broader skill in teaching any genre. 
Despite all having a willingness to learn, access to instructional resources were discussed by participants as a barrier to learning more about genre. Instruction and resources, such as journals, were described as costly and potentially prohibitive, especially beyond the cost of a degree program. This disconnect between higher education and contemporary voice pedagogy will be discussed in a subsequent section. 
Instructional goals as motivation for genre selection
Participants spoke frequently about the ways that goals for their students were an important factor in determining the genres they include.  Choosing repertoire that met students’ technical goals was a priority for participants, and participants stated they consider their students’ own endeavors, such as upcoming auditions or performances, to have an influence on determining genres.  
Data from the survey indicates that instructors are open to including a genre based on student preferences. Over 70% of respondents indicated they include a genre if a student requests it.
However, while survey and interview data both indicate a willingness to teach any genre, the extent that this led to greater genre inclusivity depended on the pedagogical approach of the instructor.  Some interview participants, through a student-centered approach (Cremata, 2017) expressed a desire to meet instructional goals created by the student, and to them, that meant including any genre requested.
I really hate choosing rep for my students. It's my least favorite part of the job, because I tell them like, “No, you tell me what to do you. You say, ‘I want this,’ and I will be like, ‘Okay.’” I'm trying to break apart the model of like, I'm telling you what to do, and this is what you need to do. (P4)
Music education research has shown the benefits of student-centered pedagogy for music instruction (Cremata, 2017), and this study indicates that approach may enable teachers to provide learners with a more genre-inclusive experience. 
Other participants determined instructional goals for the student, which has been described as a master-apprentice pedagogic approach (Sherwood, 2023). These participants expressed desires to open their students up to experiences and genres of music they would not necessarily choose on their own. This sometimes meant excluding certain genres:
I typically do not teach pop songs intentionally, because I say “You know you're going to sing that stuff anyway. You don't need to be spending your money learning how to do that with me. If you need to use a pop song,” (like sometimes the kids do for acapella auditions or whatever), “I'm happy to work on that, but I want you to learn what you need to learn, and then you can apply any of that to singing Taylor Swift or singing whoever.” (P2)
I think that, if we let kids sing music they already know, or a genre that they already know, it's not separate enough. And I think it's harder for them to acquire good, healthy singing habits than if it's not, like, all new. (P5)
In the case of P5, “music they already know” referred to pop music. While P5 and P2 both stated a willingness to include any genre in instruction, these excerpts show they valued pop less in terms of instructional value. This aligns with survey data indicating an unequal distribution of value with the majority of respondents choosing classical as the genre providing the most benefits.  
In summary, instructional goals of the student are a key motivator for instructors when choosing genre. However, the pedagogical approach of the instructor may play a role in how those instructional goals are developed. Also, even though an instructor reports including multiple genres in instruction, it does not mean they are doing so based on the desires of the student, or that they are willing to include any/all genres equally. Music education research has shown the benefits of student-centered pedagogy for music instruction (Cremata, 2017). Therefore, for practical applications, utilizing a student-centered approach to pedagogy may be useful in ensuring a genre-inclusive practice. 
Vocal function and healthy singing before genre
A pattern of placing the emphasis on vocal function and healthy singing, while turning away from the idea of separating singing into genres emerged through the various interviews, as evidenced in the following excerpt:
I don’t teach style. I teach healthy technique. (P2)
Providing students with the skills necessary to make their voice function the way students want it to was frequently mentioned as a primary instructional goal. The concepts of versatile singing and vocal cross-training (Spivey and Saunders-Barton, 2018) were also mentioned by multiple participants as positive ways to approach training the voice for healthy singing in any genre. 
I mean, a lot of it's, to me, about strengthening the voice and getting versatile, you know. Being able to sing in head voice, being able to sing belt or mix, and then being able to make choices in the moment. (P3)
Participants stated a willingness to include various genres in their instruction, yet an emphasis was placed on the idea that inclusivity of genre was acceptable within the boundaries of healthy singing. This limitation can be problematic, because for some participants, the approach to teaching healthy and functional singing was (knowingly or unknowingly) based on a foundational application of WCM singing techniques. 
Also, an article by Benson (2018) contends that teaching singers how to control their instrument is useful regardless of genre, which, on the surface, is similar to interview participants’ views. Yet it is important to consider how healthy singing is defined by an individual instructor. Despite the numerous studies that have shown that performers utilize different physical, acoustical, and respiratory techniques depending on the genre they are singing (Sundberg, Gramming and LoVetri, 1993; Barlow, LoVetri and Howard, 2007),  previous studies have indicated a lack of clarity in regard to technical requirements for genres (Weekly and LoVetri, 2009; Kempfer, 2014).  Survey and interview data from this study indicate similar findings, shown in the following excerpt: 
But I feel like [my undergraduate voice teacher] was of the mindset of, if you can sing classically, and you know all of these things, then you can sing any genre, which is kind of the mindset and the philosophy I've taken into my own style of teaching, too, because I've found success in that genre and that kind of way of thinking, I would say, and healthy voice production. (P1)
These findings indicate a lack of participant agreement on whether or not Western Classical technique can or should be applied to any genre, despite research indicating that applying breathing techniques associated with WCM may cause unsafe levels of subglottal pressure (Kempfer, 2014; van Doorn, 2021). 
Applying these finding to practice indicate that focusing on vocal health and function is an effective approach to teaching the skills necessary for performing in various genres, but that it is important for instructors to reflect on their current beliefs about healthy singing and how they compare to the current research.  
Institutional pressures and influences
There is evidence that professional voice pedagogy institutional values, such as recommendations for genre-inclusive pedagogy made by professional groups  (AATS 2008; Edwin, LoVetri and McCoy, 2014) are influencing instructional practice, shown by the prioritization of voice function and health in the data. 
Research also indicates that educational institutions training singers in the US are more likely to train Western Classical singers than other genres (Cobb, 2022), and there is a lingering belief that forms of non-classical singing are inherently unsafe (Bourne and Garnier, 2010). The bias toward WCM in US education and in the field of voice pedagogy has been documented by researchers in both fields (Bates, 2019; Powell et al., 2019; Clauhs and Sanguinetti, 2022; Cobb, 2022). 
Cobb (2022),  Keskinen (2013) and Desilva (2016) all provide an exploration of the disconnect between higher education in the US and the demand for vocal performance training in contemporary genres beyond Western Classical. Data from this study also support this disconnect, evidenced by the imbalance between the vast amount of training in various genres respondents have sought on their own and their limited academic training experiences. 
Survey respondents did not report an overt feeling of pressure from institutions when it came to choosing genre. In contrast, interview participants described experiences with WCM bias in higher education. P5 remembered a situation as a college student, where a classmate was not allowed to present their recital in the traditional recital hall because they chose to do a recital of all musical theater songs, as opposed to arias and art songs. 
P3, who teaches voice at a small college, discussed her experience as an employee of a higher education institution. She described how her students are required to perform WCM final exam performances, which limited her ability to include other genres.  
P4, who currently teaches various genres and studies MT with a private instructor, had a thoughtful revelation when thinking back to her first voice teacher, about her early ignorance regarding genre:
I think that perhaps the expectation, right off the bat was that I would just be doing classical anyways, because the ultimate goal was college, voice performance in college, which, of course, now, when I reflect on my own teaching, like, I realized just how much this kind of sucks. I had never considered studying another genre with that voice teacher. (P4)
It is the nature of institutionalized bias to go unnoticed (Henry, 2010), which may explain the discrepancy between survey data and the reported experiences of interview participants. There was one positive correlation that emerged from the study that also gives insight to this. Based on survey responses, participants who reported feeling discouraged from singing certain genres also reported a high level of diversity of genre inclusion. While more research is needed into this potential connection, it is possible that those who experienced a sense of rejection of preferred genres were made more aware of the WCM bias and thus, worked to be more inclusive in their own practice. 
As previously discussed, this study found evidence that participant understandings and beliefs about healthy singing and effective instruction approaches contained a lingering WCM bias.  Combined with the literature on WCM bias in US music education (Bates and Talbot, 2015) and vocal pedagogy (Fetokaki, 2023), findings from this study indicate that as the positive attitude toward genre inclusion grows across the field, it will be important to ground instructional techniques on research-based best practice findings. 
Practitioners may benefit from reflection on how their own experiences may be impacted by a WCM bias, and in what ways their own attitudes, beliefs and values may be present in their interactions with students and their choices for instruction. 

[bookmark: _Toc204764956]Conclusion
There is evidence that recommendations surrounding the shift towards more inclusive genre instruction are being practiced, and that teachers are motivated to choose genres based on the instructional goals of their students. However, there is also evidence that, while instructors state an openness to including a diverse array of genres in instruction, the approach taken by some is still based on an underlying value of WCM over other genres.  
Findings from the study support previous research regarding the lack of access to higher education programs designed to teach contemporary styles. Institutional values influence practitioners’ choices in their own voice studios and are an obstacle to providing future voice teachers with the skills to practice effective genre instruction.
Further research into the correlation between diverse performance training experiences and early experiences of genre discouragement with the development of highly genre-diverse instructional practices are needed. 
Limitations of the study include the small sample size of survey results. 
For my own practice, the findings from this research indicate that exploring research about instructional practices that promotes voice function and healthy singing, as well as student-centered pedagogy, will be most useful for ensuring my own competency for multi-genre instruction.  I also will benefit from reflection on how my own educational experience may influence my decision-making in the voice studio.  
[bookmark: _Toc204764957]Learning outcomes
My personal learning goals for this project included:
· Developing time management strategies for carrying out multi-phase research projects
· Gaining competence in data collection, organization, and analysis.
· Recording and applying lessons to subsequent research projects. 

I found the second goal to be the most impactful. There were many times throughout this process where I thought to myself “If I could go back and do this again, I would now do it this way.” Efforts to analyze data led me to more resources on more effective ways to carry it out. One particular challenge was drawing conclusions from such a vast array of data, both quantitative and qualitative, and organizing it into clear, meaningful sections. 
For my own practice, I will take forward a better understanding of data analysis both for descriptive statistics and thematic analysis. My literature review process will also be more focused. I felt I was very broad in my search and then had a difficult time allowing enough time to put it all together. I also feel more confident in developing a research design that will support my next research question. Lastly, I have greater respect for the time requirements of data analysis, and I will have a stricter plan in place, in terms of time organization, for my next project. 
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[bookmark: _Toc204764960]Appendix 1: Literature Review Methodology
	Excluded
	Justification
	Exceptions

	Articles prior to 2005
	2015 is the latest of the three surveys of CCM practices, thus articles prior to this date are not representative of most current evidence of CCM practice 
	Papers providing historical context, or exceptional examples, or only research available

	Research on voice teaching and education outside of the US
	Not relevant for scope
	

	Research on instrumental music education
	Not relevant for scope
	

	Research on education outside of music
	
	

	Research on education outside of adolescent age children
	
	



Search Terms (various combinations of the following):



0

· “contemporary commercial music”
· CCM
· Genre
· Repertoire
· Perceptions 
· Attitudes
· Voice 
· Singing instruction
· Popular music
· Pop 
· Musical theater 
· Jazz 
· Non-classical
· Country music
· Folk music 
· Gospel


	Other search methods:

	Citation chaining
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From: Rollings Bigler, A. and Osbourne, K. (2021) ‘Voice Pedagogy for the 21st Century: The Summation of Two Summits’, Journal of Singing, 78(1), pp. 11–28. Available at: https://doi.org/10.53830/cxbg6722.
Tenets and Principles regarding style and genre (Rollings Bigler and Osbourne 2021, p. 15)
1. One voice style or music genre is not inherently better or more worthy of study than another voice style or music genre.
2. While some voice styles, genres, or roles may require greater voice load and demands, any singer utilizing any voice style or performing in any genre may face the risk of vocal fold pathology.
3. Students do not necessarily need a background in classical singing in order to efficiently sing other voice styles. While they may need to be able to produce specific coordinations found in classical singing styles, they can gain those skills through vocalises and/or repertoire within the genre they prefer.
4. Teachers may specialize in a particular style or genre given their background, experience, and the interests of the students they primarily teach; however, we encourage all singing teachers to expand their knowledge skills and experience and teaching various styles and genres, as they all require variations in pedagogic approach.
5. While promoting a deeper understanding and education of the voice coordinations required of different voice styles and genres, a teacher should be cautious when working with students on music from genres unfamiliar to the teacher in terms of style, technical skills required to meet professional expectations in that genre, repertoire, and professional expectations and requirements. Teacher should refer students to other professionals as needed.
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A mixed methods study of voice teachers working with adolescent singers and their motivations for genre selection and attitudes toward trends in genre-inclusive instruction.

Performing
Please answer the following questions as accurately as possible as they apply to your own experience as a singer. 
6. I have received training in performing the following genres:
Select all that apply.
Check all that apply. pop
musical theater classical jazz gospel folk country Other:

7. The genre I perform the most is:	
Mark only one oval.
pop
musical theater classical 
jazz 
gospel 
folk 
country
 other
8. If you answered OTHER, please explain.

9. In addition to the above answer, I also perform the following genres:
Check all that apply.
 pop
musical theater classical jazz gospel folk country Other:

10. At some point in my education, I was encouraged to sing in more than one genre.
1 Strongly disagree.    2 Disagree.    3 Neither agree nor disagree.    4 Agree.     5 Strongly agree.
Mark only one oval.
	1	2	3	4	5
Strongly AgreeStrongly 
disagree

11. As a high-school aged student, my private voice instructor(s) trained me in the following genre(s):
Check all that apply.
Skip if this does not apply to you.
Check all that apply.
Classical
Musical Theater
Jazz
Folk
Gospel
Pop Country 
Other:

12. At my middle school and high school,  if I was interested, I had access to instruction in the following genres:
Check all that apply.
Check all that apply.
Classical
Musical Theater
Jazz
Folk
Gospel
Pop Country 
Other:

13. As an undergraduate student, my private voice instructor(s) trained me in the following genre(s): 
Skip if this does not apply to you.
Check all that apply.
Classical
Musical Theater
Jazz
Folk
Gospel
Pop Country Other:

14. During my undergraduate education, if I was interested, I had access to instruction in the following genres:
Check all that apply. 
Skip if this does not apply to you. 
Check all that apply.
Classical
Musical Theater
Jazz
Folk
Gospel
Pop Country Other:

15. As a post-graduate student, my private voice instructor(s) trained me in the following genre(s
Skip if this does not apply to you.
Check all that apply.
Classical
Musical Theater
Jazz
Folk
Gospel
Pop Country Other:

16. During my post-graduate education,  if I was interested, I had access to instruction in the following genres:
Check all that apply. 
Check all that apply.
Classical
Musical Theater
Jazz
Folk
Gospel
Pop Country Other:

17. There were times I felt discouraged from singing in multiple genres. 
1 Strongly disagree.    2 Disagree.    3 Neither agree nor disagree.    4 Agree.     5 Strongly agree.
Mark only one oval.
	1	2	3	4	5
Strongly AgreeStrongly 
disagree

18. My middle school and high school voice teacher(s) valued one genre over another. 
Skip if not applicable.
Mark only one oval.
	1	2	3	4	5
Strongly agreeStrongly 
disagree

19. My undergraduate voice teacher(s) valued one genre over another. 
Skip if not applicable. Mark only one oval.
	1	2	3	4	5
Strongly agreeStrongly 
disagree

20. My post-graduate voice teacher(s) valued one genre over another. 
Skip if not applicable. Mark only one oval.
	1	2	3	4	5
Strongly agreeStrongly 
disagree

21. At some point in my education, I was encouraged to sing in one genre over another.
Mark only one oval.
	1	2	3	4	5
Strongly agreeStrongly 
disagree

22. The singing techniques I utilize depend on the genre I am singing. 
Mark only one oval.
	1	2	3	4	5
Strongly agreeStrongly 
disagree

23. I feel comfortable performing classical repertoire.
Mark only one oval.
	1	2	3	4	5
Strongly agreeStrongly 
disagree

24. I feel comfortable performing musical theater repertoire. 
Mark only one oval.
	1	2	3	4	5
Strongly agreeStrongly 
disagree

25. I feel comfortable performing jazz repertoire.
Mark only one oval.
	1	2	3	4	5
Strongly agreeStrongly 
disagree

26. I feel comfortable performing country repertoire.
Mark only one oval.
	1	2	3	4	5
Strongly agreeStrongly 
disagree

27. I feel comfortable performing gospel repertoire.
Mark only one oval.
	1	2	3	4	5
Strongly agreeStrongly 
disagree

28. I feel comfortable performing folk music repertoire.
Mark only one oval.
	1	2	3	4	5
Strongly agreeStrongly 
disagree

29. I feel comfortable performing pop music repertoire.
Mark only one oval.
	1	2	3	4	5
Strongly agreeStrongly 
disagree

30. There were times I felt pressured to avoid singing in a genre I otherwise would have.
Mark only one oval.
	1	2	3	4	5
Strongly agreeStrongly 
disagree

31. I intentionally do not perform the following genres:
Check all that apply. pop
musical theater classical jazz gospel folk country none
Other:

32. My technique stays the same regardless of the genre I am singing. 
Mark only one oval.
	1	2	3	4	5
Strongly agreeStrongly 
disagree

Teaching
Please answer the following questions as accurately as possible as they apply to your own experience as a singing teacher. 
33. I am a singing instructor working in the United States.
Mark only one oval.
Yes
No
34. I have been teaching singing for:
Mark only one oval.
1-2 years
3-6 years
7-10 years
10-20 years
20+ years
35. I provide singing instruction to:
Check all that apply.
Mostly
Some
Very little
None
private voice students
elementary students
middle school students
high school students
college/university students

36. I teach singing to the following age groups:
Select all that apply.
Check all that apply.
0-12 years
13-18 years
19-24 years
25-45 years
46+ years Other:

37. I teach (or have taught) singing techniques for the following genres:
Check all that apply. classical musical theater pop jazz folk gospel country Other:

Of all the genres I prepare students in, I teach the following:
 
38. Most frequently	
Mark only one oval.
classical musical theater pop jazz folk gospel country other
	39.
	Second-most frequently	Mark only one oval.
	


classical musical theater pop jazz folk gospel country other
	40.
	Third-most frequently	
	


Mark only one oval.
classical musical theater pop jazz folk gospel country other
41. If you answered OTHER for any of the above three, please explain.

42. I feel it is most beneficial for my students to practice singing skills associated
 with the following genre:
Mark only one oval.
classical musical theater pop jazz folk gospel country other unable to choose
43. If you answered OTHER, please explain.

44. My employer or employing institution values one genre over another. 
Skip if this does not apply to you. 
1 Strongly disagree.    2 Disagree.    3 Neither agree nor disagree.    4 Agree.     5 Strongly agree.
Mark only one oval.
	1	2	3	4	5
Strongly AgreeStrongly 
disagree

45. If a student suggests a song to work on, I will include it in instruction, regardless of genre. 
Mark only one oval.
	1	2	3	4	5
Strongly agreeStrongly 
disagree

46. I choose the majority of the repertoire I assign to students.
Mark only one oval.
	1	2	3	4	5
Strongly agreeStrongly 
disagree

47. I feel pressured to teach genres I would otherwise avoid.
Mark only one oval.
	1	2	3	4	5
Strongly agreeStrongly 
disagree

48. There are forces outside of my control that limit my ability to determine the genres I use for instruction.  
Mark only one oval.
	1	2	3	4	5
Strongly agreeStrongly 
disagree

49. Teaching only non-classical repertoire means my students will be excluded from certain opportunities for performing or competing. Mark only one oval.
	1	2	3	4	5
Strongly agreeStrongly 
disagree

50. Teaching multiple genres would be frowned upon by my colleagues.
Mark only one oval.
	1	2	3	4	5
Strongly agreeStrongly 
disagree

51. Teaching only one genre would be frowned upon by my superiors.
Mark only one oval.
	1	2	3	4	5
Strongly agreeStrongly 
disagree

52. There are some genres of repertoire I am discouraged from using in instruction. 
Mark only one oval.
	1	2	3	4	5
Strongly agreeStrongly 
disagree

53. My students choose the majority of repertoire used in their lessons.
Mark only one oval.
	1	2	3	4	5
Strongly agreeStrongly 
disagree

54. My students and I disagree on repertoire choices when it comes to genre. 
Mark only one oval.
	1	2	3	4	5
Strongly agreeStrongly 
disagree

55. Teaching only classical repertoire means my students will be excluded from certain opportunities for performing or competing. Mark only one oval.
	1	2	3	4	5
Strongly agreeStrongly 
disagree

Instructional training
Please answer the following question as accurately as possible as they apply to your experience as a singing teacher.
56. I learned the majority of what I know about teaching voice from my own voice lessons. 
1 Strongly disagree.    2 Disagree.    3 Neither agree nor disagree.    4 Agree.     5 Strongly agree.
Mark only one oval.
1 2	3	4	5
Strongly agreeStrongly 
disagree

57. I have received training in teaching specific techniques for the following genres:
Check all that apply. pop
musical theater classical jazz gospel folk country Other:

58. I have received training on singing instruction for various genres in the following ways: Check all that apply
Check all that apply.
[image: A black and white checklist
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59. If you answered OTHER, please explain.

60. I have received training on singing instruction for various genres in the following ways (continued).
Check all that apply
Check all that apply.
[image: A screenshot of a black checklist

AI-generated content may be incorrect.]
61. If you answered OTHER, please explain.

62. My training as a singing teacher has been focused on techniques for the following genres:
Check all that apply.
[image: A screenshot of a phone
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63. If you answered OTHER, please explain.

64. I wish I had more training on teaching the following genres:
Check all that apply. classical musical theater pop jazz folk gospel country none
Other:

65. In addition to my own voice training, it was necessary for me to seek out vocal pedagogy training to feel competent as a singing teacher. 
1 Strongly disagree.    2 Disagree.    3 Neither agree nor disagree.    4 Agree.     5 Strongly agree.
Mark only one oval.
1 2	3	4	5
Strongly agreeStrongly 
disagree

66. I feel comfortable teaching techniques for the following genres:
Mark only one oval per row.
[image: A black rectangular grid with white ovals
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67. If you answered OTHER, please explain.

68. My training as a singer provided me with all the tools I need to teach voice. 
1 Strongly disagree.    2 Disagree.    3 Neither agree nor disagree.    4 Agree.     5 Strongly agree.
Mark only one oval.
1 2	3	4	5
Strongly agreeStrongly 
disagree

69. I use the following resources to support my teaching practice:
Check all that apply. textbooks journal articles workshops online classes private lessons master classes
Research conference presentations
Professional organization conferences (such as ACDA, NATS, NMEA or others) Other:

70. A vocal pedagogy text book I have found to be very useful is:
If possible, please include the title and author, if known.

71. Aside from textbooks, one of the most useful vocal pedagogy resources I have found is:

72. Teaching students the technical differences among different genres supports vocal health. 
1 Strongly disagree.    2 Disagree.    3 Neither agree nor disagree.    4 Agree.     5 Strongly agree.
Mark only one oval.
1 2	3	4	5
Strongly agreeStrongly 
disagree

73. Applying classical technique to any genre can be harmful to vocal health. 
Mark only one oval.
	1	2	3	4	5
Strongly agreeStrongly 
disagree

74. Training is essential for singing classical music safely.
Mark only one oval.
	1	2	3	4	5
Strongly agreeStrongly 
disagree

75. Providing instruction on the different technical skills required for various genres provides mor benefits than drawbacks.
Mark only one oval.
	1	2	3	4	5
Strongly agreeStrongly 
disagree

76. Skills for singing pop or other 'non-classical' genres safely can be self-taught. 
Mark only one oval.
	1	2	3	4	5
Strongly agreeStrongly 
disagree

77. "Singing is singing." Healthy vocal techniques do not vary among different genres. 
Mark only one oval.
	1	2	3	4	5
Strongly agreeStrongly 
disagree

78. Pop or other 'non-classical' techniques are detrimental to vocal health. 
Mark only one oval.
	1	2	3	4	5
Strongly agreeStrongly 
disagree

79. Applying classical technique to any genre will ensure vocal health is maintained. 
Mark only one oval.
	1	2	3	4	5
Strongly agreeStrongly 
disagree

80. With proper training, it is possible to sing pop music in a healthy way. 
Mark only one oval.
	1	2	3	4	5
Strongly agreeStrongly 
disagree

81. Teaching multiple genres would complicate a student's acquisition of effective vocal techniques.  
Mark only one oval.
	1	2	3	4	5
Strongly agreeStrongly 
disagree

Interview Participation
82. I am willing to participate in a one-on-one interview regarding my experiences, attitudes and motivations as a voice teacher, as they relate to genre. 
Interview will be conducted via Zoom or another virtual meeting space and will take approximately 60 minutes. A additional shortened interview may be requested for follow-up questions.
Mark only one oval.
Yes
No
83. If yes,
You will be contacted regarding the interview process and scheduling at the email address you provide below:

84. If yes, 
Please provide your name:
This content is neither created nor endorsed by Google.
[bookmark: _Toc204354029][bookmark: _Toc204510070][bookmark: _Toc204764963]Appendix 4: Social Media Groups
(For survey dissemination)
FaceBook:
Professional Voice Teachers
The New Forum for Professional Voice Teachers
Voice Teachers for Young Singers
NATS chat for Voice Teachers 
Iowa Music Teachers Association


[bookmark: _Toc204354030][bookmark: _Toc204510071][bookmark: _Toc204764964]Appendix 5: Interview questions
Please tell me about your background as a singer and musician.
· Education
· Experience
· Employment
Which genres of music do you tend to sing most often?
Do you perform any other genres? Which ones? Why?
Are there any that you do not perform? Which and why?

What do you remember about your early voice lessons and musical instruction? Your first teacher(s)?
· What were your first impressions of ‘healthy singing’? What did that mean to you?
· What were your first impressions of genres or singing styles? In your opinion, was one better than another?
· Looking back, do you think your first voice teachers guided you in singing one genre more than another?
· Do you remember any of the repertoire that you worked on with these first teachers?
· Do you remember any repertoire you really enjoyed singing?
Please tell me about your subsequent voice instructors and music education.
· What genres were included in your repertoire? 
· How do you think your teacher decided what genres to include?
· Were you able to express your desires in terms of the type of repertoire you worked on? Did you feel heard?
· Did you feel there was an expectation for performing one genre over another?
· Were there any styles or techniques you were discouraged from performing?


Please tell me about your background and experiences as a voice teacher, (as opposed to a singer.) 

· Context (private, in school in a university)?
· Age of students
· Range of genres included

At what point in your education/career did you decide were going to teach voice?
· What motivated you to do so? 
· Did you have access to and participate in voice pedagogy training at some point in your education? For example, during your undergraduate or graduate studies? (If relevant)
· If you did, did you find it helpful?
· Did it provide you with sufficient information to feel capable of teaching singing to others? If no,
· Did you find other resources that helped feel these gaps?
· Do you recall to what extent differences in genre style were discussed during vocal pedagogy training? 
· Did this training have any influence on your understanding of ‘healthy singing’?
· As compared to the stage in your life we discussed before, how would you define healthy singing now?
What are your thoughts now regarding voice instruction and genre?
· Recall from the survey, the following genres were included in questions:
· Pop
· Musical theater
· Classical
· Jazz
· Gospel
· Folk
· Country
· Other
· What is your opinion on the genres listed above? Do you feel like they are clearly or easily defined? Are there any you would add to the list? Are there any you would exclude as a separate genre?
· How many of them and which ones are included in your instructional approach? Why?
· Do you approach genres differently in terms of technique? 
· If yes, how?
· How do you decide what genre of repertoire use with students?
· Your choice?
· Their choice?
· Institutional choices? (schools, contests, auditions, employment)?

What resources are most helpful to you when it comes to informing your instruction?
· Are you able to find the information you're looking for?
· Are there topics or techniques you would like more information on?

[bookmark: _Toc204354031][bookmark: _Toc204752599][bookmark: _Toc204764965]
Appendix 6: Interview Transcripts
[bookmark: _Toc204354032][bookmark: _Toc204752600]Participant 1
Interviewer  
So first, could you please tell me just about your background as a singer and a musician?

Participant  
Yeah, I graduated from [omitted] in 2017 with a bachelor's in music education, and my main instrument was voice -is voice. So, grew up singing and playing piano and band and all of the music. So, yeah, it's just always been something I've done.

Interviewer  
When would you say you remember being like, “Oh, I can sing.” and then seriously feeling like you were a singer, you know?

Participant  
Like, forever. We did a lot of singing in my elementary program growing up, and I was part of my choirs in church, and was just always singing, so it's always been a part of me, I would say.

Interviewer  
And you know we're talking about genre for this. So, do you feel like you could say what your early experience was with that? 

Participant  
For talking about just like pop genres?

Interviewer  
For any.

Participant  
I grew up listening to a lot of funk and soul music. And since I'm wearing my Beyoncé shirt today, I listened to a lot of Destiny's Child growing up, and Beyoncé. I don't think there would be one genre over another in terms of what I enjoy singing in the popular music realm. I just really enjoyed using my voice, whether it be singing with, like a male singer or a female singer. 

Interviewer  
So, like, you say, pop music, that's the stuff you liked to listen to. That was what you liked to sing, but also other things. So, do you feel like there was a point where you started, or did you also always sing classically?

Participant  
I didn't take any voice lessons when I was in middle or high school. I didn't realize that was like a thing to do. But I always enjoyed all of the songs we sang in choir. I just enjoyed singing. I enjoyed singing in harmony. So, I could not remember a time when I was like, “Oh, I hate singing this song in choir,”.  It was always just like, “This is something that I like to do,” regardless of genre. And I have really fond memories of even singing in middle school and thinking even when I'm like, thinking of repertoire that I would do with my kids. Now I sometimes I go back and (my mom kept all of my programs and stuff), so if I go back home and I see something, I'm like, “Oh, you forgot about that song. That's such a good song. I bet my kids would really enjoy that,”. So even classical music, even with my zero knowledge of anything, like no voice lessons, I would say my choir teachers in high school and middle school didn't really teach me anything about my voice. I would say that I still just really enjoyed what I was doing in the choral atmosphere of public school. 

Interviewer  
So, I'm assuming you did contests, like Solo/Ensemble? 

Participant 
No.

Interviewer  
Oh, you didn't? 

Participant  
I don't know if this is like, gonna blast, you know, really shade my alma mater, but I grew up in [omitted]. We didn't do anything. We didn't do large group. We didn't do solo ensemble. We were really heavy into show choir, that was something that we did. I was in show choir from my freshman year to my junior year of high school, and it was just like, so intense for the you know, 2010s early 2000’s. My sisters and I were all involved in it. And we did a madrigal dinner, which was really cool. We got to sing madrigals and sing music from that time period. But other than that, I really did not realize how active music was in our state until I went to college and I student taught, and I taught. 

Interviewer  
Okay, so then you said you went to [omitted]. How about your experience there, in terms of types of singing, genres of singing, both officially, formally, like, for grades and things like that, but also, during your time in college.

Participant  
They are definitely like classical; that's kind of their straight and narrow. I sang in a jazz choir my first year, and it was the first and final year of it being that ensemble, being just a jazz choir, and it is completely transformed into a small ensemble, more in the choral realm than the jazz realm. So that style was my first experience with jazz singing, and it was absolutely incredible. I sang with [omitted], incredible. And then I sang in the [omitted] choir all four years. And that was just, I mean, there's nothing like it. My voice teacher was huge in just making sure that the voice was healthy and free in that classical style of singing. And he does a lot of musical theater stuff too, but he really kind of hit home for me about just singing healthily and making sure that you know everything going on inside of the voice so that you can sing any genre. It's not like they really not like he really pushed this is the only way you can sing. But I feel like he was of the mindset of, if you can sing classically, and you know all of these things, then you can sing any genre, which is kind of the mindset and the philosophy I've taken into my own style of teaching, too, because I've found success in that genre and that kind of way of thinking, I would say, and healthy voice production.

Interviewer  
Sure. Can you tell me a little bit more about that, like if you think about what your teacher was telling you about the healthy voice? I know you're elaborating a little bit, but can you tell me more, and for yourself, too? Like what does that mean to you?

Participant  
Yeah, so when I learned from him, and when I teach my students, I really focus on the soft palate, lift, understanding jaw placement and the vocal, you know, all of the muscles involved, and also just the release of tension as well, making sure …(I actually had a few students this year who we were really focusing that on) just like you don't need to use these muscles. These muscles are super tense in the neck. You don't need to use them as you sing. They're just there to hold your head up. And so just allowing that freedom of sound and that release of sound through the soft palate lift, the release of sound, the relaxation of the abdominal muscles, the usage of the rib cage muscles, and then also involving the resonators of the head when they get up into their head voice and stuff.

Interviewer  
Okay, so now, if you had to say what genres you sing most often, what would that be?

Participant  
I would say, in my teaching realm, I sing classically and jazz, and then outside of the school day, I really don't listen to a lot of classical music. I listen to Beyoncé, and I listen to a lot of instrumental music too, like Cory Wong and Vulfpeck and funk groups, or whatever's on KCCK, or Elmo or Frozen when [omitted] is in the car. So I guess I would say, I do sing more musical theater than I thought, because I'm singing along with a lot of the stuff that [omitted] wants to listen to. 

Interviewer  
So, you're singing classically for work, you're singing classically for your teaching, you're singing Beyoncé at home. Do you feel like you can ‘sing’ Beyoncé? 

Participant  
I feel like I can sing any genre. Teaching privately has pushed me kind of out of my comfort zone with some of my kids who are more interested in musical theater or stuff like that, and I'll be honest with them. I'm like, “My background is not in this, but I have so many people that I follow on the internet, different voice teachers who have different warm-ups and they are really in that genre that I learn from, and so I'm gonna help you achieve this in what I believe is a healthy way, in my perspective.”


I think if it were ever to get to a point where they wanted to pursue it professionally or in college, then I'd probably be like, “You should go to someone, find somebody who really, really, really, is involved in this,”. But I feel like the way that I've taught, especially my high schoolers, is a way that's healthy and in the genre that they want to have fun in and sing in. So yeah, I sing more musical theater than I didn't think I would.

Interviewer  
Did you ever do musicals in high school or college?

Participant  
I did a few in high school because I was friends with all my theater nerdy friends, and so I just did a few summer shows. But I never ventured really into pursuing it, like, kind of on my own or in college. It was more like my friends were like, “Let's do it!” I'm like, “Okay!”

Interviewer  
So, what do you do when you're at home singing Beyoncé? Do you do anything differently? Do you make adjustments? 

Participant  
I do, I think about it a lot, actually. I think more when I was younger and learning how to sing, like in college, and I would have a five-hour drive home from [omitted], and I would just sing and sing and sing, and I would apply different techniques to my different pop songs and see what it would feel like to sing them classically, versus, like, in a pop way, so that I would understand what was happening. And the biggest thing that I feel like I change is the shape of my jaw and the height of my soft palate, and just everything going here (points to front of mouth, teeth) … I don't really have any backspace…when I'm singing pop music, okay? Or…I guess I don't, I don't think about it as much. Like, if I were to give it a percentile, maybe it'd be like 70/ 30, 70 being the forward, ‘poppy’, bright, forward sound, and then 30% being when I need the space, getting it. But I don't really have to think about it, I guess, anymore. Then when I sing it, because I just sing all the time, part of what I do now, it's really, I'm really glad that I took those five hours between [omitted] and [omitted] to do that, because I feel like I'm really good at giving those different examples to the kids and to my private voice students when I'm like, “Do you hear the difference between this and that?”, and then, “Oh yeah, I do.” “Yay! Good.”

Interviewer  
Can you imagine what your college voice teacher would say if they were in your voice lesson now where you're saying, “Here's a ‘pop’ way to do it.”? Would they have an opinion on that?

Participant  
I think I teach a lot like my voice teacher, and so I think he would be like, “My gosh! That's exactly what I do.” You know, there are some things that are different, I think especially because I work with younger kids. I only work with four high schoolers now in the private voice sphere, but I started when [omitted] was in third grade. [omitted] was in fourth grade. [omitted] was in seventh grade. So, I've been working with them, and some people don't teach that.  I wouldn't say I was teaching them anything about that when they were in third and fourth grade. It was just like, “Let's sing and let's breathe,” 
Interviewer  
Did you work on breathing technique? 

That's mostly all I worked with those younger kids, with [omitted] and [omitted] when they were in third and fourth grade. All we worked on was breathing and dropping our jaw and just letting the sound out. We didn't talk about anything else, really. Now, [omitted] is in sixth grade. Her voice is pretty mature for her age, but I've told her, I'm like, “There's a lot of things that we're gonna start working on next year, when you're in seventh grade,”. And there's things we've talked about, like the female voice change and different stuff like that, but I'm like, “We're not gonna really touch on anything, because you don't need to worry about it at this point in time.” I didn't really start doing the things that I was taught in college - the forward placement, the resonators, all that goes into it -I didn't start that with [omitted] until maybe a couple months into her voice lessons after Opus in seventh grade, when we were done with that audition process. And I think that's a good time, seventh and eighth grade are a good time to start talking about those things because they're going through that voice change, and they can kind of comprehend it just a little bit more. So, I think if my voice teacher was watching me teach, he would be like, “Yep, that'd be what I would do.” And like I said before, I think if you can sing classically, I think if you understand all of this, and then if you wanted to pursue another genre, I think you'd find a lot of success, whether it be through listening to that genre and emulating what you hear, and also going to, like, a different teacher. If you did that, I think you would still find a lot of success if you had that classical start, just because you understand the mechanics behind that vocal production, in my professional opinion.

Interviewer  
This is like a perspective question, I guess. So, your voice teacher. How do you think they determined what genres they were going to use with you? 

Participant  
Well, I think it's because of the institution I was at. Like, he was an adjunct, and he went around to different private colleges and taught private voice, and then he also had his own studio in [town], him and his wife, and a lot of my close friends learned from them, too. They were just incredible teachers. They did so much in the theater community in [omitted] I never went and saw him sing or perform, but his daughter is huge in that community when it comes to theater. She does like that [omitted] talent thing at the State Fair. I would say that his background was probably classical and musical theater, and I think that the institution probably helped guide that as well. I can't speak for other institutions, but, thinking of my teachers that I had and the other voice teachers that were at [omitted] at that time, were very much kind of, I think, the same vein of… And I would say, I went to [omitted] at a time of transformation. Like I said, I sang in that jazz choir for one year, and then it kind of shifted into something else. And so, I think at that point of [omitted] for the music department, that year was kind of transition into, like, a full, kind of operatic, classical vein and style. Opera workshop was a huge deal. And they still did musicals that were very successful, but I would say the general output - classical and operatic style and education.

Interviewer  
So, like, your recital was going to be all art songs, because that's what the music department was doing.

Participant  
Yeah. And you could sing other stuff. Like, if you wanted to sing musical theater at one of your recitals, oh yeah, your teacher is going to help you achieve that, especially with the kids who weren't, like, majors in it. A lot of my friends who I sang in choir with weren't majors, but they still took voice lessons, and they were able to sing classically or do like old school. My friend [omitted] did a lot of old school Broadway classic, you know, golden age of Broadway singing and stuff like that. You can bring that to your teacher, and they're not gonna be like, “No. Never. Throw it in the fire, this is not art.” But you know, if you, I think, as a music educator, as a vocal educator or a vocal performance major, you were taught arias, art songs. You were given that, I think, all the tools you needed to go out and be like a successful teacher or vocal performance person, artist. 


Interviewer  
Were there any styles or techniques you were discouraged from performing?

Participant  
No. I think I was very- what's the word I'm looking for? Ignorant. But just because of the lack of education that I went into college not having.  Like you think of all the other 4A schools in, and now 5A, in [omitted], and how… Incredible teachers. I taught at the 4A level for a little bit. Incredible teachers, and then incredible opportunities that they give their kids. And I just think, “Oh, my God, I had none of that going into college,”. And so, I'm singing with even kids my own age, not just the upperclassmen. And I'm like, “You sound like that?” And I'm over here just like sounding like…like me. So yeah, ignorance, just going into it, so I'm not sure if I even would know to how to ask about certain genres. And I, again, I really enjoyed the classical genre, so it’s not like I wasn't doing something that I enjoyed. My freshman year, when I sang in that jazz group, that was my first time doing jazz, and so that really opened my eyes up to that genre. But again, I wasn't like, “Oh my gosh, I'm going to be a jazz educator. Like, this is what I want to do.” It was like, “Oh my gosh, this is cool. I never thought about singing like this before.” Ignorant. And just being exposed to a lot of stuff, but also just enjoying my classical track, whatever they do, yeah, I really did enjoy it.

Interviewer  
What context are you working within now? 

Participant  
So, like?

Interviewer  
Could you describe how are you practicing as a voice instructor? All the ways.

Participant  
Yeah, so I always think, I try and do my best with sixth, seventh, and eighth grade to introduce some sort of technique: soft palate, resonance. Head resonance, especially for my girls going through their voice change where they start to lose that vibrancy that they had in sixth grade. We do a lot of just open sound, forward resonance, soft palate. I would say those are my main three- plus breathing, always- main four that I teach in the classroom. If I were to connect my classical training to what I'm doing, because I try and be a voice instructor first. And I think that comes from my experience that I had growing up of just being like, “Sing.” It's like, well, I can do that, because I grew up in a musical family where we were just listening to music all the time, and I played piano. I can do that, but I think about the kids who can't, or who don't grow up in that, you know, household, and so I really try and educate them about all this going on in, like, the plainest of terms that a sixth-grade mind can comprehend, or a seventh and eighth-grade mind can comprehend. And then I teach privately. So, I've got about four high schoolers now and then two middle schoolers. So, then I really get to do dig in and it's so fun. I mean, I had [omitted] singing folk songs and art songs. You know you've got that Folk Songs for Beginners by like J. Althouse. Those types of voice books, or Easy Songs for Beginning Mezzos, blah, blah, blah. I had her starting to sing those in seventh grade, and now she's singing full art songs for solo ensemble and for our recitals at the end of the year. [omitted] is singing those as well. Yeah, [omitted] and [omitted] are too, and so it's been really fun. It's super fun to kind of dig into that stuff that I really enjoyed as a student, and also taking what I learned from my own voice teacher and teaching it. And I think I've discovered my own style of teaching to make sure that they're as successful as possible. 

Interviewer  
Do they ever bring songs to their lesson that they’ve chosen? Do ask if they can do them?

Participant  
I'm always I'm so open to that, especially for like, when [omitted] and [omitted] were super young, it's like, “I'm not gonna make you sing anything that you don't want to sing.” The older kids, now if they're auditioning for something, or if they're in a show of some kind, or even if they're in, like, my jazz ensemble, or a jazz ensemble, if they want to work on anything, or All-State or Opus, then I'm like, “Yes, bring it in”. Then we can work on it together. And then I usually come to them with two or three art songs, classical realm songs, and then if there's a certain song that they want to sing, they're always more than welcome to bring it in and then we just work on it. I think [omitted] sang ‘Colors of the Wind’ and two songs from The Sound of Music. With those young kids I really think, “Here's some ideas that I have.”  You know some folk songs, or I've got my children's books of, yeah, giant books of children's vocal solos, but they usually bring stuff to me and I'm like, “Great, let's do it. How can we sing successfully and healthily?” I think the other thing that I do with my private voice students, especially, it's harder to do in like a larger group, is I always ask them how it feels to sing a certain way. I make, I try and make them as acutely aware of how it feels for them, and I tell them, “Because I don't know. I know how it feels for me, and you know how it feels for you. So if you can describe this for me, then I will be able to guide you.” And we've found a lot of success that way, which has been amazing. It's like the best feeling when they get it.

Interviewer  
Well, that actually reminds me, in terms of feelings, something like chest and head come up for that a lot, because that's how they've been named.  But I think people are now saying, you know, it doesn't necessarily feel the same for everybody, so do we need different names or whatever. What do you do? You specifically train head voice, chest voice, or modal, loft, or whatever you're calling it?

Participant  
I do. I try and teach both head and chest and then, like, the bridge in between and that mixed voice realm. Because again, and, and this is going back, because I think if you truly understand all of that, then you can be successful in any genre. And I found success that way. And so, I think being able to impart that to them, I think I found success as a teacher that way as well. And having that head voice, I think I love the chest voice. I'm a belter through and through. Maybe not. I guess I wouldn't even say a belter anymore. I don't really belt as much. I'm chest voice dominant, though, like I'm an alto. Give me that low harmony, let me sing with like a male singer. If I'm listening to the radio, then I can really, you know, go for it. But I found some of my altos come in and they have lots of tension because they're bringing their chest voice up so high. Like, that's incredible. I wish I could do that. I still tap out like an A above middle C. Pretty good, but I'm like, “That's amazing. Let's make sure it's healthy, and let's make sure that we can still apply it to the songs that need to be applied to. And other songs, you can make the choice and know what would work best for a song in a different style and how to work with your head voice so that you're not singing Sure on this Shining Night and mix belting a high C,” you know?

Interviewer  
Okay, let's dig in there just a little bit. Belting. You feel confident doing it. It sounds like you feel pretty comfortable teaching it, explaining it? So, did anyone ever teach you? 

Participant  
I would say that I just taught it to myself. And I think a lot of altos are the same way, because we just listen and we emulate. I've always sung alto. The last time I sang soprano was in sixth grade. I'll always remember that, and then I got switched out, like whatever, that's fine. And it feels so powerful, and it's such a visceral feeling. I think that it's just so comfortable for everyone to sing in that low register. So, I feel comfortable teaching belt to a point. And then, [student 3] was like, “I would really love to learn about mixed belting this year,” and I said, “That's not my forte. Let me do some research and find like, warm-ups and different things that will help you be successful in that. And that will kind of push me out of my comfort zone, too. That'll make me a better teacher. I'd love to do that with you.” And so, kind of understanding that realm a little bit more as well.

Interviewer  
Do you remember, when you went to do some research, where did you look or what were you using as a resource?

Participant  
Like I said, I follow a lot of voice teachers online who are in the musical theater realm, or, like, they're actively performing and they're actively teaching, and so I usually find their accounts and watch videos of the different stuff that they do. And I haven't really bit the bullet yet on paying for a course, because that’s expensive. But I think down the road, if it's something that more kids want to do and more in line with what I want to teach, then I think I would kind of dig in a little bit more, too. And so, allowing those kids to kind of try different things, I'm like, “Thank you for being my guinea pig and, finding warm-ups that work for you. Maybe I thought this was gonna work for you, and then it didn't.” and stuff like that. So, yeah, always, always trying to look up different stuff too, because I didn't really have a lot of that, and I wasn't really interested in that when I was in college, but now I'm more interested in it, just because my students are more interested in it.

Interviewer  
So, if you recall, because maybe if you weren't interested in it, maybe it was there, but you just didn't really care. But was there any genre discussion in your vocal ped courses, or any of your training?

Participant  
I think so, mostly in my voice lessons. I believe. I'm trying to think. Vocal ped, I don't think so, when it came to like, the genre discussion, yeah, just from what I can recall. 

Interviewer  
Well, because you, I think you said you the Clifton Ware book is one of your favorites, right? And I think that one's kind of, if I recall, pretty open to different styles of singing.

Participant  
I honestly, I'm like, “You drew the pictures of the, you know, all of the everything” and, yeah. So I look at this one a lot. Then I just got some more. Just overall, through the course of the year, years, spectrum of voices, I really enjoy Diagnosis and Correction of Vocal Faults, amazing. Yeah, that's a good one. Scott McCoy, yeah. So, I try and look at those, every year I find something that I'm like, ”Let me just look it up and just remind myself,” or one of my students, had really bad neck tension, and so I was doing a bunch of stuff with those books and different things to help relieve that. And she had a weird pop the top of her going from, like her chest voice to her head voice. And I, I am, like, 100% sure that it's her soft palate wanting to drop and then just getting, like, a little flippiness, weird. I don't even know how to describe it, but …crunchiness, that's what it sounded like. Like, almost like vocal fry. No, just like, the voice was not settling, and then it would like, flip and it couldn't sit on that note, and it would just flutter and flutter and flutter. And I think we found out that it was because her soft palate. It's because she took her chest voice so high, and I think she just wasn't used to singing in a certain style in musical theater, where your soft palate’s a little lower, and just that muscle wasn't used to staying lifted, there fatigued, then yeah, and so just building the muscular strength to really lift.

Interviewer  
I have a whole section here. At what point in your education did you decide you were going to teach voice?

Participant  
I feel like I wasn't originally intending to teach voice privately, but I was lucky enough - my first job was at a 2A high school. I got to teach voice lessons to all the high schoolers, that was part of the curriculum. And same thing when I moved to [omitted]. I taught voice lessons as part of the curriculum, and I really enjoyed it. So I did not think about that when I graduated college, and then I was like, “Oh, I would love to have voice lessons during the school day,” and then I just truly ended up really enjoying it. And so I didn't do any private teaching when I was in [omitted], just because we were so darn busy. But once I got here, [omitted] asked me if [omitted] could take lessons with me. And I said, “Yeah, sure.” And so it's just kind of been growing from there.

Interviewer  
So, when you were at [omitted] your intention was music ed?

Participant  
Yeah, yeah, I didn't really think about teaching privately, potentially, like, any age level or, I was definitely secondary, middle and high. And my first year of teaching, I had the craziest kids. I never thought I would teach middle school again, and now I'm here, and now I'm the opposite. I'm like, “I don't think I will teach high school again. I think I'm good.”

Interviewer  
Okay, I feel like you've already answered this, but I'm just gonna say it. Did you have access to and participate in voice pedagogy training at some point in your education? 

Participant  
Yes, it was not required, though, which is interesting,

Interviewer  
interesting, yeah, it was just like, “hey, take this if you want. You might teach voice.”  

Participant  
Yeah, yeah. Voice ped and also, my diction courses were not required. And so I was, I mean, every music educator is overloading on their credits regardless of what they're taking. But, so I took all four dictions. We just did German, French, Italian and English. I don't think I said that one. And then I took voice pedagogy, I think it was my junior year, which I'm super glad I did.


Interviewer  
So as compared to the stage in your life now, comparing to back then, do you feel like you would still define healthy singing in the same way, or do you think it's different? Are there things you would say differently? 

Participant  
I think my younger self probably thought that classical singing was the only healthy style of singing. Now I know that's not true. I still think, and it's because this is what I'm comfortable teaching. Starting classically allows you to do any genre, but if you start in musical theater, and if you find success and you know you're not hurt, if your teacher is a good teacher and is teaching you healthy singing, then who am I to say that you're wrong? I guess that's how I feel.

Yeah, I think...well, you...you teach what you know, teach what you're good at, and make sure that it's healthy singing. I think that should be our goal, first and foremost, as vocal educators. There are so many great teachers of singing who do not follow the same style as I do, same genre. That is totally okay. Like, there's nothing wrong with it as long as it's healthy. And I think, I think a lot of people would agree.

Interviewer  
Great. Okay, let's see. Just gonna go over those genres that we had in this survey. So pop, musical theater, classical, jazz, gospel, folk, country, and then there was ‘other’.  So, the first part of my question is, what is your opinion on the genres listed above? Do you feel they're clearly or easily defined?

Participant  
There's the beginning of this Beyoncé song, and it's off Cowboy Carter, which is country, which is not her main genre, right? But it's Linda Martel, who's one of the first, like, Black country artists. And she says genres are a funny little concept, aren't they? And like, definition, they're easy to understand, but in practice, like, can they really be defined that way?

So, I think a lot of genres, obviously, when it comes to the musicality of them, the style of them, like, yes, they can be defined a certain way. But I think vocally, if I throw a twang on it, then it's gonna sound country. If I mesh all my consonants together, maybe it'll sound more poppy. So vocally and song wise, I don't really know if you can say pop and country, especially the more popular genres. Are they really that different when it comes to the singing style? Unless you're manipulating in your voice a certain way.

Interviewer  
Yeah, okay. We've already talked about how many or which genres you include in your instructional approach. That kind of varies by kid. And we've talked about- do you approach them differently in terms of technique? Yes, depending on age, yeah, sure. Okay. All right, so I think we did talk about this, but let's just talk about a little bit more. How do you decide what genre of repertoire to use with your students? Like, think of like all the influences,

Participant  
My own personal preference, I guess. Okay, you know, if I had more background in a different genre, then I maybe would include that more in my thought process when I'm first picking out repertoire.
But I really go to the books I always use. Art songs, folk songs, lots of folk songs, especially with the younger kids. But I like the kids who come to me and want to sing. I think they know I'm a choral educator. They know I'm a classical educator. And when I ask them, a lot of the times, they're like, oh, I don't care what we sing. I'm like, “Well, I'm gonna choose what I like.” In my mind, I'm thinking, “I know how to teach this well. I know how to teach the basic concepts of singing this song or this style well, and I can, I can have these kids be successful singing in this style.” Think that's kind of my thought process on it. And I've been pushed out of my comfort zone. Maybe five years ago, if I was given like a musical theater piece, I'd be a little bit more hesitant to teach it. But now it's like you go out and you find your resources and warmups and pedagogy to make your kids successful. I feel more confident in the genres that aren't my main classical style, but I think my verbiage is pretty cross genre, and I'm able to use what I've learned classically and apply it to different genres. When kids bring me different styles.

Interviewer  
You mentioned about your [omitted] that there was the institutional influence on what your teacher taught with you. Do you feel like there's any of that for you?

Participant  
If there is, I think it's subconscious, just because that's your institution, right? The western choral Lutheran tradition, like with a little bit of gospel, a little bit of spiritual drama in there, and you understand that, I think  that does change your perspective a little bit when you're in that and I can't speak for obviously, the big state schools, but those private colleges are really carrying that, that that Lutheran choral, western choral tradition, and they're doing it so well, and so getting to sing in that style, and getting to sing really incredible repertoire in a successful program like I'm sure that influences, I'm sure it influences me, whether it's conscious or subconscious. 

Interviewer  
What about this institution, as an educator within public schools, or public schools in [omitted] or within the [omitted] High School Music Association? Do you feel like there's an expectation?

Participant  
So,. I mean, I think there's different rules that apply for, like, solo, ensemble.

Interviewer  
What are those? Besides the specific ones about, like, you can't change the music at all. Are there genre rules for that?

Participant  
I believe there are genre rules. I've been out of the game for a while because I've just been accompanying but I feel like it has to be at least one art song, following in that kind of classical tradition, I'm trying to think. But it's interesting that you can't really change any-  you can't change the music, but our band and orchestral colleagues can, whether it's like a repeat sign or anything like that. We can't.

Participant  
So, I try, like to give them an avenue for all the kinds of performing that they... that they want to do. I try. I've done two recitals in the past, and I just did one this year for my voice students. But even just the one was super nice for them to perform, and just get used to performing. Because, like you said, it's like, what we're teaching them is dictated by, you know, maybe what they're singing in public school or
theater activities and different stuff like that. But I feel like I still have, we still have that goal of what we want them to achieve, or what we want to teach them over the course of the year, and how to make them successful, or kind of push them kind of to that next stage of their singing. 

Interviewer  
Most of my last questions were already answered. What resources are most helpful to you when it comes to informing your instruction? We talked about that. Are you able to find the information you're looking for?

Participant  
I am usually, yeah, even if it's like, super specific, like when I was working with my student who was having this, like, break, flip, soft palate issue. I was kind of exhausting all the options. Is it neck tension? Is it tongue tension? Is it blah, blah, blah, like, let's start kind of there. And so just looking up tongue tension when singing, you're able to find a lot of different stuff. I've got some stuff from my own problems with singing, and things that I've had to work on, looking through my books, internet, like I feel like I don't struggle too much with finding what I need to. And I also haven't run into too many issues I felt like locked on, where I felt like I have no idea what's going on. I feel like I've been able to find the solutions, which is good.

Interviewer  
Are there topics or techniques you would like more information on? 

Participant  
I think I would love to do more voice pedagogy without having to go back to school. Whether I think that's something I'm really interested in. Just, yeah, I'm really interested in it just in terms of, just for my own teaching and for my own understanding. I think that would be amazing, and for my own students. But it's also just like a nerdy thing, like [omitted] showed me a video of this basketball player who has, like, two different voices. Like he's speaking really low in his fry tone, and then when he goes up here, it's like a completely different person. And he was like, “I just thought you'd think it was funny.” And I'm like, “Oh, man, I'd love to get a scope of that,” and then, like, just total nerding out over what it could be. But, yeah, I think finding the time to learn more about voice pedagogy would… I'm so thankful that I have, you know, like a foundation for it, but more of it is, you know, never a bad thing. 

Interviewer  
Okay, well thank you so much, [omitted]. I really appreciate it. 
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Participant 2
Interviewer
So, I want to start first with talking about your background more as a singer and a musician, so like less about teaching and more about just your experience as a singer. And if you could, just because I've never met you, I don't know much about you at all, if you could just give me a brief overview of your background in terms of education, experience, where you work things like that, and we'll get into those more. 

Participant 
I guess the overview is, I was brought up playing trumpet and piano. Didn't start singing till I was a senior in high school, because I had a last course time to fill. Took my first formal singing lessons in college, and that's where I really fell in love with choir, singing and acapella and all of that. But I was an English major, wasn't going to major in music, and then a number of years later, I said “The only thing I really like doing is music. So, I think I'm going to go back.” And I was, at that time, nearly married to somebody, so I was on a university campus, and I was able to work on campus and take classes for free and what not. So, I got a Master's in -sort of, it wasn't really- we didn't really have a master's in vocal pedagogy. It was a Master of Arts, but most of my coursework was in vocal pedagogy. And I went to that because I was having a lot of vocal difficulty, getting hoarse, even just from warmups and I needed to straighten out my voice. I had a wonderful teacher who did that, and then along the way, I started taking these vocal pedagogy classes. I thought I was going to do choral conducting and what not, which I do still do, but I ended up getting more interested in voice. II graduated in 1996 and then I moved to [omitted] and directed choirs and taught singing there, came back, taught at a dance school. I had a full-time job teaching singing at a dance school, and that had a lot to do with, well, actually, how I got to teach multiple styles of music, which I know is your thing. And then as a singer, mostly I, for years, did choral singing. And then obviously, when I was taking lessons in graduate school, started doing solo stuff, was in the opera workshop, and then many years later, I got asked to join a bluegrass band. And so I had now that went one way, and now I'm singing with just the banjo player, and I learned to play bass, and we have a duo. So that's the kind of music that I do. And then before that, for a while, I was joined up with some people, and we had a bossa nova band, and I sang bossa nova. So it's, it's kind of a mixed bag, and I don't, other than the bluegrass, country stuff, I don't actually really sing that much. It's tough when you're a choir director and full-time teacher of singing to actually, you know, join a choir or audition for stuff. And I have, because I'm a single person, supporting myself doing music. I, you know, I can't really just sacrifice a night of teaching to do something I want to do. So sure, that's quite the drag, but I do at least get to get out and perform, and sometimes I sit in with my jazz band friend. 

Interviewer 
Where did you do your graduate work? 

Participant
It was the [omitted], and [omitted] was there at the time. She was known as [omitted] and she was my main teacher at [omitted] And so they had a lot of offerings in vocal pedagogy courses, specifically, not just in, you know, generally like singing, like training she taught, I don't know if she taught the same course. Maybe she had a yearlong course, but it wasn't enough course work to actually qualify for, you know, a named major.  So, if you were to take a vocal performance, and take some classes in vocal ped, which is what pretty much all of us did, the degree ended up being a Master of Arts, the musicology degree, but almost all my coursework, as much as possible, was in singing and choral methods. 

Interviewer
Well, you've kind of already answered my next question which is which genres of music do you sing most often? But you just answered that, and about like other genres that you might perform. Are there any that you don't do? 

Participant
Not really. I would dive into anything. In fact, this coming weekend, I was originally scheduled to go up to [omitted] which is where I did my undergrad. I go back, and actually I do choral singing up there when I go, but there's a sort of rock kind of a thing that I get asked to do backup singing for a lot, pretty much every year for that. And I was going to go up again this year, it was going to be much more rock oriented. And I just did not… I would do it, but I wouldn't feel like it was my thing. So as much as I, you know, rocked out when I was in college, I think now I, -and probably because I've been feeling like, with all this pollen and a leftover thing from the COVID days, (my choir tends to like to really spread out in the space. And I'm not always very good about projecting my voice properly in that environment, and if I'm singing loudly, so that they can hear me). I'm doing enough to abuse my voice while I'm working that I decided I didn't really want to, you know, do more of that. So that's as close as I would come to saying…I don't think there's anything I wouldn't do. Okay, crash head, banging music, but I don't like it. I wouldn't ever be asked.

Interviewer 
Okay, let's go back then. So, we're going to more ‘early days’. You said that you didn't start studying voice until college. I'm wondering if you ever, when you were younger, like before you went to college, did you have any impressions of genres in terms of learning?

Participant
No thoughts at all about it. Singing was not really anything that was done in my house. And in those days, you know, it was a very instrumental-music-oriented home. And I had a transistor radio, remember those? Don’t know how old you are. But, you know, under the covers, I'd listen to the monaural ear bud to try to get a handle on pop music, which, because my parents were very much, you know, we listened to classical music, but they didn't like opera. So, I grew up thinking that opera was somehow not a good style of music. My grandmother, who lived next door, loved opera, but I didn't personally have any thoughts about music, about vocal health, but I will say - this is maybe not related -but the in those days, in the 70s, late 60s, 70s, there's a lot more harmony in the pop music. And I actually think I was drawn to a lot of that music because of the harmony. 

Interviewer 
Interesting. How about with your trumpet? You said trumpet or trombone?

Participant
Trumpet. And then later I learned baritone horn. 

Interviewer 
Okay, so that was in your middle school days? High school days? And was there any kind of, I mean, any anything related to genre that you can think of there too, even with like, attitudes of your parents or your teachers or your own, you know, listening to the stuff on the radio versus what you would do at school?

Participant  
It was a fairly impoverished music program in my high school. We did have a stage band, like a swing band, and that was a lot of fun. And then there was a concert band. There was no work of straw. I just was happy to do any of it. I think I was just open, you know, like Duke Ellington said, “If it sounds good, it is good.” I think I didn't really make any judgments about anything. Now, it was a long time ago.

Interviewer 
Okay, so you're in college, you're studying voice, yeah, yes, taking voice lessons, but not majoring in voice, correct? 

Participant
I was not seriously majoring in voice, it was, but it was something I did. Yeah, okay. I had two years of lessons, and I do remember, we did, she did the 24 Italian Songs and Arias. And then I remember one time having a friend who played piano and working on ‘Die Frauenliebe und -leben’, and loving those songs, and also the first three, the lieber, ‘Die Rose, die Lilie, die Taubet, die Sonne’. And I just loved working with the pianist on those. But I was also singing in an acapella group doing doo wop. So, okay, it's …everything is very inclusive. 

Interviewer
Did you feel like your voice lessons were applicable to your acapella work?

Participant
Oh, not particularly, but I don't think I thought about it that much. Okay, I was kind of in a blur. I was sort of… not really. You're asking questions that I don't think I ever thought about. So, I'm gonna… know what I thought about it, because I didn't think about it. Yeah, it just went, “Okay, we're singing a doo wop song, okay? Sing the right notes and sing them in tune add some personality and blend with your choir mates.” And that was sort of as far as it went. I do much later, I remember she was not somebody, that teacher, who dictated: “Don't be in choir.” She was not somebody who said, at least never to me. But I do know that there, later on (when I moved to where I am, in [omitted],) I knew people who were studying up at [omitted] and there was a teacher up there who did not want her students to sing in in the in the university choral program, which was an excellent program. You know that that attitude of somehow, it would wreck your voice. And I still don't really get it, but I know that those kinds of attitudes were around. My teacher did not have that kind of an attitude. 

Interviewer 
So, she was fine with you being in that group?

Participant
Didn't have much to say about it, you know, one way or the other, she just would sit in the back of studio class...yeah.

Interviewer 
You said that in terms of repertoire, you did the 24 Italian Songs and Arias. Do you remember any other genres from those college days? 

Participant 
No, I was sort of doing one credit of voice, but she did have the studio classes. And mostly what I did was that repertoire. I may have done a Handel piece. I don't really remember. The things that really stick in my mind are one of the very slow ones from the 24, the first one I learned. Now I know that, looking back, why she had me do that one first, right? And I remember those Schumann songs, specifically, as just being really wonderful. I mean, they still are. 

Interviewer
Let's talk a little bit about healthy singing. Can you recall as a learner, what were some of the initial things you learned about healthy singing?

Participant 
My teacher in college didn't really talk about it. I think she was one of those. She was quite old in the 80s when I studied with her, and so I think she was, you know, one of those that was before this whole blossoming of voice science and actual out there talking about healthy singing. It just isn't something we did. I think the genesis of my singing issues, I think there are two things. One of them may have been playing the trumpet, because I think it requires more breath than you need for singing. You know, its smooth, consistent breath flow, so that part of it was good, but it was probably just too much. And then years later, I was the person in the section who always knew my music before everybody else. And if you sing in a group and other people- “Oh, I'm so glad you're here, you know, now I can follow.” And then you take responsibility and you over sing. I think those are the problems that I had. But none of that really came too much to light or was discussed at all in those lessons. I think we probably did work some on breath, but she was really about placement, and... It's interesting. I don't remember any of those conversations, actually. We didn't really talk about it. Or at least if we did, I don't remember, because it's kind of a blur. 

There was really one summer I spent in [omitted], and I was hanging around with my friends who played in the rock band, and everybody smoked and I smoked, you know? And I come back for my first lesson in the fall, and she says, “You sound great. Have you been practicing?” So, I think, maybe I was relaxed? You know, looking back as a teacher, was I relaxed? Sometimes it takes the summer off to let the ideas percolate down. I don't know, but she really did not talk… It was a whole new world when I went to in graduate school and, you know, just, you know, 10 years later, and [omitted] knew so much about voice science and what was going on.

Interviewer 
Okay, let's talk about genre. Was it similar to what you did in your undergrad? 

Participant 
Yeah, I would say yeah, we did the 24 or actually, she used to use the 26, rather than the 24 and Fauré and Monteverdi. I loved early music. She often would not -because I was an adult student, I think- she allowed me to choose repertoire more than her undergraduate students, and she would make suggestions, but she wouldn't, and because I was there, not because I was in the graduate program, and I was, you know, I already knew a ton about music, I think I was really there for vocal health. Actually, that was the original purpose of my taking lessons with her.

Interviewer 
Because by then, you said you had been having some troubles?

Participant 
Yeah, I, it needed to get straightened out.

Interviewer 
Did she have insights for you in terms of vocal health, or did she influence, you know, how you think about health?

Participant 
Absolutely, yeah, yeah. I would say there was one question in your survey, I think about, you know, “Do you do mostly what your teacher did, or do you do other things?” There's a lot of both. I did learn a lot in the vocal pedagogy, and of course, every time I go to a master class, but a lot of the things that she did in the lessons, I do find myself applying. How to talk about breath. She had written her dissertation on breath and about how many different ways there are to talk about breath. And she put out a survey, and - she put out 100 surveys, and she got 98 responses. And like all of them, different about how to talk about breath. So, it was really fascinating. So it was, I would say, a lot of what she had to do was, for me, it was about holding back on breath. I needed to use a lot less breath. Okay, so that was, I think, the main thing that we worked on. And then, of course, you know, placement. And, you know, I had a very tight jaw. My tongue was going back. You know, all the things that you'd expect, these are the things that we had to deal with. And then, of course, the issue of control. You know, I was always trying to control everything and micromanage and all of that. And you know, people do that, and many of my students do that. You want to get it right. And so, I remember her saying, “You got to let go of control” And at that time in my personal life, I was like, Ray, just enough. A control issue. So, I would say yes, some of the very things that she said to me, I find myself still saying, and so it's sort of in her honor, and because they worked.

Interviewer 
So, I think you said with her in regard to genre, that she would let you have input because you were older. Did she ever choose anything outside of classical if you didn't ask for it?

Participant 
She did not, no, and I don't think she was against it, but she ran the opera program. It was classical singing that we did. I recall a ton of musical theater at [omitted] that must have been, but I don't remember it. But now, one of the women that was in our studio at the time I was there, I'm pretty sure, is still running the music theater program. So, she was not against it, [omitted], my teacher, and I'm trying to think. She may have brought in people sometimes for workshops and whatnot, that would talk about other styles of music, but really, she was pretty straight ahead classical. 

Interviewer 
Okay, and do you feel like at that time, that's kind of similar to your undergrad, where you were just like, I'll sing what you tell me to sing, and we'll work on things. And you weren't asking to do other genres or anything like that?

Participant
At that time, I wasn't, no, I was really focused on just feeling good when I sang. And I didn't really know, oddly, there was a huge jazz program at [omitted] and really, really top notch now, looking back. [omitted] was adjunct faculty. And, you know, it was a really great program. But we never, I don't remember there being a singer. I don't remember that being, actually, anything I paid attention to. It's really interesting how, how classical or I mean…I remember one time being at a master class, somebody was talking about French art song or something. And meanwhile, Bob Dylan was playing across campus, and I was sitting with another guy from our studio, and I was saying, “If somebody had told me 10 years ago, I'd be sitting here at this instead of over there, I’d have told them they were crazy.” So, yeah, we were 100% classical. But again, I don't think she was against it. It just, it's not what we did.
  
Yeah, you know, the lane was classical opera, and, you know, that was what she was training. And all the teachers there, actually, there wasn't really anybody doing anything different. It was a small department. There was no doctoral program there. There were some very good performers and stuff. Even the master’s program. I was mostly taking courses that undergraduates were in, except for the graduate seminars. And there was only, like five or six of those. You were in classes with undergraduates, and you just had an 800 number instead of a 700 number. So, it wasn't a huge department with lots of offerings, and I don't think it's any different. Now I haven't checked lately, but if I have students who apply from time to time, I'll look at the department to see what's going on. 

Interviewer
Okay, so, let's talk about teaching then. Your experience as a teacher, you said already, was in a private studio.

Participant  
Yes.

Interviewer
Tell me more about that. Your experience as a teacher of singing.

Participant 
I started teaching a lot privately when I lived in [omitted] and then obviously when I came back a little bit. But my main job, I had a full-time job, salary and benefits at this dance school. Now, at the dance school, the expectation was I'd be teaching a lot of musical theater. And so suddenly, when I was teaching, first in [omitted], I was teaching a lot of classical, but I did have people who wanted to do- I had a guy who wanted to be a lounge singer. He wanted to be able to play piano, and so I worked with him on his stuff. But when I came back here and was teaching at the dance school, I would teach some classical stuff. I would try to work it in, but really it was musical theater, and that was so that they were training triple threats: dancers, singers, actors. So, I had to learn a lot, really fast, and I didn't really have a lot of background and how to make those sounds. I knew that there was somebody who was fairly well known in the area, music theater teacher, but it felt to me like she was abusing students’ voices. I knew there had to be a right way to do it, because how could people do eight shows a week? I did have a teacher very briefly in [omitted] who offered some my lessons with him, offered some help. He talked a lot about using speaking voice for singing and making that connection more clear. And then I went out and did one of Mary Saunders Barton, yeah, [omitted] Bel Canto, Can Belto workshops. And that was amazing. And I learned a lot from that. Now I find that the NATs meetings, there's a high school festival of singing that I almost always have students in, and the master classes for those from musical theater are very much oriented in that sort of “Can Belto” training. So that's kind of how I learned, sort of on the job, about music theater, specifically. And then many years later, when I was singing jazz- I actually teach a lot of jazz now - and one of my recitals, the mid-year recital, I have friends in a jazz band who come and they're like the house band, and my students sing standards, and so it's really a fun and different thing to do, and we're keeping that style of music alive.

Interviewer
That's awesome. You mentioned the teacher in [omitted]. So that was after your master's program?

Participant 
Yes. When I had been living in [omitted], I had been taking lessons again from an opera singer, so that was serious classical stuff, and then I came back here and had lessons, really not that many. He was very expensive, and I didn't have much money. But I'm sorry I lost track of the question. 

Interviewer
I was just wondering, was he part of your trying to get more understanding about musical theater? Or was it just, I'm in [omitted], and I need a teacher here?

Participant
I think it may have been the former. I don't actually really remember, but he is somebody who teaches a lot of opera and a lot of musical theater. He's sort of coaches the stars, so to speak. And so that's why it was a very expensive lesson. But he had some very interesting approaches. He was, for me, it turned out to be, he was very interested in having you feel part of- inhabiting your body, and having your body be your instrument and just not be singing from the neck up. Okay, so I spend 40 minutes doing a meditation, lying on the floor, doing a body scan. And, you know, he was very, was very different, but I learned a lot. And I think it was probably to get a better handle on musical theater, but that was before I started, I guess it was while I had the job at the dance school.

Interviewer  
I'm just wondering if you could tell me more about, do you remember, like, why you chose him?

Participant  
I went to a workshop, a NATS thing at [omitted], which near here. And he was a presenter, okay? And I think I'd forgotten that, actually, that's how I found him. 

Interviewer  
Do you remember what he was presenting on?

Participant  
It may have been on musical theater, but I don't remember., Yeah, it probably was, because there was somebody else who also was doing something with musical theater. Maybe they both were doing the same workshop.

Interviewer  
Okay, so my next question. At what point in your education or career did you decide you were going to teach voice what made it motivated you to do so? 

Participant  
I think that what I did at [omitted] was fairly, I think it was a year of voice pedagogy coursework. That's where I got the McKinney book and, okay, Margaret Meredith Bunch, I think is a person who's written a couple of books that were interesting and was all into that. What made me decide was, I guess, I had already realized that the only thing I liked doing was music and singing, and that's why I was in graduate school in the first place. I wasn't exactly sure how I was going to do music. And then my ex got a job in [omitted]. That's why we went. And I said, “Okay, here's my opportunity to sort of recreate myself.” And so, I showed up in [omitted] as a voice teacher and choral director. And it was sort of funny, because they were like, “Oh my God, you have a master's degree from the [omitted].” And I was like, “It ain't Juilliard,” you know? I wasn't gonna tell anybody. And I got a great education. But it was not like going to Indiana, or, you know, some of these places that have really large, you know, whatever. So, and that's how I did it. And it was easy to do in [omitted]. They have an itinerant music program where you can teach your specialty in the schools without having to be certified and all that. So, I was in four schools, teaching singing and directing choirs. Started a private studio, worked for adult ed directing a choir. Then I started the vocal program at a tiny, teeny, tiny, little community music school, and I started the vocal program at the [omitted]. So, I was just doing it really and it was successful. And then when I left the marriage and left the country and moved back here to [omitted], I just decided somehow, well, I got the job. It's easy, until I couldn't work anymore in their system. Because what would happen is, I and another voice teacher who was also very well trained and produced beautiful singers, we worked all year long with these kids, and then this other woman would come in, and pretty much, (because the guy the dance school wanted to put out a professional Broadway looking show with, you know, high school kids and younger all trying to sound like they were, you know, in their 20s.) And you know, then the kids would come to their lesson the following week after the end of your recital, and they were all horse and they couldn't speak, and they had abused their voices, and then I had to somehow get them together for, you know, my recital. And you know, I just got tired of it after a while. And honestly, when Obama was running for president and said there'd be a public option for healthcare, so I would have, like, I wouldn't have to pay for health care. I said, “Okay, I'll go out on my own. But that was the thought process. So, I don't know if that answers your question, I tend to ramble on a little bit.

Interviewer  
So, did you take some voice pedagogy classes in graduate school, or any trainings specifically for pedagogy beyond that?

Participant  
That workshop I did at [omitted] and that was active pedagogy. Actually, I forgot I did this. I took a workshop in [omitted] that was based on, I've forgotten her name. Now, there was somebody who's quite controversial. Oh, yeah, Estill. And there was somebody who had worked with Estill, and then they had a falling out, and this person was in [omitted], I think, and came across to [omitted] and did a workshop. And I did not- everything I knew about vocal pedagogy was being argued against, because it was the Estill training, pretty much. And I think she may have come around eventually too, you know, and come off of it. It was all about thick vocal cords. It was all about pressing and inflammation. And I was like, I can't, you know, so I, that was a training, but it was a training that confirmed the training I'd already had by being so contrary, if that makes any sense.  I knew and understood, and it made sense what I had learned in graduate school. And then this stuff went against it, and they just didn't really have a way, a comforting or supportive, or a way of explaining it that took into account somebody like me who had serious questions about a different pedagogy. They couldn't really counter that. They just were sort of, you know, well, “That's yeah, whatever,” okay? Not a lot of data to back it up, if you will, or understanding of how to approach somebody who actually knew what they were talking about, and be able to say, you know, take that into account and then provide an informative answer. 

Interviewer  
Well, so, my next question is, did you find the trainings that you've received helpful? 

Participant  
Yeah, the one at [omitted] was very helpful. Okay, really, really helpful. And then, as I said, I go to master classes at the NATs festivals of singing, and I learn at those. I take them. I'm like, I'm interested in watching the kids, but I'm looking for things I can apply to my student. 

Interviewer  
Did any of your training have any influence on your understanding of healthy singing? Did it change your mind about things, or change the way you thought about something you learned earlier? Any of the subsequent training?

Participant  
I think maybe nothing really changed it. I would say, and I'm not talking about the Estill workshop in [omitted]. I'm talking about the [omitted] workshop. I don't think it changed anything. I think it expanded. And I think that's because Saunders-Barton…Yeah, I think that's because she knew about and was building on, you know, intentionally, on that classical technique. Of showing how you don't have to be just that. So, understanding how the larynx works and how the cartilages shift, and what the musculature does, but that it doesn't have to be either or. And that was, to me, the wonderful takeaway of that particular workshop. It's not an either/or, it's an ‘and’, and I definitely have taken that into my teaching, into my whole philosophy, you know, going back to when I was young. If it sounds good, it is good, right? It's just a different way of using voice. And, you know, I guess now they're doing -and there was just a NATS chat, which I didn't see- about how to make some of these, you know, heavy metal sounds in a healthy way. And I did not yet watch that. I think it's probably up on YouTube, and I want to watch that, but I haven't done it yet. I don't really teach that, and I don't really sing it, but I am curious about how that could be done in a healthy way. It doesn't- in my gut feeling it can't be, but, yeah, I'm willing to have my mind opened. 

Interviewer  
Okay, so let's spend the rest of the time just talking about your practice now as a teacher.  I'm hoping to just get some information about your thoughts on instruction and genre, and how those things work together-or don't. Tensions around genre- the ones included in the survey are pop, musical theater, classical, jazz, gospel, folk, country and other. Were there any that you have a specific opinion, about, per se?

Participant  
In terms of whether I teach it? 

Interviewer  
Are there any that stand out as like, “Oh, I don't think that's a good idea.” Or “Those are really the same thing.” Are there any you won't teach?

Participant  
No, I'll teach any of it. Because what I have, people always ask me, “What do you teach? What style do you teach?” And I say, “I don't teach style. I teach healthy technique.” And then I make it a point to say, “I do some folk and traditional. I'll do some jazz. You know, we do classical. I just, I want you to know how to make a healthy sound in the proper style for multiple styles of music.” Okay, my elevator pitch. I do have a woman who likes to sing gospel, I think, for that, I would, in my mind's eye apply a kind of a musical theater vocal technique, you know, the CCM kind of rubric for that. For country music, I would bring in more twang. And for jazz, I feel like jazz is a little bit more about styling than it is about sound, particularly. And then, of course, you know classical and art song and folky art songs and whatnot is its own. I would sometimes put them together. Singing bluegrass and country and folk music sort of that could fit in. But then there's also, you know, man with guitar or woman with guitar by ends, or so you know, however many arrangements, sort of art song arrangements, the Britten. Is that a folk song, or is that an art song? So, you know that sort of thing.

Interviewer  
Sure. Mm, hmm, that's a really good example. Yeah. Okay, so you've already said you teach. You're open to whatever genre in your instruction. Do you? Do you feel like that was your intent in starting a voice studio, or did it just kind of evolve? 

Participant  
I think, I think it kind of evolved, but I think I did all that work at the dance school, and because, you know, I was trying to build a studio. So, if somebody came and they wanted to learn something, I wasn't necessarily going to say, you know, “Sorry, take your business elsewhere.” Sure, I’m going to try to teach something. So, I think in that sense, it did kind of evolve. But I do think also, maybe because it became an intention. Okay, sure, since now it's definitely intention.

Interviewer  
Okay, so let's talk about that. What's your approach for intentionality? How do you decide what genre of repertoire to use with a particular student?

Participant  
Um, so I'm mostly teaching kids, but I do have some adults. I often will let the adults choose repertoire. But in general, if I'm choosing it, I want it to be something that's pedagogically useful. So, that's my first thing, especially if there's somebody who is having some kind of an issue, or they really need to build on some kind of a technique. So, somebody who is afraid of their high notes, I'm going to give them and they like musical theater. I'm going to give them 
‘Think of Me’, or ‘Beauty and the Beast’ or something like that, where they like the song, but if they're going to sing it, they're forced to go up there. So, that's often what I will do. And then I do take into account what people like. I typically do not teach pop songs intentionally, because I say “You know you're going to sing that stuff anyway. You don't need to be spending your money learning how to do that with me. If you need to use a pop song,” (like sometimes the kids do for acapella auditions or whatever), “I'm happy to work on that, but I want you to learn what you need to learn, and then you can apply any of that to singing Taylor Swift, or singing whoever. But I'm not going to do it. The temptation is too great to try to sound like fill-in-the-blank, and I want you to sound like you. I don't want you to sound like Taylor Swift. So we're going to find your voice, and then you can sing whatever you want when you're not with me.”

Interviewer  
Okay, so in terms of technique: Do you approach genres differently in terms of technique? And if yes, how?

Participant  
Yes, I do. It's always based on breath. I would say breath is my foundational thing. So, every lesson, all lessons, everything is working with breath, and then if we're doing a classical piece, you know, what's your embouchure, you know, tall and all that stuff.  And musical theater, you can be more speechy, but it all has to be connected to the breath. It's not, you know, singing from the neck up. I think those are the main things, like, bringing more speech sense. And I would say also lyrics. That's maybe not a technique thing per se, but in terms of style, certainly for musical theater, I think it's- well really, for everything, - but, you know, to know what you're saying and that being committed to your character or yourself as a poet, the technique often takes care of itself. So, I try to be attentive to breath and, you know, placement, if you will, but also not overthink it. Do a lot of building of technique in various exercises or whatever and then try to apply that in with music. So, if there's a stylistic thing that needs to be different for musical theater or jazz or classical, we will work on that. Style is important. It's mostly a style thing. I think because I feel like the underlying technique is not necessarily wildly different, okay, for, at least for the kids that I'm for the student population I have. And honestly, if I have a student who's really into classical singing, and they think they're going to go on to college, I'm going to let the college teacher work ring and all of that. I'm building a foundation of healthy technique, that if somebody is that serious about it, they'll get the fine tuning and all that extra stuff when they're in college. That's actually how I'm thinking,

Interviewer  
Do you have any kind of expectation or intention with how many, or the variety of genres they experience? 

Participant  
Absolutely, yeah. Even because I figure they're not going to know- they're 12 years old and they want to sing Taylor Swift songs. But you know, sometimes they find out that they actually like… I have this girl who loves Henry Purcell. I never would have thought when she came to me for voice lessons that that she wanted to sing Purcell for her recitals. She also knew that she wanted to be an orthodontist, and she is literally going to school to be an orthodontist. So, yes. I consider it my business to expose, as a teacher, to expose people to as many different things as possible so that they can make an informed choice about how they want to proceed with things.

Interviewer  
You mentioned the recitals with the jazz combo and stuff. So, are your recitals generally multi-genre? Or do you do specific ones for genre?

Participant  
That mid-year recital is a jazz recital, and then my end of year recital is the sort of traditional where there's people singing classical and people singing musical theater, and people singing songs and film and whatnot. So, it's a mix, and they usually get to choose from the repertoire we've worked on over the year, what they've seen. And for the recital, then, we polish it up.

Interviewer  
Okay, last question. You mentioned resources. You mentioned the McKinney book. Are there other favorite resources that you have? That you turn to?

Participant  
That's probably the most used one. I do have Barbara Doscher’s book I've looked at from time to time. But I have to say I'm not as good as I should be about keeping up with… I mean, there's the NATS journal. Since it went online, I don't actually read it that much. And I know you can, I could just go to the website, but I just don't. And I don't like reading on the computer. I’d rather have a physical thing, but it’s a lot of extra money, and I'm at an age now where I'm sort of trying to get rid of things. And I don't really want to have a huge, long... So, I haven't really figured out how to how to manage that yet. So, I feel like those were really wonderful resources. I think probably some of those NATS things on YouTube, I happy to watch those as a resource. But if I'm stumped about somebody, I tend to go to McKinney. That's a book I have at hand. It's right here. 

Interviewer  
Do you feel like there's some stuff that has tripped you up, where you're still looking and you just can't find the information that you're looking for?

Participant  
I'll answer the question in a in a sort of different way. I do sometimes have thorny issues with students that I don't always know how to look up, how to solve that problem. So, I probably don't do that as much as I should. I'm thinking of an adult student I have who, I feel like, there's something up with his ear, and he's much better now at matching pitch, but he wasn't, for a long time, very good at matching pitch. And, you know what is the technique thing that is going on with him that makes him sound the way he sounds? And I think I've got it. You know, it's been years of lessons, and he’s making a much better sound than he was. But it was just, I couldn't figure out what was going on, but I wasn't also sure how to as the question. What would I look up? You know, here anyway, I’m reprimanding myself recently for being a little bit out of the room and being not keeping up with latest trends. You know, I have a niece who is, I'm not even sure what the word is anymore. She's trans and she has an art song project. She studies voice up at the [omitted] and she's got a thing called the Rainbow Art Song Project, and which is all about composers writing music in different keys so that trans people with different vocal needs can all sing the same music. And she's going to be presenting at a conference in [omitted] this summer, which I'm going to try to go to. And I realized the last time I was at a mass conference, probably 10 years ago, and I just feel a little bit like there's so much going on. That's why I was enjoying answering your survey. And I am interested in how you came to this topic, actually, because I can sort of imagine why, but I am curious about how you came to that topic.

Interviewer  
Yeah, I actually you say that, and I'm like, “How did I get here for my last paper was on registration, that's what it was. And then there was just all the registration is so fuzzy, and people talk about it differently. And I said sometimes they mean register in this way, but then other times I think they're just talking about style and genre. And what's the difference? And now we know about belting, you know, and mix and and all of the different ways that the larynx vibrates. So, I guess I'm just wondering, well, what are, what are people saying about this? Because my training was 20 years ago, and if I'm not reading these journals, and, you know, doing this research and in this program right now, I'm like, would I even know about all these changes? Would I know that this is how they're talking about things now? So I guess that was kind of where it came from, and also a little bit about something connected, in terms of the inclusivity of it. That, you know, western classical music has such a sort of racially charged aspect, and that we think ,it feels like you are, you know, putting it on a pedestal because it's beautiful and timeless and all these things, but, but in in essence, you're actually maybe doing that because it's what you've been taught is like the ideal, because it's a whiter, more European Sound, you know? And that others have been, you know, like, relegated as unsafe because they were from a different culture, essentially, right? 

Participant  
And now it's a little different from that voice teacher up at [omitted] who didn't let people, I think she was, like, afraid that if you didn't 100% of the time sing with your loft and your ring and all of that that you were going to somehow fail your voice or something, or, I'm like, if you can't, don't know your voice well enough to be able to sing in a choir and sing that way appropriately, and then go and do your opera role. You know, it's not very good teaching, in my opinion. And you know that level you have to be able to make a living, and if you can do that by singing in the choir. You had had one question before that. It asked about whether I'd had any stigma issues in teaching multiple styles. And I do remember, and again, this is like a young person who came in and she wanted to sing jazz, and I said, “Okay, we're going to sing jazz. I'm happy to work with you on jazz. And now let's warm-up your voice, and let's go up.” “I don't want to sing high.” I was like, “Well, you know, jazz singers...” “No jazz singers sing low. I want to be...” and she constantly, and I heard her years later, just singing deep, chest voice, constantly low. And I just, I don't really know. Yes, there are a lot of singers who don't know how to get up into the upper register. For some songs you want it for that sultry style, but it isn't necessary. And I remember hearing, you know, there's many people. Stacey Kent sings, has a lovely high voice. Tamara Joy in Philadelphia, as a young singer went to [omitted] Oh my god, the raves that she has gotten. And so, I wish I had these people to show this girl now, but she was convinced. So that was a bit of a stigma. And many people think they're afraid. Many of my students, they're afraid that if they learn to sing in their upper register, I'm going to make them an opera singer. “No, I just want you to… You can't belt if you don't have a good top. Let's just learn how to use it.” Years ago, I had a student who didn't want to sing for the end of your production at the dance school. She didn't want to sing ‘I Could Have Danced All Night’. I had been trying to get her to sing that song. She never wanted to learn it. And then [omitted], the head of the studio, asked her to sing it as an interlude for the between dance numbers. And I said, “Well, I hope you told him no, you won’t sing that. She said, “No. I said I would do it.” So, it was just really funny, because, you know? You don't want to be in a position where you have to say no, and because you think you can't. And that's, that's the approach that I take with that. She did it and she killed it. She was very good.

Interviewer  
Are there any institutions that are influential for you? That perhaps your students are involved with?

Participant  
There's quite a lot of that I've right now I have a student who plans to go to [omitted] and another student who is working at a summer camp. In fact, it’s difficult because his voice is changing and I have not actually had a student before who has come in the midst of the voice changing, and so I'm finding this very tricky, because he is very into musical theater. He's a really great actor. He's quite open to anything I want to do, but trying to find repertoire, I'm having a hard time, and maybe that's something I should get online and look for. A repertoire for changing voices, yeah, maybe. And that is so tricky, yeah, so. And then always, the kids are auditioning for the musicals at school. And then I have to help, you know, with their performance, you know, solos and all that. 

And I always say that I'm completely open to, you know, whatever, coaching, okay, for those sorts of things, in addition to... I just was thinking about another student I have who's a senior, and she's been singing in the studio band, studio vocals. At the high school in [omitted], there's a huge jazz, big band, swing band component, and they have a couple of singers. But the guy who directs is really- he wants a certain sound. And then my student is one of those tries to do the right thing, you know, tries to do the right thing for the you know, this is what the teacher wants. And she comes to her lesson half the time hoarse. And I wrote a letter to the director, the choir teacher at the high school, who's also very good, knows her stuff and refers people to me. And for this particular student, she has also tried talking to him, and he's like, “yeah, yeah, yeah.” And same thing over and over again. So that's another, in terms of institution... I don't yet have any sway on that guy, but it's a... that's a problem. 

Interviewer  
And what genre was that? 

Participant  
Jazz. But it's big bands. And I don't think they have a microphone. And you know, and I think they get a microphone for performance, but I'm not sure what happens in in practice. But there's no marking with this guy. You know, you sing full out all the time, even in rehearsal, yeah. And carry over a big band. And she doesn't get a monitor. So, like, even in performance, she might have a mic, but she doesn't have monitor, and so she can't tell how she's how she's mixing, and that's- Anyway, that's another problem. That's a whole other paper maybe. How to deal with people who have limited knowledge. And, you know, he doesn’t know anything about the voice, right? So, he just wants to have a singer, and he wants a certain sound. And they win prizes at the district and state and regional jazz competitions, so yeah. He gets to keep doing what he’s doing. 

Interviewer  
Well. Thank you so much. [omitted], this has been very, very helpful. Yeah, for sure, like you're answering questions, I'm like, oh, that's exactly what I wanted to know. Oh, that's perfect. You know, not that your answers are right or wrong, but just to try to get to the meat of understanding where people are coming from and what they're thinking about these things. So, I really appreciate it.
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Interviewer
First, can you give me just a bit of background about yourself as a singer? 

Participant 
So, I started voice lessons when I was 12. My teachers, this was in the 90s, so my teachers were very just like, pure classical. And I always felt classical kind of fit my voice better, so I was fine with that. I got really into opera when I was 15, and I really just, I wanted to be an opera singer. My senior year, right before college auditions, I got the flu, and my voice just never recovered from that, and I found out. It took 10 years to get a diagnosis, but I was eventually diagnosed with unilateral vocal paresis, so I kind of ended up limping through my college degree. I got a Bachelor of Arts in music, and I added a double major in German, and I took pedagogy classes in college, but I just never like… I felt like my teachers were just never happy with my progress. I was never happy with my progress, and I even saw an ENT in high school. I saw an ENT again in college, and they never did a video stroboscopy, and I just never knew what was going on. And my teachers just seemed to think, “Well, you're just not a great singer, and that's just how it is.” So, I even remember telling my voice teacher I was really interested in vocal pedagogy, I wanted to learn more about it. And she was like, “Well, you can never get a vocal degree, because you need to be able to sing better before you can teach.” 

So, I just decided after that, I applied for a Fulbright, which involved teaching in [omitted] for a year. And I decided after that I wanted to go into arts admin. So, I did seven years working in like various aspects of marketing and public relations for a school for opera singers and for the[omitted] Orchestra. And then during that time, I met someone who specialized in vocal rehab, and I had never heard of that before. And as soon as I heard that, that's what she did, I called her, and I set up a lesson, and she set me up with the ENT who diagnosed me, and then I went through like, four years of vocal rehab, and at that point I got my voice back. I mean, not everything. I didn't have the full range and stamina I'd had previously, but I could really sing again. That was 10 years after the original paresis. 

So, at that point, I mostly ended up, well, I knew I wanted to start teaching, because the process of going through vocal rehab taught me so much about my own voice, and so I wanted to teach. I kind of think that's always what I was cut out for, more than performing. And I ended up starting my own voice studio, and I realized almost immediately everyone wanted to study musical theater, and so I kind of switched tacks, and I decided to start studying musical theater and performing musical theater. Because I realized I was never gonna have the stamina and power for something like opera anyway. But I also wanted to go through the process of auditioning for musical theater, because it's so different from classical, and I just knew nothing about it. It was never part of my training. So, I did that, and I performed musical theater regularly for, I don't know how many years. That probably about five years until I had kids. And at that point, I started teaching a lot of kids and teens. That was kind of mostly who I focused on in my studio. And, yeah, I just kind of, I went through that rehab process, and then I kind of went through a retraining, going from classical to musical theater as well. I was never though, like, a really belty musical theater singer. I was always more of legit, mixy kind of musical theater singer. I always kind of gravitated towards a more head dominant sound. I teach everything. I just don't, you know, I can't. I'm not versatile enough to do everything.

Interviewer 
So just to clarify, so your timeline, you said you started studying when you were 12? 

Participant
Yes.

Interviewer 
And then when did you discover the vocal rehab thing?

Participant 
I started that in 2007. Okay, yeah, 97 was the first paresis. 

Interviewer 
Are you able to share the name of that therapist?

Participant 
Her name was [omitted]. I live in the [omitted] area, and she is one of the kind of, one of the original singing voice specialists. She's one of the only singing voice specialists in the US who does not have an SLP degree, but she worked for Robert Sataloff, who was, again, one of the originators of the integrated model that includes a voice specialist on the voice care team.

Interviewer
And then you said you started teaching and got into music theater because that's what people wanted, but also you were performing musical theater then, too? In what context? 

Participant 
I did some community theater. I also auditioned for professional theater as well. I had a lot of students who did professional theater, but they were kids, and, you know, I was taking dance classes, I was taking acting classes, and I was working with a coach who specialized in musical theater.

Interviewer
What genre do you sing most often? 

Participant 
I'm actually changing things now. So, for the last two years, I've also been teaching classical voice at a university, and so I have gotten back into singing classical repertoire and rediscovering how my voice works in classical repertoire at this point in my life and at this age, because, you know, I'm 46. I also had a second paresis in 2009 when I was pregnant with my littlest. I got the flu. I was pregnant and I was vaccinated, but it was a super bad flu year, and I think it did the damage again. At that point, they told me that the paresis was bilateral, and the process of vocal rehabilitation was a lot more difficult the second time through. I never felt as fully rehabilitated as I did the first time. And I also have a little bit of scarring, I think, probably from coughing during the flu.

So, getting back into trying to sing classical again, it's just been difficult because I don't even know if I'm a soprano anymore, because my range doesn't go as high. So, I'm just trying to figure out where my voice sits. And I kind of switch off between teachers. I have a classical voice teacher and a musical theater teacher. So okay,

Interviewer 
Do you do any other genres?

Participant 
I do not sing anything else, other than classical and musical theater, but I will teach other things, particularly if a student is, you know, kind of a beginner. If someone wants something a little more, like if a singer is pretty advanced, I am not, you know, skilled in teaching those styles, and so I will tell them, “I can get your voice to function the way you want it to function, but I'm not a style coach in those areas.” I can coach classical style, I can coach musical theater style, but stylistically, I'd have to refer out if that's really what they're looking for. Okay, friends, people, come to me because they have technical problems and they really want to just kind of strengthen their voice, or voice in certain ways, and that I can do and pretty much whatever style they want. 

Interviewer
Can you tell me more about that? Like, how you feel the technical stuff can kind of be applied across the board. 

Participant 
I mean, a lot of it's, to me, about strengthening the voice and getting versatile, you know. Being able to sing in head voice, being able to sing belt or mix, and then being able to make choices in the moment. And so those kinds of things, I feel like I can train them for. They may have more of a sense of the musical style they want to sing. So, if they're really into pop and they have a sense of how they want to sing it, I can give them the tools to access the sounds they want. And then they're the one who say, “I want to go light here”, or “I want to make this heavier,” or “I want it to be mixier,” or whatever. So, I feel like my role is to help them get to a point where their voice can function in the way they want it to function. And if they are someone who can figure out what they want to do stylistically, then that works. But if they're really young, then I can help them stylistically, if they want to do jazz or pop or something. Because they're so young. They're not going to become a pop star tomorrow. If I think they would become a pop star tomorrow, I'll refer out to someone. Not sure that's ever happened, but you know someone who really works those styles better than I do to really take them to the next level.
Most people who come to me have one goal. They want to get a big part in their school musical. 

Interviewer 
If you were to refer out, or you need to refer out, there are many people in your area you feel like you could do that with?

Participant
There are some people in my area who are very good, who I refer out to in a heartbeat. Okay, they tend to be pretty busy, you know. But the great thing is, if they're willing to do online lessons, I have a lot more people I can refer them to. If they're not willing to do online lessons, it gets a little trickier. Sometimes they’d just rather stay with me, and that's fine, you know, but it just depends. I would say, though, there are not a lot of people in my area who I feel like could really work well with a kid who wants to sing pop, okay, in person. Sure, people I know who could online, who are in other time zones, who could do a great job.

Interviewer
Do you feel like you also would have a resource, or resources for someone specifically wanting to work on jazz?

Participant
I know some teachers who I would refer to, definitely, but they're not local. 

Interviewer  
Could you tell me more about how you came to build that network so that you had those places, those, um, referral resources?

Participant 
I'm a member of a group called the Speakeasy Cooperative. It's a group of voice teachers, and it's very much about building business skills for voice teachers. But there are so many wonderful voice teachers in there, and a lot of them have really strong and unique areas of specialty. So, some of them, like there's at least two people who are really jazz experts, there's at least two or three people who are really strong pop experts, and there's other people who are just very versatile. And I know they work with kids, so I'd be happy to refer to them as well, depending on what this person wanted. So, but, yeah, that's been the best way that I built my network. As far as other teachers who teach online, a lot of them do teach online. I mean, I teach online too, if people want it, but most people in my area don't seem to want it. You know, a lot of kids, you know, even like- So, my son is 10. He did online kindergarten because of the pandemic, and so a lot of them just don't have great memories of learning online. Right now. I think that'll change in a year too, because younger kids who were in preschool during the pandemic won't have those memories. But it's hard right now because getting a teen to take online lessons…

Interviewer
We kind of went through lots of things, so I'm just kind of going to glance through my questions here and just make sure I don't ask you like the same ones twice-

Participant 
Oh, as far as local teachers, I know a lot of people throughout our local NATS chapter. And you know, since I'm in the [omitted] area, Voice Foundation is really big, so I meet a lot of people there as well. 

Interviewer 
And are you able to, like, through your Speakeasy? What was it called, the Speakeasy Voice Cooperative? Are you able to hear them? Are you guys sharing your like performances or skills or stuff like that too, the other teachers?

Participant 
Yeah. So, a lot of times people do this thing where they'll be like, “I'm teaching five lessons this week. Why don't you, if you want to, drop in on my Zoom, you can” You can drop in and watch someone else teach. I mean, not everyone does that, but it's really great. If you just want to learn from someone and they've gotten permission from their student, then you can totally do that. A lot of people, some people have online courses that I've taken and things like that, too. So, you already kind of have a sense of how they teach. And then just talking to people, a lot of people because it's a private, paid group. I find in some of the voice teacher forums, people do not feel comfortable asking questions that make them look like they don't know something, because some of the groups are a little mean, you know, a little harsh. And so, in this group, people are just really willing to be vulnerable. And then you'll get some other voice teacher who's like really specialist in the field, answering the question in a really deep way. So, you get it just from talking to people, you get a sense of who they are and how they do what they do.

Interviewer
Sure. Okay, I'm gonna have to check that out. That's interesting. 

Participant
It is wonderful. It is really, really wonderful, especially for independent teachers, who often feel very isolated and alone and are often building a studio in a way that, you know, operates outside of academia. So, yeah, it's really great. I've been a member for a long time. I think it's been, let me, let's see. I joined in 2019, so six years. Yeah, my husband's been complaining lately about how much it costs. And I'm like, “You don't understand.” Yeah, I do my taxes. He's like, “Are you still getting value out of this?” Yes.

Interviewer
Okay, I'm gonna back up a little bit, and if you, if you feel like you answered this (you may have), but I'm just gonna ask. I'm just trying to be consistent from interview to interview, you know? So you talked a little bit about starting voice when you were 12. Did you have any first impressions about healthy singing then, like, when you first started studying? 

Participant
Yeah, I mean, I think in one of my first few lessons, my teacher told me that belting was terrible, that Broadway singing was bad, and that the kids in Annie were all going to end up with vocal nodules, which was a little surprising to me, because I absolutely loved Annie when I was a kid. At the same time, I could not do the things I heard kids doing in Annie, you know? Like I did not have a belty voice, and so it kind of immediately resonated with what I felt my own limitations were. So, I just 100% believed that, yeah, and then I was purely immersed in classical music until I started teaching. And at that point, it was around the time that Kelly Clarkson won American Idol, and I remember hearing her on American Idol and saying, “That is the healthiest singing I have heard in my entire life. And she is belting her face off. There is something I've missed.” And so, you know, at that point I started, like, seeking out training in- I mean, I just started with musical theater as opposed to pop, because it's so much easier to find training in musical theater than in pop, and I knew that we use the whole theater singer's belt. So, I went to, like Mary Saunders Barton at that point. She was based in [omitted], but she had, she was at [omitted] State during that time, and she had a summer workshop that she did. So, I went to that. I also contacted Robert Edwin at that time. He was kind of a leading person in children's voice and musical theater voice, and so I contacted him, and he let me come down to his studio. I had a lesson with him, and I watched him teach, just to kind of learn, like, how do you teach kids? Because I had taken a class. I'd taken two pedagogy classes. I'd taken one in regular vocal pedagogy and then another one in child and adolescent voice that was offered at my university. But the child and adolescent voice one was very much for, like, choral directors, and so it wasn't, you know. There was nothing on children, but there was, I knew that there was so much music written for children, for musical theater that, you know, barely happens in opera or classical music. And so, I was like, “You know what? This stuff is written for kids. I just don't know how to help them sing it.” So, you know, seeing him work, and then going back to my students and working with them really helped me feel comfortable working with kid’s voices. 

Interviewer 
Yeah, okay. Well, that kind of answers some of my other questions, like, what were your first impressions of genre singing styles? But I think you answered that. Do you remember any of the repertoire you worked on in those early days, like your first lessons? 

Participant 
Oh, yeah. I remember it all. Yeah. What I don't remember is my very first song. I remember maybe my third or fourth song was Brahms lullaby, which I sing in German. Fell in love with German in my voice lessons, and that's when I started taking German. When I got to middle school, I was like, I'm taking German. My mom was like,” You should take French.” And I was like, “Nope, taking German.” And I sang the 24 Italian Songs and Arias. I remember singing Die Lotus Blümen when I was probably a teen, but mostly 24 Italian Songs and Arias. Actually, my teacher used the Pathways of Song book and the 24 Italian Arias, the Schirmer edition. That's mostly everything.

Interviewer
And then how about voice teachers after that? Did you have the same voice teachers? Like starting at 12 all the way through? 

Participant 
No. So, my family moved when I was 16, and I I switched teachers. Obviously, we moved from [omitted] to [omitted] and so I found a teacher in the area. She was kind of considered the best voice teacher in that region, and she was full, and she wouldn't take anyone. And my mom was like, “You don't understand. My daughter is obsessed with opera. She listens to Fidelio every day,” because I'd seen Fidelio, it was the first opera I ever saw, and I fell in love with it. Which, ironically, it's like, nobody's favorite opera, and nobody's entry into opera, but it was mine. And so, I would literally listen to at least, like, four or five pieces from Fidelio every single day. I was obsessed. And when the voice teacher heard that, she was like, “You know what? I think I can make room for her.” Because, you know, I mean, I know how it is now. You don't usually get a student who comes into your studio obsessed with classical voice. And so, if someone is, you're like, “Oh, this is a unicorn. I want them.” So anyway, she took me on, and I did sing a few musical theater pieces with her, but I was really only interested in opera. At that point, I was really only interested in classical voice. I had no, you know… When I went to college, I went to [omitted], which is a very strong choral school, but, you know, at that point, everything was classical. There were a few voice teachers who taught a little bit of legit musical theater, and there were few voice teachers who performed a little bit of like Sondheim or, you know, Rogers and Hammerstein, but my teachers weren't. My teachers didn't, and I didn't ask to sing that stuff, and so I didn't sing it. 

Interviewer
Was there was ever any talk of like, “We should try all these things”?

Participant 
Never, I never remember any teacher suggesting that I try musical theater, or that I consider it, or that it would make me more versatile, or anything. I don't know that they were all against it, you know? I know, for example, my high school voice teacher sang some useful theater. I remember she played the Baroness in the Sound of Music when I was taking lessons from her. But, you know, I did sing some legit classical music with her, or musical theater with her, maybe two or three songs. I was much more likely to sing a Mozart song or a Schubert or Schumann or whatever. I mean, I just didn't, it wasn't really on my radar. I mean, I listened to musicals. It's like everybody else who loved music at that time. You know, I went to see Les Mis on Broadway. I saw Phantom on Broadway. I had a bunch of original cast recordings, but I don't know. I just thought my voice couldn't do that and it wasn't where my heart was.


Interviewer 
So, I don't want to ask you, like, to try to get into other people's heads, but I'm just trying to kind of understand, you know, that context of- You weren't interested in those other genres. But did you have like peers who were? Or did you ever get a sense of like, “We do this, not this,” or the opposite, like, singing is like, “Let's explore what you want to do”?

Participant 
It was a very classical and choral school, and there was no, almost nobody was doing musical theater. It wasn't just me. There were two teachers who were known to teach it, and they also were known to do it. And you know, every other year they would put on an opera or a musical. Sometimes it was an opera, sometimes it was a musical. They did The Fiddler on the Roof my first year, so, you know, pretty legit show. And then they did Sweeney Todd. A professor, the one male professor who taught musical theater, played Sweeney, and the female professor who taught some musical theater sang Mrs. Lovett. And then students were cast in the rest of the of the roles. Otherwise, I think they were the only two whoever did, like, a little showcase of musical theater for their students, or anything like that. Now that has since changed. Last year, they hired someone who I know through my Speakeasy group, who graduated with her DMA from Shenandoah in contemporary singing, and she is now- they specifically were hiring for a contemporary voice specialist at [omitted]. And I was so thrilled, because it's funny. I didn't want it at the time, but now I just so see the value in it, and I just don't understand why not everyone is being cross trained, you know? Yeah, it drives me crazy now, but I don't know. Classical music was my first love, and I've had- I had to kind of learn to love musical theater. I mean, I did love musical theater. As a kid, I watched The Sound of Music every chance I could get, you know? I mean, we watched Seven Brides for Seven Brothers and Mary Poppins and My Fair Lady. But, you know, they were all older legit musicals. And so, when Rent came out, I do remember seeing Rent on Broadway in 2001 right before 9/11 and I was like, “Oh my God. This, like, is giving me a headache. It's so loud.” I just wasn't used to like, rock concerts, you know? And it sounds nothing like the original cast recording in person. It feels like a loud rock show, actually, in the theater, you know? Whereas you listen to the recording, you're like, “It sounds so lightweight.” So, I just wasn't used to that. And I just wasn't, it just wasn't my thing. You know. Now I look back and I'm like, “Rent was groundbreaking. And it's an old show now, but at the time, it just, I don't know. It wasn't like- I remember my friends listening to Sondheim. There was a community theater of Into the Woods that a lot of people got cast in. And I remember loving that show and listening to it. But I don't remember anyone saying, “This place is so old [omitted] were probably fine with going a fairly traditional path at that time. Now I will say that was not true of theater majors.

Interviewer 
Can you tell me more?

Participant 
So, we had, you know, [omitted] music department was massive. Okay, so there were like 15 voice teachers on staff at [omitted], and this is a school of 3000 students, which is an insane number of voice teachers for a school that size. But the music department was huge. And the voice department, and you know the choirs, you know the nine choirs. Only, I think four or five actually performed the Christmas festival, but there were nine choirs on campus, so if you wanted to be in a choir, there were lots and lots and lots of options. But if you- there was no musical theater major. You could do a theater major, and you could also take music lessons from the two voice teachers who taught musical theater, and you could do some sort of a concentration in musical theater or something like that. But people who were doing that felt like they neither fit in in the music or in the theater department, because they were kind of music people, and they felt like they absolutely did not fit in in the music department because they were theater people who weren't expected to sing at the same level. And everyone was also told, “You do not belt above an A, and when I say A, I mean, A above middle C. It was like, you belt up to there, and then you switch into head voice or something. I don't know. Nobody was talking about mix at that point. Yeah. So, it was very old fashioned, I mean, like 30 years behind the times, but that's, that's how it was, and I didn't know enough to know a difference. But I know the theater majors were not thrilled with it. On the other hand, I don't quite know why you would go to [omitted] if you wanted to be a theater major, you know. But you know, back then there were so few programs anyway, I guess. You know, it's not like now where there's a lot more theater programs. But yeah, a lot of them felt kind of like second class citizens, and some of them went on to do very big things.

Interviewer
Would you say that that impression of the second-class citizen thing was shared by others?

Participant
Well, no, I don't. I did not feel like other singers looked down on… I did not feel that the classical singers looked down on the musical theater singers. I think they felt that more from the department as a whole, you know, from professors and stuff I don't know that students felt that way, because they were all in choir together. And when we did musicals or operas, they were in shows side by side, you know? The theater people tended to get the bigger roles, often. Not always, it depended. And some people kind of rode the line, you know. I don't know. Yeah, I know that, talking to people after our degree program, looking back, I heard more about that discontent than I did at the time, but I was not super connected to the theater crowd.

Interviewer
Okay, so you maybe wouldn't have heard it, yeah?

Participant 
I mean, I wouldn't have necessarily. Yeah, and, you know, one thing I never did encounter, well, I can't say I didn't encounter it the way it was kind of presented to me, was that classical is healthier for your voice. I did not necessarily hear “If you sing classical, you can sing anything.” That I felt I encountered more after I graduated and was kind of in the voice pedagogy world. I started hearing that sort of thing. And I disagreed with it, because I was like, I do sing classical. I cannot belt, I cannot do everything, you know? So, I just very much disagreed with that. What I felt like I heard more was “There's this entire world on Broadway that's just not valid. There's this entire world of pop music where people are going to end up with vocal nodules,” you know? As if vocal nodules are the worst voice disorder you can get They're not. They're one of the simplest to treat.


Interviewer  
Yes, okay, so now…We talked some about your context now as a teacher, and I remember you saying, like when you were doing all of that voice therapy, that's also kind of when you felt motivated to become a teacher. Is that what you said? 

Participant 
I mean, I did even in college. I wanted to pursue teaching voice, but I felt that I needed to get my own voice in order, and I felt that my teachers at college did not know how to help me, so I think they just kind of looked at me like, “We don't know what to do with her. She's not progressing.” And trust me, I was unhappy with my own singing. I felt very strongly that I was not progressing. But I would have loved to have taught, and I did actually teach. So, I took two pedagogy classes. As part of that, I had to do some teaching, and then I established a little tiny voice studio of my own. I had maybe four or five students who I taught on a weekly basis, but they were kids, you know, or really young teens, like 12-year-olds or something, I guess, pre-teens. And I loved that, but I also felt like, I can't do this professionally, or because I don't have my own voice under control, like I don't know enough about this, and I don't know enough. How about how to fix my own voice? So how can I help other people? And I didn't know how to get help for my own voice. I mean, I felt like, if these great teachers at [omitted] can't help me with my voice, then it must just be a lost case. And, you know, like, that's when the message I was getting over and over and over was, “You should not pursue this as a career,” you know? I, for example, I tried to audition for the Bachelor of Music Program in performance, and they said, “No, you don't have… your pitch is a little off,” which it was. I was very tense. “And you don't seem to have a stamina to be able to do a program like this,” and I auditioned for it before I got to [omitted], and they told me I could take lessons and then audition again. And so the idea was that they would fix some of those technical issues that I had, and then I would be able to get in again. And I felt like the first teacher they assigned me just had absolutely no idea what to do with me. She spent most of the lesson talking, and I just made no progress. When I tried to switch to another teacher, I got major pushback from her. She cried and they begged me to stay with her another semester, so I did finally, and then if that wasn't working, they would let me switch. So, they let me switch, and the music department head said, “If you do not like this teacher, you can find another college.” I felt like a department pariah for wanting to change teachers, and they did not let me choose the second teacher. But I had, but the department or the voice department chair had made comments about my first jury that made me realize that she could see what was happening in my voice from a technical perspective, in a way that no one else did. I went to her before they assigned me a new voice teacher, and asked her if she would teach me, and I believe she was under instructions from the department head to say no. She immediately said no. I think I'd already apparently politicized the situation by wanting to switch teachers at all. And so this teacher they switched me to, I do believe I made a tiny bit of progress under her, but not the kind of progress that would set me up to get into a master's program or even a vocal ped program, like it was just not that kind of… I still I would not have been a Candidate for the Bachelor of Music Program after having studied with her for the three years that I studied with her. I was still not ready.

Interviewer
Looking back now that you've done the voice therapy, are there things that you are thinking they could have done that would have helped at the time?

Participant
Well, yes, I mean, now I know. So now I've kind of become a bit of a like vocal health specialist, because of my own issues, but also just my own learning and the type of teachers I've studied with, and I just passed the PAVA, the PAVA registered vocologist certification, so now I have become the teacher who can recognize a voice disorder the moment a student says, “Hello,” you know? like I know how to hear vocal problems in a way that my teachers at that point simply could not do. They could have sent me to the [omitted] Voice Clinic at [omitted]. It's this voice specialty clinic they had. It was, it existed at that time. But instead, when I had issues, when I mentioned that, you know, I'd lost to one and a half octaves of range or whatever, they said to go to a local ENT, who I did, and, you know, I think he just did the super quick glance at my vocal cords and said, “They look fine.” But, you know, I didn't know at the time that you need a video stroboscopy. When I mentioned this to people now, they're like, “it was the late 90s!” Like, this was not 1970. They had the equipment to look into this. And I was like, “I did everything my teachers told me to do. They didn't tell me to do the things I should have done,” you know? They should have been like, “You lost an octave and a half off your top range that you've never regained. There's something wrong,” you know? I would have sent a student straight to a voice specialist, ENT for that. And your voice is breathy, weak and your throat hurts when you sing. There are just so many red flags there. Like, I remember at one point my teacher was upset with me for not practicing enough, and I was like, It hurts, you know? It hurts. So that's when she sent me to the local ENT and a local speech language pathologist. He was someone who had a Master's in voice and who also was an SLP But looking back now, I realize he wasn't a voice specialist. He worked with everyone. You know, he didn't work in a voice specialty clinic. He worked at a little clinic in [omitted]. So, you know, he just told me I was fine. Everybody said everything looked good. But, you know, you can't see a movement pattern without video stroboscopy, so if the vocal folds are not inflamed, and there's no lumps or bumps, yeah, they look healthy. But I would hear all of that now. I would hear the weakness, and I would hear that the person is not responding to the millions of things I would try with them.

And I was told two things: I was not trying hard enough and I was trying way too hard. No, I remember one teacher saying, “I think you want this too much.” And I was like, “Okay, you try having your entire world fall apart and just stop wanting it, you know, like, not that simple.” I think the wanting it did lead to a lot of tension. I think also just, you know, tension is often a response to paresis, because when the vocal cords aren't coming together, right, you tend to push them together, and then you develop muscle tension, and then that gets in the way, and then that becomes part of the problem. But her way of dealing with muscle tension was just telling me to relax. There was nothing specific ever. Whereas I remember when I went through voice therapy, my teacher was like, “I want you to specifically massage the masseter muscle right here,” and I could feel the muscle literally relax when I did that. Whereas my other teacher was like, I just want you to imagine that someone shot Novocain into your jaw. And I was like… it just, that was her one thing you say about the jaw. There was nothing else, you know?

Interviewer 
Okay, let's talk about, let's go back to healthy singing. So now fast forward. You've done your therapy. You're somewhat rehabilitated. How are you feeling about healthy singing now or after that, as compared to when you were younger?

Participant
Yeah. So, at that point, what I was looking for in a voice was a sound that you know was clear, um, but also just the ability to navigate the registers of the voice, and the ability to, you know, produce a variety of sounds and a variety of volumes and a variety of registers and you know, for the voice to be responsive to the impulses of the singer. Because sometimes you get students where it's not quite -you can hear that they want to do something, and the voice isn't responding to that. So, then also just kind of looking for that. I'm always, I always kind of have my eye out for patterns of tension that may be getting in the way. But it's never just like, your tension needs to relax. It's more like, why, how, what role is this tension playing? Here for this singer, because sometimes, (well, I think almost all the time,) people tense for a reason. There's something they're trying to work around, or there may be some anxiety, or something like that going on. It could be part of the way nerves show up for them. So it's never just about “we need to get you to relax.” It's more about why, did, how, and why did you get yourself kind of tied into knots, and what can we do to kind of release some of that? Or what you know, has this always been this way for you? Because for some people it is. For other people, it's like, “I don't know why. Suddenly I'm tense,” and so just looking into why or how might that have developed? Okay? You know, sometimes you can't know, but other times they have a very clear story on… I don't know. “It happened when I went from high middle school to high school, and I was singing much higher because I was the first soprano or whatever,” you know? So then maybe it's about, you know, strengthening those high notes as high soprano notes that maybe they’ve never sung before or whatever, yeah, or maybe they're in the wrong voice part, too.

Interviewer 
So, we’ve kind of already talked about how you approach the genres differently in terms of technique. How do you determine the repertoire and the genre of the repertoire for each student?

Participant 
So, I am very, well… It's very different in my home studio than it is at the university. So, do you want to hear about the home studio, the university, or both? 

Interviewer 
Both, please. 

Participant 
Great. So, home studio, when people come to me for lessons, I tell them “Your goals are my goals. Whatever it is you're looking for from voice lessons, that's my goal for you.” Okay, so now, if their goal is, if I think their goal is, you know, unrealistic, we might kind of have some conversations around that delicately. But you know, if they're like, “I want to sing pop songs,” then we sing pop songs. If they're like, “my goal is to get a big role in my musical,” you know, “at my school,” then that's our goal. If their goal is to get into a BFA program, and I think that they're someone who's a candidate for that, then we'll work on that. If they're not a candidate for it, you know, well, sometimes you just don't know right away. But that's a whole other conversation. If I think they're not a candidate for it. But yeah, so, you know, we kind of pick repertoire based on their goals. If they do really want to, if they really like pop, I often have them pick the songs because they know that repertoire better than I do. They often pick up, take things I know already, but it's just helpful for me to know what they want. And I feel like that genre is so personal and keys can be changed so easily that I want to know what they want. Sometimes you have to switch up some lyrics. If they're young and the lyrics are not quite you know, appropriate, but they're good at doing that, and they know, you know. Some of them will come in all and already have, like, kind of changed the lyrics and they're like, “I know, I can't sing this,” or we'll, you know, we'll fix it. If they're older teens, I just don't care. I'm like, “as long as your parents are fine with it, I don't care.” But with musical theater, it's really going to depend on their goals. I'm more likely with musical theater to pick their repertoire for them, because a lot of times they have very specific goals, and they don't know what the best piece is to work on those goals. So, they want my input, but often they will come to me with some brand new straight off-Broadway musical that I haven't heard of or the music's not even available yet, and they want to sing it. And if that's the case, if we can, you know, I might tell him to wait till the music comes out, but we'll try to track down the music legally, and, you know, we'll work on it. But a lot of times they have very specific goals. They want, like, they're like, “I need to work on my high mix.” And so, I'm like, “Well, here's a song that's probably a good fit for you right where your voice sits right now. And maybe this other song is something we could do, like, in a few months, once we've kind of worked through this one.” So, I'll often, I almost always, give them three choices. I'll be like, here's three songs, or I'll give them one and I'll be like, “do you want to hear more?” And they usually do. So then they'll hear a second one. By then, usually they fall in love with one. If they want to hear a third or fourth, that's fine, too. I'll just try to pick something that fits the goal of whatever we're currently working on. So then, yeah. So then someone will be like, “I want to work on my high soprano head voice.” So we'll pick something that sits much higher if they are doing musical theater. I almost never encourage them to also sing classical. I feel like there's plenty of legit musical theater that if they're going to go into a BFA program, they're going to audition with legit musical theater, they're not going to be auditioning with classical pieces. There are rare exceptions. [omitted] wants a classical piece. Makes no sense to me. It doesn't make sense to me why they want to hear someone do something that they're not going to end up doing. But I think at [omitted], they do force classical on their musical theater people. So, I don't love that. But anyway, for most of them, I never force classical on them, unless they want it. If they ask for it, I love it, and that's fine.

So yeah, but I do make sure that they sing a variety of styles of musical theater if they want to go the BFA route, so that they aren't… a lot of them want to just sing the brand-new stuff, you know, the most recent stuff. And so, I will be like, “Listen, we've got to sing some stuff from before 1970,” or whatever, you know? So, yeah, it depends on their goals. But I don't force that on the people who don't want to do the BFA programs. I mean, they know there's a pretty high odds that their school is going to do Guys and Dolls or, I don't know, The Sound of Music, or something like that, so they know they need that stuff. But we're always working their head voice anyway. So it's not like any of my students get cat, you know, have to sing a legit song and can't it's more, you know, some of the sopranos may not be used to, like, really sustaining, like, you know, the high note and vanilla ice cream or something- that whole portamento down is very tricky for some people.

Interviewer
So how about the young singer who comes to you as a blank canvas, who says, “I just want to learn to sing.” Where do you start, if they're aren’t self-aware enough to say, well, “I want to do this genre or this,” they just want to learn?

Participant 
Well, usually we kind of alternate between a pop song that they already know. That's kind of great, because especially if they're really young, like seven or something, their reading skills aren't great or may not be great. It might be fine, but sometimes it's nice for them to just do something they know, and then we can tweak that. They often have pretty strong ideas about wanting to do things that they already know and like, or things that are similar in style. So, I have a whole bunch of different pop songs that I like to start people with if they don't have something already, or if what they have is, you know, not really a good fit for them, like, sometimes they want to do something that's crazy rangy. And, you know, most seven-year-olds are not ready to sing Adele. They don't have the low notes or the high notes or the emotional maturity.
So, you know, I think, on the other hand, I will, if someone is dying to sing something, I almost never tell them no. You know, I'll be like, “we can work on it, but maybe it's not appropriate for recital because, you know, you're too young to have experienced what the song is about.” And then they suddenly realize that the song is about something they haven't thought about that before. But then I also do encourage them to do some musical theater, because for young kids, the most likely performing opportunity for them is going to be a school musical or school talent show. And if they've only been singing pop songs and they want to audition for the school musical, it's different. And so I do encourage them to do some of both. But a lot of them are already in acting classes or something like that anyway, so they already want to work both.

Interviewer
And how about your like high school students? Are you working on things that they also need for their high school goals and things like that? I know you mentioned they want to be in the musical. Do they have other projects or contests and things they have to do?

Participant 
Yeah, so I don't require them to do anything. So, I know some teachers require them to do the district chorus, and some teachers require them to do NATS and that kind of stuff. My feeling about musical theater singers, which is really kind of my specialty at this point, is that choir is good for developing their ear, but it's a different sound they're ultimately going to be making. And it's not a solo endeavor. When you're in a musical theater ensemble, you are singing as an individual. Blend is not really a thing in the way it was at [omitted], for example. And so not that there's no blend in a musical theater ensemble, but it is more you are an actual character. And so, it's not that I don't always encourage them to be in choir, and they almost always are, but I don't encourage, you know, like district choir, because my feeling is that a lot of students focus on a lot of external validation. “Can I get a part in a show?” And they focus a lot less on the technical details of training. And so that's kind of where I come in. And I'm like, “Listen, as a musical theater singer, or even if you're going to go on to a BFA, nobody cares if you got into district choir or made it to States or whatever. They do not care. They care about your musical theater audition. And if you are not building those musical theater skills, acting, singing and voice and in not building if you're not building those because you're focused on learning a bunch of choral music that's going to take you a lot of time to learn, then it's not worth your time. Now, if you love it and you're still able to focus on those other three, then absolutely do it.” And some students are really quick learners, and they can do it. For most students, they underestimate how much work it takes, they overestimate how much they're going to enjoy the process of learning all this choral music, and it doesn't really serve their ultimate goals. So, I almost just kind of discourage them from this, and I know that that is so different from how most voice teachers are, because most voice teachers are like “You need to be super, super versatile, but I think the musical theater actors need to be versatile in a different way. They need to be actors, singers and dancers. That is what the BFA programs are looking for. They do not care about your choral skills. 

And that's also why I don't do NATS. I feel like with NATS, I love NATS. I'm a member of NATS. I will always be a member of NATS, but, you know, there's just so many issues with NATS, where you have classical singers judging the musical, classical teachers judging the musical theater people, when they don't really know a lot about musical theater. And if they want feedback on their musical theater, they can go take a class at the [omitted]. Or, you know, they can get feedback as performers anywhere, and that, I think is a little more valuable than getting it at NATS. So again, I know plenty of teachers who are wonderful teachers whose students do very, very well, and they require those things in them. And I'm not against that, but I have my reasons for doing things differently.

Interviewer
About what percentage of your studio is that their goal- applying for a BFA program?

Participant 
It's actually very tiny. A lot of them want to perform at that level, but they want to major in something else. And that's where I kind of ride a line, where it really becomes about what they want. So, you know, some of them will want to be in every single show. Some of them want to be held to a very high standard, even if they're not going to go on to do a BFA program, because this kind of is their like BFA program in high school. You know, their time to get it all out. So, they want to know, where should I be taking dance lessons? Where should I be taking acting lessons? How should I be training my voice? I just won't you know if there's some resistance on certain things, like they really don't want to sing a Rogers and Hammerstein ballad, I don't care, you know?

I know teachers who are very, kind of rigid about what they require their students, and they turn out some of the best students in the region, but a certain type of student is attracted to that and wants that once someone is going to push them on all possible levels. But there's a lot of other students who are really prone to burnout and who want a teacher who's going to kind of let them, help them grow, but stay a little more in their comfort zone. And I think that is a perfectly valid goal as well. So, I kind of want to be the teacher that's as flexible as the students need me to be and that works well with who I am. And some people come to me specifically for that. Like, “You won't make me sing classical, will you?” And I'm like, “not unless you want to.” So, you know, at the university, it's completely different.

Interviewer 
Okay, yes, I was about to say, let's talk about the institution.

Participant  
It's very rigid. Everyone has to sing classical juries, three pieces. Mostly they are training
music therapy and music ed majors. Music therapy is really their big thing. Now, you think that these need to be the most versatile singers in the world, and they do, except that they really almost never need to sing classically, you know, to be a music therapist. But we're an old-fashioned [omitted]  school, and all juries are fully classical. So, they have to do three classical pieces and a vocalise, like, you know, Concone or Vaccai or something like that. But I love teaching classical voice, and the students are really, really great, but they're not getting very versatile training. Now, they are supposed to get more versatile training when they do- so the music therapy people, for example, they do six semesters of voice, applied voice, which is always classical, and then they do clinical voice. And in clinical voice, that's where they work on Beatles songs and musical theater songs and, you know, that kind of stuff. But the clinical voice person is not usually a vocal pedagogy person. You know, there's someone who took a lot of voice lessons there. They were a voice major and but they're also a music therapist. And they're primarily a music therapist. They have to be a music therapist because they have to be able to think about repertoire from a music therapy perspective. But, you know, they're not an expert in getting a student to find their belt or their mix. It seems to be very hard position for them to fill. They've actually had me fill in on that role sometimes, because they don't have anyone else who's versatile enough. The other teachers are, you know, 100% classically trained, and that's all they sing, and it's all they teach, and it's all they've been taught to teach because, you know, they're older than me, and it's all I was taught. And they haven't sought out ways to become more versatile, because they haven't had to, in academia. And so, I almost always give my students a musical theater song as well, because we do a musical every year. It's not part of the program, it's just a club, but it's a big deal for the students. They love it. You know, a lot of them are really into musicals, and so they want that stuff. So, I build their, you know, I build their belt anyway, even if they're not going to be using it in lessons, because I think it's just healthy to have a balanced instrument, and it makes them more versatile when they leave. So even if they have not sung a lot of music theater repertoire, they at least have the vocal chops to do it. And, you know, they usually, for my students who are really motivated on that front, we have stuff that we work through anyway, vocally. And just because they want to sing songs that they just are like, “I really want to sing this new song that came out, you know. My Days from The Notebook, I really want to sing My Days from The Notebook. Of course, we can absolutely do that. You know, last 10 minutes of your hour-long lesson,” but then they always want to audition for the school musical, and that's usually a belt show. The woman who directs it is 100% classically trained, cannot teach belting. Cannot teach belting. Literally tells the students she can't teach belting. But they're doing Mamma Mia this year. They did Little Women last year, so, you know, astonishing. And the year before that, they did Anything Goes. So, she picks belt shows. But a lot of the students already know how to belt. And then if they need a little more coaching, then they can come to me for that, and then the theater club can actually pay me for that.

Interviewer  
So, you said mostly musical therapy and music ed. So, for the music ed students who are focusing on vocal performance as their instrument, are they mostly performing chorally?

Participant
Yeah, so they're mostly performing in choir, and then they're taking private voice lessons.

Interviewer 
And are they required? They're not required to take the clinical voice stuff? That's all for the musical therapy students?

Participant 
So, they're technically not allowed to do any musical theater on their juries. So ideally, you hope that you have a student that is a quick enough learner that you can work on something other than their three jury songs in the semester, so that you can really prepare them for what they're gonna need to know.  Because I was talking to one of my neighbors, she has a master’s in music education, and she's been teaching in the classroom for a long time- music ed. And she's like, “What I think we need is a lot less classical, we need a lot more theater voice, and we need a lot more world music.” And I completely agree with that. I do think they get some of the world music stuff in choir, but, you know, they're never going to sing in Italian again. They're not. Why are we building that skill? I've talked to my bosses about it, and, you know, they have the reasons for doing what they're doing, and things looks like things aren't going to change anytime soon, but there's some glimmers of hope. There have been some retirements and some replacements and stuff.

Interviewer 
So, if you're willing, could you tell me, what are their reasons? How do they justify it?

Participant 
The man who just retired from the department was in his 70s, and I think that, you know, he felt that classical was best, you know? Just as far as aesthetics, it was superior. I don't know. I could be wrong. He didn't say that, and students told me that they thought, actually thought he probably didn't think that. I don't know. I think he probably did, but I don't know. He's also not a voice person. That's the other thing. The two people running the department are not voice people, and so I don't think they understand the massive leap between- Well, there's two things. One, I don't think they understand the massive leap between classical voice and any other style. Two, I will also say that I feel that male singers often do not understand it either, because they already sing in chest voice, they already develop their chest voice, and they develop a mix anyway. Women don't have to do that to sing classical music. I'm not saying they shouldn't, but they don't have to, and it was not part of my training. So, if you are there, if you are a woman who was classically trained quite some decades ago, you are not prepared to teach this stuff. If you are male, you are probably better prepared to teach it. We don't have any men teaching voice. We have three female voice teachers, one in her 70s, one in her late 40s, and then me in my mid 40s. But I'm the only one who's taught outside of academia. So, I'm the only one who's had one other styles. And I don't think our department chair, who is the band and orchestra director. I think he's a great conductor. I think he can hear a good belter and recognize it as good singing, because he hears the students in the musicals. He hires belters with his professional orchestra that he conducts. He knows what it sounds like. But I don't think he realizes what it feels like to try to sing one when you're trained in the other. I just don't think he understands physiologically, how difficult that is. And I don't think he realizes that, you know, we're not preparing students for the field vocally. Now one thing I will say, a lot of students do come in with those other styles already ingrained in them. You know, they come in knowing pop and musical theater in a way that I never knew. You know, because that's what they live and breathe, okay? And then they know nothing about classical music. Usually, when they come in, they've often heard one classical song for their audition. And so, you know, I feel like sometimes we spend all three years, or all four years, just getting them to sound classical, and we neglect the other stuff. I don't want to be neglecting the other stuff. I want to be doing it all. But it's very hard to do it all when you have someone who's never sung a song in Italian before, and then they also have to sing in German and French. And when you have to get them to sing two foreign languages on their jury and three songs that feel like they're in a completely foreign style to them, it takes all semester to get them to do that. I don't have time to be like “and let's work on an Ariana Grande song,” or “let's get you singing My Days,” even though I know they can do it.  I just don't always have time, unless they are a really quick learner, and some of them are.

Ok, so when they announced they were doing Little Women last year, I sent an email to the other voice teachers, and I was just super, super careful, because I didn't want to step on anyone's toes or offend anyone. But I was like, “There's two pretty high belt roles, Marmee and Jo. I know you guys don't teach belt typically. If you would like to send any of your students to me to just coach in preparation for the auditions, I'm happy to help.” Like, that was it. Well, the one teacher emailed back and said, “Yes, please. I'm going to send you about three or four people.” The other emailed me back and said, “I don't believe in high belts.” 

It’s hard because classical music is my first love, and I get to teach it. At the same time, I have so many ethical issues with the way it's done, the fact that it's kind of forced, is the only thing I'm allowed to teach there. And I'm very upfront with my students that I'm sorry applied lessons are 100% classical. This is not my decision. We can work on other stuff, but I also have to get you prepared for your juries. You know, I'm just super upfront with them about “this is where I stand.” And no one, no one is actually hating on contemporary music. They actually like that music. They just have this idea that it's somehow aesthetically inferior or not appropriate in jury context. So, again, that's a bigger conversation that I've had with the people who are not part-time adjuncts. And the reason I teach there is because it's extremely close to my home, and I can teach during the day, when my kids are at school. I was invited to teach musical theater at [omitted], and I would love to do that, but it's an hour from my home and I just can't, it's not worth it.

So, yeah, there's a reason I'm doing what I'm doing, but I probably won't do it forever, because it might eventually drive me nuts. But it's about my students, and they're really great, and they're just up for anything. And they love helping me pick out the classical repertoire that I give them. I always give them choices, almost always when it comes to French and German. Sometimes I don't, because I know there are literally not songs simple enough for some of them. Like, I need a two-page German song because they're just learning German for the first time, and so I'll be like, “this is your song.” Or I'll be like, “here's two choices,” you know? But when it comes to their English pieces, I give them lots of choice for their Italian pieces, and they end up really loving it. They end up getting really passionate about it, and they see the value in it, which I think is great. I think sometimes they see more value in it than I did coming into their lesson, because they've not done it before,


Interviewer 
Oh gosh, I could talk for like, another day, but I better let you go. I do think, though, you've answered all my questions. Oh, just the last one. Do you have any particular resources? We talked about like your co-op, right?

Participant  
Yeah, Speakeasy Cooperative, yeah. 

Interviewer 
How about texts, journals, online sources, anything like that?

Participant
Um, so I love TikTok for that. I know there's weird voice stuff on TikTok, but there's also some amazing people. I love Maddie Tarbox, she's a Shenandoah grad, and she does great like demonstrations, and she has online courses too. So TikTok for her, I love Emily Kristen Morris, she is a musical theater singer. She recently toured as Elphaba in the national tour, and she also did Frozen in Chicago. She was Elsa. She is a really good. She teaches voice, but she also does these great demonstration videos where she'll sing an excerpt of a song in head voice, head mix, belt mix, and then straight up chest voice. So, it's fascinating to like, introduce students to the different qualities of sound they can start making, and she posts a lot of, like, sample lessons and stuff. So, I love her. Um, anything Shenandoah University puts out is fantastic for contemporary voice. Anything Matt Edwards does is worth its weight in gold. And who else do I love? Who else? What other courses have I taken? I mean, I've also done Estill training, which I liked for the anatomy stuff, and it's very like style neutral, but it's a little intense. I think Matt Edwards stuff is actually a little more specific, a little more helpful in that way. But, yeah, I can't, I can't recommend Maddie Tarbox and Matt Edwards enough, because they're so clear and they just have a lot of stuff, where they're teaching voice teachers about how to teach. They also, particularly, Matt Edwards is just fantastic about updating people on the latest trends in musical theater auditions, you know, because that's every week, right? So, yeah. It changes in New York. One of the things he always says is how it is slow to change other places. So, you know, in the Midwest it’s very static, but in New York, it’s a very fast pace of change. Yeah...those are my favorites. 

Interviewer 
Ok, thank you so much. That’s all of my questions.
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Interviewer  
So, can you just give me some background about yourself, like as a singer, musician, education, experience, employment, whatever?

Participant  
Okay, I have to go way, way back. I'm really lucky that I've been in a fairly like musically diverse environment, like growing up, I mean. So, I grew up singing, which was a very like natural part of my childhood. Anyways, there was nothing that was off limits or off the table, and I didn't listen to a specific artist, not that I can recall, like, “I want to sing exactly like that.” Therefore, I wouldn't be seeking out teachers specific to task. Um, that being said, like once I was in high school and realized that I needed to, if I wanted to major in music in college and do voice auditions, I was going to need to do classical stuff. And I started to spend more and more time singing classical stuff. I wasn't going to take jazz lessons. I wasn't going to take country lessons. I was going to take classical lessons because I want a voice scholarship. So, like, I'm going to do that by singing classical music and studying classical singing.

Interviewer  
Can I interrupt you to ask, like, I mean, how in retrospect, do you recall, were there feelings about that? 

Participant  
I don't actually think there was like disappointment. I think maybe in my teenager-ness, I felt a little holier than thou, knowing that I could sing jazz. I had the self-awareness to know that I didn't sound like a choir kid singing jazz. That being said, like, I just I wasn't too worried. And to be honest, I didn't think that I would be singing much other than classical music at that point. Like, now I know that I rarely sing classical music anymore, just because of the nature of the beast.

So, in college, because I got a degree in, it was going to be performance, changed it to music ed, um, that's a story for another time. But I continued to take voice lessons, classical lessons, and I wanted to have the experience of a performance major when it came to lessons. So, I was still preparing for two-hour long recitals. I was ensuring that I would take all of the opportunities to perform as I could. I did a lot of new compositions, like with the composition majors, which composition majors weren't songwriting majors, sure. Well, we were still in the classical genre. And even at the school that I went to, was pretty uncommon to see musical theater or bluegrass or even just a pop tune on a recital. It just- very few people did it, and I…I don't think it was looked down upon. I just don't think anyone really even considered it as ‘serious’ (quote marks gestured). 

[follow up question and answer after interview]
Interviewer  
Tell me more about what you mean by ‘serious.’ 
Participant  
I put “serious" in air quotes not because I don’t think contemporary commercial music isn’t to be taken seriously, but because in the context I mentioned (of putting non-classical songs on a recital), I perceived that the end-of-recital choices that showcased musical theater, folk, pop, or any other contemporary repertoire as being “for fun.” It’s worth noting that I know these were degrees in classical music performance and therefore recitals needed to show evidence of knowledge. I don’t even think that professors would have considered those choices “unserious.” I suppose I can only speak to the know-it-all, young twentysomething perspective that thought singing “She Used To Be Mine” on a senior recital was not actually worth doing.

Interviewer  
So where did you go to school for your undergrad? 

Participant  
I went, I went to a small school in [omitted].

Interviewer  
And what are you doing for work now?

Participant  
Now I teach private lessons. I have a lot of students. I teach through a non-profit that pushes into schools. So, if a school qualifies, they can apply. It's a cool program. It's quite robust. And because of that, I, this year, have 12 students, and next year will have 18. Those are with [omitted], and then I've got a couple of private students as well.

Interviewer  
[omitted], you said, it’s called? Very cool, and is it? Are you? You said you're in the [omitted]. Whereabouts?

Participant
[omitted].

Interviewer  
Okay, so, you're teaching privately, like privately one-on-one voice instruction?

Participant
Yeah, that's a good way to, … because yeah, private instruction versus one-on-one instruction, I think, gives an element of classism to it, right?

Interviewer  
I think I'm really just trying to distinguish, like, are you delivering pedagogy, like, in a choir classroom, you know, or group lessons or something like that, or is it just, you're working with a student one-on-one? And what age range?

Participant  
Right now, 12 to 16. Super fun age. It’s a challenging age, but it is a super fun one. Yep, boys and girls. I do have some older clients who meet with me just at my own home studio, okay, but largely kids.

Interviewer  
I'm wondering about, like, the influences of the world of music education on, like, the vocal pedagogy world too, you know? And how that plays into genre. So that's kind of where I was going with that. Okay, so let's talk about genre. What genres do you sing most often? Or just, yeah, you know, what's your experience with them?

Participant  
Right now, for the most part, I am singing…it's hard to say what style, because I don't believe it should be a specific style. But most of what I'm singing right now is related to church music. And a lot of people would call what we do a blended style. It might not feel blended when it's in the moment. It's in, everything's in a contemporary style, but still full of hymns. I would not say I sing with the contemporary Christian esthetic, though. But with that being said, I think that that is still, you know, a specific genre. It's obvious and clear what I am singing. I'm not performing, I'm leading a worship service. I'm one of the worship planners, um, that being said, I would say it is in a contemporary style, right? Like, I don't want to assign like a laryngeal register to it, because it…I don't know that. I could really tell you whether or not it's head voice or chest voice dominant, but it has all the markers of contemporary tunes right now. Like syncopation, the range is five notes. It's verse, chorus, verse, chorus, bridge, chorus, chorus. It's a contemporary pop tune about God, yeah. 

I still do some classical singing, albeit a lot less, but I still study classical voice. I love it, and I will, every once in a while, have a gig that will have me singing classically. So yeah, it's just not the bulk of what I do. And I do study musical theater as well, but that's just, I find it…. I sometimes work with musical theater students a couple times a year. So okay, I just, I like having musical theater chops to back up what I'm saying. Like, I can I have, not just like the pedagogical toolkit, but also the experience to do that. 

Interviewer  
Can you elaborate more on that- your musical theater study?

Participant  
Yeah, I take voice lessons from someone who, while she is classically trained, had an opera career, taught at a D1 university, performance students and voice pedagogy, and all of it was classical. She understands that that's just not like real life, and that when you want to open up a home studio to whoever is willing to pay you, you're going to have to teach whatever they want you to teach them, and most of the time it's just not classical. I have one student right now who would be interested in singing something classical, but only one song. Like, I'm not I'm not going to push it, just because, like, I had that training. And I think it's wonderful and will teach you a lot about your own voice, but like, it's just not what people want, and I'm not in the business of telling people what to do.

Interviewer  
Let's take that into healthy singing. How do you think about that, in terms of, you know, teaching your students healthy singing?

Participant  
What do I determine to be healthy singing, like, how do I teach it?

Interviewer  
How do you? what do you? What do you think defines it? How do you encourage it? What do you feel like is required for it to be happening? Any of those things.

Participant  
I think that healthy singing is when all of the systems of the voice are working together as they like to, so that singing is efficient and gets the point across and tells your story. And sounds like you like. I think that that's what healthy singing is. I think that also healthy singing can occur in any genre. I had the opportunity, not too long ago at a conference, to look at a laryngoscopy exam of a death metal singer. Fascinating to look at what's happening. You see all of the external structures causing the various sounds. So, where a lot of folks are thinking like, “Oh, that's going to damage your vocal folds,” these vocal folds really weren't like, in any danger of anything. It's just stuff slapping around in there. Um, and it's, it's actually not that big of a problem. So the idea that a specific style would be inherently unhealthy, I just think, is not…It's just not in the literature to my knowledge. Therefore, I am not going to be too worried when a student comes to me with what some might consider an extreme genre. I'm not going to inherently call that unhealthy. There still might, like, be unhealthy behaviors that the student is doing, but that doesn't mean it's because of the genre that they're singing. 

Interviewer  
Do you feel like that is,… so like, if we were to back up to your younger days of being a student of singing, did we talk about that? When did you start taking voice lessons? I think you said, but will you remind me?

Participant  
I was sophomore in high school, I think, when I started taking formal lessons. I was raised by a voice teacher, but I was also in choir my whole childhood, so voice lessons in and of themselves, not private, but…

Interviewer  
So, one of your parents was a voice teacher?

Participant  
I should add to that, like she taught classical, but she was also in a punk band and also sang church music and was also choral director. So, like, just with fingers in a whole bunch of different places. Okay,

Interviewer  
Okay, so your early voice teacher, teachers, was there any kind of genre expectation with them? Or do you feel like there was an indication of a preferred genre?

Participant  
I think that perhaps the expectation, right off the bat was that I would just be doing classical anyways, because the ultimate goal was college, voice performance in college, which, of course, now, when I reflect on my own teaching, like, I realized just how much this kind of sucks.  I had never considered studying another genre with that voice teacher. She was an opera singer, she was a voice teacher, like, she was a well-respected voice teacher in the community. So, like, it makes sense that, like, I would go to her for that kind of thing, and I wasn't-I also probably had an implicit bias toward thinking that classical singing required study, but not other genres of singing (which would be a fantastic study unto itself, I think right?) The serious genre requires study, but the others aren't serious enough to require study. What a ridiculous thing for me…

Interviewer  
You didn't necessarily make it up in your head, you know? When you said, like, “It really kind of sucks,” let's go back to that. Tell me more. 

Participant  
I have a student right now who is getting ready for college auditions, and we've had to sit down and look at the audition requirements together, and just like have an honest conversation. Like, “Look, your education program does not want to hear you sing, like, Waving through a Window. Great song, wonderful. And unfortunately, like, that's not what they're asking for. And likewise, like, we're also not going to sing, what was the other one? There are Worse Things I Could Do, like, not a good choice for a college audition. Also, you're a tenor. But like, the sense of like dejection that they feel when they can't sing the things that they think align best with who they are and what they want to show off.


Um, no,

Participant  
‘There are Worse Things I Could Do’ is not a good idea anyways. But like, it's… it's a bummer. Like, this student is a phenomenal musical theater singer. They should be able to share that. Also, they're 18. Like, why would there be an expectation that they do know exactly how to sing the right kind of classical style in order to be a successful choir teacher four years? 

Interviewer  
Well, that was going to be my next question. So, they're hoping to study music education in terms of choral music. 

Participant  
Yep, yes.

Interviewer  

So, then you're saying it begs the question, “Why is that kind of singing not relevant for someone who wants to learn to do that?”

Participant  
It's a good question.

Interviewer  
How about for yourself? Do you feel like that implicit bias that you say you held had any kind of, you know, effect on you, like the way you view your viewed yourself as a singer? Or, like, what kind of a performer you could be?

Participant  
Um, I think that it did cause me to unconsciously limit my opportunities. I try not to fret about it too much, because now I realize, like, I can literally do whatever I want, like I can market myself in any way that I want. And the challenge to rise to the occasion is, is about what I do now and not like what I did in high school and college, and quite frankly, I just wouldn't have had the time like to pursue other studies of voice at that time. I'm glad, though, that there's like…, now that I'm like teaching and not in a learning institution where I feel like I'm being pigeonholed into a genre, like I'm glad that universities are starting to incorporate singer-songwriter majors. Regional solo and ensemble competitions out here, not a lot of them, but some of them have started to include a Broadway category, or, like a musical theater category. Yeah, I learned of a region in [omitted] recently that, like, they're not state eligible yet, because our state organization, has to work on including that. But yeah, I think you'd want to go to a solo at ensemble contest for musical school theater, now they can get adjudication for that.

Interviewer  
Okay, so you're talking in the realm of, like, high school music, right? Public school education? Or is it different? Because, like, we have in [omitted], the [omitted] High School Music Association, who sets all those guidelines for things like that. And I just, I'm trying to make sure I understand,

Participant  
That is exactly it, yep. The [omitted] Music Educators Association is going through a fairly large restructuring right now, which is likely to result in more categories being included in solo and ensemble state competitions. And I think that's a good thing. I think it reflects the students better. I think that, oh, this was the whole point that I was getting to this whole time. It's like, this is what makes well rounded musicians. And there have been, you know, a number of people in the last like, seems like 20 or so years, who have been talking about vocal cross training, that if you right, if you can lift and run, you're going to be better at both, right? If you can sing contemporary and classical, you're going to be better at both.


So I think there are lots of reasons to be more inclusive with genre in the wider, like, voice pedagogy zeitgeist. But, like, I don't know, on top of inclusivity, it's also just practical.

Interviewer  
Well, yeah. Okay, I'm gonna dig in just a little bit there. So, the voice pedagogy community- or music ed community -because I feel like, in my experience I would separate those two. Maybe that's not your experience as an educator in your area?

Participant  
I would separate them, because that seems like the norm, like that's the status quo. I would hope that there's a resurgence of interest in voice pedagogy from other voice practitioners, like choral directors. So, yeah, I think to like, for clarification purposes, it's like, it's both, I guess. 

Interviewer  
You said, as an undergrad, you were music performance, and you switched to music ed. You don't have to tell me why, or anything like that, you said, “It's a big story.” I'm just wondering, as your experience as an undergrad, what was the difference in training as a music educator versus performer, or was it the same? 

Participant  
Personally, what I chose to do, and I'm thankful that I could have this, was that when I jumped ship from performance to education, I requested that I stay on full-hour-length voice lessons, because once you start the education program, now you're on half-hour for the last two and a half years of your time at college. I didn't want that. I really wanted the full allotted hour, and I'm not quite sure why that was able to work the way that it did. I couldn't take other classes. I couldn't take diction or art song or like, or stage production like, I couldn't take the other classes just because there was no time. You're an education major, you're essentially especially a music ed major. You're a triple major music education,  
and it it's just the state requirements are a lot. Like you have to just take a lot of state required classes that take up a lot of time. All that said, the voice lessons were the only thing that I was really able to keep in terms of a performance curriculum. I did have a keen interest in what the performance majors were doing and what they knew and what their choices were as they, I don't know, kind of as they went through their program. A good friend of mine who, like, I kind of joke, like, she did it right, because she was a performance major and she listened to the [omitted] choir and was like, I'm not going to sing like that. I'm just not and so she decided to join another choir where she felt that she didn't have to produce a specific sound for an hour and a half every day. That just wasn't conducive to what she was training for. And it worked for her. And now she's like in Vienna, like doing the thing,

Participant  
Okay, I feel like a lot of this is just centered around my college experience. Which is, I don't know, kind of kind of interesting.

Interviewer  
I think it’s… a lot of the research is showing that, like, there's all these teachers that want to know how to teach this stuff, but they don't know. I’m just… I'm curious about, like, are people's experiences as performance students different from music educators? Because music educators are working with, like, vast number of students, you know, and having like, that impression on them, and the influence of like, what genres are good or bad, or better or worse, or, you know, different or not different. And I'm wondering how much of like, the music ed stuff is relevant to how we're teaching students to sing, even one on one. 

Participant  
I can get confirmation on this from, you know, from a friend of mine that was in the same program, like in the voice performance program, essentially doing the same thing that I was, like we, we mostly went to the same classes, except for when he didn't have to go to class. And, like, I had more classes to go to, I think outside of, like...we only had one semester of voice pedagogy, that's it, all of us. Because I'm looking into something similar. I'm also finding and there was a paper that straight up said, like most undergraduate voice students only have one semester of pedagogy in all four years. You rely on one semester, which is designed to essentially, like, “here's what you need to know. Like, if you ever have a voice student and you just need to like, get through that 45 minutes, here's what you need.”

Interviewer  
And any discussion of genre back then, in your vocal ped class, do you recall?

Participant  
We listened to the end of ‘Defying Gravity’ with Edina Menzel. I don't think any of our other clips were, um, any other genre.

Interviewer  
And was the teacher using that clip like, to demonstrate, or to give an example of belting or something?

Participant  
Probably. I don't remember. It was actually in a discussion about like, “how do you align musical theater ranges and classical ranges?” Like, Edina Menzel is likely a coloratura soprano, just based on like her range in musical theater. Which now I, kind of question. Only because I know more about, like, chest mix and head voice than I did back then, and I didn't know how to question, like, are we really sure that she just took her like, pure chest voice all the way up to an F? Are we sure? Or is this just a really bright, brassy, twangy head voice? Does that make her a soprano, or does that just make her a really conditioned singer?

Interviewer  
When you said, like, now you know more about, like, head, mix, chest, whatever, where do you feel like you got information about that? What were good resources for you? Or how did you come upon that if you were not in school anymore?

Participant  
I am really thankful to my own voice teacher for kind of, just like, checking me a little bit, because she is very involved in, kind of the new science. She works with speech and language pathologists and laryngologists and just stays involved. I also know that she was part of the initial planning stages of the new NATS science informed vocal pedagogy courses. Oh, really isn't involved in them fully, but like, to some extent, I know that she gave an opinion. I'm sure probably more than that.

And I don't remember explicitly what I said to her at one point, but she asked me about a thing. I gave some kind of like, wishy washy, woo woo, voice teacher answer. And she's like, “You pay me too much to talk to me like that,” and I was like, “You know what? That is fair. That's really fair.” And the answer that I tried to give her was skirting around the fact, like, I genuinely did not know what she was asking me about. And she said, “Really, even as a choral director, you don't know that?” No, can you stop shaming me for not knowing? I guess it made me, like, kind of think for the first time, like, “Wait,” (I'm just gonna, like, swear a little bit, because I do genuinely feel that this was like) “What the fuck? Why am I in this field that is doing something similar to what you are doing, but we are in two different bubbles? Like, I should have access to the same information as you, and I just don't. I just don't.”

Interviewer  
Do you feel like you do now have access to that information?

Participant  
Only because I have a university login and access to an academic library. Yeah…

Interviewer  
Well, I don't want to put words in your mouth, but you're finding being in a program through an institution very helpful. Is that what you're saying?

Participant  
It's helpful. Now I have a better understanding of like, where to look. When I’m all done and my student account lapses, I'm going to need access to the Journal of Voice. Like, I already have access to Journal of Singing. That's fine, but the Journal of Voice is different. As is, like, the Journal of the Acoustic Society.

I think it's, um...if I'm going to solve the world's problems right here, I think this also goes back to like: What do you teach undergraduate voice students to do? Especially those who are going to be either choir classroom teachers, or if they're performance majors who are like, “You know what? I love teaching voice. I want to teach more voice when I'm done.” Or those who know that, like, “I'm a performance major, I'm gonna have to teach voice lessons.” Teaching them how to research so that they know what's out there when they leave. 

I didn't have to do any scientific research in my, you know, fine arts degree. It would have been good. I think also, when you're an undergrad, everything is still given to you. You are given your required reading. You are told what your supplementary materials are. You don't have to go looking for them, right? 

Interviewer  
That's a really good point. I hadn't thought about that before. It's kind of the whole notion of, like thinking, teaching thinking skills instead of teaching content. You know, can we teach the kiddos how to figure it out? Good, good thinking. Um, okay, let's see. I better get back on track.

Okay, so we've talked about genres. You said that as an undergrad you did mostly classical. Is that right, in your lessons? Okay? And forgive me, I'm just trying to stay consistent with my questions. So, did you feel like if you wanted to sing another kind of music, you could ask to do that, or did you ask? 

Participant  
I didn't ask. I would be interested to go back and ask my undergraduate voice teacher what she would have thought had I asked. I wonder if things are different. Now, to be honest, I've not really looked or paid attention to what [omitted] is requiring these days.

Interviewer  
Did you have to audition to get in?

Participant  
Yeah, to audition to get into the music program initially, but like, you could audition really at any point.

Interviewer  
Do you ever remember wanting to ask?

Participant  
No, I didn't. I didn't want to. But I sang with my friends and did a little chamber group, like, at the end of my recitals, like all my best friends, right? And we all sang together, and I'm like, “That's really cute,” and we're still singing, so it's fine. And I asked to do Billy Joel's ‘And So it Goes’, and that felt like I was asking to dumb myself down a bit. I think I paired it with ‘Si ch'io vorrei morrire’ or something like that. Crazy pairing. But…wow, I would have done something way different if I planned this now. But it felt… Oh, you know, it's not that it felt like I was dumbing myself down, but it felt…what's the word? More, like, cathartic than singing everything else. Like I sang everything else because it was a part of the job and the requirements, and then I get to sing this, you know, Bob Chilcott arrangement of a popular ballad. It just feels like, “Ah, we can all sit back and relax now. That was all the hard work. Now we can just have some fun.” Which I would also question that now. Why couldn't I feel like I had fun on the other stuff too? Because that's... that's equally important. That's part of what breaks down the dichotomy between serious and unserious music is that, like, it's not that you have the staunchy stuff and the fun stuff. It's all fun. Classical music would be way more fun if we weren't so worried about perfection all the time.

Interviewer  
Did you, as an undergrad, did you envision yourself singing classical music going forward? 

Participant  
It's useful, but I still do genuinely enjoy it, like I when I get to use my big girl voice like that. And I don't, like, I can't rely on a microphone. So better just figure out how to lock into that singer's formant and make it work. It does feel fun to me now, like it's useful. I think it keeps up some of my technique chops and helps me understand the difference between some contemporary techniques and some classical techniques. 

Interviewer  
Okay, so we should talk about your teaching. So, let's talk about the context in which you work. So, you're in public schools, generally?

Participant  
Title One public schools.

Interviewer  
Title One public schools. And then privately out of your home? 

Participant  
Yep, yes. 

Interviewer  
And then I think you already said this, but I'm just gonna ask for consistency. What are the ranges of genres that you use in your instruction?

Participant  
I teach anything, from something out of 24 Italian Songs and Arias and the Folk Songs for Singers from J. Althouse, (obviously, those), all the way to a musicnotes.com purchase of ‘Easy on Me’ by Adele- a phenomenal song for teaching registration changes. I really hate choosing rep for my students. It's my least favorite part of the job, because I tell them like, “No, you tell me what to do you. You say I want this, and I will be like, ‘Okay,’” I'm trying to break apart the model of like, I'm telling you what to do, and this is what you need to do. Like, they're the ones paying me the service. Like, what would you like? Um, so with that said, like, I have to keep up way more than I would prefer to on new tunes. I have a student who's obsessed with Ariana Grande, and all she wants to do is sing Ariana Grande. And I'm like, “I won't do that.” Like, I if it has drugs, booze or sex, like, we're not doing it. So, like, if I have a student who wants to sing Ariana Grande, I've got to find new tunes that are going to allow the student to sing a style of music that they really love, that's appropriate for us to work on in lessons.

Interviewer  
We talked about the pedagogy training.
We I have a question about, like, all the genres that I listed in the survey. Did you have an opinion about them, or questions? I had pop musical theater, classical, jazz, gospel, folk, country, and then other.

Participant  
I did have a question, just like, about what would the difference between folk and country and gospel be. Because I would think that country and gospel are a type of folk singing. I wouldn't say like, I didn't feel like it was clear, but I did find it interesting. And like, now I know to go back to LoVetri, and, look at what does she define as…yeah.

Interviewer  
Okay, we already talked about which ones you include in your instructional approach and why. Okay, you have a couple minutes, hopefully? 

Participant  
Yes.

Interviewer  
Okay. Do you approach teaching the different genres differently in terms of technique?

Participant  
Not entirely. Sometimes I do. But often times, well, I'm going to bring up technique that is relevant, that they're maybe not already doing, because I think with contemporary singing, and the age group that I work with, (because I'm working with young singers who just are kind of finding their footing with their voice, right?). Like, even though they've been in choir every day, all year long, that's still very different from someone who's been taking private voice lessons since they were seven. And I'm very careful about the way that I approach technique, because I don't want to place anything onto them. That would be a hindrance in other areas of their life. For right now, for now, I think, like, you know, for a specific example, I've got a kid singing, is it I Believe in Angels? It's Abba. I Have a Dream. That's what it's called, by Abba, and she is just like the most earnest choral student you've ever met, open mouth, tall vowels, soft palate, lift. But with the contemporary aesthetic, right? So, it doesn't sound like she's singing an art song. It sounds like she's singing Abba, but she has placed classical techniques. And so yesterday, we went through that song, and we spoke each line, and I was like, “Great. The way that you sing, it should not feel all that different from the way that you just spoke it. We're not going to create a whole bunch of space in the back of our mouth. We're not going to do, like, expanded rib cage apoggio breathing with this, like… Let's first take it back to baseline. These songs were written to be more speech like, let's make them more speech like. Now I'm not going to do that with Caro mio ben. That's not the same. I think to answer your question, if just to double check, can you restate the question?

Interviewer  
Do you approach genres differently in terms of technique?

Participant  
Yes. Yes, but I won't say straight up to a kid like that the technique that they're using is wrong because it might be wrong for that occasion and right for another one.

Interviewer  
You mean, like, depending on the genre?

Participant  
Yeah, yeah. I really love a lot of the new research that's coming out about breathing styles, because usually voice teachers can't shut up about breathing, and it's often just taught, like, expanded rib cage, delayed descent. Like, you know, bringing the abs in, like, all that, like, really wonderful stuff that's super valuable for, like, classical singing, though there is someone out there right now who is still teaching the old school, like, tight abs- don't move them- super rigid, like, a local teacher who is, like, still there. I'm, like, “interesting.” I don't think we've been there for a long time. In any case, sub vocal fold level, like when pressure is too high down there, it makes contemporary styles a lot less efficient, a lot more prone to potential injury in the future. And so, teaching a more relaxed style of breathing, a more hands off. Approach to breathing is actually far more valuable than teaching this big, pressurized system. And I like it when my students do multiple things, right? If they want to do something classical and something contemporary, then we can talk about like, “Hey, your body is capable of doing many different things. Isn't that amazing,” and all of those different things can serve different purposes, like,
if you go underwater for two seconds, you don't need the same amount of air as you would if you went underwater for 10 seconds.

Interviewer  
Okay. I don't want to keep you too long. I have one question left, but it's about resources. Books textbooks that you really like, or you find reliable? Or other things, other places that you go when you are like, “I need to know more about this.”?

Participant  
Anything on Plural Publishing, anything that they publish, I trust. I might not agree with, like, I haven't read everything on there, but I know that a lot of it is backed by really good research. There's a podcast called The Vocal Fry podcast, led by two professors of voice who are super involved in the field and like to be on the up and up about new research that's coming out, which is a great digestible way. I think that the discussions are really important and informing, so I stick around for that. 

I stay off of YouTube. I'm just not gonna waste my time watching a video that, like, is probably just… Let me rephrase that. I stay off of YouTubers, vocal YouTubers, because, like, Ingo Titze has his own YouTube channel and it's great, it's super informative and wonderful. But like, I think that like Cheryl Porter's is fine, but we're definitely getting less and less like specific pedagogy and more like cheering on young girls who are singing really high. So, I've kind of stopped paying attention to that. Definitely stay off of TikTok and Instagram. There's a voice teacher out right now who's super popular, and she teaches belting in kind of an interesting way. It's like, you know, I don't know that I would approach it that way. But on, like, Instagram, yeah, I don’t remember what her name is, but she’s the one who just kind of yells to the back of the room and has the student do the same thing. Then they just kind of do that for five minutes until someone hits, like, the high note in whatever ballad they’re singing. 

Interviewer 
Ok, well that’s all, [omitted]. Thank you so much. This was super informative. I appreciate you.
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Interviewer  
Could you tell me about your background? Let's talk first about as a singer. So, you can start as early as you want: your education, your employment, your experiences.

Participant  
So I went to a really small rural school in [omitted], so like, taking voice lessons was not an option for me, really, until I went to college. So that's when I formally started taking lessons. However, thankfully, I did take piano lessons all the way from age five to senior year of high school, and then I guess a little bit at [omitted] but it was just so I could practice or pass my piano proficiency exam, which I did have to take twice. Anyhow. So, thankfully, I knew about reading music from playing the piano. Oh, and then I was in band as well. I played french horn, so, still reading treble clef and I sang alto all the way. Well, actually, through graduate school, alto two actually, is where I got a lot of my scholarships. 

So that's um, looking in the hymnal at church and like figuring out how to sing harmony. That's when I would say I really it resonated with me. That was important in my development as a musician and as an instructor, because my ear is still just drawn to the alto line. And, uh, okay, so I did my Bachelor's degree at [omitted] and then I taught for two years teaching high school choir down in [omitted], and actually class guitar, because I had two sections of that. And I was really glad to earn a degree from [omitted] in music education. You have to have piano proficiency. And it might just be the music degree, but I'm just speaking from the music ed part of it, but we had to do piano proficiency, recorder proficiency and guitar proficiency. And I'm so glad that we did the guitar proficiency, because then I was able to teach down in [omitted]. [omitted] was where I started my career. Then, oh, I think you'll appreciate how I got into grad school, how I even thought it was a possibility for me. So, I was an early user of Gmail, and I must have written an email to my family, you know, talking about choir or auditions or something like that. And you know that they used to do well, used to targeted ads, then in Gmail, and it was like, “Now having auditions for [omitted] Symphony Chorus.” And I was like, “Oh, that sounds pretty fun.” And so, I'd been living down in [omitted] for, like, a year and a half. And so, the classical music scene is not like, even though it's like, about the same size as [omitted], it's not the same culture. Obviously, because of location and the demographics of people that make up the community. So, I was like, “Okay, well, I'm just gonna go audition for this [omitted] symphony chorus, just to make sure that I'm like, still good at singing.” And so it was, like, a three-hour drive. And also, I'd never been to [omitted]. I was like, “Oh, I'll just go and see what it's like.” So, I go check in with the young woman who's running the table. And so I, you know, I fill up my stuff, and then I hand it back to her, and she's like, “Oh, you went to [omitted] and I said, “Oh yeah. Do you know somebody from there?” She's like, “Yeah, I grew up in [omitted], but I'm down here during my graduate work.” And I was like, “Oh, that's cool. And she's like, do you know [omitted]?” And I was like, “Oh yeah.” She was in my voice studio, and they were best friends in high school. So funny, yes. So, I filled out my form, and, you know, she looked at it for a little while, and then it was my turn to go sing. And so, [omitted] was the chorus master who also worked at [omitted] And so, I looked at my paper, and he's like, “Oh, you're a choir director, great. Oh, you went to [omitted]. Oh, you're a section leader at [omitted].” He's like, “Okay…Let me just hear you sing first.” So, I sang my audition song, and he was like, “Oh, that was very good. Like, what…what are your plans?” Well, I was thinking when I was 30, then I could go back to school. And he's like, “Well, what if you went next year? And I was like, “You want to pay for it?” Haha. He's like, “Yes, I still need to select my master's TA.” That's how I got into grad school. Wacky, yeah. So it was, like, just definitely the right place at the right time, and, like, taking a chance. 
So, anyway, then I studied at [omitted]. I moved up to [omitted] then and was a full-time student. And so, I got to conduct one of the choirs for some of the pieces, like I would get to do warm-ups occasionally, and then have one piece per concert. So that was good. So, I finished that with a Master of Music with an emphasis in choral conducting. So that was in 2010 and so I was just thinking, like, I've had…that was 15 years ago, so crazy. So since then, I've been like, I miss-- my favorite job actually, is teaching elementary music, like, because it's so active, and I really love to incorporate movement into my class. And I just think that kids need it. They just need it. Like and just seeing you about testing and sedentary lifestyle, and like how your brain works, and like all of the cross-lateral communication there is, and you can just, like, reinforce it and boost that learning in the music classroom, like so much better than, like a lot of other classrooms. So anyway, I love teaching elementary music, but one thing I experienced then was actually teaching choir was really hard on my voice high school choir because they wouldn't shut up. Like, I couldn't get them to stop talking without, like, damaging my instrument. And so that's part of the reason that I'm not in a classroom anymore, to preserve my own vocal health and to keep my instrument healthy. See, what I'm telling them, “Oh, you need to hydrate,” things like that. And then, you know, I have to like, vocal rest, then, every other month. So that's why I worked, when I moved here. I moved because I got the middle school job at [omitted], and so I had grade specific choirs, sixth, seventh, eighth, each their own. And then two show choirs, which was so much time and, like, effort and heartache for me. And there would be these moments that parents are, like, emailing me about, like, the lip gloss color that I chose. Like, “Uh, I don't know why I worked so hard in school, if this is what people are going to be worried about.” So anyway, I finished working there in 2017, and I guess that's when I started. I opened my studio, so I've been doing that now for eight years. I offer piano and voice lessons, and I think this summer I'm going to have probably like 40 students. Yeah, so


Interviewer  
How many of your students are voice students?

Participant  
Maybe, like 10? 

Interviewer  
So, you're teaching voice in the context of your own private studio? 

Participant  
Yes. And I do direct my church choir.

Interviewer  
Okay. Do you do any like, singing instruction when you're there? 

Participant  
Yes, like through rehearsal. Yes, yes, definitely. I feel like we talk about breath support and like vowel shape in church choir. Okay,

Interviewer  
Okay. Well, let's back up to your early time, like you mentioned that you grew up in a small town, didn't do any like, voice lessons till college, but if you could imagine or think back to when you, as early as you can and thinking about singing, did you have any kind of perspective or understanding of, like, healthy singing?

Participant  
Um, I think, um.. okay, so, like I said, I played the piano and so then I would like do special music sometimes at the church where I was growing up, and I remember we had, like, youth choir, and they would put on those dang kid’s songs, or, like, for young worship, whatever, and they were in such terrible spots for my voice and, like, I just didn't know how to sing loudly. I knew I love to sing, but where all those songs sat were just awful for my range. And so now, like, looking back on this, then, you know, I could sing loudly in my chest voice, but then anytime it would go higher than I would just like, you know, sing like, off my voice. And I remember it. I had some really mean kids who went to my church, and this boy turns to me. He's like, “Why aren’t you singing louder? I thought you liked music.” I'm like, “I don't know. Like, I also wish that I were singing louder, but I don't know how to do that.” Yeah, okay, so that was tough because I really enjoyed singing, but I just didn't know. And obviously there wasn't YouTube back then, so I couldn't just be like “middle school girl, how do I sing better?” Um, oh, but I will say, something that I am so grateful for. Because I went to a small school, I was able to be in all the stuff that I wanted to be in. So, I was a pretty good athlete. My favorite, and also what I was best at, was the field events and track. And so, you would not believe the amount of overlap that I've benefited from. The shot put was my favorite event, and you would not believe the core control that I had to learn in throwing events that has made me a better singer. It's like, fascinating to me now, yeah, like having the body control to do these, like, little, tiny movements, and it's like, the same as what you do in singing, it's so it's fascinating to me,

Interviewer  
Like, the teeny tiny adjustments, you mean, that have a big impact?

Participant  
Yes. And then also, like, I would exercise for two hours after school the entire spring and I took weights class. And so just having that muscle control and that strength, like, I know that it's like, why I could sing so loud or eventually, and like, support my sound healthily, and like, understand, like, how to engage those really specific muscles. And like, learn. And like, so when you're throwing, like, it's all about, you know, like learning these different positions and like, you really have to separate your upper and lower body and, like, we talk about that in singing. So anyway, that that was something I'm so grateful for. Yeah, an

Interviewer  
Interesting connection.
 

Participant  
Yeah, so, every voice lesson I have, we start with the physical warm up, and they just know that this is how we start. They go wash their hands, and they come back, and then we do the physical warm up every voice lesson. So, I equate it to like, oiling your valves or getting your reed prepared, like you just have to get your body ready to sing.

Interviewer  
Um, well, since we're talking about that, let's talk about your teaching. You've talked a little bit about like when you decided to become a teacher, or how that all manifested. But let's talk about genre. So how does genre play a role in your practice?


Participant  
I use the 24, well not usually the Italian. I use the First Book of …Solos, for the different voice parts, those collections. It's just a nice array. We can always find something that will work for a contest. And I think that these are, like, pretty good songs too. Some of them are kind of funny, but it works for sight reading, like, I don't know, like a soprano book has one like, about a green dog, and so that always makes us laugh. And there's like, a few in other languages, Latin, Spanish, Italian. Oh, and then, if kids are auditioning for something like one, oh, so I teach school year session, and then I have a summer session, So, uh, I usually want voice students to be eighth grade or older, um, just so they understand that you have to practice outside of lessons. But in the summertime, if kids, I don't know, I'm a little more lenient in the summer, because it's just like, not even a three-month commitment. And like, you know, a second grader can be fine, and we can, like, it won't just be like, the same thing over and over. 

Interviewer  
Would you say that there is a genre or a style of singing that you work on more than any other?

Participant  
Oh yeah, classical, yeah. Because, oh, actually, I had this revelation. So, when I went to get my new my, you know, first career job, my actual job, then I was like, oh my gosh, I am a person with disposable income. I can, like, go to a bar now, like, not worry about affording toothpaste, or whatever student things I need. And so, my friend is like, “Oh, hey, do you want to go do karaoke?” And I was like, “Oh, yes, I've always wanted to do that.” So then, you know, like, once I kind of, started, like, using my, like, classical singing stuff, but like singing pop songs, I was like, “Oh, game over.” Like, I could just, I, like, would crush it. If I would, like, sing with proper technique, but like, you know, the Four Non-Blondes, What’s up? Is one that I like to sing. But I’m, like, thinking about technique and like breathing properly and everything, even when I'm doing karaoke. And so, I just like, really, not proved to myself, but validated in technique that you learn by singing, like classical songs or like traditional


voice lesson repertoire. It's easily adaptable. Then you just keep singing like that, just different genres.

Interviewer  
Okay, so, for you, does it feel like you apply a different technique to it at all? Or like, what adjustments do you make, if any?

Participant  
When I’m doing karaoke? 

Interviewer
Yeah.

Participant  
I think, more casual diction, probably, and no shadow vowels, probably. But as far as like, breathing and breath support in general, same. Yeah, and that's what I tell my students, too. Oh, I remember when I was in graduate school, I was listening to a choir sing something on YouTube, and I was like, “Man, what is it about…why does this choir sound so much better than like, other ones that I've heard on YouTube?” And it's the altos, to me. I mean, like, my ear obviously is still drawn to the alto line. But I found that when a choir has vocal technique instruction, when the altos have, like, a song placement, but still with like choral vowel, it just sounds better. It adds like a sparkle and a brightness to the… It just makes the whole chord shimmer throughout the choir. And that was a really exciting revelation for me. To like, tell the altos “Sing that like you're singing it in voice lessons,” and then they would, and it just like, to my ear, changes the entire experience of the song because they're singing with support instead. 

Interviewer  
So, you're primarily working on classical stuff. A new student comes to you. How do you decide what genre of repertoire to use? 

Participant  
So, what I say when I'm starting with a brand-new student? I say, because usually I'm emailing their parent, I say, have them bring whatever music they want to learn. Because if they're, like, getting ready to sing a solo at church, like, if they're doing a praise song or whatever, or like, a hymn or whatever, then like, I want to help them work on that. So, like, I would say that's goal number one, and then secondary is like teaching them technique through the song that they picked. But if they don't have anything in mind, then it's like number one is technique, and then secondary is like learning this song. Or if they're like, getting ready for a solo, like, I'll have people just contact and be like, “Hey, I want to try out for a show choir solo.” And so, we just focus on that. I want them to feel prepared. But I won't go so much into the technique stuff, because, you know, if they're only coming for three weeks, you know, I just want to prep them for that. And so again, the piece is number one, and then two is the technique that we can, like, learn within our limited amount of time together.

Interviewer  
What would you work on with a student if their primary goal was a show choir audition or a solo?
Participant  
So thankfully, um, like, a number of choirs around here use ‘My Country Tis of Thee’. And so, like, everybody knows that one. There are a lot of consonant combinations in there, and so, if you can just clean that up. -Oh, if I can, -I'll come back to this. So, what I pretty much tell my new voice students now, and I really need to type this up to just like hand to them, is, if you can make these four singing habits, all of the music that you sing is going to be better. So, we talk about having minimum amount of space between your teeth, because if you're doing that, you're going to have more resonating space, and then quickly, like, have crisp initial consonants. So, like the M in ‘my’, you know, get right to the vowel. And then it just, like, adds like sparkle to all of them, because you're just so quickly getting to the vowels. Then I always like to use solfege in lessons, because those vowels that we practice are the most beautiful ones to sing. And so, if they can apply those five pure vowel sounds to most of the words, even if they're singing in English, it's going to be the most beautiful their voice can sound anyway. And then I feel like there's one more, but it's just not coming to me right now, maybe just, like, really clear diction, like putting a lot of energy into your face when you're singing, and so it just sounds better, crisper and more energetic. So anyway, that's, that's something like, I would say, within the last five months, is like, “Oh, if you can acquire these four habits, then anything you sing is going to sound better, okay?” And the kids, um, they're like, “Oh, I can do that.” 

Interviewer  
Are things that you would talk to them about when their focus is show choir versus if their focus was like, say, their solo/ensemble piece? Because I'm assuming that the solo ensemble piece is likely classical, yes? 

Participant  
Yes.

Interviewer  
Ok, yeah. 

Participant  
Well, I'll say this part first, actually, the overlap. Whenever somebody picks a German song, I said, “Oh, you're in show choir, so you have to pronounce German like you do show choir.” And they're like, “Oh, okay.” They get it, and then they do it. It's awesome. So, yeah, obviously we have, like, a brighter sound for show choir, which actually does also help when they're singing lower in their range. I say, “Okay, can you sing this part like it's in show choir, and bring it forward, and then, you know, this will cut over the piano. It's easier to sing, but make sure you're still providing the good space.” Um, yes, but yeah, having consistent good breath support, like, that is just…just good, healthy singing. Okay, to me.	Comment by Meredith Voight (2333992): classical bias

Interviewer  
Interesting. Okay, cool. Thank you for that. I feel like I, well, actually connecting back to the shot-put thing. Yes, would you be willing to talk me through how you introduce breathing? And is that a time that you're incorporating some of that stuff that you've learned as an athlete?

Participant  
So, I'm so grateful when the high schoolers come and they've spent time in the weight room, because we talk about, like, squatting. Because, if they're…oh, yesterday, yeah, I have a young lady. We were talking about, like, engaging more of your instrument. I've been saying that a lot more too, because, you know, when they come, they're like, “Oh, well, I'm singing right here. I'm like, “No, no, no. Look at all this instrument you can use.” Like, “Isn't this gonna be better than just this?” And they're like, “Oh yeah, okay, I see what you're saying.” So okay, so I did have a vocal jazz piece for her to work on that I've sung as a solo. And so, I was like, “Okay, since you don't have your music yet, let's pick a vocal jazz solo.” And there's a part, it's like, “But I'm gonna find my whole life through something,” like that. And she sings alto, so obviously she spends a lot of time in the speaking range. And when she goes to the higher notes, she kind of goes like this, which I can understand, because that's how I was, too. Like. I was like, “Oh, those are scary notes. I'll back off of them.” No, no, no, you gotta go into them. So, then I was like, “Okay, so, like, squat,” which I had to explain to her, because she doesn't -that's not her thing. But then what I was like, okay, so you know from show choir, like this is different from this movement. So I said, Okay, so you can, like, bend your body like this, or you can, like, lower your body and like, have all of your muscles engaged and like, and you have to think about like, the bar weighing and like, if you tip, if you're not supporting the bar here…So, but then she was like, “But, like, I do a lot of, like, sitting on the higher notes, like, especially when there's like a line coming up to it,” Okay, and then talking about engaging your core and so like, say, like, “Relax the air in, and then, and then, like, squeeze and support the air out when you're singing, okay.”

But like, can I I say something? I had a voice lesson earlier today, and something that was successful with this young man… So he was doing “mi, mi”. And I said, “Oh, switch it to a /v/ sound and have your hand,” -So I say, “this is where your belly button should be under your hand.” And then I said, “okay, do you feel that energy? So then just maintain that energy through the vocal exercise.” And so then, like, you have it with the V sound, and then just like, keep, keep flexing all your way through. Or we do, like, “heh heh heh”, with the ‘heh’ and the tongue out, so there can be no tension building. And then I say, “You know, feel the energy from the huh sound, and then just maintain it for the fall.” And what it does is, like, it smooths out. Like sometimes you can eliminate the break between the different registers of your voice, and I fall into it too, because I'm like, these are really good for any singer, so I'm going to do them with you. And the kids are like, okay, great. And so, we do it, like, “This one is not for beauty, this is for strength. That's what we're working on now. And then I start every lesson with our physical warm up, and then lip trills, because I think they are just a magical vocal exercise. We do a lot of lip trills. And then during the song, I said, “Can you just lip trill that phrase two times?” And then I said, “Okay, now, don't change anything. Just sing the words now but keep everything down here the same.” And then they do and it's like a magic trick. Just get it usually, okay. But you were asking about something, about the shot putting?

Interviewer  
Well, yeah, I just was wondering, specifically, like, what you apply? I mean, I know it is, like, connected to the core, but…?

Participant  
Yeah, so, I think being bodily aware, because you have to, like, stay in the ring when you're doing shot put and discus. Those were my two events that I excelled in. And so, like, having control of your body, like, an explosive target. Targeted movements, like, that's singing- using your entire instrument, and then also knowing what it feels like to engage a muscle. When I say, like, “Engage your core,” one visual I use with the students is, I say, “Okay, imagine you have a can of pop, but it's all made out of metal. It's heavy, isn't it? “And so, then we, a lot of times, will stretch, and then you place it on the shelf if they're having a hard time, like, with either an entrance note on a phrase, or if they have a big leap. And so like, if you're going to set something heavy, I'm like, “Okay, now, do you feel how your core is still flexing, like you're engaging that muscle, those muscles down there?” And then you have to set it on there, and so it's not like this, but like this for the pitch. Yeah, let me talk about Caitlin Clark shooting a basketball. I'm like, “Oh, you hit the rim with that, but you didn't make the basket. So now sing it so you make the basket instead of just hitting the rim.” Oh, so what degree are you working on?

Interviewer  
I'm working on my masters.

Participant  
Okay, so I if I could recommend a book for you. It's called the Smart Moves: Why learning isn't all in your head, and it was pivotal for me to read and to understand. And it, like, well, I had this really wonderful mentor. [] is her name. Progressive Musicianship is her textbook. Now it's a second edition, but she's the one who kind of, like, made everybody know about the rhythm learning method Takadimi, and she's a real advocate for solfege. And like, when our paths cross, I was newly out of graduate school, and she was like, “Why don't you come audit one of my classes?” and I was like, “I have gotten enough school. Like, I don't need to go to anymore.” But because I respected her so much, I was like, “Okay, I'll come to see how it is.” And I'm so glad I did, because she has, like, changed, even after high quality [omitted], known for music education, [omitted], fine, um, but I just, everything that she told us about… I felt like what she did in that class was applicable. Instead of like, “oh, here are these long lists of like, why music ed, what it is like, Kodály” and like, the history of music, education, whatever. And she was like, “No, this is how you make it important. Like in your school, like, this is how you do it, so kids love coming to your class.” But it's like, good for them. This is how you build like true self-confidence through skill acquisition. So anyway, I have kept it, even though I'm probably never going to return to the classroom. I kept that book because it made such a huge difference. 

Interviewer  
Okay. Great. Um, okay, let me just go down my list here so that I make sure that I've sort of consistently gathered the same information from you as others. Okay, so we talked about healthy singing. Did you ever feel like you got a sense from a teacher when you were younger, or even in college or whenever, that there was a genre that you should sing, and then other genres that should be not as pursued, or was it like addressed as: everything is separate but equal, or whatever?

Participant  
Um, thankfully, my voice is pretty adaptable. My voice is suited to sing many different types of genres, so I never felt like anyone said you shouldn't be singing that. But I did feel like at [omitted] like, there was this student, she put on a musical theater senior recital, and I think I'm pretty sure she wasn't allowed to have it in the [omitted] Recital Hall. She had to have it over in the [omitted]. 

Interviewer  
Okay. So, you could read into that to some extent?

Participant  
Yeah. Because, also, in my freshman year, and [omitted] was my teacher, and then she and her husband were expecting a second baby, so they moved away. Then my second year, I had [omitted], and then she left so she could go be an opera singer. And then my third year was [omitted]. And I sang enough general recitals that I satisfied my recital requirement. 

Interviewer  
What do you mean general recitals?

Participant  
Yeah, they had, if you wanted to, or if you had one song ready, you could, perform it at a general recital. Oh, and they were, like, on a 20-minute break somewhere in the day. And so, they would just like, schedule general recitals.

But anyway, so then I was like, “Well, I really like singing.” And then I learned about the Schumann, ‘Frauen-liebe und Leben’, the eight-song cycle, the German, and I really wanted to learn those. And so, then I put on an hour recital my senior year. I didn't have to, but I did, just because I liked it so much. Okay, so what I really am getting back to is, I kind of was whipped around for voice teachers in college, and so I didn't really get serious about it until my junior year, and I think I signed up for an hour lesson that year, and so that was good. And then number two, I was like, “Oh, well, I want to learn all these songs, and so I'm just gonna do this.” But I just wonder, if I would have had a consistent teacher the whole way through, if it would have been different, because I did not think my voice was good enough to be a professional singer.

And now looking back like, when I when I got done, well, when I moved to [omitted], where I met [omitted], (my friend [omitted], was an opera singer) and she was like, “Hey, what are you doing?” And I was like, “Well, I'm teaching school, you know, just got married,” whatever, whatever. And she's like, “Because, like, with your”- this is what she said: I'm not like doing anything. Okay? She was like, “well, with your beauty and your voice, you could really make it as an opera singer.” I was like, nobody has ever said that to me. Thank you. But then here I am not being an opera singer. Still...

Interviewer  
Forgive me if this is like, kind of an emotional question-

Participant  
Go for it. 

Interviewer  
Do you remember where you got that impression that you weren't good enough to be perform as a professional?

Participant  
I think it was self, self-inflicted.

Interviewer  
Well, sure, but you must have been, like, using some kind of data to form that, right?

Participant  
I guess, um, well, it was just so hard going to [omitted] because at my high school, like, I was the lead in the musical for my junior and senior year, and I was an All-Stater my junior and senior year, and but then when I went there, I was just… Like, I didn't even make it into the advanced theory class that [omitted] taught. And so, I was like, I don't know crap about music and singing and performing. And I think, oh, I remember thinking, like, because I knew at least two of the kids in the advanced theory class who were getting the solos in [freshman women’s choir], or their parents were music teachers. And I was like, “All right, so I just so behind. There's no way I could ever catch up.” Okay, but now I'm, like, so good at theory. I just had to learn it. I just needed some time, like, I'm so good at rhythm now, because after I finished all my degrees, then I learned this amazing rhythm learning technique that just gives you the tools to figure out any rhythm, and it like overlaps between compound and simple meter. And that's where I always struggled. It is. It's amazing. And I love exposing kids to it, because it just makes because, as a singer, you know you can just like, can you play that for me, piano player, instead of, like, taking ownership and learning your crap that you should. No, yeah, yeah. Um, anyway, so I'm grateful not because now I just tell kids, I'm like, “Well, if you really want to do it, get after it, like I'm giving you permission.” Oh, that's one thing that I do also love to do, is when they're singing a song in a foreign language, I'll be like, okay, ‘Caro mio Ben’. And they're like, “caro mio ben”. And I said, “Hold on, this is an adult giving you, a young person, permission to try to sound authentic for this. Like, just because you're from [omitted], just because you're from the [omitted] doesn't mean that you can't be cultured. You're here with a professional singer taking voice lessons. You can, like, give a little more effort to sound authentic,” and then they nail it, you know? So, yeah, just like, telling kids that they're capable of doing something or, you know, because, like, I don't really feel like in school, in public school, maybe even private school - Actually, I know, because that's the last place I worked. But, like, it's not about giving kids ownership over their learning. It's like, you got to learn this stuff so we can pass the test and make our school look good, and we get funding. Like, it's not about creating lifelong learners, or, like, you know, helping them build true self confidence.


Interviewer  
Let's see. Okay, I'm just going to ask you a few things that you've already answered. So, you can be really brief if you want, but I just want to make sure that I get everything. Looking back, do you think your first voice teacher or teachers guided you in singing one genre more than another. 

Participant  
Definitely.


Interviewer  
Did you have any feelings about that at the time or now?


Participant  
Um, well, yes, I do. I think that, if we let kids sing music they already know, or a genre that they already know, it's not separate enough. And I think it's harder for them to acquire good, healthy singing habits than if it's not, like, all new. That's why I like having them sing another- Like, when we're choosing repertoire, I say, “Okay, we'll do this one in English and then a foreign language. English, foreign language, we alternate all of them, or all of the repertoire choices. But I think when you have a foreign language and a genre, because you know, singing can be so passionate. Like I had a friend once say, (we were getting ready for choir auditions, and it was a big year. We were going to be sophomores, so could be in [omitted]). So, she was, like, “Well, I really, I really hope I make [omitted] this year.” And I was like, “Oh, have you been practicing over the summer?” And she's like, “I sing along with the radio, like, every day when I'm driving around,” and I was like, “Oh, but like, are you singing?” And that's like, when I kind of figured out the difference between driving, you know, in your driver's seat is not conducive to good support and vocal production, and you know she's going to be a soprano 2. I'm like, “Oh, you're not practicing singing harmony.” And that's like, kind of important. Anyway...

So, okay, oh, choosing literature. So yeah, I think that having kids, like…Classical music is more formal than what we hear on the radio. But then they'll be like, “Oh, I need to have like, proper singing technique for this.” And so, I think it's really valuable to have them, like, start with, like, classical stuff, or a song they don't know necessarily have to learn. And so, when they learn it, I'm like, “Okay, now do that again. And now you need to, like, support yourself in this time. Do that again. Can you think about those vowels, especially on whatever word? Can you think about getting quickly through the consonant combinations to the vowel so that it sounds more beautiful?” So that's why I think that there's still definitely a place for classical music, and that I find it so valuable for my students, okay? Because then when you can, like, step back and you're learning everything new, then you don't have any bad habits with it yet. Because I found that sometimes when kids come to me, they're like, “Oh, I want to work on this song. I love this song on the radio,” and it's Billie Eilish, “Okay, I know that you like this song and that you brought it because I asked you to bring whatever you want to learn, but that's not going to make you a better singer” or, like, you know, a seventh grader singing Adele. And I remember teaching elementary school, I say, “Okay, you know, we're going to have our Christmas program, and this is not like singing along to the radio. You have to be a lot more active than that, and your grandparents are going to come, and they can't hear very well, so you have to have good pronunciation so they can understand what you're saying.” So yes, I am an advocate for, like, even though it's old, you can still learn so much from it, and valuable, sure, valuable stuff, yeah...

Interviewer  
Let’s see, so, did you have any access to, like, specific voice pedagogy training during undergrad, grad or afterwards? 

Participant  
So, I took a class with [omitted], and it was like the basics of singing. It's a purple book with yellow writing on it, the Basics of Solo Singing?  I don't know, a title like that. And, yeah, it was vocal pedagogy. Yeah, that's exactly what the title was. But there's only one, one credit, so we just met, like, once a week during the semester,

Interviewer  
All right, what about in grad school? Then? Did you have any vocal ped stuff there?

Participant  
No, because I was doing music ed. But I did take voice lessons when I was in college, and I felt like I felt like I got way better. He helped me a lot. [omitted] is his name, and he really helped me, just like, embrace good vocal technique. I feel like he really helped me with that. And also, it could have been that I had a teacher for two whole years instead of one and a half, you know, building that rapport. 

Interviewer  
Do you feel like that vocal ped class at [omitted] was helpful? Do you find yourself applying it? 

Participant  
Yes, maybe, not so much. Twofold answer. I was grateful to have practiced giving voice lessons, because we had to give two voice lessons to a local student, like a [omitted] high schooler or middle schooler, and so that was good. Looking back, um, I think what would be really beneficial to young music students, like college kids. I wish I would have, like, thought of myself, like, how to teach lessons, you know? Because, like, I had one piano teacher, and she was also my high school choir director and my elementary music teacher, like it was a very small community, and so I just saw how one lady, I think a flute player, taught me how to play piano and sing.

So, I was glad that we had to, like, practice giving some voice lessons. And then I feel like we all, like, looked through books, collections of music, and they're like, “this would be good for this voice,” like doing a review and things like that on different books. To see if you wanted to use them in your studio. And so, I found that to be kind of useful. And then also, I never took IPA, which I don't feel like is important, especially now with the internet, you can just be like, “caro mio ben IPA”, and then it's there, and then you can, like, Google translate stuff.  I do appreciate having the titles of books just, you know, to keep it fresh for what your students are singing and preparing. Okay, yeah, so that's helpful.

But I feel like taking lessons- So in the same breath, “when I had three voice teachers at [omitted],” (negative inflection) but then I'm also like, “Oh, I had three voice teachers, so I got three different perspectives here.” So that's helpful, but let's see applying that stuff. Yeah, I feel like experience, there's no substitution for it. You can go to class, and you can read books, but, like, you just have to figure out how to do this stuff yourself, and then how do you explain that to your students?

Interviewer  
Did you feel like, pretty prepared by the time you were out of grad school?

Participant  
For teaching voice or choir or voice? 

Interviewer  
Voice. 

Participant  
Then no, because I was- even though teaching lessons like I feel like I am, I feel like I'm a superior educator, like I feel like I’m a gold star, because I really took all of that information that we had, like teaching in the classroom like I'm just applying it to one student at a time. But it has taken me a while to, because I just like, understood how music notation works, because I can't remember not reading music and um, but teaching voice. I feel like, within the last maybe three years that kids are really getting a good experience here, I was just like figuring it out until a couple of years ago, because I had more experience teaching the changing voice. And like, I can like, I know what to search now on YouTube. Like, “how to help a young, a boy, a teenage boy, sing higher notes better.” Like, I can just search that now and then I can be like, “Oh, okay, so I was close to it. But just having that affirmation and then to, like, have access to many different vocal exercises, like “how to help somebody belt. Here are some exercises that,” Like, some warmups that you can do, okay, now just apply that to your song. And I feel like using YouTube as one of my resources has really improved me as a teacher, because I can, like, really specifically, search and then apply it to like, what the kid is doing. I don't have to, like, be like, “Okay, now, how can we do this? Like, what vowel is it? What consonant is going to be good for this?” Like, it's just so nice to have the world at my fingertips with ideas, yeah, it's amazing.

Interviewer  
Any workshops or conferences?

Participant  
No, not for vocal teaching. Like choir, yes, lots, but not vocal teaching. And for me, the kids who come here for piano or for voice, I don't expect any of them to study music when they're in college. Like, I just want them, not just, I want them to, like, figure out, how to figure stuff out. And so, you know, okay, like, how can you figure that out? How does that sound? Yeah, so I do actually have some kids who are studying music at college. Now, I'm thrilled about that, but for when my students are here, I want it to be like a joyful experience, and like authentic self-confidence and skill acquisition. And if you sing, if you have a nice voice, great, but if you just let it stagnate, like so what? You gotta work at it, because I know that's why, like, I listened to my parents sing, but my dad is a retired science teacher, and my mom worked in a hospital for her career. I don't think that my talent was so much- I think that I, with the help of many supportive teachers, but also through my work and effort, like, I've developed my instrument into something special.

Interviewer  
Let's see. We already talked about how you decide what genre of rep to use, and about technique in terms of each genre. You talked about your resources that you like. Do you ever feel like you have repertoire you wish you could do with a kid, but there's like, something that keeps, besides just your decision or your expertise as a singer and a teacher, like, are there other influences that you feel maybe like guide or control some of the stuff that you choose for them to work on?

Participant  
I think their physical development. And not being comfortable yet in their body, and then, like, you know, because there's like, definitely, like, even for me, like, I remember finally being like, “Oh, my breasts are here.” Like, “Oh, it's just like, normal now,” but I was like, in my 20s, for sure. And so I think that, like, you're dealing with enough stuff up here when you're going through adolescence and puberty and like, all of those feelings and like worrying about getting a boyfriend or whatever, like, you know, worrying about sports and like worrying about all this stuff, that I think it's really it's hard to think about like your body as your instrument, especially if you have like self-image issues. And so, there's that. 

And then also, if kids are not in a sport, or if they're not active, then asking them to talk about, to reflect on and to not make them feel scrutinized for their physical activity amounts is an interesting thing for me to navigate as their teacher. But the kids who are in sports, or at least, who are, you know, active, like, they kind of have better control over their body, and they just know how it works better because they're, like, using it more. I mean, it's just like, your voices, like, the more you sing, the better you sing, typically, if you're doing it in a healthy way. So, like, oh, I have one, one young lady who's taking voice we finished our first-year voice lesson. She's in eighth grade, so she's old enough now, but so the first physical thing we do is we go this elbow to other knee for cross lateral, and then you get, like, the oblique work. But she's a swimmer, and so. So, she has to work on keeping her shoulders square. Like, like, when, when you're swimming, you're supposed to be like this, not like, like, moving your I don't know if you can see my shoulders, moving forward. And so, I'm like, “[omitted], move your shoulders like you get more of a benefit on your side, your obliques there, if you do, you know, rotate your shoulders to the center,” and she's like, “Oh, sorry [omitted], I just, I'm a swimmer, and I'm like, “it's cool. I'm just reminding you,” Anyway. But you know, kids, my students, oh, I guess I did have one, one adult student, but it's been, like, two years now, I have advertised with a couple, like, a community choir, but I didn't have anybody reach out for voice lessons. But I feel like kids, young people, are dealing with, like, knowing their bodies. That, like, they just need more time before they can really, like, be like, “Okay.” Like, do you know what I'm saying? They just need more time. And then also, like, as they become adults, like, the muscle tone is different. And then like, obviously the kids who are active are going to have better muscle tone, which I think leads to better vocal tone too, and vocal control as well, like through breath. That was kind of a long answer. I guess I had a lot of thoughts about that.

Interviewer  
That's what I'm here for. That's why we're doing this. Okay, great. Just one last thing. So, if you remember that survey I gave out, it listed pop, musical theater, classical, jazz, gospel, folk, country. Of course, there's like others that really aren't included. I don't have rock and roll on there, but like, just some general examples of different things. And I listed them out in the survey because I was trying to not have this like dichotomy between classical and, like everything else, you know? So, if we're trying to be, like, really specific, is there any of that stuff that you're like, “I won't touch that,” in terms of, working on it with a student, or any specific type of singing or technique?

Participant  
No, because with YouTube, and then also with my choral experience- The one that obviously stuck out to me is gospel, because I'm a white lady. Um, but thankfully, I've had two directors now give permission, which I think is so great, because then I can give my students permission. Like, you can, like, try to sound authentic. When [omitted] came and worked with us, he was like, “Just sing it.” Like, “Stop thinking so much. Just sing it.” Oh my gosh. What a relief. Like, “okay, thank you. Okay, we will, now that you said that we can. So, I feel less restrained than I used to.

But we do talk about being respectful of a genre, and that would be one where I might consult someone else or search because I feel like if you do it in a respectful way, you're good. You're making art. Um, but anyway, you understand, like satire versus singing a song or offering a musical offering, the one that comes to my mind, I just did, oh, ‘What a Beautiful City’, and they're talking about, in Revelation, like, what heaven looks like. So, I was just flipping through the soprano book, actually, and I came across it, and I didn't know it. So, then I just learned this, um, the song. It's an African American spiritual. So, my Pastor (Pastor [omitted] is her name) asked for lyrics. And so, it has like, not ‘the’ but ‘de’, but I sang it more like I would sing it. Just because of who I am. And then I also typed the words like how we would expect them to be, not the dialect. So, yeah. And that's kind of what I coach my vocal students, is: Do have that mindset. Because I have, I have some, oh no, I guess I have one African American voice student, but then I have a couple of piano students who are mixed-race, so we don't really talk about it in piano, but for singing, obviously you can just, like, pick lots of different genres. And yeah… It’s so sticky. 

I think, I also feel good about telling my students of color, “Well, you experienced this more than me.” Like, “What do you feel like is right, like, you can lead this. How far do you want to go with stylistic choices?” And I think that is just good practice, because school doesn’t really prepare you to, like, be the boss of yourself. I have like all this wonderful, not free time, like I fill my days, every day. But I’ve actually been thinking about that a lot, how like when you’re young, you’re like, not overscheduled, but are...in stuff and you have to go to school and you have to ask to use the restroom and, “We eat lunch now,” but when you’re an adult, you just decide what you do with your days. And if you never have had to make choices before, that could be really overwhelming. And it could be like really amazing for you, developmentally, or like, detrimental. So, yeah, I think the more times we can give kids a safe space and opportunity to make decisions, like artistic decisions, then you are setting them up for – it’s just a good muscle to work for their lives. Oh my gosh, this – this was so fun to chat with you. I have a lot of thoughts to share with you. 


[bookmark: _Toc204354037][bookmark: _Toc204752605][bookmark: _Toc204764966]Appendix 7: First coding phase
Participant 
Yeah, I graduated from [omitted] in 2017 with a bachelor's in music education, and my main instrument was voice -is voice. So, grew up singing and playing piano and band and all of the music. So, yeah, it's just always been something I've done.
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When would you say you remember being like, “Oh, I can sing.” and then seriously feeling like you were a singer, you know?

Participant 
Like, forever. We did a lot of singing in my elementary program growing up, and I was part of my choirs in church, and was just always singing, so it's always been a part of me, I would say.
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And you know we're talking about genre for this. So, do you feel like you could say what your early experience was with that?

Participant 
For talking about just like pop genres?

Interviewer 
For any.
Document: Interview 1 transcript.docx Tags: impressions of genre, attitudes toward genre inclusion 

I grew up listening to a lot of funk and soul music. And since I'm wearing my Beyoncé shirt today, I listened to a lot of Destiny's Child growing up, and Beyoncé. I don't think there would be one genre over another in terms of what I enjoy singing in the popular music realm. I just really enjoyed using my voice, whether it be singing with, like a male singer or a female singer. 
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pop music, that's the stuff you liked to listen to. That was what you liked to sing, but also other things. So, do you feel like there was a point where you started, or did you also always sing classically?

Participant 
I didn't take any voice lessons when I was in middle or high school. I didn't realize that was like a thing to do
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didn't take any voice lessons when I was in middle or high school. I didn't realize that was like a thing to do. But I always enjoyed all of the songs we sang in choir. I just enjoyed singing. I enjoyed singing in harmony. So, I could not remember a time when I was like, “Oh, I hate singing this song in choir,”. It was always just like, “This is something that I like to do,” regardless of genre. 
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And I have really fond memories of even singing in middle school and thinking even when I'm like, thinking of repertoire that I would do with my kids. Now I sometimes I go back and (my mom kept all of my programs and stuff), so if I go back home and I see something, I'm like, “Oh, you forgot about that song. That's such a good song. I bet my kids would really enjoy that,”. So even classical music, even with my zero knowledge of anything, like no voice lessons, I would say my choir teachers in high school and middle school didn't really teach me anything about my voice. I would say that I still just really enjoyed what I was doing in the choral atmosphere of public school.
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I'm assuming you did contests, like Solo/Ensemble?
[bookmark: _Toc204354038]Participant
No.

Interviewer 
Oh, you didn't?

Participant 
I don't know if this is like, gonna blast, you know, really shade my alma mater, but I grew up in [omitted]. We didn't do anything. We didn't do large group. We didn't do solo ensemble. We were really heavy into show choir, that was something that we did. I was in show choir from my freshman year to my junior year of high school, and it was just like, so intense for the you know, 2010s early 2000’s. My sisters and I were all involved in it. And we did a madrigal dinner, which was really cool. We got to sing madrigals and sing music from that time period. But other than that, I really did not realize how active music was in our state until I went to college and I student taught, and I taught.
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so then you said you went to [omitted]. How about your experience there, in terms of types of singing, genres of singing, both officially, formally, like, for grades and things like that, but also, during your time in college.

Participant 
They are definitely like classical; that's kind of their straight and narrow.
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I sang in a jazz choir my first year, and it was the first and final year of it being that ensemble, being just a jazz choir, and it is completely transformed into a small ensemble, more in the choral realm than the jazz realm. So that style was my first experience with jazz singing, and it was absolutely incredible.
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I sang with [omitted], incredible. 
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I sang with [omitted], incredible. And then I sang in the [omitted] choir all four years. And that was just, I mean, there's nothing like it. 
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My voice teacher was huge in just making sure that the voice was healthy and free in that classical style of singing. And he does a lot of musical theater stuff too, but he really kind of hit home for me about just singing healthily and making sure that you know everything going on inside of the voice so that you can sing any genre. 
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but he really kind of hit home for me about just singing healthily and making sure that you know everything going on inside of the voice so that you can sing any genre. It's not like they really not like he really pushed this is the only way you can sing. But I feel like he was of the mindset of, if you can sing classically, and you know all of these things, then you can sing any genre,
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But I feel like he was of the mindset of, if you can sing classically, and you know all of these things, then you can sing any genre, which is kind of the mindset and the philosophy I've taken into my own style of teaching, too, because I've found success in that genre and that kind of way of thinking, I would say, and healthy voice production.
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Can you tell me a little bit more about that, like if you think about what your teacher was telling you about the healthy voice? I know you're elaborating a little bit, but can you tell me more, and for yourself, too? Like what does that mean to you?

Participant 
Yeah, so when I learned from him, and when I teach my students, I really focus on the soft palate, lift, understanding jaw placement and the vocal, you know, all of the muscles involved, and also just the release of tension as well, making sure …(I actually had a few students this year who we were really focusing that on) just like you don't need to use these muscles. These muscles are super tense in the neck. You don't need to use them as you sing. They're just there to hold your head up. And so just allowing that freedom of sound and that release of sound through the soft palate lift, the release of sound, the relaxation of the abdominal muscles, the usage of the rib cage muscles, and then also involving the resonators of the head when they get up into their head voice and stuff.
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And so just allowing that freedom of sound and that release of sound through the soft palate lift, the release of sound, the relaxation of the abdominal muscles, the usage of the rib cage muscles, and then also involving the resonators of the head when they get up into their head voice and stuff.
Document: Interview 1 transcript.docx Tags: registration-head-chest 

Okay, so now, if you had to say what genres you sing most often, what would that be?

Participant 
I would say, in my teaching realm, I sing classically and jazz, and then outside of the school day, I really don't listen to a lot of classical music. 
Document: Interview 1 transcript.docx Tags: top genre-performing, story, context of work 

isten to Beyoncé, and I listen to a lot of instrumental music too, like Cory Wong and Vulfpeck and funk groups, or whatever's on KCCK, or Elmo or Frozen when [omitted] is in the car. So I guess I would say, I do sing more musical theater than I thought, because I'm singing along with a lot of the stuff that [omitted] wants to listen to.
Document: Interview 1 transcript.docx Tags: listening vs. performing genres, experiences with genres 

So, you're singing classically for work, you're singing classically for your teaching, you're singing Beyoncé at home. Do you feel like you can ‘sing’ Beyoncé?

Participant 
I feel like I can sing any genre. Teaching privately has pushed me kind of out of my comfort zone with some of my kids who are more interested in musical theater or stuff like that, 
Document: Interview 1 transcript.docx Tags: sense of competency, self-identity as singer, experiences with genres, beliefs regarding genre specific technique, context of work 

Teaching privately has pushed me kind of out of my comfort zone with some of my kids who are more interested in musical theater or stuff like that, and I'll be honest with them. I'm like, “My background is not in this, but I have so many people that I follow on the internet, different voice teachers who have different warmups and they are really in that genre that I learn from, and so I'm gonna help you achieve this in what I believe is a healthy way, in my perspective.”
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I'll be honest with them. I'm like, “My background is not in this, but I have so many people that I follow on the internet, different voice teachers who have different warmups and they are really in that genre that I learn from, and so I'm gonna help you achieve this in what I believe is a healthy way, in my perspective.”

I think if it were ever to get to a point where they wanted to pursue it professionally or in college, then I'd probably be like, “You should go to someone, find somebody who really, really, really, is involved in this,”. But I feel like the way that I've taught, especially my high schoolers, is a way that's healthy and in the genre that they want to have fun in and sing in. So yeah, I sing more musical theater than I didn't think I would.
Document: Interview 1 transcript.docx Tags: adolescent instruction, attitudes toward genre inclusion, impressions of genre, beliefs regarding genre specific technique, context of work, motivations for selecting genre, experiences with genres, feelings of lacking skills, teaching goals, healthy singing descriptions, identity as a teacher 

Did you ever do musicals in high school or college?

Participant 
I did a few in high school because I was friends with all my theater nerdy friends, and so I just did a few summer shows. But I never ventured really into pursuing it, like, kind of on my own or in college. It was more like my friends were like, “Let's do it!” I'm like, “Okay!”
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So, what do you do when you're at home singing Beyoncé? Do you do anything differently? Do you make adjustments?

Participant 
I do, I think about it a lot, actually. I think more when I was younger and learning how to sing, like in college, and I would have a five-hour drive home from [omitted], and I would just sing and sing and sing, and I would apply different techniques to my different pop songs and see what it would feel like to sing them classically, versus, like, in a pop way, so that I would understand what was happening.
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do, I think about it a lot, actually. I think more when I was younger and learning how to sing, like in college, and I would have a five-hour drive home from [omitted], and I would just sing and sing and sing, and I would apply different techniques to my different pop songs and see what it would feel like to sing them classically, versus, like, in a pop way, so that I would understand what was happening. And the biggest thing that I feel like I change is the shape of my jaw and the height of my soft palate, and just everything going here (points to front of mouth, teeth) … I don't really have any backspace…when I'm singing pop music, okay? Or…I guess I don't, I don't think about it as much. Like, if I were to give it a percentile, maybe it'd be like 70/ 30, 70 being the forward, ‘poppy’, bright, forward sound, and then 30% being when I need the space, getting it. 
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Or…I guess I don't, I don't think about it as much. Like, if I were to give it a percentile, maybe it'd be like 70/ 30, 70 being the forward, ‘poppy’, bright, forward sound, and then 30% being when I need the space, getting it. But I don't really have to think about it, I guess, anymore. Then when I sing it, because I just sing all the time, part of what I do now, it's really, I'm really glad that I took those five hours between [omitted] and [omitted] to do that, because I feel like I'm really good at giving those different examples to the kids and to my private voice students when I'm like, “Do you hear the difference between this and that?”, and then, “Oh yeah, I do.” “Yay! Good.”
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Can you imagine what your college voice teacher would say if they were in your voice lesson now where you're saying, “Here's a ‘pop’ way to do it.”? Would they have an opinion on that?

Participant 
I think I teach a lot like my voice teacher, and so I think he would be like, “My gosh! That's exactly what I do.” 
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I think I teach a lot like my voice teacher, and so I think he would be like, “My gosh! That's exactly what I do.” You know, there are some things that are different, I think especially because I work with younger kids. I only work with four high schoolers now in the private voice sphere, but I started when [omitted] was in third grade. [omitted] was in fourth grade. [omitted] was in seventh grade. So, I've been working with them, and some people don't teach that. I wouldn't say I was teaching them anything about that when they were in third and fourth grade. It was just like, “Let's sing and let's breathe,”
Document: Interview 1 transcript.docx Tags: context of work, teaching techniques in studio, identity as a teacher, adolescent instruction 

Did you work on breathing technique?

That's mostly all I worked with those younger kids, with [omitted] and [omitted] when they were in third and fourth grade. All we worked on was breathing and dropping our jaw and just letting the sound out. We didn't talk about anything else, really. Now, [omitted] is in sixth grade. Her voice is pretty mature for her age, but I've told her, I'm like, “There's a lot of things that we're gonna start working on next year, when you're in seventh grade,”. And there's things we've talked about, like the female voice change and different stuff like that, but I'm like, “We're not gonna really touch on anything, because you don't need to worry about it at this point in time.” I didn't really start doing the things that I was taught in college - the forward placement, the resonators, all that goes into it -I didn't start that with [omitted] until maybe a couple months into her voice lessons after Opus in seventh grade, when we were done with that audition process. And I think that's a good time, seventh and eighth grade are a good time to start talking about those things because they're going through that voice change, and they can kind of comprehend it just a little bit more. 
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So, I think if my voice teacher was watching me teach, he would be like, “Yep, that'd be what I would do.” And like I said before, I think if you can sing classically, I think if you understand all of this, and then if you wanted to pursue another genre, I think you'd find a lot of success, whether it be through listening to that genre and emulating what you hear, and also going to, like, a different teacher. If you did that, I think you would still find a lot of success if you had that classical start, just because you understand the mechanics behind that vocal production, in my professional opinion.
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So, your voice teacher. How do you think they determined what genres they were going to use with you?

Participant 
Well, I think it's because of the institution I was at. 
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So, your voice teacher. How do you think they determined what genres they were going to use with you?

Participant 
Well, I think it's because of the institution I was at. Like, he was an adjunct, and he went around to different private colleges and taught private voice, and then he also had his own studio in [town], him and his wife, and a lot of my close friends learned from them, too. They were just incredible teachers. They did so much in the theater community in [omitted] I never went and saw him sing or perform, but his daughter is huge in that community when it comes to theater. She does like that [omitted] talent thing at the State Fair. I would say that his background was probably classical and musical theater, and I think that the institution probably helped guide that as well. I can't speak for other institutions, but, thinking of my teachers that I had and the other voice teachers that were at [omitted] at that time, were very much kind of, I think, the same vein of… 
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And I would say, I went to [omitted] at a time of transformation. Like I said, I sang in that jazz choir for one year, and then it kind of shifted into something else. And so, I think at that point of [omitted] for the music department, that year was kind of transition into, like, a full, kind of operatic, classical vein and style. Opera workshop was a huge deal. And they still did musicals that were very successful, but I would say the general output - classical and operatic style and education.
Document: Interview 1 transcript.docx Tags: training experiences, top genre- training, institutional influences 

So, like, your recital was going to be all art songs, because that's what the music department was doing.

Participant 
Yeah. And you could sing other stuff. Like, if you wanted to sing musical theater at one of your recitals, oh yeah, your teacher is going to help you achieve that, especially with the kids who weren't, like, majors in it. A lot of my friends who I sang in choir with weren't majors, but they still took voice lessons, and they were able to sing classically or do like old school. My friend [omitted] did a lot of old school Broadway classic, you know, golden age of Broadway singing and stuff like that. You can bring that to your teacher, and they're not gonna be like, “No. Never. Throw it in the fire, this is not art.” But you know, if you, I think, as a music educator, as a vocal educator or a vocal performance major, you were taught arias, art songs. You were given that, I think, all the tools you needed to go out and be like a successful teacher or vocal performance person, artist.
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Were there any styles or techniques you were discouraged from performing?

Participant 
No. I think I was very-what's the word I'm looking for? Ignorant. But just because of the lack of education that I went into college not having. 
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No. I think I was very-what's the word I'm looking for? Ignorant. But just because of the lack of education that I went into college not having. Like you think of all the other 4A schools in, and now 5A, in [omitted], and how… Incredible teachers. I taught at the 4A level for a little bit. Incredible teachers, and then incredible opportunities that they give their kids. And I just think, “Oh, my God, I had none of that going into college,”. And so, I'm singing with even kids my own age, not just the upperclassmen. And I'm like, “You sound like that?” And I'm over here just like sounding like…like me. So yeah, ignorance, just going into it, so I'm not sure if I even would know to how to ask about certain genres.
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And I, again, I really enjoyed the classical genre, so it’s not like I wasn't doing something that I enjoyed. My freshman year, when I sang in that jazz group, that was my first time doing jazz, and so that really opened my eyes up to that genre. But again, I wasn't like, “Oh my gosh, I'm going to be a jazz educator. Like, this is what I want to do.” It was like, “Oh my gosh, this is cool. I never thought about singing like this before.” Ignorant. And just being exposed to a lot of stuff, but also just enjoying my classical track, whatever they do, yeah, I really did enjoy it.
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What context are you working within now?

Participant 
So, like?

Interviewer 
Could you describe how are you practicing as a voice instructor? All the ways.

Participant 
Yeah, so I always think, I try and do my best with sixth, seventh, and eighth grade to introduce some sort of technique: soft palate, resonance. 
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Head resonance, especially for my girls going through their voice change where they start to lose that vibrancy that they had in sixth grade. We do a lot of just open sound, forward resonance, soft palate. I would say those are my main three-plus breathing, always-main four that I teach in the classroom. 
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If I were to connect my classical training to what I'm doing, because I try and be a voice instructor first. And I think that comes from my experience that I had growing up of just being like, “Sing.” It's like, well, I can do that, because I grew up in a musical family where we were just listening to music all the time, and I played piano. I can do that, but I think about the kids who can't, or who don't grow up in that, you know, household, and so I really try and educate them about all this going on in, like, the plainest of terms that a sixth-grade mind can comprehend, or a seventh and eighth-grade mind can comprehend. 
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And then I teach privately. So, I've got about four high schoolers now and then two middle schoolers. So, then I really get to do dig in and it's so fun. I mean, I had [omitted] singing folk songs and art songs. 
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mean, I had [omitted] singing folk songs and art songs. You know you've got that Folk Songs for Beginners by like J. Althouse. Those types of voice books, or Easy Songs for Beginning Mezzos, blah, blah, blah. I had her starting to sing those in seventh grade, and now she's singing full art songs for solo ensemble and for our recitals at the end of the year. [omitted] is singing those as well. Yeah, [omitted] and [omitted] are too, and so it's been really fun. It's super fun to kind of dig into that stuff that I really enjoyed as a student, and also taking what I learned from my own voice teacher and teaching it. And I think I've discovered my own style of teaching to make sure that they're as successful as possible.
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It's super fun to kind of dig into that stuff that I really enjoyed as a student, and also taking what I learned from my own voice teacher and teaching it. And I think I've discovered my own style of teaching to make sure that they're as successful as possible. 
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Do they ever bring songs to their lesson that they’ve chosen? Do ask if they can do them?

Participant 
I'm always I'm so open to that, especially for like, when [omitted] and [omitted] were super young, it's like, “I'm not gonna make you sing anything that you don't want to sing.” The older kids, now if they're auditioning for something, or if they're in a show of some kind, or even if they're in, like, my jazz ensemble, or a jazz ensemble, if they want to work on anything, or All-State or Opus, then I'm like, “Yes, bring it in”. Then we can work on it together.
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And then I usually come to them with two or three art songs, classical realm songs, and then if there's a certain song that they want to sing, they're always more than welcome to bring it in and then we just work on it. I think [omitted] sang ‘Colors of the Wind’ and two songs from The Sound of Music. With those young kids I really think, “Here's some ideas that I have.” You know some folk songs, or I've got my children's books of, yeah, giant books of children's vocal solos, but they usually bring stuff to me and I'm like, “Great, let's do it. How can we sing successfully and healthily?” 
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I think the other thing that I do with my private voice students, especially, it's harder to do in like a larger group, is I always ask them how it feels to sing a certain way. I make, I try and make them as acutely aware of how it feels for them, and I tell them, “Because I don't know. I know how it feels for me, and you know how it feels for you. So if you can describe this for me, then I will be able to guide you.” And we've found a lot of success that way, which has been amazing. It's like the best feeling when they get it.
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But I think people are now saying, you know, it doesn't necessarily feel the same for everybody, so do we need different names or whatever. What do you do? You specifically train head voice, chest voice, or modal, loft, or whatever you're calling it?

Participant 
I do. I try and teach both head and chest and then, like, the bridge in between and that mixed voice realm. Because again, and, and this is going back, because I think if you truly understand all of that, then you can be successful in any genre. And I found success that way. And so, I think being able to impart that to them, I think I found success as a teacher that way as well.
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And having that head voice, I think I love the chest voice. I'm a belter through and through. Maybe not. I guess I wouldn't even say a belter anymore. I don't really belt as much. I'm chest voice dominant, though, like I'm an alto. Give me that low harmony, let me sing with like a male singer. If I'm listening to the radio, then I can really, you know, go for it. But I found some of my altos come in and they have lots of tension because they're bringing their chest voice up so high. Like, that's incredible. I wish I could do that. I still tap out like an A above middle C. Pretty good, but I'm like, “That's amazing. Let's make sure it's healthy, and let's make sure that we can still apply it to the songs that need to be applied to. And other songs, you can make the choice and know what would work best for a song in a different style and how to work with your head voice so that you're not singing Sure on this Shining Night and mix belting a high C,” you know?
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Belting. You feel confident doing it. It sounds like you feel pretty comfortable teaching it, explaining it? So, did anyone ever teach you?

Participant 
I would say that I just taught it to myself. And I think a lot of altos are the same way, because we just listen and we emulate.
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I've always sung alto. The last time I sang soprano was in sixth grade. I'll always remember that, and then I got switched out, like whatever, that's fine. And it feels so powerful, and it's such a visceral feeling. I think that it's just so comfortable for everyone to sing in that low register. So, I feel comfortable teaching belt to a point. And then, [student 3] was like, “I would really love to learn about mixed belting this year,” and I said, “That's not my forte. Let me do some research and find like, warmups and different things that will help you be successful in that. And that will kind of push me out of my comfort zone, too. That'll make me a better teacher. I'd love to do that with you.” And so, kind of understanding that realm a little bit more as well.
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Do you remember, when you went to do some research, where did you look or what were you using as a resource?

Participant 
Like I said, I follow a lot of voice teachers online who are in the musical theater realm, or, like, they're actively performing and they're actively teaching, and so I usually find their accounts and watch videos of the different stuff that they do. And I haven't really bit the bullet yet on paying for a course, because that’s expensive. But I think down the road, if it's something that more kids want to do and more in line with what I want to teach, then I think I would kind of dig in a little bit more, too. 
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And so, allowing those kids to kind of try different things, I'm like, “Thank you for being my guinea pig and, finding warmups that work for you. Maybe I thought this was gonna work for you, and then it didn't.” and stuff like that. So, yeah, always, always trying to look up different stuff too, because I didn't really have a lot of that, and I wasn't really interested in that when I was in college, but now I'm more interested in it, just because my students are more interested in it.
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But was there any genre discussion in your vocal ped courses, or any of your training?

Participant 
I think so, mostly in my voice lessons. I believe. I'm trying to think. Vocal ped, I don't think so, when it came to like, the genre discussion, yeah, just from what I can recall.
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think you said you the Clifton Ware book is one of your favorites, right? And I think that one's kind of, if I recall, pretty open to different styles of singing.

Participant 
I honestly, I'm like, “You drew the pictures of the, you know, all of the everything” and, yeah. So I look at this one a lot. Then I just got some more. Just overall, through the course of the year, years, spectrum of voices, I really enjoy Diagnosis and Correction of Vocal Faults, amazing. Yeah, that's a good one. Scott McCoy, yeah. So, I try and look at those, every year I find something that I'm like,
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”Let me just look it up and just remind myself,” or one of my students, had really bad neck tension, and so I was doing a bunch of stuff with those books and different things to help relieve that. And she had a weird pop the top of her going from, like her chest voice to her head voice. And I, I am, like, 100% sure that it's her soft palate wanting to drop and then just getting, like, a little flippiness, weird. I don't even know how to describe it, but …crunchiness, that's what it sounded like. Like, almost like vocal fry. No, just like, the voice was not settling, and then it would like, flip and it couldn't sit on that note, and it would just flutter and flutter and flutter. And I think we found out that it was because her soft palate. It's because she took her chest voice so high, and I think she just wasn't used to singing in a certain style in musical theater, where your soft palate’s a little lower, and just that muscle wasn't used to staying lifted, there fatigued, then yeah, and so just building the muscular strength to really lift.
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At what point in your education did you decide you were going to teach voice?

Participant 
I feel like I wasn't originally intending to teach voice privately, but I was lucky enough - my first job was at a 2A high school. I got to teach voice lessons to all the high schoolers, that was part of the curriculum. And same thing when I moved to [omitted]. I taught voice lessons as part of the curriculum, and I really enjoyed it. So I did not think about that when I graduated college, and then I was like, “Oh, I would love to have voice lessons during the school day,” and then I just truly ended up really enjoying it. And so I didn't do any private teaching when I was in [omitted], just because we were so darn busy. But once I got here, [omitted] asked me if [omitted] could take lessons with me. And I said, “Yeah, sure.”
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when you were at [omitted] your intention was music ed?

Participant 
Yeah, yeah, I didn't really think about teaching privately, potentially, like, any age level or, I was definitely secondary, middle and high. And my first year of teaching, I had the craziest kids. I never thought I would teach middle school again, and now I'm here, and now I'm the opposite. I'm like, “I don't think I will teach high school again. I think I'm good.”
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Did you have access to and participate in voice pedagogy training at some point in your education?

Participant 
Yes, it was not required, though, which is interesting,

Interviewer 
interesting, yeah, it was just like, “hey, take this if you want. You might teach voice.” 

Participant 
Yeah, yeah. Voice ped and also, my diction courses were not required. And so I was, I mean, every music educator is overloading on their credits regardless of what they're taking. But, so I took all four dictions. We just did German, French, Italian and English. I don't think I said that one. And then I took voice pedagogy, I think it was my junior year, which I'm super glad I did.
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Did you have access to and participate in voice pedagogy training at some point in your education?

Participant 
Yes, it was not required, though, which is interesting,

Interviewer 
interesting, yeah, it was just like, “hey, take this if you want. You might teach voice.”
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Yeah, yeah. Voice ped and also, my diction courses were not required.
Document: Interview 1 transcript.docx Tags: access to training, access to foreign language singing, top genre- training, vocal pedagogy classes specifically , training experiences 

do you feel like you would still define healthy singing in the same way, or do you think it's different? Are there things you would say differently?

Participant 
I think my younger self probably thought that classical singing was the only healthy style of singing. Now I know that's not true. I still think, and it's because this is what I'm comfortable teaching. Starting classically allows you to do any genre, but if you start in musical theater, and if you find success and you know you're not hurt, if your teacher is a good teacher and is teaching you healthy singing, then who am I to say that you're wrong? I guess that's how I feel.
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I think my younger self probably thought that classical singing was the only healthy style of singing. Now I know that's not true.
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Yeah, I think...well, you...you teach what you know, teach what you're good at, and make sure that it's healthy singing. I think that should be our goal, first and foremost, as vocal educators. 
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Yeah, I think...well, you...you teach what you know, teach what you're good at, and make sure that it's healthy singing. I think that should be our goal, first and foremost, as vocal educators. There are so many great teachers of singing who do not follow the same style as I do, same genre. That is totally okay. Like, there's nothing wrong with it as long as it's healthy. And I think, I think a lot of people would agree.
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So pop, musical theater, classical, jazz, gospel, folk, country, and then there was ‘other’. So, the first part of my question is, what is your opinion on the genres listed above? Do you feel they're clearly or easily defined?

Participant 
There's the beginning of this Beyoncé song, and it's off Cowboy Carter, which is country, which is not her main genre, right? But it's Linda Martel, who's one of the first, like, Black country artists. And she says genres are a funny little concept, aren't they? And like, definition, they're easy to understand, but in practice, like, can they really be defined that way?

So, I think a lot of genres, obviously, when it comes to the musicality of them, the style of them, like, yes, they can be defined a certain way. But I think vocally, if I throw a twang on it, then it's gonna sound country. If I mesh all my consonants together, maybe it'll sound more poppy. So vocally and song wise, I don't really know if you can say pop and country, especially the more popular genres. Are they really that different when it comes to the singing style? Unless you're manipulating in your voice a certain way.
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Yeah, okay. We've already talked about how many or which genres you include in your instructional approach. That kind of varies by kid. 
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And we've talked about-do you approach them differently in terms of technique? Yes, depending on age, yeah, sure. 
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How do you decide what genre of repertoire to use with your students? Like, think of like all the influences, 
Participant 
My own personal preference, I guess. Okay, you know, if I had more background in a different genre, then I maybe would include that more in my thought process when I'm first picking out repertoire.
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when I'm first picking out repertoire.
But I really go to the books I always use. Art songs, folk songs, lots of folk songs, especially with the younger kids. But I like the kids who come to me and want to sing. I think they know I'm a choral educator. They know I'm a classical educator. And when I ask them, a lot of the times, they're like, oh, I don't care what we sing. I'm like, “Well, I'm gonna choose what I like.” In my mind, I'm thinking, “I know how to teach this well. I know how to teach the basic concepts of singing this song or this style well, and I can, I can have these kids be successful singing in this style.” Think that's kind of my thought process on it.
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And I've been pushed out of my comfort zone. Maybe five years ago, if I was given like a musical theater piece, I'd be a little bit more hesitant to teach it. But now it's like you go out and you find your resources and warmups and pedagogy to make your kids successful. I feel more confident in the genres that aren't my main classical style, but I think my verbiage is pretty cross genre, and I'm able to use what I've learned classically and apply it to different genres. When kids bring me different styles.
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ou mentioned about your [omitted] that there was the institutional influence on what your teacher taught with you. Do you feel like there's any of that for you?

Participant 
If there is, I think it's subconscious, just because that's your institution, right? The western choral Lutheran tradition, like with a little bit of gospel, a little bit of spiritual drama in there, and you understand that, I think that does change your perspective a little bit when you're in that and I can't speak for obviously, the big state schools, but those private colleges are really carrying that, that that Lutheran choral, western choral tradition, and they're doing it so well, and so getting to sing in that style, and getting to sing really incredible repertoire in a successful program like I'm sure that influences, I'm sure it influences me, whether it's conscious or subconscious.
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What about this institution, as an educator within public schools, or public schools in [omitted] or within the [omitted] High School Music Association? Do you feel like there's an expectation?

Participant 
So,. I mean, I think there's different rules that apply for, like, solo, ensemble.

Interviewer 
What are those? Besides the specific ones about, like, you can't change the music at all. Are there genre rules for that?

Participant 
I believe there are genre rules. I've been out of the game for a while because I've just been accompanying but I feel like it has to be at least one art song, following in that kind of classical tradition, I'm trying to think. But it's interesting that you can't really change any-you can't change the music, but our band and orchestral colleagues can, whether it's like a repeat sign or anything like that. We can't.
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So, I try, like to give them an avenue for all the kinds of performing that they... that they want to do. I try. I've done two recitals in the past, and I just did one this year for my voice students. But even just the one was super nice for them to perform, and just get used to performing.
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But even just the one was super nice for them to perform, and just get used to performing. Because, like you said, it's like, what we're teaching them is dictated by, you know, maybe what they're singing in public school or theater activities and different stuff like that. But I feel like I still have, we still have that goal of what we want them to achieve, or what we want to teach them over the course of the year, and how to make them successful, or kind of push them kind of to that next stage of their singing.
Document: Interview 1 transcript.docx Tags: institutional influences, top down teaching, teaching goals, motivations for selecting genre, student led pedagogy, repertoire 

What resources are most helpful to you when it comes to informing your instruction? We talked about that. Are you able to find the information you're looking for?

Participant 
I am usually, yeah, even if it's like, super specific, like when I was working with my student who was having this, like, break, flip, soft palate issue. I was kind of exhausting all the options. Is it neck tension? Is it tongue tension? Is it blah, blah, blah, like, let's start kind of there. And so just looking up tongue tension when singing, you're able to find a lot of different stuff. 
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I've got some stuff from my own problems with singing, and things that I've had to work on, looking through my books, internet, like I feel like I don't struggle too much with finding what I need to.
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And I also haven't run into too many issues I felt like locked on, where I felt like I have no idea what's going on. I feel like I've been able to find the solutions, which is good.
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Are there topics or techniques you would like more information on?

Participant 
I think I would love to do more voice pedagogy without having to go back to school. Whether I think that's something I'm really interested in. Just, yeah, I'm really interested in it just in terms of, just for my own teaching and for my own understanding. I think that would be amazing, and for my own students. But it's also just like a nerdy thing, like [omitted] showed me a video of this basketball player who has, like, two different voices. Like he's speaking really low in his fry tone, and then when he goes up here, it's like a completely different person. And he was like, “I just thought you'd think it was funny.” And I'm like, “Oh, man, I'd love to get a scope of that,” and then, like, just total nerding out over what it could be. But, yeah, I think finding the time to learn more about voice pedagogy would… I'm so thankful that I have, you know, like a foundation for it, but more of it is, you know, never a bad thing.
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I guess the overview is, I was brought up playing trumpet and piano. Didn't start singing till I was a senior in high school, because I had a last course time to fill. Took my first formal singing lessons in college, and that's where I really fell in love with choir, singing and acapella and all of that. But I was an English major, wasn't going to major in music, and then a number of years later, I said “The only thing I really like doing is music. So, I think I'm going to go back.”
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And I was, at that time, nearly married to somebody, so I was on a university campus, and I was able to work on campus and take classes for free and what not. So, I got a Master's in -sort of, it wasn't really-we didn't really have a master's in vocal pedagogy. It was a Master of Arts, but most of my coursework was in vocal pedagogy. And I went to that because I was having a lot of vocal difficulty, getting hoarse, even just from warmups and I needed to straighten out my voice.
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I had a wonderful teacher who did that, and then along the way, I started taking these vocal pedagogy classes. I thought I was going to do choral conducting and what not, which I do still do, but I ended up getting more interested in voice. II graduated in 1996 and then I moved to [omitted] and directed choirs and taught singing there, came back, taught at a dance school. 
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I had a full-time job teaching singing at a dance school, and that had a lot to do with, well, actually, how I got to teach multiple styles of music, which I know is your thing. 
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And then as a singer, mostly I, for years, did choral singing. And then obviously, when I was taking lessons in graduate school, started doing solo stuff, was in the opera workshop, and then many years later, I got asked to join a bluegrass band. And so I had now that went one way, and now I'm singing with just the banjo player, and I learned to play bass, and we have a duo. So that's the kind of music that I do. And then before that, for a while, I was joined up with some people, and we had a bossa nova band, and I sang bossa nova. So it's, it's kind of a mixed bag, and I don't, other than the bluegrass, country stuff, I don't actually really sing that much. 
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It's tough when you're a choir director and full-time teacher of singing to actually, you know, join a choir or audition for stuff. And I have, because I'm a single person, supporting myself doing music. I, you know, I can't really just sacrifice a night of teaching to do something I want to do. So sure, that's quite the drag, but I do at least get to get out and perform, and sometimes I sit in with my jazz band friend.
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t was the [omitted], and [omitted] was there at the time. She was known as [omitted] and she was my main teacher at [omitted] And so they had a lot of offerings in vocal pedagogy courses, specifically, not just in, you know, generally like singing, like training she taught, I don't know if she taught the same course. Maybe she had a yearlong course, but it wasn't enough course work to actually qualify for, you know, a named major. So, if you were to take a vocal performance, and take some classes in vocal ped, which is what pretty much all of us did, the degree ended up being a Master of Arts, the musicology degree, but almost all my coursework, as much as possible, was in singing and choral methods.
Document: Interview2 both parts transcription.docx Tags: access to training, story, vocal pedagogy classes specifically 

Not really. I would dive into anything. In fact, this coming weekend, I was originally scheduled to go up to [omitted] which is where I did my undergrad. I go back, and actually I do choral singing up there when I go, but there's a sort of rock kind of a thing that I get asked to do backup singing for a lot, pretty much every year for that. And I was going to go up again this year, it was going to be much more rock oriented. And I just did not… I would do it, but I wouldn't feel like it was my thing. So as much as I, you know, rocked out when I was in college, I think now I, -and probably because I've been feeling like, with all this pollen and a leftover thing from the COVID days, (my choir tends to like to really spread out in the space. And I'm not always very good about projecting my voice properly in that environment, and if I'm singing loudly, so that they can hear me). I'm doing enough to abuse my voice while I'm working that I decided I didn't really want to, you know, do more of that. So that's as close as I would come to saying…I don't think there's anything I wouldn't do. 
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o that's as close as I would come to saying…I don't think there's anything I wouldn't do. Okay, crash head, banging music, but I don't like it. I wouldn't ever be asked.
Document: Interview2 both parts transcription.docx Tags: singing voice health issues, experiences with genres, genre and identity, genre references/descriptions, Avoiding genre 

o, we're going to more ‘early days’. You said that you didn't start studying voice until college. I'm wondering if you ever, when you were younger, like before you went to college, did you have any impressions of genres in terms of learning?

Participant
No thoughts at all about it. Singing was not really anything that was done in my house. And in those days, you know, it was a very instrumental-music-oriented home. And I had a transistor radio, remember those? Don’t know how old you are. But, you know, under the covers, I'd listen to the monaural ear bud to try to get a handle on pop music, which, because my parents were very much, you know, we listened to classical music, but they didn't like opera. So, I grew up thinking that opera was somehow not a good style of music. My grandmother, who lived next door, loved opera, but I didn't personally have any thoughts about music, about vocal health, but I will say - this is maybe not related -but the in those days, in the 70s, late 60s, 70s, there's a lot more harmony in the pop music. And I actually think I was drawn to a lot of that music because of the harmony.
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Okay, so that was in your middle school days? High school days? And was there any kind of, I mean, any anything related to genre that you can think of there too, even with like, attitudes of your parents or your teachers or your own, you know, listening to the stuff on the radio versus what you would do at school?

Participant 
It was a fairly impoverished music program in my high school. We did have a stage band, like a swing band, and that was a lot of fun. And then there was a concert band. There was no work of straw. I just was happy to do any of it. I think I was just open, you know, like Duke Ellington said, “If it sounds good, it is good.” I think I didn't really make any judgments about anything. Now, it was a long time ago.
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I was not seriously majoring in voice, it was, but it was something I did. Yeah, okay. I had two years of lessons, and I do remember, we did, she did the 24 Italian Songs and Arias. And then I remember one time having a friend who played piano and working on ‘Die Frauenliebe und -leben’, and loving those songs, and also the first three, the lieber, ‘Die Rose, die Lilie, die Taubet, die Sonne’. And I just loved working with the pianist on those. But I was also singing in an acapella group doing doo wop. So, okay, it's …everything is very inclusive.
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Did you feel like your voice lessons were applicable to your acapella work?

Participant
Oh, not particularly, but I don't think I thought about it that much. Okay, I was kind of in a blur. I was sort of… not really. You're asking questions that I don't think I ever thought about.
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So, I'm gonna… know what I thought about it, because I didn't think about it. Yeah, it just went, “Okay, we're singing a doo wop song, okay? Sing the right notes and sing them in tune add some personality and blend with your choir mates.” And that was sort of as far as it went. I do much later, I remember she was not somebody, that teacher, who dictated: “Don't be in choir.” She was not somebody who said, at least never to me. But I do know that there, later on (when I moved to where I am, in [omitted],) I knew people who were studying up at [omitted] and there was a teacher up there who did not want her students to sing in in the in the university choral program, which was an excellent program. You know that that attitude of somehow, it would wreck your voice. And I still don't really get it, but I know that those kinds of attitudes were around. My teacher did not have that kind of an attitude.
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Didn't have much to say about it, you know, one way or the other, she just would sit in the back of studio class...yeah.

Interviewer
You said that in terms of repertoire, you did the 24 Italian Songs and Arias. Do you remember any other genres from those college days?

Participant
No, I was sort of doing one credit of voice, but she did have the studio classes. And mostly what I did was that repertoire. I may have done a Handel piece. I don't really remember. The things that really stick in my mind are one of the very slow ones from the 24, the first one I learned. Now I know that, looking back, why she had me do that one first, right? And I remember those Schumann songs, specifically, as just being really wonderful. I mean, they still are.
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Let's talk a little bit about healthy singing. Can you recall as a learner, what were some of the initial things you learned about healthy singing?

Participant
My teacher in college didn't really talk about it. I think she was one of those. She was quite old in the 80s when I studied with her, and so I think she was, you know, one of those that was before this whole blossoming of voice science and actual out there talking about healthy singing. It just isn't something we did. 
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I think the genesis of my singing issues, I think there are two things. One of them may have been playing the trumpet, because I think it requires more breath than you need for singing. You know, its smooth, consistent breath flow, so that part of it was good, but it was probably just too much. And then years later, I was the person in the section who always knew my music before everybody else. And if you sing in a group and other people- “Oh, I'm so glad you're here, you know, now I can follow.” And then you take responsibility and you over sing. I think those are the problems that I had. But none of that really came too much to light or was discussed at all in those lessons. I think we probably did work some on breath, but she was really about placement, and... It's interesting. I don't remember any of those conversations, actually. We didn't really talk about it. Or at least if we did, I don't remember, because it's kind of a blur. 
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here was really one summer I spent in [omitted], and I was hanging around with my friends who played in the rock band, and everybody smoked and I smoked, you know? And I come back for my first lesson in the fall, and she says, “You sound great. Have you been practicing?” So, I think, maybe I was relaxed? You know, looking back as a teacher, was I relaxed? Sometimes it takes the summer off to let the ideas percolate down. I don't know, but she really did not talk… It was a whole new world when I went to in graduate school and, you know, just, you know, 10 years later, and [omitted] knew so much about voice science and what was going on.
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Okay, let's talk about genre. Was it similar to what you did in your undergrad? 

Participant
Yeah, I would say yeah, we did the 24 or actually, she used to use the 26, rather than the 24 and Fauré and Monteverdi. I loved early music. She often would not -because I was an adult student, I think-she allowed me to choose repertoire more than her undergraduate students, and she would make suggestions, but she wouldn't, and because I was there, not because I was in the graduate program, and I was, you know, I already knew a ton about music, I think I was really there for vocal health. Actually, that was the original purpose of my taking lessons with her.
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Yeah, I, it needed to get straightened out.

Interviewer
Did she have insights for you in terms of vocal health, or did she influence, you know, how you think about health?

Participant
Absolutely, yeah, yeah. I would say there was one question in your survey, I think about, you know, “Do you do mostly what your teacher did, or do you do other things?” There's a lot of both. I did learn a lot in the vocal pedagogy, and of course, every time I go to a master class, but a lot of the things that she did in the lessons, I do find myself applying. How to talk about breath. She had written her dissertation on breath and about how many different ways there are to talk about breath. And she put out a survey, and - she put out 100 surveys, and she got 98 responses. And like all of them, different about how to talk about breath. So, it was really fascinating. So it was, I would say, a lot of what she had to do was, for me, it was about holding back on breath. I needed to use a lot less breath. Okay, so that was, I think, the main thing that we worked on. And then, of course, you know, placement. And, you know, I had a very tight jaw. My tongue was going back. You know, all the things that you'd expect, these are the things that we had to deal with. And then, of course, the issue of control. You know, I was always trying to control everything and micromanage and all of that. And you know, people do that, and many of my students do that. You want to get it right. And so, I remember her saying, “You got to let go of control” And at that time in my personal life, I was like, Ray, just enough. A control issue. So, I would say yes, some of the very things that she said to me, I find myself still saying, and so it's sort of in her honor, and because they worked.
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o, I think you said with her in regard to genre, that she would let you have input because you were older. Did she ever choose anything outside of classical if you didn't ask for it?

Participant
She did not, no, and I don't think she was against it, but she ran the opera program. It was classical singing that we did. I recall a ton of musical theater at [omitted] that must have been, but I don't remember it. But now, one of the women that was in our studio at the time I was there, I'm pretty sure, is still running the music theater program. So, she was not against it, [omitted], my teacher, and I'm trying to think. She may have brought in people sometimes for workshops and whatnot, that would talk about other styles of music, but really, she was pretty straight ahead classical.
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Okay, and do you feel like at that time, that's kind of similar to your undergrad, where you were just like, I'll sing what you tell me to sing, and we'll work on things. And you weren't asking to do other genres or anything like that?

Participant
At that time, I wasn't, no, I was really focused on just feeling good when I sang. 
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And I didn't really know, oddly, there was a huge jazz program at [omitted] and really, really top notch now, looking back. [omitted] was adjunct faculty. And, you know, it was a really great program. But we never, I don't remember there being a singer. I don't remember that being, actually, anything I paid attention to. It's really interesting how, how classical or I mean…I remember one time being at a master class, somebody was talking about French art song or something. And meanwhile, Bob Dylan was playing across campus, and I was sitting with another guy from our studio, and I was saying, “If somebody had told me 10 years ago, I'd be sitting here at this instead of over there, I’d have told them they were crazy.” So, yeah, we were 100% classical. But again, I don't think she was against it. It just, it's not what we did.
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eah, you know, the lane was classical opera, and, you know, that was what she was training. And all the teachers there, actually, there wasn't really anybody doing anything different. It was a small department. There was no doctoral program there. There were some very good performers and stuff. Even the master’s program. I was mostly taking courses that undergraduates were in, except for the graduate seminars. And there was only, like five or six of those. You were in classes with undergraduates, and you just had an 800 number instead of a 700 number. So, it wasn't a huge department with lots of offerings, and I don't think it's any different. Now I haven't checked lately, but if I have students who apply from time to time, I'll look at the department to see what's going on.
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Your experience as a teacher, you said already, was in a private studio.

Participant 
Yes.

Interviewer
Tell me more about that. Your experience as a teacher of singing.

Participant
I started teaching a lot privately when I lived in [omitted] and then obviously when I came back a little bit. But my main job, I had a full-time job, salary and benefits at this dance school. 
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Now, at the dance school, the expectation was I'd be teaching a lot of musical theater. And so suddenly, when I was teaching, first in [omitted], I was teaching a lot of classical, but I did have people who wanted to do-I had a guy who wanted to be a lounge singer. He wanted to be able to play piano, and so I worked with him on his stuff. But when I came back here and was teaching at the dance school, I would teach some classical stuff. I would try to work it in, but really it was musical theater, and that was so that they were training triple threats: dancers, singers, actors. 
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But when I came back here and was teaching at the dance school, I would teach some classical stuff. I would try to work it in, but really it was musical theater, and that was so that they were training triple threats: dancers, singers, actors. So, I had to learn a lot, really fast, and I didn't really have a lot of background and how to make those sounds. I knew that there was somebody who was fairly well known in the area, music theater teacher, but it felt to me like she was abusing students’ voices. I knew there had to be a right way to do it, because how could people do eight shows a week? I did have a teacher very briefly in [omitted] who offered some my lessons with him, offered some help. He talked a lot about using speaking voice for singing and making that connection more clear.
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And then I went out and did one of Mary Saunders Barton, yeah, [omitted] Bel Canto, Can Belto workshops. And that was amazing. And I learned a lot from that. 
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Now I find that the NATs meetings, there's a high school festival of singing that I almost always have students in, and the master classes for those from musical theater are very much oriented in that sort of “Can Belto” training. So that's kind of how I learned, sort of on the job, about music theater, specifically. 
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nd then many years later, when I was singing jazz-I actually teach a lot of jazz now - and one of my recitals, the mid-year recital, I have friends in a jazz band who come and they're like the house band, and my students sing standards, and so it's really a fun and different thing to do, and we're keeping that style of music alive.
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When I had been living in [omitted], I had been taking lessons again from an opera singer, so that was serious classical stuff, and then I came back here and had lessons, really not that many. He was very expensive, and I didn't have much money. But I'm sorry I lost track of the question. 

Interviewer
I was just wondering, was he part of your trying to get more understanding about musical theater? Or was it just, I'm in [omitted], and I need a teacher here?

Participant
I think it may have been the former. I don't actually really remember, but he is somebody who teaches a lot of opera and a lot of musical theater. 
Document: Interview2 both parts transcription.docx Tags: effort to gain competency, continuing improvement- teaching, experiences with genres 

He's sort of coaches the stars, so to speak. And so that's why it was a very expensive lesson. But he had some very interesting approaches. He was, for me, it turned out to be, he was very interested in having you feel part of-inhabiting your body, and having your body be your instrument and just not be singing from the neck up. Okay, so I spend 40 minutes doing a meditation, lying on the floor, doing a body scan. And, you know, he was very, was very different, but I learned a lot. And I think it was probably to get a better handle on musical theater, but that was before I started, I guess it was while I had the job at the dance school.
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do you remember, like, why you chose him?

Participant 
I went to a workshop, a NATS thing at [omitted], which near here. And he was a presenter, okay? And I think I'd forgotten that, actually, that's how I found him.

Interviewer 
Do you remember what he was presenting on?

Participant 
It may have been on musical theater, but I don't remember., Yeah, it probably was, because there was somebody else who also was doing something with musical theater. Maybe they both were doing the same workshop.
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At what point in your education or career did you decide you were going to teach voice what made it motivated you to do so?

Participant 
I think that what I did at [omitted] was fairly, I think it was a year of voice pedagogy coursework. That's where I got the McKinney book and, okay, Margaret Meredith Bunch, I think is a person who's written a couple of books that were interesting and was all into that. What made me decide was, I guess, I had already realized that the only thing I liked doing was music and singing, and that's why I was in graduate school in the first place. I wasn't exactly sure how I was going to do music. And then my ex got a job in [omitted]. That's why we went. And I said, “Okay, here's my opportunity to sort of recreate myself.”
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And so, I showed up in [omitted] as a voice teacher and choral director. And it was sort of funny, because they were like, “Oh my God, you have a master's degree from the [omitted].” And I was like, “It ain't Juilliard,” you know? I wasn't gonna tell anybody. And I got a great education. But it was not like going to Indiana, or, you know, some of these places that have really large, you know, whatever. So, and that's how I did it.
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And it was easy to do in [omitted]. They have an itinerant music program where you can teach your specialty in the schools without having to be certified and all that. So, I was in four schools, teaching singing and directing choirs. Started a private studio, worked for adult ed directing a choir. Then I started the vocal program at a tiny, teeny, tiny, little community music school, and I started the vocal program at the [omitted]. So, I was just doing it really and it was successful. 
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And then when I left the marriage and left the country and moved back here to [omitted], I just decided somehow, well, I got the job. It's easy, until I couldn't work anymore in their system. Because what would happen is, I and another voice teacher who was also very well trained and produced beautiful singers, we worked all year long with these kids, and then this other woman would come in, and pretty much, (because the guy the dance school wanted to put out a professional Broadway looking show with, you know, high school kids and younger all trying to sound like they were, you know, in their 20s.) And you know, then the kids would come to their lesson the following week after the end of your recital, and they were all horse and they couldn't speak, and they had abused their voices, and then I had to somehow get them together for, you know, my recital. And you know, I just got tired of it after a while. 
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And honestly, when Obama was running for president and said there'd be a public option for healthcare, so I would have, like, I wouldn't have to pay for health care. I said, “Okay, I'll go out on my own.
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So, did you take some voice pedagogy classes in graduate school, or any trainings specifically for pedagogy beyond that?

Participant 
That workshop I did at [omitted] and that was active pedagogy. Actually, I forgot I did this. I took a workshop in [omitted] that was based on, I've forgotten her name. Now, there was somebody who's quite controversial. Oh, yeah, Estill. And there was somebody who had worked with Estill, and then they had a falling out, and this person was in [omitted], I think, and came across to [omitted] and did a workshop. And I did not-everything I knew about vocal pedagogy was being argued against, because it was the Estill training, pretty much. And I think she may have come around eventually too, you know, and come off of it. It was all about thick vocal cords. It was all about pressing and inflammation. And I was like, I can't, you know, so I, that was a training, but it was a training that confirmed the training I'd already had by being so contrary, if that makes any sense. I knew and understood, and it made sense what I had learned in graduate school. And then this stuff went against it, and they just didn't really have a way, a comforting or supportive, or a way of explaining it that took into account somebody like me who had serious questions about a different pedagogy. They couldn't really counter that. They just were sort of, you know, well, “That's yeah, whatever,” okay? Not a lot of data to back it up, if you will, or understanding of how to approach somebody who actually knew what they were talking about, and be able to say, you know, take that into account and then provide an informative answer.
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Well, so, my next question is, did you find the trainings that you've received helpful?

Participant 
Yeah, the one at [omitted] was very helpful. Okay, really, really helpful. And then, as I said, I go to master classes at the NATs festivals of singing, and I learn at those. I take them. I'm like, I'm interested in watching the kids, but I'm looking for things I can apply to my student.
Document: Interview2 both parts transcription.docx Tags: resources, effectiveness of training, effort to gain competency 

Did any of your training have any influence on your understanding of healthy singing? Did it change your mind about things, or change the way you thought about something you learned earlier? Any of the subsequent training?

Participant 
I think maybe nothing really changed it. I would say, and I'm not you talking about the word Estill workshop in [omitted]. I'm talking about the [omitted] workshop. I don't think it changed anything. I think it expanded. And I think that's because Saunders-Barton…Yeah, I think that's because she knew about and was building on, you know, intentionally, on that classical technique. Of showing how you don't have to be just that. So, understanding how the larynx works and how the cartilages shift, and what the musculature does, but that it doesn't have to be either or.
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And that was, to me, the wonderful takeaway of that particular workshop. It's not an either/or, it's an ‘and’, and I definitely have taken that into my teaching, into my whole philosophy, you know, going back to when I was young. If it sounds good, it is good, right? It's just a different way of using voice. And, you know, I guess now they're doing -and there was just a NATS chat, which I didn't see-about how to make some of these, you know, heavy metal sounds in a healthy way. And I did not yet watch that. I think it's probably up on YouTube, and I want to watch that, but I haven't done it yet. I don't really teach that, and I don't really sing it, but I am curious about how that could be done in a healthy way. It doesn't-in my gut feeling it can't be, but, yeah, I'm willing to have my mind opened. 
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And, you know, I guess now they're doing -and there was just a NATS chat, which I didn't see-about how to make some of these, you know, heavy metal sounds in a healthy way. And I did not yet watch that. I think it's probably up on YouTube, and I want to watch that, but I haven't done it yet. I don't really teach that, and I don't really sing it, but I am curious about how that could be done in a healthy way. It doesn't-in my gut feeling it can't be, but, yeah, I'm willing to have my mind opened.
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Okay, so let's spend the rest of the time just talking about your practice now as a teacher. I'm hoping to just get some information about your thoughts on instruction and genre, and how those things work together-or don't. Tensions around genre-the ones included in the survey are pop, musical theater, classical, jazz, gospel, folk, country and other. Were there any that you have a specific opinion, about, per se?

Participant 
In terms of whether I teach it?

Interviewer 
Are there any that stand out as like, “Oh, I don't think that's a good idea.” Or “Those are really the same thing.” Are there any you won't teach?

Participant 
No, I'll teach any of it. Because what I have, people always ask me, “What do you teach? What style do you teach?” And I say, “I don't teach style. I teach healthy technique.” 
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“I don't teach style. I teach healthy technique.” And then I make it a point to say, “I do some folk and traditional. I'll do some jazz. You know, we do classical. I just, I want you to know how to make a healthy sound in the proper style for multiple styles of music.” Okay, my elevator pitch. I do have a woman who likes to sing gospel, I think, for that, I would, in my mind's eye apply a kind of a musical theater vocal technique, you know, the CCM kind of rubric for that. For country music, I would bring in more twang. And for jazz, I feel like jazz is a little bit more about styling than it is about sound, particularly. And then, of course, you know classical and art song and folky art songs and whatnot is its own. I would sometimes put them together. Singing bluegrass and country and folk music sort of that could fit in. But then there's also, you know, man with guitar or woman with guitar by ends, or so you know, however many arrangements, sort of art song arrangements, the Britten. Is that a folk song, or is that an art song? So, you know that sort of thing.
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o you feel like that was your intent in starting a voice studio, or did it just kind of evolve?

Participant 
I think, I think it kind of evolved, but I think I did all that work at the dance school, and because, you know, I was trying to build a studio. So, if somebody came and they wanted to learn something, I wasn't necessarily going to say, you know, “Sorry, take your business elsewhere.” Sure, I’m going to try to teach something. So, I think in that sense, it did kind of evolve. But I do think also, maybe because it became an intention. Okay, sure, since now it's definitely intention.
Document: Interview2 both parts transcription.docx Tags: motivations for selecting genre, motivations to teach private voice 

What's your approach for intentionality? How do you decide what genre of repertoire to use with a particular student?

Participant 
Um, so I'm mostly teaching kids, but I do have some adults. I often will let the adults choose repertoire. But in general, if I'm choosing it, I want it to be something that's pedagogically useful.
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So, that's my first thing, especially if there's somebody who is having some kind of an issue, or they really need to build on some kind of a technique. So, somebody who is afraid of their high notes, I'm going to give them and they like musical theater. I'm going to give them ‘Think of Me’, or ‘Beauty and the Beast’ or something like that, where they like the song, but if they're going to sing it, they're forced to go up there. So, that's often what I will do. And then I do take into account what people like. 
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I typically do not teach pop songs intentionally, because I say “You know you're going to sing that stuff anyway. You don't need to be spending your money learning how to do that with me. If you need to use a pop song,” (like sometimes the kids do for acapella auditions or whatever), “I'm happy to work on that, but I want you to learn what you need to learn, and then you can apply any of that to singing Taylor Swift, or singing whoever. But I'm not going to do it. The temptation is too great to try to sound like fill-in-the-blank, and I want you to sound like you. I don't want you to sound like Taylor Swift. So we're going to find your voice, and then you can sing whatever you want when you're not with me.”
Document: Interview2 both parts transcription.docx Tags: attitudes toward genre inclusion, beliefs regarding genre specific technique, motivations for selecting genre, teaching goals, Avoiding genre 

Do you approach genres differently in terms of technique? And if yes, how?

Participant 
Yes, I do. It's always based on breath. I would say breath is my foundational thing. So, every lesson, all lessons, everything is working with breath, and then if we're doing a classical piece, you know, what's your embouchure, you know, tall and all that stuff. And musical theater, you can be more speechy, but it all has to be connected to the breath. It's not, you know, singing from the neck up. I think those are the main things, like, bringing more speech sense. And I would say also lyrics. That's maybe not a technique thing per se, but in terms of style, certainly for musical theater, I think it's-well really, for everything, - but, you know, to know what you're saying and that being committed to your character or yourself as a poet, the technique often takes care of itself. So, I try to be attentive to breath and, you know, placement, if you will, but also not overthink it. Do a lot of building of technique in various exercises or whatever and then try to apply that in with music. So, if there's a stylistic thing that needs to be different for musical theater or jazz or classical, we will work on that. Style is important. It's mostly a style thing.
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Style is important. It's mostly a style thing. I think because I feel like the underlying technique is not necessarily wildly different, okay, for, at least for the kids that I'm for the student population I have. And honestly, if I have a student who's really into classical singing, and they think they're going to go on to college, I'm going to let the college teacher work ring and all of that. I'm building a foundation of healthy technique, that if somebody is that serious about it, they'll get the fine tuning and all that extra stuff when they're in college. That's actually how I'm thinking,
Document: Interview2 both parts transcription.docx Tags: teaching goals, beliefs regarding genre specific technique 

o you have any kind of expectation or intention with how many, or the variety of genres they experience?

Participant 
Absolutely, yeah. Even because I figure they're not going to know-they're 12 years old and they want to sing Taylor Swift songs. But you know, sometimes they find out that they actually like… I have this girl who loves Henry Purcell. I never would have thought when she came to me for voice lessons that that she wanted to sing Purcell for her recitals. She also knew that she wanted to be an orthodontist, and she is literally going to school to be an orthodontist. So, yes. I consider it my business to expose, as a teacher, to expose people to as many different things as possible so that they can make an informed choice about how they want to proceed with things.
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ou mentioned the recitals with the jazz combo and stuff. So, are your recitals generally multi-genre? Or do you do specific ones for genre?

Participant 
That mid-year recital is a jazz recital, and then my end of year recital is the sort of traditional where there's people singing classical and people singing musical theater, and people singing songs and film and whatnot. So, it's a mix, and they usually get to choose from the repertoire we've worked on over the year, what they've seen. And for the recital, then, we polish it up.
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You mentioned the McKinney book. Are there other favorite resources that you have? That you turn to?

Participant 
That's probably the most used one. I do have Barbara Doscher’s book I've looked at from time to time. But I have to say I'm not as good as I should be about keeping up with… I mean, there's the NATS journal. Since it went online, I don't actually read it that much. And I know you can, I could just go to the website, but I just don't. And I don't like reading on the computer. I’d rather have a physical thing, but it’s a lot of extra money, and I'm at an age now where I'm sort of trying to get rid of things. And I don't really want to have a huge, long... So, I haven't really figured out how to how to manage that yet. So, I feel like those were really wonderful resources. I think probably some of those NATS things on YouTube, I happy to watch those as a resource. But if I'm stumped about somebody, I tend to go to McKinney. That's a book I have at hand. It's right here. 
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Do you feel like there's some stuff that has tripped you up, where you're still looking and you just can't find the information that you're looking for?

Participant 
I'll answer the question in a in a sort of different way. I do sometimes have thorny issues with students that I don't always know how to look up, how to solve that problem. So, I probably don't do that as much as I should. 
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I'm thinking of an adult student I have who, I feel like, there's something up with his ear, and he's much better now at matching pitch, but he wasn't, for a long time, very good at matching pitch. And, you know what is the technique thing that is going on with him that makes him sound the way he sounds? And I think I've got it. You know, it's been years of lessons, and he’s making a much better sound than he was. But it was just, I couldn't figure out what was going on, but I wasn't also sure how to as the question. What would I look up? You know, here anyway, I’m reprimanding myself recently for being a little bit out of the room and being not keeping up with latest trends
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You know, I have a niece who is, I'm not even sure what the word is anymore. She's trans and she has an art song project. She studies voice up at the [omitted] and she's got a thing called the Rainbow Art Song Project, and which is all about composers writing music in different keys so that trans people with different vocal needs can all sing the same music. And she's going to be presenting at a conference in [omitted] this summer, which I'm going to try to go to. And I realized the last time I was at a mass conference, probably 10 years ago, and I just feel a little bit like there's so much going on. That's why I was enjoying answering your survey. And I am interested in how you came to this topic, actually, because I can sort of imagine why, but I am curious about how you came to that topic.
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now it's a little different from that voice teacher up at [omitted] who didn't let people, I think she was, like, afraid that if you didn't 100% of the time sing with your loft and your ring and all of that that you were going to somehow fail your voice or something, or, I'm like, if you can't, don't know your voice well enough to be able to sing in a choir and sing that way appropriately, and then go and do your opera role.
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I think she was, like, afraid that if you didn't 100% of the time sing with your loft and your ring and all of that that you were going to somehow fail your voice or something, or, I'm like, if you can't, don't know your voice well enough to be able to sing in a choir and sing that way appropriately, and then go and do your opera role. You know, it's not very good teaching, in my opinion. And you know that level you have to be able to make a living, and if you can do that by singing in the choir.
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You had had one question before that. It asked about whether I'd had any stigma issues in teaching multiple styles. And I do remember, and again, this is like a young person who came in and she wanted to sing jazz, and I said, “Okay, we're going to sing jazz. I'm happy to work with you on jazz. And now let's warm-up your voice, and let's go up.” “I don't want to sing high.” I was like, “Well, you know, jazz singers...” “No jazz singers sing low. I want to be...” and she constantly, and I heard her years later, just singing deep, chest voice, constantly low. And I just, I don't really know. Yes, there are a lot of singers who don't know how to get up into the upper register. For some songs you want it for that sultry style, but it isn't necessary. And I remember hearing, you know, there's many people. Stacey Kent sings, has a lovely high voice. Tamara Joy in Philadelphia, as a young singer went to [omitted] Oh my god, the raves that she has gotten. And so, I wish I had these people to show this girl now, but she was convinced. So that was a bit of a stigma. 
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And so, I wish I had these people to show this girl now, but she was convinced. So that was a bit of a stigma. And many people think they're afraid. Many of my students, they're afraid that if they learn to sing in their upper register, I'm going to make them an opera singer. “No, I just want you to… You can't belt if you don't have a good top. Let's just learn how to use it.” Years ago, I had a student who didn't want to sing for the end of your production at the dance school. She didn't want to sing ‘I Could Have Danced All Night’. I had been trying to get her to sing that song. She never wanted to learn it. And then [omitted], the head of the studio, asked her to sing it as an interlude for the between dance numbers. And I said, “Well, I hope you told him no, you won’t sing that. She said, “No. I said I would do it.” So, it was just really funny, because, you know? You don't want to be in a position where you have to say no, and because you think you can't. And that's, that's the approach that I take with that. She did it and she killed it. She was very good.
Document: Interview2 both parts transcription.docx Tags: repertoire, attitudes toward genre inclusion, impressions of genre, beliefs regarding genre specific technique, motivations for selecting genre, obstacles to selecting genre, Teaching challenges , experiences with genres, registration-head-chest, ignorance of training, genre references/descriptions 

Are there any institutions that are influential for you? That perhaps your students are involved with?

Participant 
There's quite a lot of that I've right now I have a student who plans to go to [omitted] and another student who is working at a summer camp. In fact, it’s difficult because his voice is changing and I have not actually had a student before who has come in the midst of the voice changing, and so I'm finding this very tricky, because he is very into musical theater. He's a really great actor. He's quite open to anything I want to do, but trying to find repertoire, I'm having a hard time, and maybe that's something I should get online and look for. A repertoire for changing voices, yeah, maybe. And that is so tricky, yeah, so. And then always, the kids are auditioning for the musicals at school. And then I have to help, you know, with their performance, you know, solos and all that.
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And I always say that I'm completely open to, you know, whatever, coaching, okay, for those sorts of things, in addition to... I just was thinking about another student I have who's a senior, and she's been singing in the studio band, studio vocals. At the high school in [omitted], there's a huge jazz, big band, swing band component, and they have a couple of singers. But the guy who directs is really-he wants a certain sound. And then my student is one of those tries to do the right thing, you know, tries to do the right thing for the you know, this is what the teacher wants. And she comes to her lesson half the time hoarse. And I wrote a letter to the director, the choir teacher at the high school, who's also very good, knows her stuff and refers people to me. And for this particular student, she has also tried talking to him, and he's like, “yeah, yeah, yeah.” And same thing over and over again. So that's another, in terms of institution... I don't yet have any sway on that guy, but it's a... that's a problem.
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And what genre was that?

Participant 
Jazz. But it's big bands. And I don't think they have a microphone. And you know, and I think they get a microphone for performance, but I'm not sure what happens in in practice. But there's no marking with this guy. You know, you sing full out all the time, even in rehearsal, yeah. And carry over a big band. And she doesn't get a monitor. So, like, even in performance, she might have a mic, but she doesn't have monitor, and so she can't tell how she's how she's mixing, and that's- Anyway, that's another problem. That's a whole other paper maybe. How to deal with people who have limited knowledge. And, you know, he doesn’t know anything about the voice, right? So, he just wants to have a singer, and he wants a certain sound. And they win prizes at the district and state and regional jazz competitions, so yeah. He gets to keep doing what he’s doing. 
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So, I started voice lessons when I was 12. My teachers, this was in the 90s, so my teachers were very just like, pure classical. And I always felt classical kind of fit my voice better, so I was fine with that. I got really into opera when I was 15, and I really just, I wanted to be an opera singer. 
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. My senior year, right before college auditions, I got the flu, and my voice just never recovered from that, and I found out. It took 10 years to get a diagnosis, but I was eventually diagnosed with unilateral vocal paresis, so I kind of ended up limping through my college degree. I got a Bachelor of Arts in music, and I added a double major in German, and I took pedagogy classes in college, but I just never like… I felt like my teachers were just never happy with my progress.
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I just never like… I felt like my teachers were just never happy with my progress. I was never happy with my progress, and I even saw an ENT in high school. I saw an ENT again in college, and they never did a video stroboscopy, and I just never knew what was going on. And my teachers just seemed to think, “Well, you're just not a great singer, and that's just how it is.” So, I even remember telling my voice teacher I was really interested in vocal pedagogy, I wanted to learn more about it. And she was like, “Well, you can never get a vocal degree, because you need to be able to sing better before you can teach.”
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So, I just decided after that, I applied for a Fulbright, which involved teaching in [omitted] for a year. And I decided after that I wanted to go into arts admin. So, I did seven years working in like various aspects of marketing and public relations for a school for opera singers and for the[omitted] Orchestra.
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And then during that time, I met someone who specialized in vocal rehab, and I had never heard of that before. And as soon as I heard that, that's what she did, I called her, and I set up a lesson, and she set me up with the ENT who diagnosed me, and then I went through like, four years of vocal rehab, and at that point I got my voice back. I mean, not everything. I didn't have the full range and stamina I'd had previously, but I could really sing again. That was 10 years after the original paresis.
Document: Interview 3 transcript.docx Tags: training experiences, Therapy connection to teaching, identity as a teacher, resources, self-identity as singer, epiphanies, singing voice health issues, training challenges, story 

So, at that point, I mostly ended up, well, I knew I wanted to start teaching, because the process of going through vocal rehab taught me so much about my own voice, and so I wanted to teach.
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so I wanted to teach. I kind of think that's always what I was cut out for, more than performing. 
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And I ended up starting my own voice studio, and I realized almost immediately everyone wanted to study musical theater, and so I kind of switched tacks, and I decided to start studying musical theater and performing musical theater. Because I realized I was never gonna have the stamina and power for something like opera anyway. But I also wanted to go through the process of auditioning for musical theater, because it's so different from classical, and I just knew nothing about it. It was never part of my training. 
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But I also wanted to go through the process of auditioning for musical theater, because it's so different from classical, and I just knew nothing about it. It was never part of my training. So, I did that, and I performed musical theater regularly for, I don't know how many years. That probably about five years until I had kids. And at that point, I started teaching a lot of kids and teens. That was kind of mostly who I focused on in my studio. And, yeah, I just kind of, I went through that rehab process, and then I kind of went through a retraining, going from classical to musical theater as well. I was never though, like, a really belty 
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I kind of went through a retraining, going from classical to musical theater as well. I was never though, like, a really belty musical theater singer. I was always more of legit, mixy kind of musical theater singer. I always kind of gravitated towards a more head dominant sound. I teach everything. I just don't, you know, I can't. I'm not versatile enough to do everything.
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then when did you discover the vocal rehab thing?

Participant
I started that in 2007. Okay, yeah, 97 was the first paresis.
Document: Interview 3 transcript.docx Tags: story 

Are you able to share the name of that therapist?

Participant
Her name was [omitted]. I live in the [omitted] area, and she is one of the kind of, one of the original singing voice specialists. She's one of the only singing voice specialists in the US who does not have an SLP degree, but she worked for Robert Sataloff, who was, again, one of the originators of the integrated model that includes a voice specialist on the voice care team.
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And then you said you started teaching and got into music theater because that's what people wanted, but also you were performing musical theater then, too? In what context?

Participant
I did some community theater. I also auditioned for professional theater as well. I had a lot of students who did professional theater, but they were kids, and, you know, I was taking dance classes, I was taking acting classes, and I was working with a coach who specialized in musical theater.
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What genre do you sing most often?

Participant
I'm actually changing things now. So, for the last two years, I've also been teaching classical voice at a university, and so I have gotten back into singing classical repertoire and rediscovering how my voice works in classical repertoire at this point in my life and at this age, because, you know, I'm 46.
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. I also had a second paresis in 2009 when I was pregnant with my littlest. I got the flu. I was pregnant and I was vaccinated, but it was a super bad flu year, and I think it did the damage again. At that point, they told me that the paresis was bilateral, and the process of vocal rehabilitation was a lot more difficult the second time through. I never felt as fully rehabilitated as I did the first time. And I also have a little bit of scarring, I think, probably from coughing during the flu.
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So, getting back into trying to sing classical again, it's just been difficult because I don't even know if I'm a soprano anymore, because my range doesn't go as high. So, I'm just trying to figure out where my voice sits. And I kind of switch off between teachers. I have a classical voice teacher and a musical theater teacher. So okay,
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Do you do any other genres?

Participant
I do not sing anything else, other than classical and musical theater, but I will teach other things, particularly if a student is, you know, kind of a beginner. 
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I do not sing anything else, other than classical and musical theater, but I will teach other things, particularly if a student is, you know, kind of a beginner. If someone wants something a little more, like if a singer is pretty advanced, I am not, you know, skilled in teaching those styles, and so I will tell them, “I can get your voice to function the way you want it to function, but I'm not a style coach in those areas.” I can coach classical style, I can coach musical theater style, but stylistically, I'd have to refer out if that's really what they're looking for. 
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Okay, friends, people, come to me because they have technical problems and they really want to just kind of strengthen their voice, or voice in certain ways, and that I can do and pretty much whatever style they want.
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Can you tell me more about that? Like, how you feel the technical stuff can kind of be applied across the board.

Participant
I mean, a lot of it's, to me, about strengthening the voice and getting versatile, you know. Being able to sing in head voice, being able to sing belt or mix, and then being able to make choices in the moment. And so those kinds of things, I feel like I can train them for. They may have more of a sense of the musical style they want to sing. So, if they're really into pop and they have a sense of how they want to sing it, I can give them the tools to access the sounds they want. And then they're the one who say, “I want to go light here”, or “I want to make this heavier,” or “I want it to be mixier,” or whatever. 
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So, I feel like my role is to help them get to a point where their voice can function in the way they want it to function. And if they are someone who can figure out what they want to do stylistically, then that works. But if they're really young, then I can help them stylistically, if they want to do jazz or pop or something. Because they're so young. They're not going to become a pop star tomorrow. If I think they would become a pop star tomorrow, I'll refer out to someone. Not sure that's ever happened, but you know someone who really works those styles better than I do to really take them to the next level.
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If you were to refer out, or you need to refer out, there are many people in your area you feel like you could do that with?

Participant
There are some people in my area who are very good, who I refer out to in a heartbeat. Okay, they tend to be pretty busy, you know. But the great thing is, if they're willing to do online lessons, I have a lot more people I can refer them to. If they're not willing to do online lessons, it gets a little trickier.
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There are some people in my area who are very good, who I refer out to in a heartbeat. Okay, they tend to be pretty busy, you know. But the great thing is, if they're willing to do online lessons, I have a lot more people I can refer them to. If they're not willing to do online lessons, it gets a little trickier. Sometimes they’d just rather stay with me, and that's fine, you know, but it just depends. I would say, though, there are not a lot of people in my area who I feel like could really work well with a kid who wants to sing pop, okay, in person. Sure, people I know who could online, who are in other time zones, who could do a great job.
Document: Interview 3 transcript.docx Tags: Teaching challenges , Internet/technological help, Networks of genre specialists , Access to supportive colleagues , Obstacles to colleague assistance 

Do you feel like you also would have a resource, or resources for someone specifically wanting to work on jazz?

Participant
I know some teachers who I would refer to, definitely, but they're not local.
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Could you tell me more about how you came to build that network so that you had those places, those, um, referral resources?

Participant
I'm a member of a group called the Speakeasy Cooperative. It's a group of voice teachers, and it's very much about building business skills for voice teachers. But there are so many wonderful voice teachers in there, and a lot of them have really strong and unique areas of specialty. So, some of them, like there's at least two people who are really jazz experts, there's at least two or three people who are really strong pop experts, and there's other people who are just very versatile. And I know they work with kids, so I'd be happy to refer to them as well, depending on what this person wanted. So, but, yeah, that's been the best way that I built my network. As far as other teachers who teach online, a lot of them do teach online. 
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So, but, yeah, that's been the best way that I built my network. As far as other teachers who teach online, a lot of them do teach online. I mean, I teach online too, if people want it, but most people in my area don't seem to want it. You know, a lot of kids, you know, even like-So, my son is 10. He did online kindergarten because of the pandemic, and so a lot of them just don't have great memories of learning online. Right now. I think that'll change in a year too, because younger kids who were in preschool during the pandemic won't have those memories. But it's hard right now because getting a teen to take online lessons…
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Oh, as far as local teachers, I know a lot of people throughout our local NATS chapter. And you know, since I'm in the [omitted] area, Voice Foundation is really big, so I meet a lot of people there as well.
Document: Interview 3 transcript.docx Tags: Networks of genre specialists , Access to supportive colleagues 

Interviewer
And are you able to, like, through your Speakeasy? What was it called, the Speakeasy Voice Cooperative? Are you able to hear them? Are you guys sharing your like performances or skills or stuff like that too, the other teachers?

Participant
Yeah. So, a lot of times people do this thing where they'll be like, “I'm teaching five lessons this week. Why don't you, if you want to, drop in on my Zoom, you can” You can drop in and watch someone else teach. I mean, not everyone does that, but it's really great. If you just want to learn from someone and they've gotten permission from their student, then you can totally do that. A lot of people, some people have online courses that I've taken and things like that, too. So, you already kind of have a sense of how they teach. And then just talking to people, a lot of people because it's a private, paid group
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p. I find in some of the voice teacher forums, people do not feel comfortable asking questions that make them look like they don't know something, because some of the groups are a little mean, you know, a little harsh. And so, in this group, people are just really willing to be vulnerable. And then you'll get some other voice teacher who's like really specialist in the field, answering the question in a really deep way. So, you get it just from talking to people, you get a sense of who they are and how they do what they do.
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It is wonderful. It is really, really wonderful, especially for independent teachers, who often feel very isolated and alone and are often building a studio in a way that, you know, operates outside of academia. So, yeah, it's really great. I've been a member for a long time. I think it's been, let me, let's see. I joined in 2019, so six years. Yeah, my husband's been complaining lately about how much it costs. And I'm like, “You don't understand.” Yeah, I do my taxes. He's like, “Are you still getting value out of this?” Yes.
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Did you have any first impressions about healthy singing then, like, when you first started studying?

Participant
Yeah, I mean, I think in one of my first few lessons, my teacher told me that belting was terrible, that Broadway singing was bad, and that the kids in Annie were all going to end up with vocal nodules, which was a little surprising to me, because I absolutely loved Annie when I was a kid. At the same time, I could not do the things I heard kids doing in Annie, you know? Like I did not have a belty voice, and so it kind of immediately resonated with what I felt my own limitations were. So, I just 100% believed that, yeah, and then I was purely immersed in classical music until I started teaching. 
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And at that point, it was around the time that Kelly Clarkson won American Idol, and I remember hearing her on American Idol and saying, “That is the healthiest singing I have heard in my entire life. And she is belting her face off. There is something I've missed.” 
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emember hearing her on American Idol and saying, “That is the healthiest singing I have heard in my entire life. And she is belting her face off. There is something I've missed.” And so, you know, at that point I started, like, seeking out training in-I mean, I just started with musical theater as opposed to pop, because it's so much easier to find training in musical theater than in pop, and I knew that we use the whole theater singer's belt
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So, I went to, like Mary Saunders Barton at that point. She was based in [omitted], but she had, she was at [omitted] State during that time, and she had a summer workshop that she did. So, I went to that. I also contacted Robert Edwin at that time. He was kind of a leading person in children's voice and musical theater voice, and so I contacted him, and he let me come down to his studio. I had a lesson with him, and I watched him teach, just to kind of learn, like, how do you teach kids? 
Document: Interview 3 transcript.docx Tags: effort to gain competency, resources, top genre- training, Networks of genre specialists , attitudes toward genre inclusion, access to training, beliefs regarding genre specific technique, big influencers 

Because I had taken a class. I'd taken two pedagogy classes. I'd taken one in regular vocal pedagogy and then another one in child and adolescent voice that was offered at my university. But the child and adolescent voice one was very much for, like, choral directors, and so it wasn't, you know. There was nothing on children, but there was, I knew that there was so much music written for children, for musical theater that, you know, barely happens in opera or classical music. And so, I was like, “You know what? This stuff is written for kids. I just don't know how to help them sing it.” So, you know, seeing him work, and then going back to my students and working with them really helped me feel comfortable working with kid’s voices.
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. Do you remember any of the repertoire you worked on in those early days, like your first lessons? 

Participant
Oh, yeah. I remember it all. Yeah. What I don't remember is my very first song. I remember maybe my third or fourth song was Brahms lullaby, which I sing in German. Fell in love with German in my voice lessons, and that's when I started taking German. When I got to middle school, I was like, I'm taking German. My mom was like,” You should take French.” And I was like, “Nope, taking German.” And I sang the 24 Italian Songs and Arias. I remember singing Die Lotus Blümen when I was probably a teen, but mostly 24 Italian Songs and Arias. Actually, my teacher used the Pathways of Song book and the 24 Italian Arias, the Schirmer edition. That's mostly everything.
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Did you have the same voice teachers? Like starting at 12 all the way through?

Participant
No. So, my family moved when I was 16, and I I switched teachers. Obviously, we moved from [omitted] to [omitted] and so I found a teacher in the area. 
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So, my family moved when I was 16, and I I switched teachers. Obviously, we moved from [omitted] to [omitted] and so I found a teacher in the area. She was kind of considered the best voice teacher in that region, and she was full, and she wouldn't take anyone. And my mom was like, “You don't understand. My daughter is obsessed with opera. She listens to Fidelio every day,” because I'd seen Fidelio, it was the first opera I ever saw, and I fell in love with it. Which, ironically, it's like, nobody's favorite opera, and nobody's entry into opera, but it was mine. And so, I would literally listen to at least, like, four or five pieces from Fidelio every single day. I was obsessed. And when the voice teacher heard that, she was like, “You know what? I think I can make room for her.” Because, you know, I mean, I know how it is now. You don't usually get a student who comes into your studio obsessed with classical voice. And so, if someone is, you're like, “Oh, this is a unicorn. I want them.” So anyway, she took me on, and I did sing a few musical theater pieces with her, but I was really only interested in opera. At that point, I was really only interested in classical voice. I had no, you know… When I went to college, I went to [omitted], which is a very strong choral school, but, you know, at that point, everything was classical.
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My daughter is obsessed with opera. She listens to Fidelio every day,” because I'd seen Fidelio, it was the first opera I ever saw, and I fell in love with it. Which, ironically, it's like, nobody's favorite opera, and nobody's entry into opera, but it was mine. And so, I would literally listen to at least, like, four or five pieces from Fidelio every single day. I was obsessed. 
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When I went to college, I went to [omitted], which is a very strong choral school, but, you know, at that point, everything was classical. There were a few voice teachers who taught a little bit of legit musical theater, and there were few voice teachers who performed a little bit of like Sondheim or, you know, Rogers and Hammerstein, but my teachers weren't. My teachers didn't, and I didn't ask to sing that stuff, and so I didn't sing it.
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My teachers didn't, and I didn't ask to sing that stuff, and so I didn't sing it.

Interviewer
Was there was ever any talk of like, “We should try all these things”?

Participant
Never, I never remember any teacher suggesting that I try musical theater, or that I consider it, or that it would make me more versatile, or anything. I don't know that they were all against it, you know? I know, for example, my high school voice teacher sang some useful theater. I remember she played the Baroness in the Sound of Music when I was taking lessons from her. But, you know, I did sing some legit classical music with her, or musical theater with her, maybe two or three songs. I was much more likely to sing a Mozart song or a Schubert or Schumann or whatever.
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I did sing some legit classical music with her, or musical theater with her, maybe two or three songs. I was much more likely to sing a Mozart song or a Schubert or Schumann or whatever. I mean, I just didn't, it wasn't really on my radar. I mean, I listened to musicals. It's like everybody else who loved music at that time. You know, I went to see Les Mis on Broadway. I saw Phantom on Broadway. I had a bunch of original cast recordings, but I don't know. I just thought my voice couldn't do that and it wasn't where my heart was.
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did you have like peers who were? Or did you ever get a sense of like, “We do this, not this,” or the opposite, like, singing is like, “Let's explore what you want to do”?

Participant
It was a very classical and choral school, and there was no, almost nobody was doing musical theater. It wasn't just me. There were two teachers who were known to teach it, and they also were known to do it.
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It was a very classical and choral school, and there was no, almost nobody was doing musical theater. It wasn't just me. There were two teachers who were known to teach it, and they also were known to do it. And you know, every other year they would put on an opera or a musical. Sometimes it was an opera, sometimes it was a musical. They did The Fiddler on the Roof my first year, so, you know, pretty legit show. And then they did Sweeney Todd. A professor, the one male professor who taught musical theater, played Sweeney, and the female professor who taught some musical theater sang Mrs. Lovett. And then students were cast in the rest of the of the roles. Otherwise, I think they were the only two whoever did, like, a little showcase of musical theater for their students, or anything like that. 
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Otherwise, I think they were the only two whoever did, like, a little showcase of musical theater for their students, or anything like that. Now that has since changed. Last year, they hired someone who I know through my Speakeasy group, who graduated with her DMA from Shenandoah in contemporary singing, and she is now-they specifically were hiring for a contemporary voice specialist at [omitted]. 
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And I was so thrilled, because it's funny. I didn't want it at the time, but now I just so see the value in it, and I just don't understand why not everyone is being cross trained, you know? Yeah, it drives me crazy now, but I don't know. 
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nny. I didn't want it at the time, but now I just so see the value in it, and I just don't understand why not everyone is being cross trained, you know? Yeah, it drives me crazy now, but I don't know. Classical music was my first love, and I've had-I had to kind of learn to love musical theater. I mean, I did love musical theater. As a kid, I watched The Sound of Music every chance I could get, you know? I mean, we watched Seven Brides for Seven Brothers and Mary Poppins and My Fair Lady. But, you know, they were all older legit musicals. And so, when Rent came out, I do remember seeing Rent on Broadway in 2001 right before 9/11 and I was like, “Oh my God. This, like, is giving me a headache. It's so loud.” I just wasn't used to like, rock concerts, you know? And it sounds nothing like the original cast recording in person. It feels like a loud rock show, actually, in the theater, you know? Whereas you listen to the recording, you're like, “It sounds so lightweight.” So, I just wasn't used to that. And I just wasn't, it just wasn't my thing. You know. Now I look back and I'm like, “Rent was groundbreaking. And it's an old show now, but at the time, it just, I don't know. 
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. And I just wasn't, it just wasn't my thing. You know. Now I look back and I'm like, “Rent was groundbreaking. And it's an old show now, but at the time, it just, I don't know. It wasn't like-I remember my friends listening to Sondheim. There was a community theater of Into the Woods that a lot of people got cast in. And I remember loving that show and listening to it. But I don't remember anyone saying, “This place is so old [omitted] were probably fine with going a fairly traditional path at that time. Now I will say that was not true of theater majors.
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omitted] were probably fine with going a fairly traditional path at that time. Now I will say that was not true of theater majors.

Interviewer
Can you tell me more?

Participant
So, we had, you know, [omitted] music department was massive. Okay, so there were like 15 voice teachers on staff at [omitted], and this is a school of 3000 students, which is an insane number of voice teachers for a school that size. But the music department was huge. And the voice department, and you know the choirs, you know the nine choirs. Only, I think four or five actually performed the Christmas festival, but there were nine choirs on campus, so if you wanted to be in a choir, there were lots and lots and lots of options. But if you-there was no musical theater major. You could do a theater major, and you could also take music lessons from the two voice teachers who taught musical theater, and you could do some sort of a concentration in musical theater or something like that. But people who were doing that felt like they neither fit in in the music or in the theater department, because they were kind of music people, and they felt like they absolutely did not fit in in the music department because they were theater people who weren't expected to sing at the same level. 
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And everyone was also told, “You do not belt above an A, and when I say A, I mean, A above middle C. It was like, you belt up to there, and then you switch into head voice or something. I don't know. Nobody was talking about mix at that point. Yeah. So, it was very old fashioned,
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Nobody was talking about mix at that point. Yeah. So, it was very old fashioned, I mean, like 30 years behind the times, but that's, that's how it was, and I didn't know enough to know a difference. But I know the theater majors were not thrilled with it. 
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So, it was very old fashioned, I mean, like 30 years behind the times, but that's, that's how it was, and I didn't know enough to know a difference. But I know the theater majors were not thrilled with it. On the other hand, I don't quite know why you would go to [omitted] if you wanted to be a theater major, you know. But you know, back then there were so few programs anyway, I guess. You know, it's not like now where there's a lot more theater programs. But yeah, a lot of them felt kind of like second class citizens, and some of them went on to do very big things.
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Would you say that that impression of the second-class citizen thing was shared by others?

Participant
Well, no, I don't. I did not feel like other singers looked down on… I did not feel that the classical singers looked down on the musical theater singers. I think they felt that more from the department as a whole, you know, from professors and stuff I don't know that students felt that way, because they were all in choir together. And when we did musicals or operas, they were in shows side by side, you know? The theater people tended to get the bigger roles, often. Not always, it depended. And some people kind of rode the line, you know. I don't know. Yeah, I know that, talking to people after our degree program, looking back, I heard more about that discontent than I did at the time, but I was not super connected to the theater crowd.
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Okay, so you maybe wouldn't have heard it, yeah?

Participant
I mean, I wouldn't have necessarily.
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Yeah, and, you know, one thing I never did encounter, well, I can't say I didn't encounter it the way it was kind of presented to me, was that classical is healthier for your voice. I did not necessarily hear “If you sing classical, you can sing anything.” That I felt I encountered more after I graduated and was kind of in the voice pedagogy world. I started hearing that sort of thing.
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I did not necessarily hear “If you sing classical, you can sing anything.” That I felt I encountered more after I graduated and was kind of in the voice pedagogy world. I started hearing that sort of thing. And I disagreed with it, because I was like, I do sing classical. I cannot belt, I cannot do everything, you know? So, I just very much disagreed with that. What I felt like I heard more was “There's this entire world on Broadway that's just not valid. There's this entire world of pop music where people are going to end up with vocal nodules,” you know? As if vocal nodules are the worst voice disorder you can get They're not. They're one of the simplest to treat.
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I remember you saying, like when you were doing all of that voice therapy, that's also kind of when you felt motivated to become a teacher. Is that what you said?

Participant
I mean, I did even in college. I wanted to pursue teaching voice, but I felt that I needed to get my own voice in order, and I felt that my teachers at college did not know how to help me, so I think they just kind of looked at me like, “We don't know what to do with her. She's not progressing.” 
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And trust me, I was unhappy with my own singing. I felt very strongly that I was not progressing. But I would have loved to have taught, and I did actually teach.
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So, I took two pedagogy classes. As part of that, I had to do some teaching, and then I established a little tiny voice studio of my own. I had maybe four or five students who I taught on a weekly basis, but they were kids, you know, or really young teens, like 12-year-olds or something, I guess, pre-teens. And I loved that, but I also felt like, I can't do this professionally, or because I don't have my own voice under control, like I don't know enough about this, and I don't know enough. How about how to fix my own voice? So how can I help other people? And I didn't know how to get help for my own voice. I mean, I felt like, if these great teachers at [omitted] can't help me with my voice, then it must just be a lost case. And, you know, like, that's when the message I was getting over and over and over was, “You should not pursue this as a career,” you know? I
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er and over was, “You should not pursue this as a career,” you know? I, for example, I tried to audition for the Bachelor of Music Program in performance, and they said, “No, you don't have… your pitch is a little off,” which it was. I was very tense. “And you don't seem to have a stamina to be able to do a program like this,” and I auditioned for it before I got to [omitted], and they told me I could take lessons and then audition again. And so the idea was that they would fix some of those technical issues that I had, and then I would be able to get in again. 
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And I felt like the first teacher they assigned me just had absolutely no idea what to do with me. She spent most of the lesson talking, and I just made no progress. When I tried to switch to another teacher, I got major pushback from her. She cried and they begged me to stay with her another semester, so I did finally, and then if that wasn't working, they would let me switch. So, they let me switch, and the music department head said, “If you do not like this teacher, you can find another college.” 
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I felt like a department pariah for wanting to change teachers, and they did not let me choose the second teacher. But I had, but the department or the voice department chair had made comments about my first jury that made me realize that she could see what was happening in my voice from a technical perspective, in a way that no one else did. I went to her before they assigned me a new voice teacher, and asked her if she would teach me, and I believe she was under instructions from the department head to say no. She immediately said no. I think I'd already apparently politicized the situation by wanting to switch teachers at all. 
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And so this teacher they switched me to, I do believe I made a tiny bit of progress under her, but not the kind of progress that would set me up to get into a master's program or even a vocal ped program, like it was just not that kind of… I still I would not have been a Candidate for the Bachelor of Music Program after having studied with her for the three years that I studied with her. I was still not ready.
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Looking back now that you've done the voice therapy, are there things that you are thinking they could have done that would have helped at the time?

Participant
Well, yes, I mean, now I know. So now I've kind of become a bit of a like vocal health specialist, because of my own issues, but also just my own learning and the type of teachers I've studied with, and I just passed the PAVA, the PAVA registered vocologist certification, so now I have become the teacher who can recognize a voice disorder the moment a student says, “Hello,” you know? like I know how to hear vocal problems in a way that my teachers at that point simply could not do. T
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They could have sent me to the [omitted] Voice Clinic at [omitted]. It's this voice specialty clinic they had. It was, it existed at that time
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But instead, when I had issues, when I mentioned that, you know, I'd lost to one and a half octaves of range or whatever, they said to go to a local ENT, who I did, and, you know, I think he just did the super quick glance at my vocal cords and said, “They look fine.” But, you know, I didn't know at the time that you need a video stroboscopy. When I mentioned this to people now, they're like, “it was the late 90s!” Like, this was not 1970. They had the equipment to look into this. And I was like, “I did everything my teachers told me to do. They didn't tell me to do the things I should have done,” you know? They should have been like, “You lost an octave and a half off your top range that you've never regained. There's something wrong,” you know? I would have sent a student straight to a voice specialist, ENT for that. And your voice is breathy, weak and your throat hurts when you sing. There are just so many red flags there.
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Like, I remember at one point my teacher was upset with me for not practicing enough, and I was like, It hurts, you know? It hurts. So that's when she sent me to the local ENT and a local speech language pathologist. He was someone who had a Master's in voice and who also was an SLP But looking back now, I realize he wasn't a voice specialist. He worked with everyone. You know, he didn't work in a voice specialty clinic. He worked at a little clinic in [omitted]. So, you know, he just told me I was fine. Everybody said everything looked good. But, you know, you can't see a movement pattern without video stroboscopy, so if the vocal folds are not inflamed, and there's no lumps or bumps, yeah, they look healthy. 
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But I would hear all of that now. I would hear the weakness, and I would hear that the person is not responding to the millions of things I would try with them
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And I was told two things: I was not trying hard enough and I was trying way too hard. No, I remember one teacher saying, “I think you want this too much.” And I was like, “Okay, you try having your entire world fall apart and just stop wanting it, you know, like, not that simple.” I think the wanting it did lead to a lot of tension. I
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I think also just, you know, tension is often a response to paresis, because when the vocal cords aren't coming together, right, you tend to push them together, and then you develop muscle tension, and then that gets in the way, and then that becomes part of the problem. But her way of dealing with muscle tension was just telling me to relax. There was nothing specific ever. Whereas I remember when I went through voice therapy, my teacher was like, “I want you to specifically massage the masseter muscle right here,” and I could feel the muscle literally relax when I did that. Whereas my other teacher was like, I just want you to imagine that someone shot Novocain into your jaw. And I was like… it just, that was her one thing you say about the jaw. There was nothing else, you know?
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So now fast forward. You've done your therapy. You're somewhat rehabilitated. How are you feeling about healthy singing now or after that, as compared to when you were younger?

Participant
Yeah. So, at that point, what I was looking for in a voice was a sound that you know was clear, um, but also just the ability to navigate the registers of the voice, and the ability to, you know, produce a variety of sounds and a variety of volumes and a variety of registers and you know, for the voice to be responsive to the impulses of the singer. 
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Yeah. So, at that point, what I was looking for in a voice was a sound that you know was clear, um, but also just the ability to navigate the registers of the voice, and the ability to, you know, produce a variety of sounds and a variety of volumes and a variety of registers and you know, for the voice to be responsive to the impulses of the singer. Because sometimes you get students where it's not quite -you can hear that they want to do something, and the voice isn't responding to that. So, then also just kind of looking for that. I'm always, I always kind of have my eye out for patterns of tension that may be getting in the way. But it's never just like, your tension needs to relax. It's more like, why, how, what role is this tension playing? Here for this singer, because sometimes, (well, I think almost all the time,) people tense for a reason. There's something they're trying to work around, or there may be some anxiety, or something like that going on. It could be part of the way nerves show up for them. So it's never just about “we need to get you to relax.” It's more about why, did, how, and why did you get yourself kind of tied into knots, and what can we do to kind of release some of that? Or what you know, has this always been this way for you? Because for some people it is. For other people, it's like, “I don't know why. Suddenly I'm tense,” and so just looking into why or how might that have developed? Okay? You know, sometimes you can't know, but other times they have a very clear story on… I don't know. “It happened when I went from high middle school to high school, and I was singing much higher because I was the first soprano or whatever,” you know? So then maybe it's about, you know, strengthening those high notes as high soprano notes that maybe they’ve never sung before or whatever, yeah, or maybe they're in the wrong voice part, too.
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So, we’ve kind of already talked about how you approach the genres differently in terms of technique. How do you determine the repertoire and the genre of the repertoire for each student?

Participant
So, I am very, well… It's very different in my home studio than it is at the university. 
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So, home studio, when people come to me for lessons, I tell them “Your goals are my goals. Whatever it is you're looking for from voice lessons, that's my goal for you.” 
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, I tell them “Your goals are my goals. Whatever it is you're looking for from voice lessons, that's my goal for you.” Okay, so now, if their goal is, if I think their goal is, you know, unrealistic, we might kind of have some conversations around that delicately. But you know, if they're like, “I want to sing pop songs,” then we sing pop songs. If they're like, “my goal is to get a big role in my musical,” you know, “at my school,” then that's our goal. If their goal is to get into a BFA program, and I think that they're someone who's a candidate for that, then we'll work on that. If they're not a candidate for it, you know, well, sometimes you just don't know right away. But that's a whole other conversation. If I think they're not a candidate for it. But yeah, so, you know, we kind of pick repertoire based on their goals. 
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ls. If they do really want to, if they really like pop, I often have them pick the songs because they know that repertoire better than I do. They often pick up, take things I know already, but it's just helpful for me to know what they want. And I feel like that genre is so personal and keys can be changed so easily that I want to know what they want. 
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Sometimes you have to switch up some lyrics. If they're young and the lyrics are not quite you know, appropriate, but they're good at doing that, and they know, you know. Some of them will come in all and already have, like, kind of changed the lyrics and they're like, “I know, I can't sing this,” or we'll, you know, we'll fix it. If they're older teens, I just don't care. I'm like, “as long as your parents are fine with it, I don't care.” 
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But with musical theater, it's really going to depend on their goals. I'm more likely with musical theater to pick their repertoire for them, because a lot of times they have very specific goals, and they don't know what the best piece is to work on those goals. 
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But with musical theater, it's really going to depend on their goals. I'm more likely with musical theater to pick their repertoire for them, because a lot of times they have very specific goals, and they don't know what the best piece is to work on those goals. So, they want my input, but often they will come to me with some brand new straight off-Broadway musical that I haven't heard of or the music's not even available yet, and they want to sing it. And if that's the case, if we can, you know, I might tell him to wait till the music comes out, but we'll try to track down the music legally, and, you know, we'll work on it.
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. But a lot of times they have very specific goals. They want, like, they're like, “I need to work on my high mix.” And so, I'm like, “Well, here's a song that's probably a good fit for you right where your voice sits right now. And maybe this other song is something we could do, like, in a few months, once we've kind of worked through this one.” So, I'll often, I almost always, give them three choices. I'll be like, here's three songs, or I'll give them one and I'll be like, “do you want to hear more?” And they usually do. So then they'll hear a second one. By then, usually they fall in love with one. If they want to hear a third or fourth, that's fine, too. I'll just try to pick something that fits the goal of whatever we're currently working on. So then, yeah. So then someone will be like, “I want to work on my high soprano head voice.” So we'll pick something that sits much higher if they are doing musical theater. 
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I almost never encourage them to also sing classical. I feel like there's plenty of legit musical theater that if they're going to go into a BFA program, they're going to audition with legit musical theater, they're not going to be auditioning with classical pieces. There are rare exceptions. [omitted] wants a classical piece. Makes no sense to me. It doesn't make sense to me why they want to hear someone do something that they're not going to end up doing. But I think at [omitted], they do force classical on their musical theater people. So, I don't love that. But anyway, for most of them, I never force classical on them, unless they want it. If they ask for it, I love it, and that's fine.
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So yeah, but I do make sure that they sing a variety of styles of musical theater if they want to go the BFA route, so that they aren't… a lot of them want to just sing the brand-new stuff, you know, the most recent stuff. And so, I will be like, “Listen, we've got to sing some stuff from before 1970,” or whatever, you know? 
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So, yeah, it depends on their goals. But I don't force that on the people who don't want to do the BFA programs. I mean, they know there's a pretty high odds that their school is going to do Guys and Dolls or, I don't know, The Sound of Music, or something like that, so they know they need that stuff. But we're always working their head voice anyway. So it's not like any of my students get cat, you know, have to sing a legit song and can't it's more, you know, some of the sopranos may not be used to, like, really sustaining, like, you know, the high note and vanilla ice cream or something-that whole portamento down is very tricky for some people.
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So how about the young singer who comes to you as a blank canvas, who says, “I just want to learn to sing.” Where do you start, if they're aren’t self-aware enough to say, well, “I want to do this genre or this,” they just want to learn?

Participant
Well, usually we kind of alternate between a pop song that they already know. That's kind of great, because especially if they're really young, like seven or something, their reading skills aren't great or may not be great. It might be fine, but sometimes it's nice for them to just do something they know, and then we can tweak that. They often have pretty strong ideas about wanting to do things that they already know and like, or things that are similar in style. So, I have a whole bunch of different pop songs that I like to start people with if they don't have something already, or if what they have is, you know, not really a good fit for them, like, sometimes they want to do something that's crazy rangy. And, you know, most seven-year-olds are not ready to sing Adele. They don't have the low notes or the high notes or the emotional maturity.
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So, you know, I think, on the other hand, I will, if someone is dying to sing something, I almost never tell them no. You know, I'll be like, “we can work on it, but maybe it's not appropriate for recital because, you know, you're too young to have experienced what the song is about.” And then they suddenly realize that the song is about something they haven't thought about that before. 
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But then I also do encourage them to do some musical theater, because for young kids, the most likely performing opportunity for them is going to be a school musical or school talent show. And if they've only been singing pop songs and they want to audition for the school musical, it's different. And so I do encourage them to do some of both. But a lot of them are already in acting classes or something like that anyway, so they already want to work both.
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And how about your like high school students? Are you working on things that they also need for their high school goals and things like that? I know you mentioned they want to be in the musical. Do they have other projects or contests and things they have to do?

Participant
Yeah, so I don't require them to do anything. 
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So, I know some teachers require them to do the district chorus, and some teachers require them to do NATS and that kind of stuff. My feeling about musical theater singers, which is really kind of my specialty at this point, is that choir is good for developing
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. My feeling about musical theater singers, which is really kind of my specialty at this point, is that choir is good for developing their ear, but it's a different sound they're ultimately going to be making. And it's not a solo endeavor. When you're in a musical theater ensemble, you are singing as an individual. Blend is not really a thing in the way it was at [omitted], for example. And so not that there's no blend in a musical theater ensemble, but it is more you are an actual character. And so, it's not that I don't always encourage them to be in choir, and they almost always are, but I don't encourage, you know, like district choir, because my feeling is that a lot of students focus on a lot of external validation. “Can I get a part in a show?” And they focus a lot less on the technical details of training. And so that's kind of where I come in. And I'm like, “Listen, as a musical theater singer, or even if you're going to go on to a BFA, nobody cares if you got into district choir or made it to States or whatever. They do not care. They care about your musical theater audition. And if you are not building those musical theater skills, acting, singing and voice and in not building if you're not building those because you're focused on learning a bunch of choral music that's going to take you a lot of time to learn, then it's not worth your time. Now, if you love it and you're still able to focus on those other three, then absolutely do it.” And some students are really quick learners, and they can do it. 
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For most students, they underestimate how much work it takes, they overestimate how much they're going to enjoy the process of learning all this choral music, and it doesn't really serve their ultimate goals. So, I almost just kind of discourage them from this, and I know that that is so different from how most voice teachers are, because most voice teachers are like “You need to be super, super versatile, but I think the musical theater actors need to be versatile in a different way. They need to be actors, singers and dancers. That is what the BFA programs are looking for. They do not care about your choral skills. 
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And that's also why I don't do NATS. I feel like with NATS, I love NATS. I'm a member of NATS. I will always be a member of NATS, but, you know, there's just so many issues with NATS, where you have classical singers judging the musical, classical teachers judging the musical theater people, when they don't really know a lot about musical theater. 
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. And if they want feedback on their musical theater, they can go take a class at the [omitted]. Or, you know, they can get feedback as performers anywhere, and that, I think is a little more valuable than getting it at NATS. So again, I know plenty of teachers who are wonderful teachers whose students do very, very well, and they require those things in them. And I'm not against that, but I have my reasons for doing things differently
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About what percentage of your studio is that their goal-applying for a BFA program?
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About what percentage of your studio is that their goal-applying for a BFA program?

Participant
It's actually very tiny. A lot of them want to perform at that level, but they want to major in something else. And that's where I kind of ride a line, where it really becomes about what they want. So, you know, some of them will want to be in every single show. Some of them want to be held to a very high standard, even if they're not going to go on to do a BFA program, because this kind of is their like BFA program in high school. You know, their time to get it all out. So, they want to know, where should I be taking dance lessons? Where should I be taking acting lessons? 
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I just won't you know if there's some resistance on certain things, like they really don't want to sing a Rogers and Hammerstein ballad, I don't care, you know?
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I know teachers who are very, kind of rigid about what they require their students, and they turn out some of the best students in the region, but a certain type of student is attracted to that and wants that once someone is going to push them on all possible levels. But there's a lot of other students who are really prone to burnout and who want a teacher who's going to kind of let them, help them grow, but stay a little more in their comfort zone. And I think that is a perfectly valid goal as well. 
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So, I kind of want to be the teacher that's as flexible as the students need me to be and that works well with who I am. And some people come to me specifically for that. Like, “You won't make me sing classical, will you?” And I'm like, “not unless you want to.” So, you know, at the university, it's completely different.
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Okay, yes, I was about to say, let's talk about the institution.

Participant 
It's very rigid. Everyone has to sing classical juries, three pieces. Mostly they are training music therapy and music ed majors. Music therapy is really their big thing.
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Music therapy is really their big thing. Now, you think that these need to be the most versatile singers in the world, and they do, except that they really almost never need to sing classically, you know, to be a music therapist. But we're an old-fashioned [omitted] school, and all juries are fully classical. So, they have to do three classical pieces and a vocalise, like, you know, Concone or Vaccai or something like that.
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But I love teaching classical voice, and the students are really, really great, but they're not getting very versatile training. Now, they are supposed to get more versatile training when they do-so the music therapy people, for example, they do six semesters of voice, applied voice, which is always classical, and then they do clinical voice. And in clinical voice, that's where they work on Beatles songs and musical theater songs and, you know, that kind of stuff. But the clinical voice person is not usually a vocal pedagogy person. You know, there's someone who took a lot of voice lessons there. They were a voice major and but they're also a music therapist. And they're primarily a music therapist. They have to be a music therapist because they have to be able to think about repertoire from a music therapy perspective. But, you know, they're not an expert in getting a student to find their belt or their mix. 
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But the clinical voice person is not usually a vocal pedagogy person. You know, there's someone who took a lot of voice lessons there. They were a voice major and but they're also a music therapist. And they're primarily a music therapist. They have to be a music therapist because they have to be able to think about repertoire from a music therapy perspective. But, you know, they're not an expert in getting a student to find their belt or their mix. It seems to be very hard position for them to fill. They've actually had me fill in on that role sometimes, because they don't have anyone else who's versatile enough. 
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They've actually had me fill in on that role sometimes, because they don't have anyone else who's versatile enough. The other teachers are, you know, 100% classically trained, and that's all they sing, and it's all they teach, and it's all they've been taught to teach because, you know, they're older than me, and it's all I was taught. And they haven't sought out ways to become more versatile, because they haven't had to, in academia. 
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And so, I almost always give my students a musical theater song as well, because we do a musical every year. It's not part of the program, it's just a club, but it's a big deal for the students.
Document: Interview 3 transcript.docx Tags: motivations for selecting genre, institutional influences 

And so, I almost always give my students a musical theater song as well, because we do a musical every year. It's not part of the program, it's just a club, but it's a big deal for the students. They love it. You know, a lot of them are really into musicals, and so they want that stuff. So, I build their, you know, I build their belt anyway, even if they're not going to be using it in lessons, because I think it's just healthy to have a balanced instrument, and it makes them more versatile when they leave. So even if they have not sung a lot of music theater repertoire, they at least have the vocal chops to do it. And, you know, they usually, for my students who are really motivated on that front, we have stuff that we work through anyway, vocally. And just because they want to sing songs that they just are like, “I really want to sing this new song that came out, you know. My Days from The Notebook, I really want to sing My Days from The Notebook. Of course, we can absolutely do that. You know, last 10 minutes of your hour-long lesson,” but then they always want to audition for the school musical, and that's usually a belt show. 
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It's not part of the program, it's just a club, but it's a big deal for the students. They love it. You know, a lot of them are really into musicals, and so they want that stuff. So, I build their, you know, I build their belt anyway, even if they're not going to be using it in lessons, because I think it's just healthy to have a balanced instrument, and it makes them more versatile when they leave. So even if they have not sung a lot of music theater repertoire, they at least have the vocal chops to do it.
Document: Interview 3 transcript.docx Tags: obstacles to selecting genre, motivations for selecting genre, beliefs regarding genre specific technique, reasons to teach , experiences with genres, attitudes toward genre inclusion, motivations to teach private voice, institutional influences, genre references/descriptions, repertoire, belting, mismatch genre and goals, training versatility 

but then they always want to audition for the school musical, and that's usually a belt show. The woman who directs it is 100% classically trained, cannot teach belting. Cannot teach belting. Literally tells the students she can't teach belting. But they're doing Mamma Mia this year. They did Little Women last year, so, you know, astonishing. And the year before that, they did Anything Goes. So, she picks belt shows. But a lot of the students already know how to belt. And then if they need a little more coaching, then they can come to me for that, and then the theater club can actually pay me for that.
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So, you said mostly musical therapy and music ed. So, for the music ed students who are focusing on vocal performance as their instrument, are they mostly performing chorally?

Participant
Yeah, so they're mostly performing in choir, and then they're taking private voice lessons.

Interviewer
And are they required? They're not required to take the clinical voice stuff? That's all for the musical therapy students?

Participant
So, they're technically not allowed to do any musical theater on their juries. 
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So, they're technically not allowed to do any musical theater on their juries. So ideally, you hope that you have a student that is a quick enough learner that you can work on something other than their three jury songs in the semester, so that you can really prepare them for what they're gonna need to know. Because I was talking to one of my neighbors, she has a master’s in music education, and she's been teaching in the classroom for a long time-music ed. And she's like, “What I think we need is a lot less classical, we need a lot more theater voice, and we need a lot more world music.” And I completely agree with that. I do think they get some of the world music stuff in choir, but, you know, they're never going to sing in Italian again. They're not. Why are we building that skill? I've talked to my bosses about it, and, you know, they have the reasons for doing what they're doing, and things looks like things aren't going to change anytime soon, but there's some glimmers of hope. There have been some retirements and some replacements and stuff.
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So, if you're willing, could you tell me, what are their reasons? How do they justify it?

Participant
The man who just retired from the department was in his 70s, and I think that, you know, he felt that classical was best, you know? 
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The man who just retired from the department was in his 70s, and I think that, you know, he felt that classical was best, you know? Just as far as aesthetics, it was superior. I don't know. I could be wrong. He didn't say that, and students told me that they thought, actually thought he probably didn't think that. I don't know. I think he probably did, but I don't know. He's also not a voice person. That's the other thing. The two people running the department are not voice people, and so I don't think they understand the massive leap between-Well, there's two things. One, I don't think they understand the massive leap between classical voice and any other style. Two, I will also say that I feel that male singers often do not understand it either, because they already sing in chest voice, they already develop their chest voice, and they develop a mix anyway. Women don't have to do that to sing classical music. I'm not saying they shouldn't, but they don't have to, and it was not part of my training. 
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Two, I will also say that I feel that male singers often do not understand it either, because they already sing in chest voice, they already develop their chest voice, and they develop a mix anyway. Women don't have to do that to sing classical music. I'm not saying they shouldn't, but they don't have to, and it was not part of my training. So, if you are there, if you are a woman who was classically trained quite some decades ago, you are not prepared to teach this stuff. If you are male, you are probably better prepared to teach it. We don't have any men teaching voice. 
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We don't have any men teaching voice. We have three female voice teachers, one in her 70s, one in her late 40s, and then me in my mid 40s. But I'm the only one who's taught outside of academia. So, I'm the only one who's had one other styles. 
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So, I'm the only one who's had one other styles. And I don't think our department chair, who is the band and orchestra director. I think he's a great conductor. I think he can hear a good belter and recognize it as good singing, because he hears the students in the musicals. He hires belters with his professional orchestra that he conducts. He knows what it sounds like. But I don't think he realizes what it feels like to try to sing one when you're trained in the other. I just don't think he understands physiologically, how difficult that is. And I don't think he realizes that, you know, we're not preparing students for the field vocally. 
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Now one thing I will say, a lot of students do come in with those other styles already ingrained in them. You know, they come in knowing pop and musical theater in a way that I never knew. You know, because that's what they live and breathe, okay? And then they know nothing about classical music. Usually, when they come in, they've often heard one classical song for their audition. And so, you know, I feel like sometimes we spend all three years, or all four years, just getting them to sound classical, and we neglect the other stuff. 
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And so, you know, I feel like sometimes we spend all three years, or all four years, just getting them to sound classical, and we neglect the other stuff. I don't want to be neglecting the other stuff. I want to be doing it all. But it's very hard to do it all when you have someone who's never sung a song in Italian before, and then they also have to sing in German and French. And when you have to get them to sing two foreign languages on their jury and three songs that feel like they're in a completely foreign style to them, it takes all semester to get them to do that. I don't have time to be like “and let's work on an Ariana Grande song,” or “let's get you singing My Days,” even though I know they can do it. I just don't always have time, unless they are a really quick learner, and some of them are.
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Ok, so when they announced they were doing Little Women last year, I sent an email to the other voice teachers, and I was just super, super careful, because I didn't want to step on anyone's toes or offend anyone. But I was like, “There's two pretty high belt roles, Marmee and Jo. I know you guys don't teach belt typically. If you would like to send any of your students to me to just coach in preparation for the auditions, I'm happy to help.” Like, that was it. Well, the one teacher emailed back and said, “Yes, please. I'm going to send you about three or four people.” The other emailed me back and said, “I don't believe in high belts.” 
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It’s hard because classical music is my first love, and I get to teach it. At the same time, I have so many ethical issues with the way it's done, the fact that it's kind of forced, is the only thing I'm allowed to teach there. 
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t’s hard because classical music is my first love, and I get to teach it. At the same time, I have so many ethical issues with the way it's done, the fact that it's kind of forced, is the only thing I'm allowed to teach there. And I'm very upfront with my students that I'm sorry applied lessons are 100% classical. This is not my decision. We can work on other stuff, but I also have to get you prepared for your juries. You know, I'm just super upfront with them about “this is where I stand.” And no one, no one is actually hating on contemporary music. They actually like that music. They just have this idea that it's somehow aesthetically inferior or not appropriate in jury context.
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They actually like that music. They just have this idea that it's somehow aesthetically inferior or not appropriate in jury context. So, again, that's a bigger conversation that I've had with the people who are not part-time adjuncts. And the reason I teach there is because it's extremely close to my home, and I can teach during the day, when my kids are at school. I was invited to teach musical theater at [omitted], and I would love to do that, but it's an hour from my home and I just can't, it's not worth it.
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o, yeah, there's a reason I'm doing what I'm doing, but I probably won't do it forever, because it might eventually drive me nuts. But it's about my students, and they're really great, and they're just up for anything. And they love helping me pick out the classical repertoire that I give them. I always give them choices, almost always when it comes to French and German. Sometimes I don't, because I know there are literally not songs simple enough for some of them. Like, I need a two-page German song because they're just learning German for the first time, and so I'll be like, “this is your song.” Or I'll be like, “here's two choices,” you know? But when it comes to their English pieces, I give them lots of choice for their Italian pieces, and they end up really loving it. They end up getting really passionate about it, and they see the value in it, which I think is great. I think sometimes they see more value in it than I did coming into their lesson, because they've not done it before,
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Do you have any particular resources? We talked about like your co-op, right?

Participant 
Yeah, Speakeasy Cooperative, yeah.
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How about texts, journals, online sources, anything like that?

Participant
Um, so I love TikTok for that. I know there's weird voice stuff on TikTok, but there's also some amazing people. I love Maddie Tarbox, she's a Shenandoah grad, and she does great like demonstrations, and she has online courses too. So TikTok for her, I love Emily Kristen Morris, she is a musical theater singer. She recently toured as Elphaba in the national tour, and she also did Frozen in Chicago. She was Elsa. She is a really good. She teaches voice, but she also does these great demonstration videos where she'll sing an excerpt of a song in head voice, head mix, belt mix, and then straight up chest voice. So, it's fascinating to like, introduce students to the different qualities of sound they can start making, and she posts a lot of, like, sample lessons and stuff. So, I love her.
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Um, anything Shenandoah University puts out is fantastic for contemporary voice. Anything Matt Edwards does is worth its weight in gold. And who else do I love? Who else? What other courses have I taken? I mean, I've also done Estill training, which I liked for the anatomy stuff, and it's very like style neutral, but it's a little intense. I think Matt Edwards stuff is actually a little more specific, a little more helpful in that way.
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But, yeah, I can't, I can't recommend Maddie Tarbox and Matt Edwards enough, because they're so clear and they just have a lot of stuff, where they're teaching voice teachers about how to teach
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particularly, Matt Edwards is just fantastic about updating people on the latest trends in musical theater auditions, you know, because that's every week, right? So, yeah. It changes in New York. One of the things he always says is how it is slow to change other places. So, you know, in the Midwest it’s very static, but in New York, it’s a very fast pace of change. Yeah...those are my favorites
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So I went to a really small rural school in [omitted], so like, taking voice lessons was not an option for me, really, until I went to college. So that's when I formally started taking lessons. However, thankfully, I did take piano lessons all the way from age five to senior year of high school, and then I guess a little bit at [omitted] but it was just so I could practice or pass my piano proficiency exam, which I did have to take twice. Anyhow. So, thankfully, I knew about reading music from playing the piano. Oh, and then I was in band as well. I played french horn, so, still reading treble clef and I sang alto all the way. Well, actually, through graduate school, alto two actually, is where I got a lot of my scholarships.
Document: Interview5 transcript.docx Tags: training experiences, access to training 

So that's um, looking in the hymnal at church and like figuring out how to sing harmony. That's when I would say I really it resonated with me. That was important in my development as a musician and as an instructor, because my ear is still just drawn to the alto line.
Document: Interview5 transcript.docx Tags: enjoyed singing harmony and listening to harmony was early motivator, story 

And, uh, okay, so I did my Bachelor's degree at [omitted] and then I taught for two years teaching high school choir down in [omitted], and actually class guitar, because I had two sections of that. And I was really glad to earn a degree from [omitted] in music education. You have to have piano proficiency. And it might just be the music degree, but I'm just speaking from the music ed part of it, but we had to do piano proficiency, recorder proficiency and guitar proficiency. And I'm so glad that we did the guitar proficiency, because then I was able to teach down in [omitted]. [omitted] was where I started my career. 
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Then, oh, I think you'll appreciate how I got into grad school, how I even thought it was a possibility for me.
Document: Interview5 transcript.docx Tags: decision to do grad school was unique to P 

So, I was an early user of Gmail, and I must have written an email to my family, you know, talking about choir or auditions or something like that. And you know that they used to do well, used to targeted ads, then in Gmail, and it was like, “Now having auditions for [omitted] Symphony Chorus.” And I was like, “Oh, that sounds pretty fun.” And so, I'd been living down in [omitted] for, like, a year and a half. And so, the classical music scene is not like, even though it's like, about the same size as [omitted], it's not the same culture. Obviously, because of location and the demographics of people that make up the community. So, I was like, “Okay, well, I'm just gonna go audition for this [omitted] symphony chorus, just to make sure that I'm like, still good at singing.” And so it was, like, a three-hour drive. And also, I'd never been to [omitted]. I was like, “Oh, I'll just go and see what it's like.” So, I go check in with the young woman who's running the table. And so I, you know, I fill up my stuff, and then I hand it back to her, and she's like, “Oh, you went to [omitted] and I said, “Oh yeah. Do you know somebody from there?” She's like, “Yeah, I grew up in [omitted], but I'm down here during my graduate work.” And I was like, “Oh, that's cool. And she's like, do you know [omitted]?” And I was like, “Oh yeah.” She was in my voice studio, and they were best friends in high school. So funny, yes. So, I filled out my form, and, you know, she looked at it for a little while, and then it was my turn to go sing. And so, [omitted] was the chorus master who also worked at [omitted] And so, I looked at my paper, and he's like, “Oh, you're a choir director, great. Oh, you went to [omitted]. Oh, you're a section leader at [omitted].” He's like, “Okay…Let me just hear you sing first.” So, I sang my audition song, and he was like, “Oh, that was very good. Like, what…what are your plans?” Well, I was thinking when I was 30, then I could go back to school. And he's like, “Well, what if you went next year? And I was like, “You want to pay for it?” Haha. He's like, “Yes, I still need to select my master's TA.” That's how I got into grad school. Wacky, yeah. So it was, like, just definitely the right place at the right time, and, like, taking a chance.
So, anyway, then I studied at [omitted]. 
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So, anyway, then I studied at [omitted]. I moved up to [omitted] then and was a full-time student. And so, I got to conduct one of the choirs for some of the pieces, like I would get to do warmups occasionally, and then have one piece per concert. So that was good. So, I finished that with a Master of Music with an emphasis in choral conducting.
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So, I finished that with a Master of Music with an emphasis in choral conducting. 
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So that was in 2010 and so I was just thinking, like, I've had…that was 15 years ago, so crazy. So since then, I've been like, I miss-- my favorite job actually, is teaching elementary music, like, because it's so active, and I really love to incorporate movement into my class. 
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my favorite job actually, is teaching elementary music, like, because it's so active, and I really love to incorporate movement into my class. And I just think that kids need it. They just need it. Like and just seeing you about testing and sedentary lifestyle, and like how your brain works, and like all of the cross-lateral communication there is, and you can just, like, reinforce it and boost that learning in the music classroom, like so much better than, like a lot of other classrooms. So anyway, I love teaching elementary music, 
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So anyway, I love teaching elementary music, but one thing I experienced then was actually teaching choir was really hard on my voice high school choir because they wouldn't shut up. Like, I couldn't get them to stop talking without, like, damaging my instrument. And so that's part of the reason that I'm not in a classroom anymore, to preserve my own vocal health and to keep my instrument healthy.
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And so that's part of the reason that I'm not in a classroom anymore, to preserve my own vocal health and to keep my instrument healthy. See, what I'm telling them, “Oh, you need to hydrate,” things like that. And then, you know, I have to like, vocal rest, then, every other month. So that's why I worked, when I moved here. I moved because I got the middle school job at [omitted]
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I moved because I got the middle school job at [omitted], and so I had grade specific choirs, sixth, seventh, eighth, each their own. And then two show choirs, 
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And then two show choirs, which was so much time and, like, effort and heartache for me. And there would be these moments that parents are, like, emailing me about, like, the lip gloss color that I chose. Like, “Uh, I don't know why I worked so hard in school, if this is what people are going to be worried about.”
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So anyway, I finished working there in 2017, and I guess that's when I started. I opened my studio, so I've been doing that now for eight years. I offer piano and voice lessons, and I think this summer I'm going to have probably like 40 students.
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Interviewer 
How many of your students are voice students?

Participant 
Maybe, like 10?

Interviewer 
So, you're teaching voice in the context of your own private studio?

Participant 
Yes. 
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Interviewer 
So, you're teaching voice in the context of your own private studio?

Participant 
Yes. And I do direct my church choir.

Interviewer 
Okay. Do you do any like, singing instruction when you're there?

Participant 
Yes, like through rehearsal. Yes, yes, definitely. I feel like we talk about breath support and like vowel shape in church choir. Okay,
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Um, I think, um.. okay, so, like I said, I played the piano and so then I would like do special music sometimes at the church where I was growing up, and I remember we had, like, youth choir, and they would put on those dang kid’s songs, or, like, for young worship, whatever, and they were in such terrible spots for my voice and, like, I just didn't know how to sing loudly.
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I remember we had, like, youth choir, and they would put on those dang kid’s songs, or, like, for young worship, whatever, and they were in such terrible spots for my voice and, like, I just didn't know how to sing loudly. I knew I love to sing, but where all those songs sat were just awful for my range. And so now, like, looking back on this, then, you know, I could sing loudly in my chest voice, but then anytime it would go higher than I would just like, you know, sing like, off my voice. And I remember it. I had some really mean kids who went to my church, and this boy turns to me. He's like, “Why aren’t you singing louder? I thought you liked music.” I'm like, “I don't know. Like, I also wish that I were singing louder, but I don't know how to do that.”
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He's like, “Why aren’t you singing louder? I thought you liked music.” I'm like, “I don't know. Like, I also wish that I were singing louder, but I don't know how to do that.” Yeah, okay, so that was tough because I really enjoyed singing, but I just didn't know. And obviously there wasn't YouTube back then, so I couldn't just be like “middle school girl, how do I sing better?” 
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Um, oh, but I will say, something that I am so grateful for. Because I went to a small school, I was able to be in all the stuff that I wanted to be in. So, I was a pretty good athlete. My favorite, and also what I was best at, was the field events and track. And so, you would not believe the amount of overlap that I've benefited from. The shot put was my favorite event, and you would not believe the core control that I had to learn in throwing events that has made me a better singer. It's like, fascinating to me now, yeah, like having the body control to do these, like, little, tiny movements, and it's like, the same as what you do in singing, it's so it's fascinating to me,
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The shot put was my favorite event, and you would not believe the core control that I had to learn in throwing events that has made me a better singer. It's like, fascinating to me now, yeah, like having the body control to do these, like, little, tiny movements, and it's like, the same as what you do in singing, it's so it's fascinating to me, 
Interviewer 
Like, the teen tiny adjustments, you mean, that have a big impact?

Participant 
Yes. And then also, like, I would exercise for two hours after school the entire spring and I took weights class. And so just having that muscle control and that strength, like, I know that it's like, why I could sing so loud or eventually, and like, support my sound healthily, and like, understand, like, how to engage those really specific muscles. And like, learn. And like, so when you're throwing, like, it's all about, you know, like learning these different positions and like, you really have to separate your upper and lower body and, like, we talk about that in singing. So anyway, that that was something I'm so grateful for. 
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Yeah, an 
Interviewer 
Interesting connection.

Participant 
Yeah, so, every voice lesson I have, we start with the physical warm up, and they just know that this is how we start. They go wash their hands, and they come back, and then we do the physical warm up every voice lesson. So, I equate it to like, oiling your valves or getting your reed prepared, like you just have to get your body ready to sing.
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So how does genre play a role in your practice?

Participant 
I use the 24, well not usually the Italian. I use the First Book of …Solos, for the different voice parts, those collections. It's just a nice array. We can always find something that will work for a contest. And I think that these are, like, pretty good songs too. Some of them are kind of funny, but it works for sight reading, like, I don't know, like a soprano book has one like, about a green dog, and so that always makes us laugh. And there's like, a few in other languages, Latin, Spanish, Italian.
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Oh, and then, if kids are auditioning for something like one, oh, so I teach school year session, and then I have a summer session, So, uh, I usually want voice students to be eighth grade or older, um, just so they understand that you have to practice outside of lessons. But in the summertime, if kids, I don't know, I'm a little more lenient in the summer, because it's just like, not even a three-month commitment. And like, you know, a second grader can be fine, and we can, like, it won't just be like, the same thing over and over.
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Would you say that there is a genre or a style of singing that you work on more than any other?

Participant 
Oh yeah, classical, yeah. 
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Would you say that there is a genre or a style of singing that you work on more than any other?

Participant 
Oh yeah, classical, yeah. Because, oh, actually, I had this revelation. So, when I went to get my new my, you know, first career job, my actual job, then I was like, oh my gosh, I am a person with disposable income. I can, like, go to a bar now, like, not worry about affording toothpaste, or whatever student things I need. And so, my friend is like, “Oh, hey, do you want to go do karaoke?” And I was like, “Oh, yes, I've always wanted to do that.” So then, you know, like, once I kind of, started, like, using my, like, classical singing stuff, but like singing pop songs, I was like, “Oh, game over.” Like, I could just, I, like, would crush it. If I would, like, sing with proper technique, but like, you know, the Four Non-Blondes, What’s up? Is one that I like to sing. But I’m, like, thinking about technique and like breathing properly and everything, even when I'm doing karaoke. And so, I just like, really, not proved to myself, but validated in technique that you learn by singing, like classical songs or like traditional 

voice lesson repertoire. It's easily adaptable. Then you just keep singing like that, just different genres.
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But I’m, like, thinking about technique and like breathing properly and everything, even when I'm doing karaoke. And so, I just like, really, not proved to myself, but validated in technique that you learn by singing, like classical songs or like traditional 
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Okay, so, for you, does it feel like you apply a different technique to it at all? Or like, what adjustments do you make, if any?

Participant 
When I’m doing karaoke?

Interviewer
Yeah.

Participant 
I think, more casual diction, probably, and no shadow vowels, probably. But as far as like, breathing and breath support in general, same. Yeah, and that's what I tell my students, too.
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Oh, I remember when I was in graduate school, I was listening to a choir sing something on YouTube, and I was like, “Man, what is it about…why does this choir sound so much better than like, other ones that I've heard on YouTube?” And it's the altos, to me. I mean, like, my ear obviously is still drawn to the alto line. But I found that when a choir has vocal technique instruction, when the altos have, like, a song placement, but still with like choral vowel, it just sounds better. It adds like a sparkle and a brightness to the… It just makes the whole chord shimmer throughout the choir. And that was a really exciting revelation for me. To like, tell the altos “Sing that like you're singing it in voice lessons,” and then they would, and it just like, to my ear, changes the entire experience of the song because they're singing with support instead. 
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How do you decide what genre of repertoire to use?

Participant 
So, what I say when I'm starting with a brand-new student? I say, because usually I'm emailing their parent, I say, have them bring whatever music they want to learn. Because if they're, like, getting ready to sing a solo at church, like, if they're doing a praise song or whatever, or like, a hymn or whatever, then like, I want to help them work on that. 
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So, like, I would say that's goal number one, and then secondary is like teaching them technique through the song that they picked.
Document: Interview5 transcript.docx Tags: motivations for selecting genre 

But if they don't have anything in mind, then it's like number one is technique, and then secondary is like learning this song
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Or if they're like, getting ready for a solo, like, I'll have people just contact and be like, “Hey, I want to try out for a show choir solo.” And so, we just focus on that. I want them to feel prepared. But I won't go so much into the technique stuff, because, you know, if they're only coming for three weeks, you know, I just want to prep them for that.
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I want them to feel prepared. But I won't go so much into the technique stuff, because, you know, if they're only coming for three weeks, you know, I just want to prep them for that. And so again, the piece is number one, and then two is the
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And so again, the piece is number one, and then two is the technique that we can, like, learn within our limited amount of time together.
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What would you work on with a student if their primary goal was a show choir audition or a solo?
Participant 
So thankfully, um, like, a number of choirs around here use ‘My Country Tis of Thee’. And so, like, everybody knows that one. There are a lot of consonant combinations in there, and so, if you can just clean that up. -
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Oh, if I can, -I'll come back to this. So, what I pretty much tell my new voice students now, and I really need to type this up to just like hand to them, is, if you can make these four singing habits, all of the music that you sing is going to be better. So, we talk about having minimum amount of space between your teeth, because if you're doing that, you're going to have more resonating space, and then quickly, like, have crisp initial consonants. So, like the M in ‘my’, you know, get right to the vowel. And then it just, like, adds like sparkle to all of them, because you're just so quickly getting to the vowels. Then I always like to use solfege in lessons, because those vowels that we practice are the most beautiful ones to sing. And so, if they can apply those five pure vowel sounds to most of the words, even if they're singing in English, it's going to be the most beautiful their voice can sound anyway. And then I feel like there's one more, but it's just not coming to me right now, maybe just, like, really clear diction, like putting a lot of energy into your face when you're singing, and so it just sounds better, crisper and more energetic. So anyway, that's, that's something like, I would say, within the last five months, is like, “Oh, if you can acquire these four habits, then anything you sing is going to sound better, okay?” And the kids, um, they're like, “Oh, I can do that.” 
Document: Interview5 transcript.docx Tags: epiphanies, top down teaching, teaching goals, context of work, beliefs regarding genre specific technique, experiences with genres, teaching techniques in studio, proper technique, descriptions of preferred aesthetic 

Are things that you would talk to them about when their focus is show choir versus if their focus was like, say, their solo/ensemble piece? Because I'm assuming that the solo ensemble piece is likely classical, yes? 

Participant 
Yes.

Interviewer 
Ok, yeah.

Participant 
Well, I'll say this part first, actually, the overlap. Whenever somebody picks a German song, I said, “Oh, you're in show choir, so you have to pronounce German like you do show choir.” And they're like, “Oh, okay.” They get it, and then they do it. It's awesome. So, yeah, obviously we have, like, a brighter sound for show choir, which actually does also help when they're singing lower in their range. I say, “Okay, can you sing this part like it's in show choir, and bring it forward, and then, you know, this will cut over the piano. It's easier to sing, but make sure you're still providing the good space.”
Document: Interview5 transcript.docx Tags: motivations for selecting genre, impressions of genre, beliefs regarding genre specific technique, teaching techniques in studio, proper technique, student led pedagogy 

Okay, can you sing this part like it's in show choir, and bring it forward, and then, you know, this will cut over the piano. It's easier to sing, but make sure you're still providing the good space.” Um, yes, but yeah, having consistent good breath support, like, that is just…just good, healthy singing. Okay, to me.
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Interesting. Okay, cool. Thank you for that. I feel like I, well, actually connecting back to the shot-put thing. Yes, would you be willing to talk me through how you introduce breathing? And is that a time that you're incorporating some of that stuff that you've learned as an athlete?

Participant 
So, I'm so grateful when the high schoolers come and they've spent time in the weight room, because we talk about, like, squatting. Because, if they're…oh, yesterday, yeah, I have a young lady. We were talking about, like, engaging more of your instrument. I've been saying that a lot more too, because, you know, when they come, they're like, “Oh, well, I'm singing right here. I'm like, “No, no, no. Look at all this instrument you can use.” Like, “Isn't this gonna be better than just this?” And they're like, “Oh yeah, okay, I see what you're saying.” So okay, so I did have a vocal jazz piece for her to work on that I've sung as a solo. And so, I was like, “Okay, since you don't have your music yet, let's pick a vocal jazz solo.” And there's a part, it's like, “But I'm gonna find my whole life through something,” like that. And she sings alto, so obviously she spends a lot of time in the speaking range. And when she goes to the higher notes, she kind of goes like this, which I can understand, because that's how I was, too. Like. I was like, “Oh, those are scary notes. I'll back off of them.” No, no, no, you gotta go into them. So, then I was like, “Okay, so, like, squat,” which I had to explain to her, because she doesn't -that's not her thing. But then what I was like, okay, so you know from show choir, like this is different from this movement. So I said, Okay, so you can, like, bend your body like this, or you can, like, lower your body and like, have all of your muscles engaged and like, and you have to think about like, the bar weighing and like, if you tip, if you're not supporting the bar here…So, but then she was like, “But, like, I do a lot of, like, sitting on the higher notes, like, especially when there's like a line coming up to it,” Okay, and then talking about engaging your core and so like, say, like, “Relax the air in, and then, and then, like, squeeze and support the air out when you're singing, okay.”
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But like, can I I say something? I had a voice lesson earlier today, and something that was successful with this young man… So he was doing “mi, mi”. And I said, “Oh, switch it to a v sound and have your hand,” -So I say, “this is where your belly button should be under your hand.” And then I said, “okay, do you feel that energy? So then just maintain that energy through the vocal exercise.” And so then, like, you have it with the V sound, and then just like, keep, keep flexing all your way through. Or we do, like, “heh heh heh”, with the ‘heh’ and the tongue out, so there can be no tension building. And then I say, “You know, feel the energy from the huh sound, and then just maintain it for the fall.” And what it does is, like, it smooths out. Like sometimes you can eliminate the break between the different registers of your voice, 
Document: Interview5 transcript.docx Tags: feelings of lacking skills, values including movement in instruction, healthy singing needs muscle control, loud singing needs muscle/core strenght, teaching techniques in studio, proper technique 

and I fall into it too, because I'm like, these are really good for any singer, so I'm going to do them with you. And the kids are like, okay, great. And so, we do it, like, “This one is not for beauty, this is for strength. That's what we're working on now. And then I start every lesson with our physical warm up, and then lip trills, because I think they are just a magical vocal exercise. We do a lot of lip trills. And then during the song, I said, “Can you just lip trill that two phrase two times?” And then I said, “Okay, now, don't change anything. Just sing the words now but keep everything down here the same.” And then they do and it's like a magic trick. Just get it usually, okay. 
Document: Interview5 transcript.docx Tags: values including movement in instruction, healthy singing needs muscle control, teaching techniques in studio, descriptions of preferred aesthetic 

Well, yeah, I just was wondering, specifically, like, what you apply? I mean, I know it is, like, connected to the core, but…?

Participant 
Yeah, so, I think being bodily aware, because you have to, like, stay in the ring when you're doing shot put and discus.
Document: Interview5 transcript.docx Tags: proprioceptive connections across activities 

shot put and discus. Those were my two events that I excelled in. And so, like, having control of your body, like, an explosive target. Targeted movements, like, that's singing-using your entire instrument, and then also knowing what it feels like to engage a muscle.
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When I say, like, “Engage your core,” one visual I use with the students is, I say, “Okay, imagine you have a can of pop, but it's all made out of metal. It's heavy, isn't it? “And so, then we, a lot of times, will stretch, and then you place it on the shelf if they're having a hard time, like, with either an entrance note on a phrase, or if they have a big leap. And so like, if you're going to set something heavy, I'm like, “Okay, now, do you feel how your core is still flexing, like you're engaging that muscle, those muscles down there?” And then you have to set it on there, and so it's not like this, but like this for the pitch. Yeah, let me talk about Caitlin Clark shooting a basketball. I'm like, “Oh, you hit the rim with that, but you didn't make the basket. So now sing it so you make the basket instead of just hitting the rim.” Oh, so what degree are you working on?
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Okay, so I if I could recommend a book for you. It's called the Smart Moves: Why learning isn't all in your head, and it was pivotal for me to read and to understand. And it, like, well, I had this really wonderful mentor.
Document: Interview5 transcript.docx Tags: values including movement in instruction, teaching techniques in studio, epiphanies, descriptions of preferred aesthetic 

Progressive Musicianship is her textbook. Now it's a second edition, but she's the one who kind of, like, made everybody know about the rhythm learning method Takadimi, and she's a real advocate for solfege. And like, when our paths cross, I was newly out of graduate school, and she was like, “Why don't you come audit one of my classes?” and I was like, “I have gotten enough school. Like, I don't need to go to anymore.” But because I respected her so much, I was like, “Okay, I'll come to see how it is.” And I'm so glad I did, because she has, like, changed, even after high quality [omitted], known for music education, [omitted], fine, um, but I just, everything that she told us about… I felt like what she did in that class was applicable. Instead of like, “oh, here are these long lists of like, why music ed, what it is like, Kodály” and like, the history of music, education, whatever. And she was like, “No, this is how you make it important. Like in your school, like, this is how you do it, so kids love coming to your class.” But it's like, good for them. This is how you build like true self-confidence through skill acquisition. So anyway, I have kept it, even though I'm probably never going to return to the classroom. I kept that book because it made such a huge difference.
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And like, when our paths cross, I was newly out of graduate school, and she was like, “Why don't you come audit one of my classes?” and I was like, “I have gotten enough school. Like, I don't need to go to anymore.” But because I respected her so much, I was like, “Okay, I'll come to see how it is.”
Document: Interview5 transcript.docx Tags: effort to gain competency, access to training 

“No, this is how you make it important. Like in your school, like, this is how you do it, so kids love coming to your class.” But it's like, good for them. This is how you build like true self-confidence through skill acquisition. So anyway, I have kept it, even though I'm probably never going to return to the classroom. I kept that book because it made such a huge difference.
Document: Interview5 transcript.docx Tags: access to training, big influencers , effort to gain competency, effectiveness of training 

Okay, so we talked about healthy singing. Did you ever feel like you got a sense from a teacher when you were younger, or even in college or whenever, that there was a genre that you should sing, and then other genres that should be not as pursued, or was it like addressed as: everything is separate but equal, or whatever?

Participant 
Um, thankfully, my voice is pretty adaptable. My voice is suited to sing many different types of genres, so I never felt like anyone said you shouldn't be singing that.
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But I did feel like at [omitted] like, there was this student, she put on a musical theater senior recital, and I think I'm pretty sure she wasn't allowed to have it in the [omitted] Recital Hall. She had to have it over in the [omitted].
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also, in my freshman year, and [omitted] was my teacher, and then she and her husband were expecting a second baby, so they moved away. Then my second year, I had [omitted], and then she left so she could go be an opera singer. And then my third year was [omitted]. And I sang enough general recitals that I satisfied my recital requirement.
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Yeah, they had, if you wanted to, or if you had one song ready, you could, perform it at a general recital. Oh, and they were, like, on a 20-minute break somewhere in the day. And so, they would just like, schedule general recitals.

But anyway, so then I was like, “Well, I really like singing.” And then I learned about the Schumann, ‘Frauen-liebe und Leben’, the eight-song cycle, the German, and I really wanted to learn those. And so, then I put on an hour recital my senior year. I didn't have to, but I did, just because I liked it so much. 
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Okay, so what I really am getting back to is, I kind of was whipped around for voice teachers in college, and so I didn't really get serious about it until my junior year, and I think I signed up for an hour lesson that year, and so that was good. And then number two, I was like, “Oh, well, I want to learn all these songs, and so I'm just gonna do this.”
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But I just wonder, if I would have had a consistent teacher the whole way through, if it would have been different, because I did not think my voice was good enough to be a professional singer.
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And now looking back like, when I when I got done, well, when I moved to [omitted], where I met [omitted], (my friend [omitted], was an opera singer) and she was like, “Hey, what are you doing?” And I was like, “Well, I'm teaching school, you know, just got married,” whatever, whatever. And she's like, “Because, like, with your”- this is what she said: I'm not like doing anything. Okay? She was like, “well, with your beauty and your voice, you could really make it as an opera singer.”
Document: Interview5 transcript.docx Tags: external validation needed, self-identity as singer, training challenges, big influencers 

I was like, nobody has ever said that to me. Thank you. But then here I am not being an opera singer.
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Do you remember where you got that impression that you weren't good enough to be perform as a professional?

Participant 
I think it was self, self-inflicted.
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Well, sure, but you must have been, like, using some kind of data to form that, right?

Participant 
I guess, um, well, it was just so hard going to [omitted] because at my high school, like, I was the lead in the musical for my junior and senior year, and I was an All-Stater my junior and senior year, and but then when I went there, I was just… Like, I didn't even make it into the advanced theory class that [omitted] taught.
Document: Interview5 transcript.docx Tags: self-identity as singer, sense of competency, feelings of lacking skills, training challenges, self-doubt about skills, imposter syndrome 

And so, I was like, I don't know crap about music and singing and performing. And I think, oh, I remember thinking, like, because I knew at least two of the kids in the advanced theory class who were getting the solos in [freshman women’s choir], or their parents were music teachers. And I was like, “All right, so I just so behind. There's no way I could ever catch up.”
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Okay, but now I'm, like, so good at theory. I just had to learn it. I just needed some time, like, I'm so good at rhythm now, because after I finished all my degrees, then I learned this amazing rhythm learning technique that just gives you the tools to figure out any rhythm, and it like overlaps between compound and simple meter. And that's where I always struggled. It is. It's amazing. 
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I learned this amazing rhythm learning technique that just gives you the tools to figure out any rhythm, and it like overlaps between compound and simple meter. And that's where I always struggled. It is. It's amazing. And I love exposing kids to it, because it just makes because, as a singer, you know you can just like, can you play that for me, piano player, instead of, like, taking ownership and learning your crap that you should.
Document: Interview5 transcript.docx Tags: motivations to teach private voice, teaching techniques in studio, teaching goals, teaching singers music skills , reasons to teach 

No, yeah, yeah. Um, anyway, so I'm grateful not because now I just tell kids, I'm like, “Well, if you really want to do it, get after it, like I'm giving you permission.”
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Oh, that's one thing that I do also love to do, is when they're singing a song in a foreign language, I'll be like, okay, ‘Caro mio Ben’. And they're like, “caro mio ben”. And I said, “Hold on, this is an adult giving you, a young person, permission to try to sound authentic for this. Like, just because you're from [omitted], just because you're from the [omitted] doesn't mean that you can't be cultured. You're here with a professional singer taking voice lessons. You can, like, give a little more effort to sound authentic,” and then they nail it, you know?
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Hold on, this is an adult giving you, a young person, permission to try to sound authentic for this. Like, just because you're from [omitted], just because you're from the [omitted] doesn't mean that you can't be cultured. You're here with a professional singer taking voice lessons. You can, like, give a little more effort to sound authentic,” and then they nail it, you know? 
Document: Interview5 transcript.docx Tags: top down teaching 

So, yeah, just like, telling kids that they're capable of doing something or, you know, because, like, I don't really feel like in school, in public school, maybe even private school - Actually, I know, because that's the last place I worked. But, like, it's not about giving kids ownership over their learning. It's like, you got to learn this stuff so we can pass the test and make our school look good, and we get funding. Like, it's not about creating lifelong learners, or, like, you know, helping them build true self confidence.
Document: Interview5 transcript.docx Tags: teaching goals, reasons to teach , motivations to teach private voice, empowering students, teaching kids to learn 

Looking back, do you think your first voice teacher or teachers guided you in singing one genre more than another. 

Participant 
Definitely.

Interviewer 
Did you have any feelings about that at the time or now?

Participant 
Um, well, yes, I do. I think that, if we let kids sing music they already know, or a genre that they already know, it's not separate enough. And I think it's harder for them to acquire good, healthy singing habits than if it's not, like, all new. 
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That's why I like having them sing another-Like, when we're choosing repertoire, I say, “Okay, we'll do this one in English and then a foreign language. English, foreign language, we alternate all of them, or all of the repertoire choices. But I think when you have a foreign language and a genre, because you know, singing can be so passionate.
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Like I had a friend once say, (we were getting ready for choir auditions, and it was a big year. We were going to be sophomores, so could be in [omitted]). So, she was, like, “Well, I really, I really hope I make [omitted] this year.” And I was like, “Oh, have you been practicing over the summer?” And she's like, “I sing along with the radio, like, every day when I'm driving around,” and I was like, “Oh, but like, are you singing?” And that's like, when I kind of figured out the difference between driving, you know, in your driver's seat is not conducive to good support and vocal production, and you know she's going to be a soprano 2. I'm like, “Oh, you're not practicing singing harmony.” And that's like, kind of important anyway,
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o, okay, oh, choosing literature. So yeah, I think that having kids, like…Classical music is more formal than what we hear on the radio. But then they'll be like, “Oh, I need to have like, proper singing technique for this.” And so, I think it's really valuable to have them, like, start with, like, classical stuff, or a song they don't know necessarily have to learn.
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Can you think about getting quickly through the consonant combinations to the vowel so that it sounds more beautiful?” 
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So that's why I think that there's still definitely a place for classical music, and that I find it so valuable for my students, okay? Because then when you can, like, step back and you're learning everything new, then you don't have any bad habits with it yet.
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Because I found that sometimes when kids come to me, they're like, “Oh, I want to work on this song. I love this song on the radio,” and it's Billie Eilish, “Okay, I know that you like this song and that you brought it because I asked you to bring whatever you want to learn, but that's not going to make you a better singer” or, like, you know, a seventh grader singing Adele. 
Document: Interview5 transcript.docx Tags: attitudes toward genre inclusion, impressions of genre, motivations for selecting genre, experiences with genres, teaching techniques in studio, top down teaching, young students and pop music, age appropriate/chronological references 

And I remember teaching elementary school, I say, “Okay, you know, we're going to have our Christmas program, and this is not like singing along to the radio. You have to be a lot more active than that, and your grandparents are going to come, and they can't hear very well, so you have to have good pronunciation so they can understand what you're saying.”
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So yes, I am an advocate for, like, even though it's old, you can still learn so much from it, and valuable, sure, valuable stuff, yeah, let's see.
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So, did you have any access to, like, specific voice pedagogy training during undergrad, grad or afterwards?

Participant 
So, I took a class with [omitted], and it was like the basics of singing. It's a purple book with yellow writing on it, the Basics of Solo Singing? I don't know, a title like that. And, yeah, it was vocal pedagogy. Yeah, that's exactly what the title was. But there's only one, one credit, so we just met, like, once a week during the semester,
Document: Interview5 transcript.docx Tags: resources, training experiences, access to training, vocal pedagogy classes specifically 

All right, what about in grad school? Then? Did you have any vocal ped stuff there?

Participant 
No, because I was doing music ed. But I did take voice lessons when I was in college, and I felt like I felt like I got way better. He helped me a lot. [omitted] is his name, and he really helped me, just like, embrace good vocal technique. I feel like he really helped me with that. And also, it could have been that I had a teacher for two whole years instead of one and a half, you know, building that rapport.
Document: Interview5 transcript.docx Tags: vocal pedagogy classes specifically , access to training, training experiences, sense of competency, proper technique 

o you feel like that vocal ped class at [omitted] was helpful? Do you find yourself applying it?

Participant 
Yes, maybe, not so much. Twofold answer. I was grateful to have practiced giving voice lessons, because we had to give two voice lessons to a local student, like a[omitted] high schooler or middle schooler, and so that was good. 
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Yes, maybe, not so much. Twofold answer. I was grateful to have practiced giving voice lessons, because we had to give two voice lessons to a local student, like a[omitted] high schooler or middle schooler, and so that was good. Looking back, um, I think what would be really beneficial to young music students, like college kids. I wish I would have, like, thought of myself, like, how to teach lessons, you know? Because, like, I had one piano teacher, and she was also my high school choir director and my elementary music teacher, like it was a very small community, and so I just saw how one lady, I think a flute player, taught me how to play piano and sing.

So, I was glad that we had to, like, practice giving some voice lessons. 
Document: Interview5 transcript.docx Tags: effectiveness of training, motivations to teach private voice, self-identity as singer, performing versus teaching tension, access to training 

And then I feel like we all, like, looked through books, collections of music, and they're like, “this would be good for this voice,” like doing a review and things like that on different books. To see if you wanted to use them in your studio. And so, I found that to be kind of useful. 
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And then also, I never took IPA, which I don't feel like is important, especially now with the internet, you can just be like, “caro mio ben IPA”, and then it's there, and then you can, like, Google translate stuff. I do appreciate having the titles of books just, you know, to keep it fresh for what your students are singing and preparing. Okay, yeah, so that's helpful.
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Yeah, but I feel like taking lessons-So in the same breath, “when I had three voice teachers at [omitted],” (negative inflection) but then I'm also like, “Oh, I had three voice teachers, so I got three different perspectives here.” So that's helpful, but let's see applying that stuff. 
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Yeah, I feel like experience, there's no substitution for it. You can go to class, and you can read books, but, like, you just have to figure out how to do this stuff yourself, and then how do you explain that to your students?
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Did you feel like, pretty prepared by the time you were out of grad school?

Participant 
For teaching voice or choir or voice?

Interviewer 
Voice.

Participant 
Then no, because I was-even though teaching lessons like I feel like I am, I feel like I'm a superior educator, like I feel like I’m a gold star, because I really took all of that information that we had, like teaching in the classroom like I'm just applying it to one student at a time. 
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But it has taken me a while to, because I just like, understood how music notation works, because I can't remember not reading music and um, but teaching voice. I feel like, within the last maybe three years that kids are really getting a good experience here, I was just like figuring it out until a couple of years ago, because I had more experience teaching the changing voice. 
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I feel like, within the last maybe three years that kids are really getting a good experience here, I was just like figuring it out until a couple of years ago, because I had more experience teaching the changing voice. And like, I can like, I know what to search now on YouTube. Like, “how to help a young, a boy, a teenage boy, sing higher notes better.” Like, I can just search that now and then I can be like, “Oh, okay, so I was close to it. 
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nd like, I can like, I know what to search now on YouTube. Like, “how to help a young, a boy, a teenage boy, sing higher notes better.” Like, I can just search that now and then I can be like, “Oh, okay, so I was close to it. But just having that affirmation and then to, like, have access to many different vocal exercises, like “how to help somebody belt. Here are some exercises that,” Like, some warmups that you can do, okay, now just apply that to your song. And I feel like using YouTube as one of my resources has really improved me as a teacher, because I can, like, really specifically, search and then apply it to like, what the kid is doing. I don't have to, like, be like, “Okay, now, how can we do this? Like, what vowel is it? What consonant is going to be good for this?” Like, it's just so nice to have the world at my fingertips with ideas, yeah, it's amazing.
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Any workshops or conferences?

Participant 
No, not for vocal teaching. Like choir, yes, lots, but not vocal teaching. 
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And for me, the kids who come here for piano or for voice, I don't expect any of them to study music when they're in college. Like, I just want them, not just, I want them to, like, figure out, how to figure stuff out. And so, you know, okay, like, how can you figure that out? How does that sound? Yeah, so I do actually have some kids who are studying music at college. Now, I'm thrilled about that, but for when my students are here, I want it to be like a joyful experience, and like authentic self-confidence and skill acquisition. 
Document: Interview5 transcript.docx Tags: teaching kids to learn, identity as a teacher, teaching goals, motivations to teach private voice, reasons to teach , empowering students 

And if you sing, if you have a nice voice, great, but if you just let it stagnate, like so what? You gotta work at it, because I know that's why, like, I listened to my parents sing, but my dad is a retired science teacher, and my mom worked in a hospital for her career. I don't think that my talent was so much-I think that I, with the help of many supportive teachers, but also through my work and effort, like, I've developed my instrument into something special.
Document: Interview5 transcript.docx Tags: teaching goals, self-identity as singer, effort vs. talent 

Do you ever feel like you have repertoire you wish you could do with a kid, but there's like, something that keeps, besides just your decision or your expertise as a singer and a teacher, like, are there other influences that you feel maybe like guide or control some of the stuff that you choose for them to work on?

Participant 
I think their physical development. And not being comfortable yet in their body, and then, like, you know, because there's like, definitely, like, even for me, like, I remember finally being like, “Oh, my breasts are here.” Like, “Oh, it's just like, normal now,” but I was like, in my 20s, for sure. And so I think that, like, you're dealing with enough stuff up here when you're going through adolescence and puberty and like, all of those feelings and like worrying about getting a boyfriend or whatever, like, you know, worrying about sports and like worrying about all this stuff, that I think it's really it's hard to think about like your body as your instrument, especially if you have like self-image issues. And so, there's that.
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And then also, if kids are not in a sport, or if they're not active, then asking them to talk about, to reflect on and to not make them feel scrutinized for their physical activity amounts is an interesting thing for me to navigate as their teacher. But the kids who are in sports, or at least, who are, you know, active, like, they kind of have better control over their body, and they just know how it works better because they're, like, using it more. I mean, it's just like, your voices, like, the more you sing, the better you sing, typically, if you're doing it in a healthy way.
Document: Interview5 transcript.docx Tags: values including movement in instruction, adolescent instruction 

But the kids who are in sports, or at least, who are, you know, active, like, they kind of have better control over their body, and they just know how it works better because they're, like, using it more. I mean, it's just like, your voices, like, the more you sing, the better you sing, typically, if you're doing it in a healthy way. 
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So, like, oh, I have one, one young lady who's taking voice we finished our first-year voice lesson. She's in eighth grade, so she's old enough now, but so the first physical thing we do is we go this elbow to other knee for cross lateral, and then you get, like, the oblique work. But she's a swimmer, and so. So, she has to work on keeping her shoulders square. Like, like, when, when you're swimming, you're supposed to be like this, not like, like, moving your I don't know if you can see my shoulders, moving forward. And so, I'm like, “[omitted], move your shoulders like you get more of a benefit on your side, your obliques there, if you do, you know, rotate your shoulders to the center,” and she's like, “Oh, sorry [omitted], I just, I'm a swimmer, and I'm like, “it's cool. I'm just reminding you,”
Document: Interview5 transcript.docx Tags: teaching techniques in studio, adolescent instruction, proprioceptive connections across activities, values including movement in instruction 

Anyway. But you know, kids, my students, oh, I guess I did have one, one adult student, but it's been, like, two years now, I have advertised with a couple, like, a community choir, but I didn't have anybody reach out for voice lessons. But I feel like kids, young people, are dealing with, like, knowing their bodies. 
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But I feel like kids, young people, are dealing with, like, knowing their bodies. That, like, they just need more time before they can really, like, be like, “Okay.” Like, do you know what I'm saying? They just need more time. And then also, like, as they become adults, like, the muscle tone is different. And then like, obviously the kids who are active are going to have better muscle tone, which I think leads to better vocal tone too, and vocal control as well, like through breath. That was kind of a long answer. I guess I had a lot of thoughts about that.
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I guess I had a lot of thoughts about that.

Interviewer 
That's what I'm here for. That's why we're doing this.
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So, if you remember that survey I gave out, it listed pop, musical theater, classical, jazz, gospel, folk, country. Of course, there's like others that really aren't included. I don't have rock and roll on there, but like, just some general examples of different things. And I listed them out in the survey because I was trying to not have this like dichotomy between classical and, like everything else, you know? So, if we're trying to be, like, really specific, is there any of that stuff that you're like, “I won't touch that,” in terms of, working on it with a student, or any specific type of singing or technique?

Participant 
No, because with YouTube, and then also with my choral experience-The one that obviously stuck out to me is gospel,
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The one that obviously stuck out to me is gospel, because I'm a white lady. Um, but thankfully, I've had two directors now give permission, which I think is so great, because then I can give my students permission. Like, you can, like, try to sound authentic. When [omitted] came and worked with us, he was like, “Just sing it.” Like, “Stop thinking so much. Just sing it.” Oh my gosh. What a relief. Like, “okay, thank you. Okay, we will, now that you said that we can. So, I feel less restrained than I used to.
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But we do talk about being respectful of a genre, and that would be one where I might consult someone else or search because I feel like if you do it in a respectful way, you're good. You're making art. Um, but anyway, you understand, like satire versus singing a song or offering a musical offering, the one that comes to my mind, I just did, oh, ‘What a Beautiful City’, and they're talking about, in Revelation, like, what heaven looks like. So, I was just flipping through the soprano book, actually, and I came across it, and I didn't know it. So, then I just learned this, um, the song. It's an African American spiritual. So, my Pastor (Pastor [omitted] is her name) asked for lyrics. And so, it has like, not ‘the’ but ‘de’, but I sang it more like I would sing it. Just because of who I am. And then I also typed the words like how we would expect them to be, not the dialect. So, yeah. And that's kind of what I coach my vocal students, is: Do have that mindset. Because I have, I have some, oh no, I guess I have one African American voice student, but then I have a couple of piano students who are mixed-race, so we don't really talk about it in piano, but for singing, obviously you can just, like, pick lots of different genres. And yeah… It’s so sticky.
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nd that's kind of what I coach my vocal students, is: Do have that mindset. Because I have, I have some, oh no, I guess I have one African American voice student, but then I have a couple of piano students who are mixed-race, so we don't really talk about it in piano, but for singing, obviously you can just, like, pick lots of different genres. And yeah… It’s so sticky.

I think, I also feel good about telling my students of color, “Well, you experienced this more than me.” Like, “What do you feel like is right, like, you can lead this. How far do you want to go with stylistic choices?” 
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And I think that is just good practice, because school doesn’t really prepare you to, like, be the boss of yourself. I have like all this wonderful, not free time, like I fill my days, every day. But I’ve actually been thinking about that a lot, how like when you’re young, you’re like, not overscheduled, but are...in stuff and you have to go to school and you have to ask to use the restroom and, “We eat lunch now,” but when you’re an adult, you just decide what you do with your days. And if you never have had to make choices before, that could be really overwhelming. And it could be like really amazing for you, developmentally, or like, detrimental. So, yeah, I think the more times we can give kids a safe space and opportunity to make decisions, like artistic decisions, then you are setting them up for – it’s just a good muscle to work for their lives. 
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I'm really lucky that I've been in a fairly like musically diverse environment, like growing up, I mean. So, I grew up singing, which was a very like natural part of my childhood. Anyways, there was nothing that was off limits or off the table, and I didn't listen to a specific artist, not that I can recall, like, “I want to sing exactly like that.” Therefore, I wouldn't be seeking out teachers specific to task. 
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Um, that being said, like once I was in high school and realized that I needed to, if I wanted to major in music in college and do voice auditions, I was going to need to do classical stuff. And I started to spend more and more time singing classical stuff. I wasn't going to take jazz lessons. I wasn't going to take country lessons. I was going to take classical lessons because I want a voice scholarship. So, like, I'm going to do that by singing classical music and studying classical singing.
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how in retrospect, do you recall, were there feelings about that?

Participant 
I don't actually think there was like disappointment. I think maybe in my teenager-ness, I felt a little holier than thou, knowing that I could sing jazz. I had the self-awareness to know that I didn't sound like a choir kid singing jazz. That being said, like, I just I wasn't too worried. And to be honest, I didn't think that I would be singing much other than classical music at that point. Like, now I know that I rarely sing classical music anymore, just because of the nature of the beast.
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So, in college, because I got a degree in, it was going to be performance, changed it to music ed, um, that's a story for another time. But I continued to take voice lessons, classical lessons, and I wanted to have the experience of a performance major when it came to lessons. 
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and I wanted to have the experience of a performance major when it came to lessons. So, I was still preparing for two-hour long recitals. I was ensuring that I would take all of the opportunities to perform as I could. I did a lot of new compositions, like with the composition majors, which composition majors weren't songwriting majors, sure. Well, we were still in the classical genre. 
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Well, we were still in the classical genre. And even at the school that I went to, was pretty uncommon to see musical theater or bluegrass or even just a pop tune on a recital. It just-very few people did it, and I…I don't think it was looked down upon. I just don't think anyone really even considered it as ‘serious’ (quote marks gestured). 
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Tell me more about what you mean by ‘serious.’
Participant 
I put “serious" in air quotes not because I don’t think contemporary commercial music isn’t to be taken seriously, but because in the context I mentioned (of putting non-classical songs on a recital), I perceived that the end-of-recital choices that showcased musical theater, folk, pop, or any other contemporary repertoire as being “for fun.”
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t’s worth noting that I know these were degrees in classical music performance and therefore recitals needed to show evidence of knowledge. I don’t even think that professors would have considered those choices “unserious.” I suppose I can only speak to the know-it-all, young twentysomething perspective that thought singing “She Used To Be Mine” on a senior recital was not actually worth doing.
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nd what are you doing for work now?

Participant 
Now I teach private lessons. I have a lot of students. I teach through a non-profit that pushes into schools. So, if a school qualifies, they can apply. It's a cool program. It's quite robust. And because of that, I, this year, have 12 students, and next year will have 18. Those are with [omitted], and then I've got a couple of private students as well.

Interviewer 
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Okay, so, you're teaching privately, like privately one-on-one voice instruction?

Participant
Yeah, that's a good way to, … because yeah, private instruction versus one-on-one instruction, I think, gives an element of classism to it, right?
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What genres do you sing most often? Or just, yeah, you know, what's your experience with them?

Participant 
Right now, for the most part, I am singing…it's hard to say what style, because I don't believe it should be a specific style. But most of what I'm singing right now is related to church music. And a lot of people would call what we do a blended style. It might not feel blended when it's in the moment. It's in, everything's in a contemporary style, but still full of hymns. I would not say I sing with the contemporary Christian esthetic, though. But with that being said, I think that that is still, you know, a specific genre. It's obvious and clear what I am singing. I'm not performing, I'm leading a worship service. I'm one of the worship planners, um, that being said, I would say it is in a contemporary style, right?
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Like, I don't want to assign like a laryngeal register to it, because it…I don't know that. I could really tell you whether or not it's head voice or chest voice dominant, but it has all the markers of contemporary tunes right now. Like syncopation, the range is five notes. It's verse, chorus, verse, chorus, bridge, chorus, chorus. It's a contemporary pop tune about God, yeah. 
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I still do some classical singing, albeit a lot less, but I still study classical voice. I love it, and I will, every once in a while, have a gig that will have me singing classically. So yeah, it's just not the bulk of what I do. And I do study musical theater as well, but that's just, I find it…. I sometimes work with musical theater students a couple times a year. So okay, I just, I like having musical theater chops to back up what I'm saying. Like, I can I have, not just like the pedagogical toolkit, but also the experience to do that.
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your musical theater study?

Participant 
Yeah, I take voice lessons from someone who, while she is classically trained, had an opera career, taught at a D1 university, performance students and voice pedagogy, and all of it was classical. She understands that that's just not like real life, and that when you want to open up a home studio to whoever is willing to pay you, you're going to have to teach whatever they want you to teach them, and most of the time it's just not classical. I have one student right now who would be interested in singing something classical, but only one song. Like, I'm not I'm not going to push it, just because, like, I had that training. And I think it's wonderful and will teach you a lot about your own voice, but like, it's just not what people want, and I'm not in the business of telling people what to do.
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What do I determine to be healthy singing, like, how do I teach it?

Interviewer 
How do you? what do you? What do you think defines it? How do you encourage it? What do you feel like is required for it to be happening? Any of those things.

Participant 
I think that healthy singing is when all of the systems of the voice are working together as they like to, so that singing is efficient and gets the point across and tells your story. And sounds like you like. I think that that's what healthy singing is. I think that also healthy singing can occur in any genre. 
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I had the opportunity, not too long ago at a conference, to look at a laryngoscopy exam of a death metal singer. Fascinating to look at what's happening. You see all of the external structures causing the various sounds. So, where a lot of folks are thinking like, “Oh, that's going to damage your vocal folds,” these vocal folds really weren't like, in any danger of anything. It's just stuff slapping around in there. Um, and it's, it's actually not that big of a problem. So the idea that a specific style would be inherently unhealthy, I just think, is not…It's just not in the literature to my knowledge. Therefore, I am not going to be too worried when a student comes to me with what some might consider an extreme genre. I'm not going to inherently call that unhealthy. There still might, like, be unhealthy behaviors that the student is doing, but that doesn't mean it's because of the genre that they're singing.
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I was raised by a voice teacher, but I was also in choir my whole childhood, so voice lessons in and of themselves, not private, but…

Interviewer 
So, one of your parents was a voice teacher?

Participant 
I should add to that, like she taught classical, but she was also in a punk band and also sang church music and was also choral director. So, like, just with fingers in a whole bunch of different places. Okay, 
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Okay, so your early voice teacher, teachers, was there any kind of genre expectation with them? Or do you feel like there was an indication of a preferred genre?

Participant 
I think that perhaps the expectation, right off the bat was that I would just be doing classical anyways, because the ultimate goal was college, voice performance in college,
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I think that perhaps the expectation, right off the bat was that I would just be doing classical anyways, because the ultimate goal was college, voice performance in college, which, of course, now, when I reflect on my own teaching, like, I realized just how much this kind of sucks. I had never considered studying another genre with that voice teacher. She was an opera singer, she was a voice teacher, like, she was a well-respected voice teacher in the community. So, like, it makes sense that, like, I would go to her for that kind of thing, and I wasn't-I also probably had an implicit bias toward thinking that classical singing required study, but not other genres of singing (which would be a fantastic study unto itself, I think right?) The serious genre requires study, but the others aren't serious enough to require study. What a ridiculous thing for me…
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have a student right now who is getting ready for college auditions, and we've had to sit down and look at the audition requirements together, and just like have an honest conversation. Like, “Look, your education program does not want to hear you sing, like, Waving through a Window. Great song, wonderful. And unfortunately, like, that's not what they're asking for. And likewise, like, we're also not going to sing, what was the other one? There are Worse Things I Could Do, like, not a good choice for a college audition. Also, you're a tenor. But like, the sense of like dejection that they feel when they can't sing the things that they think align best with who they are and what they want to show off.
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There are Worse Things I Could Do’ is not a good idea anyways. But like, it's… it's a bummer. Like, this student is a phenomenal musical theater singer. They should be able to share that. Also, they're 18. Like, why would there be an expectation that they do know exactly how to sing the right kind of classical style in order to be a successful choir teacher four years?
Document: Interview4 transcript.docx Tags: mismatch genre and goals, genre references/descriptions, institutional influences, experiences with genres, motivations for selecting genre, classic necessary for teaching, Teaching challenges , Non-classical lesser, Mismatch college and goals 

So, they're hoping to study music education in terms of choral music.

Participant 
Yep, yes.

Interviewer 

So, then you're saying it begs the question, “Why is that kind of singing not relevant for someone who wants to learn to do that?”

Participant 
It's a good question.

Interviewer 
How about for yourself? Do you feel like that implicit bias that you say you held had any kind of, you know, effect on you, like the way you view your viewed yourself as a singer? Or, like, what kind of a performer you could be?

Participant 
Um, I think that it did cause me to unconsciously limit my opportunities.
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m, I think that it did cause me to unconsciously limit my opportunities. I try not to fret about it too much, because now I realize, like, I can literally do whatever I want, like I can market myself in any way that I want. And the challenge to rise to the occasion is, is about what I do now and not like what I did in high school and college, and quite frankly, I just wouldn't have had the time like to pursue other studies of voice at that time. I'm glad, though, that there's like…, now that I'm like teaching and not in a learning institution where I feel like I'm being pigeonholed into a genre, like I'm glad that universities are starting to incorporate singer-songwriter majors. 
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now that I'm like teaching and not in a learning institution where I feel like I'm being pigeonholed into a genre, like I'm glad that universities are starting to incorporate singer-songwriter majors. Regional solo and ensemble competitions out here, not a lot of them, but some of them have started to include a Broadway category, or, like a musical theater category. Yeah, I learned of a region in [omitted] recently that, like, they're not state eligible yet, because our state organization, has to work on including that. But yeah, I think you'd want to go to a solo at ensemble contest for musical school theater, now they can get adjudication for that.
Document: Interview4 transcript.docx Tags: motivations for selecting genre, institutional influences, Institutional progress 

he [omitted] Music Educators Association is going through a fairly large restructuring right now, which is likely to result in more categories being included in solo and ensemble state competitions. And I think that's a good thing. I think it reflects the students better. I think that, oh, this was the whole point that I was getting to this whole time. It's like, this is what makes well rounded musicians. And there have been, you know, a number of people in the last like, seems like 20 or so years, who have been talking about vocal cross training, that if you right, if you can lift and run, you're going to be better at both, right? If you can sing contemporary and classical, you're going to be better at both.

So I think there are lots of reasons to be more inclusive with genre in the wider, like, voice pedagogy zeitgeist. But, like, I don't know, on top of inclusivity, it's also just practical.
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So, the voice pedagogy community-or music ed community -because I feel like, in my experience I would separate those two. Maybe that's not your experience as an educator in your area?

Participant 
I would separate them, because that seems like the norm, like that's the status quo. I would hope that there's a resurgence of interest in voice pedagogy from other voice practitioners, like choral directors. So, yeah, I think to like, for clarification purposes, it's like, it's both, I guess.
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I'm just wondering, as your experience as an undergrad, what was the difference in training as a music educator versus performer, or was it the same? 

Participant 
Personally, what I chose to do, and I'm thankful that I could have this, was that when I jumped ship from performance to education, I requested that I stay on full-hour-length voice lessons, because once you start the education program, now you're on half-hour for the last two and a half years of your time at college. I didn't want that. I really wanted the full allotted hour, and I'm not quite sure why that was able to work the way that it did. I couldn't take other classes. I couldn't take diction or art song or like, or stage production like, I couldn't take the other classes just because there was no time. You're an education major, you're essentially especially a music ed major. You're a triple major music education, and it it's just the state requirements are a lot. Like you have to just take a lot of state required classes that take up a lot of time. All that said, the voice lessons were the only thing that I was really able to keep in terms of a performance curriculum. 
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I did have a keen interest in what the performance majors were doing and what they knew and what their choices were as they, I don't know, kind of as they went through their program. A good friend of mine who, like, I kind of joke, like, she did it right, because she was a performance major and she listened to the [omitted] choir and was like, I'm not going to sing like that. I'm just not and so she decided to join another choir where she felt that she didn't have to produce a specific sound for an hour and a half every day. That just wasn't conducive to what she was training for. And it worked for her. And now she's like in Vienna, like doing the thing,
Document: Interview4 transcript.docx Tags: access to training, music ed vs performance degree, training experiences, training challenges, mismatch genre and goals, attitudes toward genre exclusion, Avoiding genre, institutional influences 

Okay, I feel like a lot of this is just centered around my college experience. Which is, I don't know, kind of kind of interesting.
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And I'm wondering how much of like, the music ed stuff is relevant to how we're teaching students to sing, even one on one.

Participant 
I can get confirmation on this from, you know, from a friend of mine that was in the same program, like in the voice performance program, essentially doing the same thing that I was, like we, we mostly went to the same classes, except for when he didn't have to go to class. And, like, I had more classes to go to, I think outside of, like...we only had one semester of voice pedagogy, that's it, all of us. Because I'm looking into something similar. I'm also finding and there was a paper that straight up said, like most undergraduate voice students only have one semester of pedagogy in all four years. You rely on one semester, which is designed to essentially, like, “here's what you need to know. Like, if you ever have a voice student and you just need to like, get through that 45 minutes, here's what you need.”
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And any discussion of genre back then, in your vocal ped class, do you recall?

Participant 
We listened to the end of ‘Defying Gravity’ with Edina Menzel. I don't think any of our other clips were, um, any other genre.

Interviewer 
And was the teacher using that clip like, to demonstrate, or to give an example of belting or something?

Participant 
Probably. I don't remember. It was actually in a discussion about like, “how do you align musical theater ranges and classical ranges?” Like, Edina Menzel is likely a coloratura soprano, just based on like her range in musical theater. Which now I, kind of question. Only because I know more about, like, chest mix and head voice than I did back then, and I didn't know how to question, like, are we really sure that she just took her like, pure chest voice all the way up to an F? Are we sure? Or is this just a really bright, brassy, twangy head voice? Does that make her a soprano, or does that just make her a really conditioned singer?
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When you said, like, now you know more about, like, head, mix, chest, whatever, where do you feel like you got information about that? What were good resources for you? Or how did you come upon that if you were not in school anymore?

Participant 
I am really thankful to my own voice teacher for kind of, just like, checking me a little bit, because she is very involved in, kind of the new science.
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am really thankful to my own voice teacher for kind of, just like, checking me a little bit, because she is very involved in, kind of the new science. She works with speech and language pathologists and laryngologists and just stays involved. I also know that she was part of the initial planning stages of the new NATS science informed vocal pedagogy courses. Oh, really isn't involved in them fully, but like, to some extent, I know that she gave an opinion. I'm sure probably more than that.
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And I don't remember explicitly what I said to her at one point, but she asked me about a thing. I gave some kind of like, wishy washy, woo woo, voice teacher answer. And she's like, “You pay me too much to talk to me like that,” and I was like, “You know what? That is fair. That's really fair.” And the answer that I tried to give her was skirting around the fact, like, I genuinely did not know what she was asking me about. And she said, “Really, even as a choral director, you don't know that?” No, can you stop shaming me for not knowing? I guess it made me, like, kind of think for the first time, like, “Wait,” (I'm just gonna, like, swear a little bit, because I do genuinely feel that this was like) “What the fuck? Why am I in this field that is doing something similar to what you are doing, but we are in two different bubbles? Like, I should have access to the same information as you, and I just don't. I just don't.”
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Do you feel like you do now have access to that information?

Participant 
Only because I have a university login and access to an academic library. Yeah…

Interviewer 
Well, I don't want to put words in your mouth, but you're finding being in a program through an institution very helpful. Is that what you're saying?

Participant 
It's helpful. Now I have a better understanding of like, where to look. When I’m all done and my student account lapses, I'm going to need access to the Journal of Voice. Like, I already have access to Journal of Singing. That's fine, but the Journal of Voice is different. As is, like, the Journal of the Acoustic Society.
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I think it's, um...if I'm going to solve the world's problems right here, I think this also goes back to like: What do you teach undergraduate voice students to do? Especially those who are going to be either choir classroom teachers, or if they're performance majors who are like, “You know what? I love teaching voice. I want to teach more voice when I'm done.” Or those who know that, like, “I'm a performance major, I'm gonna have to teach voice lessons.” Teaching them how to research so that they know what's out there when they leave.

I didn't have to do any scientific research in my, you know, fine arts degree. It would have been good. I think also, when you're an undergrad, everything is still given to you. You are given your required reading. You are told what your supplementary materials are. You don't have to go looking for them, right? 
Document: Interview4 transcript.docx Tags: resources, vocal pedagogy classes specifically , Teaching challenges , Mismatch college and goals, obstacles to competency, music ed vs performance degree, effort to gain competency, training experiences 

did mostly classical. Is that right, in your lessons? Okay? And forgive me, I'm just trying to stay consistent with my questions. So, did you feel like if you wanted to sing another kind of music, you could ask to do that, or did you ask? 

Participant 
I didn't ask. I would be interested to go back and ask my undergraduate voice teacher what she would have thought had I asked. I wonder if things are different. Now, to be honest, I've not really looked or paid attention to what [omitted] is requiring these days.
Document: Interview4 transcript.docx Tags: motivations for selecting genre, motivations to sing, ignorance of genre 

Do you ever remember wanting to ask?

Participant 
No, I didn't. I didn't want to. But I sang with my friends and did a little chamber group, like, at the end of my recitals, like all my best friends, right? And we all sang together, and I'm like, “That's really cute,” and we're still singing, so it's fine. And I asked to do Billy Joel's ‘And So it Goes’, and that felt like I was asking to dumb myself down a bit. I think I paired it with ‘Si ch'io vorrei morrire’ or something like that. Crazy pairing. But…wow, I would have done something way different if I planned this now. But it felt… Oh, you know, it's not that it felt like I was dumbing myself down, but it felt…what's the word? More, like, cathartic than singing everything else. Like I sang everything else because it was a part of the job and the requirements, and then I get to sing this, you know, Bob Chilcott arrangement of a popular ballad. It just feels like, “Ah, we can all sit back and relax now. That was all the hard work. Now we can just have some fun.” Which I would also question that now. Why couldn't I feel like I had fun on the other stuff too? Because that's... that's equally important. That's part of what breaks down the dichotomy between serious and unserious music is that, like, it's not that you have the staunchy stuff and the fun stuff. It's all fun. Classical music would be way more fun if we weren't so worried about perfection all the time.
Document: Interview4 transcript.docx Tags: motivations for selecting genre, impressions of genre, attitudes toward genre inclusion, genre and identity, institutional influences, Awakening to need, experiences with genres 

Did you, as an undergrad, did you envision yourself singing classical music going forward?

Participant 
It's useful, but I still do genuinely enjoy it, like I when I get to use my big girl voice like that. And I don't, like, I can't rely on a microphone. So better just figure out how to lock into that singer's formant and make it work. It does feel fun to me now, like it's useful. I think it keeps up some of my technique chops and helps me understand the difference between some contemporary techniques and some classical techniques.
Document: Interview4 transcript.docx Tags: top genre-performing, Mismatch college and goals, beliefs regarding genre specific technique, self-identity as singer 

So, let's talk about the context in which you work. So, you're in public schools, generally?

Participant 
Title One public schools.

Interviewer 
Title One public schools. And then privately out of your home?

Participant 
Yep, yes.
Document: Interview4 transcript.docx Tags: context of work 

What are the ranges of genres that you use in your instruction?

Participant 
I teach anything, from something out of 24 Italian Songs and Arias and the Folk Songs for Singers from J. Althouse, (obviously, those), all the way to a musicnotes.com purchase of ‘Easy on Me’ by Adele-a phenomenal song for teaching registration changes. I really hate choosing rep for my students. It's my least favorite part of the job, because I tell them like, “No, you tell me what to do you. You say I want this, and I will be like, ‘Okay,’” I'm trying to break apart the model of like, I'm telling you what to do, and this is what you need to do. Like, they're the ones paying me the service. Like, what would you like? Um, so with that said, like, I have to keep up way more than I would prefer to on new tunes. I have a student who's obsessed with Ariana Grande, and all she wants to do is sing Ariana Grande. And I'm like, “I won't do that.” Like, I if it has drugs, booze or sex, like, we're not doing it. So, like, if I have a student who wants to sing Ariana Grande, I've got to find new tunes that are going to allow the student to sing a style of music that they really love, that's appropriate for us to work on in lessons.
Document: Interview4 transcript.docx Tags: motivations for selecting genre, attitudes toward genre inclusion, student led pedagogy, Teaching challenges 

We I have a question about, like, all the genres that I listed in the survey. Did you have an opinion about them, or questions? I had pop musical theater, classical, jazz, gospel, folk, country, and then other.

Participant 
I did have a question, just like, about what would the difference between folk and country and gospel be. Because I would think that country and gospel are a type of folk singing. I wouldn't say like, I didn't feel like it was clear, but I did find it interesting. And like, now I know to go back to LoVetri, and, look at what does she define as…yeah.
Document: Interview4 transcript.docx Tags: genre references/descriptions, impressions of genre 

Do you approach teaching the different genres differently in terms of technique?

Participant 
Not entirely. Sometimes I do. But often times, well, I'm going to bring up technique that is relevant, that they're maybe not already doing, because I think with contemporary singing, and the age group that I work with, (because I'm working with young singers who just are kind of finding their footing with their voice, right?). Like, even though they've been in choir every day, all year long, that's still very different from someone who's been taking private voice lessons since they were seven. 
Document: Interview4 transcript.docx Tags: age appropriate/chronological references, voice teaching in the choral classroom, adolescent instruction, beliefs regarding genre specific technique 

And I'm very careful about the way that I approach technique, because I don't want to place anything onto them. That would be a hindrance in other areas of their life. For right now, for now, I think, like, you know, for a specific example, I've got a kid singing, is it I Believe in Angels? It's Abba. I Have a Dream. That's what it's called, by Abba, and she is just like the most earnest choral student you've ever met, open mouth, tall vowels, soft palate, lift. But with the contemporary aesthetic, right? So, it doesn't sound like she's singing an art song. It sounds like she's singing Abba, but she has placed classical techniques. 
Document: Interview4 transcript.docx Tags: beliefs regarding genre specific technique, voice teaching in the choral classroom, teaching techniques in studio, physical descriptions/anatomic, genre references/descriptions, repertoire, impressions of genre, experiences with genres 

And so yesterday, we went through that song, and we spoke each line, and I was like, “Great. The way that you sing, it should not feel all that different from the way that you just spoke it. We're not going to create a whole bunch of space in the back of our mouth. We're not going to do, like, expanded rib cage apoggio breathing with this, like… Let's first take it back to baseline. These songs were written to be more speech like, let's make them more speech like. Now I'm not going to do that with Caro mio ben. 
Document: Interview4 transcript.docx Tags: beliefs regarding genre specific technique 

Do you approach genres differently in terms of technique?

Participant 
Yes. Yes, but I won't say straight up to a kid like that the technique that they're using is wrong because it might be wrong for that occasion and right for another one.

Interviewer 
You mean, like, depending on the genre?

Participant 
Yeah, yeah. I really love a lot of the new research that's coming out about breathing styles, because usually voice teachers can't shut up about breathing, and it's often just taught, like, expanded rib cage, delayed descent. Like, you know, bringing the abs in, like, all that, like, really wonderful stuff that's super valuable for, like, classical singing, though there is someone out there right now who is still teaching the old school, like, tight abs-don't move them-super rigid, like, a local teacher who is, like, still there. I'm, like, “interesting.” I don't think we've been there for a long time. 
Document: Interview4 transcript.docx Tags: physical descriptions/anatomic, beliefs regarding genre specific technique 

In any case, sub vocal fold level, like when pressure is too high down there, it makes contemporary styles a lot less efficient, a lot more prone to potential injury in the future. And so, teaching a more relaxed style of breathing, a more hands off. Approach to breathing is actually far more valuable than teaching this big, pressurized system. And I like it when my students do multiple things, right? If they want to do something classical and something contemporary, then we can talk about like, “Hey, your body is capable of doing many different things. Isn't that amazing,” and all of those different things can serve different purposes, like, if you go underwater for two seconds, you don't need the same amount of air as you would if you went underwater for 10 seconds.
Document: Interview4 transcript.docx Tags: top genre- teaching, beliefs regarding genre specific technique, teaching techniques in studio, proper technique, teaching goals, physical descriptions/anatomic, teaching voice function, training versatility 

Books textbooks that you really like, or you find reliable? Or other things, other places that you go when you are like, “I need to know more about this.”?

Participant 
Anything on Plural Publishing, anything that they publish, I trust. I might not agree with, like, I haven't read everything on there, but I know that a lot of it is backed by really good research.
Document: Interview4 transcript.docx Tags: resources, effort to gain competency 

There's a podcast called The Vocal Fry podcast, led by two professors of voice who are super involved in the field and like to be on the up and up about new research that's coming out, which is a great digestible way. I think that the discussions are really important and informing, so I stick around for that.
Document: Interview4 transcript.docx Tags: resources, Voice science as an asset, effort to gain competency 

I stay off of YouTube. I'm just not gonna waste my time watching a video that, like, is probably just… Let me rephrase that. I stay off of YouTubers, vocal YouTubers, because, like, Ingo Titze has his own YouTube channel and it's great, it's super informative and wonderful. But like, I think that like Cheryl Porter's is fine, but we're definitely getting less and less like specific pedagogy and more like cheering on young girls who are singing really high. So, I've kind of stopped paying attention to that. Definitely stay off of TikTok and Instagram. 
Document: Interview4 transcript.docx Tags: resources 

Definitely stay off of TikTok and Instagram. There's a voice teacher out right now who's super popular, and she teaches belting in kind of an interesting way. It's like, you know, I don't know that I would approach it that way. But on, like, Instagram, yeah, I don’t remember what her name is, but she’s the one who just kind of yells to the back of the room and has the student do the same thing. Then they just kind of do that for five minutes until someone hits, like, the high note in whatever ballad they’re singing.
Document: Interview4 transcript.docx Tags: experiences with genres, Internet/technological help, registration-head-chest, resources, healthy singing descriptions, sense of competency, open to new learning, obstacles to competency 

And I have really fond memories of even singing in middle school and thinking even when I'm like, thinking of repertoire that I would do with my kids. Now I sometimes I go back and (my mom kept all of my programs and stuff), so if I go back home and I see something, I'm like, “Oh, you forgot about that song. 
Document: access to training.docx Tags: choral good 

So even classical music, even with my zero knowledge of anything, like no voice lessons, I would say my choir teachers in high school and middle school didn't really teach me anything about my voice. I would say that I still just really enjoyed what I was doing in the choral atmosphere of public school.
Document: access to training.docx Tags: choral separate from voice, choral good 

show choir
Document: access to training.docx Tags: show choir 

madrigals 
Document: access to training.docx Tags: madrigals 


[bookmark: _Toc204354039][bookmark: _Toc204752606][bookmark: _Toc204764967]Appendix 8: Chap GPT generated themes and codes
1. Healthy Technique Transcends Genre
Many participants emphasized that healthy vocal technique is foundational and applicable across genres. They often stated they "teach technique, not style" and stressed breath support, vocal function, and vocal health as central, regardless of genre.

2. Classical Training as a Foundation
A recurring belief is that classical training provides a strong technical base from which students can explore other genres. However, some participants acknowledged that this can lead to implicit biases about the superiority of classical training over other styles.

3. Openness to Genre Inclusion
Most teachers reported a high level of genre inclusivity in their teaching. They encourage students to bring in pieces from musical theater, jazz, pop, etc., and support student-led repertoire choices—particularly when tied to auditions or personal interests.

4. Teacher Adaptability and Growth
Teachers described stepping out of their comfort zones to meet the needs of students interested in genres outside their training. This often involved seeking external resources, observing other teachers, and acknowledging limits in expertise (e.g., mixed belting, heavy metal).

5. Genre Fluidity and Stylistic Awareness
Participants challenged rigid definitions of genre, noting how vocal stylization (e.g., twang, forward placement, vowel shaping) plays a key role in defining genre boundaries. Many considered genre to be as much about stylistic execution as about musical form.

6. Experiential Learning and Self-Discovery
Several participants described learning genre-specific techniques through experimentation, listening, and emulation—sometimes in absence of formal training. This reflects a do-it-yourself ethos among teachers and singers trying to bridge classical training with contemporary styles.

7. Institutional Influence on Genre Exposure
Formal music education programs often emphasized classical repertoire, which limited exposure to other genres. Some participants expressed regret or frustration over these constraints and described how their genre understanding expanded post-college through teaching or professional work.

8. Teaching Philosophy and Student Empowerment
Many interviewees viewed their role as helping students explore their own voices and musical identities. This student-centered approach prioritized curiosity, autonomy, and stylistic experimentation, while ensuring vocal health.

9. Belting and Register Navigation
Belting, mixed voice, and chest/head register transitions were common areas of both personal exploration and instructional challenge. Teachers often reported a need to better understand and teach these techniques to meet student demand in genres like musical theater and pop



[bookmark: _Toc204354040][bookmark: _Toc204752607][bookmark: _Toc204764968]Appendix 9: Third Coding Phase
It's super fun to kind of dig into that stuff that I really enjoyed as a student, and also taking what I learned from my own voice teacher and teaching it. And I think I've discovered my own style of teaching to make sure that they're as successful as possible.
Document: repertoire.docx Tags: teach like teacher 

But I really go to the books I always use.
Document: repertoire.docx Tags: familiar repetoire 

Yeah, I mean, I think in one of my first few lessons, my teacher told me that belting was terrible, that Broadway singing was bad, and that the kids in Annie were all going to end up with vocal nodules
Document: repertoire.docx Tags: experienced bias 

I mean, I just didn't, it wasn't really on my radar. 
Document: repertoire.docx Tags: no questions asked 

They are definitely like classical; that's kind of their straight and narrow.
Document: Interview 1 transcript.docx Tags: experiences with genres, sense of competency, access to training, training experiences, story 
So, you're singing classically for work, you're singing classically for your teaching, you're singing Beyoncé at home. Do you feel like you can ‘sing’ Beyoncé?
Document: sense of competency.docx Tags: mostly classical training 

I feel like I can sing any genre. Teaching privately has pushed me kind of out of my comfort zone with some of my kids who are more interested in musical theater or stuff like that, D
Document: sense of competency.docx Tags: emulation for teaching self 

Teaching privately has pushed me kind of out of my comfort zone with some of my kids who are more interested in musical theater or stuff like that, and I'll be honest with them. I'm like, “My background is not in this, but I have so many people that I follow on the internet, different voice teachers who have different warmups and they are really in that genre that I learn from, and so I'm gonna help you achieve this in what I believe is a healthy way, in my perspective.”
Document: sense of competency.docx Tags: meeting student needs, healthy technique above genre, familiarity with genre 

Then when I sing it, because I just sing all the time, part of what I do now, it's really, I'm really glad that I took those five hours between [omitted] and [omitted] to do that, because I feel like I'm really good at giving those different examples to the kids and to my private voice students
Document: sense of competency.docx Tags: emulation for teaching self, confidence in performance ability, informal learning of CCM, familiarity with genre 

, I'm really glad that I took those five hours between [omitted] and [omitted] to do that, because I feel like I'm really good at giving those different examples to the kids and to my private voice students when I'm like, “Do you hear the difference between this and that?”, and then, “Oh yeah, I do.” “Yay! Good.”
Document: sense of competency.docx Tags: emulation for teaching self 

I think the other thing that I do with my private voice students, especially, it's harder to do in like a larger group, is I always ask them how it feels to sing a certain way. I make, I try and make them as acutely aware of how it feels for them, and I tell them, “Because I don't know. I know how it feels for me, and you know how it feels for you. So if you can describe this for me, then I will be able to guide you.” And we've found a lot of success that way, which has been amazing. It's like the best feeling when they get it.
Document: sense of competency.docx Tags: confidence with genre instruction 

I think my younger self probably thought that classical singing was the only healthy style of singing. Now I know that's not true. I still think, and it's because this is what I'm comfortable teaching. Starting classically allows you to do any genre, but if you start in musical theater, and if you find success and you know you're not hurt, if your teacher is a good teacher and is teaching you healthy singing, then who am I to say that you're wrong? I guess that's how I feel.
Document: sense of competency.docx Tags: healthy technique above genre, classical as foundation, classical broadly applied, becoming more inclusive 

Yeah, I think...well, you...you teach what you know, teach what you're good at, and make sure that it's healthy singing. I think that should be our goal, first and foremost, as vocal educators.
Document: sense of competency.docx Tags: confidence with genre instruction, confidence in performance ability, familiarity with genre, teach like teacher 

There are so many great teachers of singing who do not follow the same style as I do, same genre. That is totally okay. Like, there's nothing wrong with it as long as it's healthy. And I think, I think a lot of people would agree.
Document: sense of competency.docx Tags: voice function, familiarity with genre, confidence with genre instruction 

But I really go to the books I always use. Art songs, folk songs, lots of folk songs, especially with the younger kids. But I like the kids who come to me and want to sing. I think they know I'm a choral educator. They know I'm a classical educator. And when I ask them, a lot of the times, they're like, oh, I don't care what we sing. I'm like, “Well, I'm gonna choose what I like.” In my mind, I'm thinking, “I know how to teach this well. I know how to teach the basic concepts of singing this song or this style well, and I can, I can have these kids be successful singing in this style.” Think that's kind of my thought process on it.
Document: sense of competency.docx Tags: meeting student needs, familiar repetoire 

And I've been pushed out of my comfort zone. Maybe five years ago, if I was given like a musical theater piece, I'd be a little bit more hesitant to teach it. But now it's like you go out and you find your resources and warmups and pedagogy to make your kids successful. I feel more confident in the genres that aren't my main classical style, but I think my verbiage is pretty cross genre, and I'm able to use what I've learned classically and apply it to different genres. 
Document: sense of competency.docx Tags: open to learning, confidence with genre instruction, healthy technique above genre, classical as foundation, classical broadly applied, training experiences 

I am usually, yeah, even if it's like, super specific, like when I was working with my student who was having this, like, break, flip, soft palate issue. I was kind of exhausting all the options. Is it neck tension? Is it tongue tension? Is it blah, blah, blah, like, let's start kind of there. And so just looking up tongue tension when singing, you're able to find a lot of different stuff.
Document: sense of competency.docx Tags: open to learning 

I think I would love to do more voice pedagogy without having to go back to school. Whether I think that's something I'm really interested in. Just, yeah, I'm really interested in it just in terms of, just for my own teaching and for my own understanding. I think that would be amazing, and for my own students. But it's also just like a nerdy thing, like [omitted] showed me a video of this basketball player who has, like, two different voices. Like he's speaking really low in his fry tone, and then when he goes up here, it's like a completely different person. And he was like, “I just thought you'd think it was funny.” And I'm like, “Oh, man, I'd love to get a scope of that,” and then, like, just total nerding out over what it could be. But, yeah, I think finding the time to learn more about voice pedagogy would… I'm so thankful that I have, you know, like a foundation for it, but more of it is, you know, never a bad thing.
Document: sense of competency.docx Tags: open to learning 

Now I find that the NATs meetings, there's a high school festival of singing that I almost always have students in, and the master classes for those from musical theater are very much oriented in that sort of “Can Belto” training. So that's kind of how I learned, sort of on the job, about music theater, specifically.
Document: sense of competency.docx Tags: open to learning 

Actually, I forgot I did this. I took a workshop in [omitted] that was based on, I've forgotten her name. Now, there was somebody who's quite controversial. Oh, yeah, Estill. And there was somebody who had worked with Estill, and then they had a falling out, and this person was in [omitted], I think, and came across to [omitted] and did a workshop. And I did not-everything I knew about vocal pedagogy was being argued against, because it was the Estill training, pretty much. And I think she may have come around eventually too, you know, and come off of it. It was all about thick vocal cords. It was all about pressing and inflammation. And I was like, I can't, you know, so I, that was a training, but it was a training that confirmed the training I'd already had by being so contrary, if that makes any sense. I knew and understood, and it made sense what I had learned in graduate school. And then this stuff went against it, and they just didn't really have a way, a comforting or supportive, or a way of explaining it that took into account somebody like me who had serious questions about a different pedagogy. They couldn't really counter that. They just were sort of, you know, well, “That's yeah, whatever,” okay? Not a lot of data to back it up, if you will, or understanding of how to approach somebody who actually knew what they were talking about, and be able to say, you know, take that into account and then provide an informative answer.
Document: sense of competency.docx Tags: confidence with genre instruction, employment/institution, open to learning, teach like teacher 

No, I'll teach any of it. Because what I have, people always ask me, “What do you teach? What style do you teach?” And I say, “I don't teach style. I teach healthy technique.”
Document: sense of competency.docx Tags: healthy technique above genre 

kids are auditioning for the musicals at school. And then I have to help, you know, with their performance, you know, solos and all that.
Document: sense of competency.docx Tags: institution determines genre 

I do not sing anything else, other than classical and musical theater, but I will teach other things, particularly if a student is, you know, kind of a beginner. If someone wants something a little more, like if a singer is pretty advanced, I am not, you know, skilled in teaching those styles, and so I will tell them, “I can get your voice to function the way you want it to function, but I'm not a style coach in those areas.” I can coach classical style, I can coach musical theater style, but stylistically, I'd have to refer out if that's really what they're looking for.
Document: sense of competency.docx Tags: familiarity with genre, meeting student needs, confidence with genre instruction 

Okay, friends, people, come to me because they have technical problems and they really want to just kind of strengthen their voice, or voice in certain ways, and that I can do and pretty much whatever style they want.
Document: sense of competency.docx Tags: healthy technique above genre, meeting student needs 

strengthening the voice and getting versatile, you know. Being able to sing in head voice, being able to sing belt or mix, and then being able to make choices in the moment. And so those kinds of things, I feel like I can train them for. They may have more of a sense of the musical style they want to sing. So, if they're really into pop and they have a sense of how they want to sing it, I can give them the tools to access the sounds they want. And then they're the one who say, “I want to go light here”, or “I want to make this heavier,” or “I want it to be mixier,” or whatever.
Document: sense of competency.docx Tags: meeting student needs, voice function 

So, I feel like my role is to help them get to a point where their voice can function in the way they want it to function. And if they are someone who can figure out what they want to do stylistically, then that works. But if they're really young, then I can help them stylistically, if they want to do jazz or pop or something.
Document: sense of competency.docx Tags: voice function, healthy technique above genre, meeting student needs 

So, at that point, what I was looking for in a voice was a sound that you know was clear, um, but also just the ability to navigate the registers of the voice, and the ability to, you know, produce a variety of sounds and a variety of volumes and a variety of registers and you know, for the voice to be responsive to the impulses of the singer.
Document: sense of competency.docx Tags: voice function, meeting student needs 

Your goals are my goals. Whatever it is you're looking for from voice lessons, that's my goal for you.”
Document: sense of competency.docx Tags: meeting student needs 

Sometimes you have to switch up some lyrics. If they're young and the lyrics are not quite you know, appropriate, but they're good at doing that, and they know, you know. Some of them will come in all and already have, like, kind of changed the lyrics and they're like, “I know, I can't sing this,” or we'll, you know, we'll fix it. If they're older teens, I just don't care. I'm like, “as long as your parents are fine with it, I don't care.” 

Document: sense of competency.docx Tags: obstacles to including anything 

My feeling about musical theater singers, which is really kind of my specialty at this point, is that choir is good for developing
Document: sense of competency.docx Tags: avoiding some genres 

Like, “You won't make me sing classical, will you?” And I'm like, “not unless you want to.” 
Document: sense of competency.docx Tags: meeting student needs 

bachelor's in music education
Document: training experiences.docx Tags: training experiences 

didn't take any voice lessons when I was in middle or high school. I didn't realize that was like a thing to do. But I always enjoyed all of the songs we sang in choir. I just enjoyed singing. I enjoyed singing in harmony. 
Document: training experiences.docx Tags: training experiences 

show choir,
Document: training experiences.docx Tags: training experiences 

we did a madrigal dinner
Document: training experiences.docx Tags: training experiences 

your time in college.

Participant 
They are definitely like classical;
Document: training experiences.docx Tags: training experiences 

I sang in a jazz choir my first year,
Document: training experiences.docx Tags: training experiences 

I sang in the [omitted] choir all four years.
Document: training experiences.docx Tags: training experiences 

So, like, your recital was going to be all art songs, because that's what the music department was doing.

Participant 
Yeah. 
Document: training experiences.docx Tags: training experiences 

I would say that I just taught it to myself. And I think a lot of altos are the same way, because we just listen and we emulate.
Document: training experiences.docx Tags: emulation for teaching self, informal learning of CCM 

So, I feel comfortable teaching belt to a point. And then, [student 3] was like, “I would really love to learn about mixed belting this year,” and I said, “That's not my forte. Let me do some research and find like, warmups and different things that will help you be successful in that. And that will kind of push me out of my comfort zone, too. That'll make me a better teacher. I'd love to do that with you.” And so, kind of understanding that realm a little bit more as well.
Document: training experiences.docx Tags: confidence with genre instruction, familiarity with genre 

Did she ever choose anything outside of classical if you didn't ask for it?

Participant
She did not, no, and I don't think she was against it, but she ran the opera program. It was classical singing that we did. I recall a ton of musical theater at [omitted] that must have been, but I don't remember it. 
Document: training experiences.docx Tags: training experiences 

And, you know, he was very, was very different, but I learned a lot. And I think it was probably to get a better handle on musical theater, but that was before I started, I guess it was while I had the job at the dance school.
Document: training experiences.docx Tags: training experiences 

I met someone who specialized in vocal rehab, and I had never heard of that before. 
Document: training experiences.docx Tags: training experiences 

n I went to college, I went to [omitted], which is a very strong choral school, but, you know, at that point, everything was classical.
Document: training experiences.docx Tags: training experiences 

So I went to a really small rural school in [omitted], so like, taking voice lessons was not an option for me, really, until I went to college. So that's when I formally started taking lessons.
Document: training experiences.docx Tags: training experiences 

Bachelor's degree at [omitted] and then I taught for two years teaching high school choir
Document: training experiences.docx Tags: training experiences 

Master of Music with an emphasis in choral conducting.
Document: training experiences.docx Tags: training experiences 

Did you have any vocal ped stuff there?

Participant 
No, because I was doing music ed. But I did take voice lessons when I was in college, and I felt like I felt like I got way better.
Document: training experiences.docx Tags: training experiences 

So, in college, because I got a degree in, it was going to be performance, changed it to music ed,
Document: training experiences.docx Tags: training experiences 

musical theater study?

Participant 
Yeah, I take voice lessons from someone who, while she is classically trained, had an opera career, taught at a D1 university, performance students and voice pedagogy, and all of it was classical. 
Document: training experiences.docx Tags: training experiences 

and I would just sing and sing and sing, and I would apply different techniques to my different pop songs and see what it would feel like to sing them classically, versus, like, in a pop way, so that I would understand what was happening. And the biggest thing that I feel like I change is the shape of my jaw and the height of my soft palate, and just everything going here (points to front of mouth, teeth) … I don't really have any backspace…when I'm singing pop music, okay? Or…I guess I don't, I don't think about it as much. Like, if I were to give it a percentile, maybe it'd be like 70/ 30, 70 being the forward, ‘poppy’, bright, forward sound, and then 30% being when I need the space, getting it.
Document: beliefs regarding genre specific technique.docx Tags: genre dif- placement and vowel shape 

I do. I try and teach both head and chest and then, like, the bridge in between and that mixed voice realm. Because again, and, and this is going back, because I think if you truly understand all of that, then you can be successful in any genre. 
Document: beliefs regarding genre specific technique.docx Tags: classical as foundation, healthy technique above genre, classical broadly applied 

And other songs, you can make the choice and know what would work best for a song in a different style and how to work with your head voice so that you're not singing Sure on this Shining Night and mix belting a high C,” you know?
Document: beliefs regarding genre specific technique.docx Tags: genre dif- registration 

But I think vocally, if I throw a twang on it, then it's gonna sound country. If I mesh all my consonants together, maybe it'll sound more poppy. So vocally and song wise, I don't really know if you can say pop and country, especially the more popular genres.
Document: beliefs regarding genre specific technique.docx Tags: genre dif- consonants 

I typically do not teach pop songs intentionally, because I say “You know you're going to sing that stuff anyway. You don't need to be spending your money learning how to do that with me. If you need to use a pop song,”
Document: beliefs regarding genre specific technique.docx Tags: avoiding some genres 

It's always based on breath. I would say breath is my foundational thing. 
Document: beliefs regarding genre specific technique.docx Tags: genre dif- breathing 

embouchure, you know, tall and all that stuff.
Document: beliefs regarding genre specific technique.docx Tags: genre dif- placement and vowel shape 

And musical theater, you can be more speechy, but it all has to be connected to the breath.
Document: beliefs regarding genre specific technique.docx Tags: genre dif- registration, genre dif- breathing 

Being able to sing in head voice, being able to sing belt or mix, and then being able to make choices in the moment. And so those kinds of things, I feel like I can train them for. They may have more of a sense of the musical style they want to sing. So, if they're really into pop and they have a sense of how they want to sing it, I can give them the tools to access the sounds they want. And then they're the one who say, “I want to go light here”, or “I want to make this heavier,” or “I want it to be mixier,” or whatever.
Document: beliefs regarding genre specific technique.docx Tags: genre dif- registration 

My feeling about musical theater singers, which is really kind of my specialty at this point, is that choir is good for developing their ear, but it's a different sound they're ultimately going to be making. And it's not a solo endeavor. When you're in a musical theater ensemble, you are singing as an individual. Blend is not really a thing in the way it was at [omitted], for example. And so not that there's no blend in a musical theater ensemble, but it is more you are an actual character. And so, it's not that I don't always encourage them to be in choir, and they almost always are, but I don't encourage, you know, like district choir, 
Document: beliefs regarding genre specific technique.docx Tags: avoiding some genres 

He hires belters with his professional orchestra that he conducts. He knows what it sounds like. But I don't think he realizes what it feels like to try to sing one when you're trained in the other. I just don't think he understands physiologically, how difficult that is. And I don't think he realizes that, you know, we're not preparing students for the field vocally.
Document: beliefs regarding genre specific technique.docx Tags: genre dif- registration, employment/institution 

Ignorant. But just because of the lack of education that I went into college not having.
Document: experiences with genres.docx Tags: ignorance bias 

But again, I wasn't like, “Oh my gosh, I'm going to be a jazz educator. Like, this is what I want to do.” It was like, “Oh my gosh, this is cool. I never thought about singing like this before.” Ignorant. And just being exposed to a lot of stuff, but also just enjoying my classical track, whatever they do, yeah, I really did enjoy it.
Document: experiences with genres.docx Tags: ignorance bias 

really fond memories of even singing in middle school and thinking even when I'm like, thinking of repertoire that I would do with my kids. Now I sometimes I go back and (my mom kept all of my programs and stuff), so if I go back home and I see something, I'm like, “Oh, you forgot about that song. That's such a good song. I bet my kids would really enjoy that,”. So even classical music, even with my zero knowledge of anything, like no voice lessons, I would say my choir teachers in high school and middle school didn't really te
Document: motivations for selecting genre.docx Tags: familiarity with genre 

the genre that they want to have fun in and sing in. 
Document: motivations for selecting genre.docx Tags: meeting student needs 

I think if you understand all of this, and then if you wanted to pursue another genre, I think you'd find a lot of success, 
Document: motivations for selecting genre.docx Tags: classical as foundation 

whether it be through listening to that genre and emulating what you hear, and also going to, like, a different teacher. 
Document: motivations for selecting genre.docx Tags: informal learning of CCM 

If you did that, I think you would still find a lot of success if you had that classical start, just because you understand the mechanics behind that vocal production, in my professional opinion.

Document: motivations for selecting genre.docx Tags: classical as foundation, classical broadly applied, healthy technique above genre 

e of the institution I was at.
Document: motivations for selecting genre.docx Tags: institution determines genre 

It's super fun to kind of dig into that stuff that I really enjoyed as a student, and also taking what I learned from my own voice teacher and teaching it. 
Document: motivations for selecting genre.docx Tags: teach like teacher, familiar repetoire 

I'm always I'm so open to that, especially for like, when [omitted] and [omitted] were super young, it's like, “I'm not gonna make you sing anything that you don't want to sing.” 
Document: motivations for selecting genre.docx Tags: meeting student needs 

he older kids, now if they're auditioning for something, or if they're in a show of some kind, or even if they're in, like, my jazz ensemble, or a jazz ensemble, if they want to work on anything, or All-State or Opus, then I'm like, “Yes, bring it in”. Then we can work on it together.
Document: motivations for selecting genre.docx Tags: institution determines genre, meeting student needs 

nd then I usually come to them with two or three art songs, classical realm songs, and then if there's a certain song that they want to sing, they're always more than welcome to bring it in and then we just work on it. I think [omitted] sang ‘Colors of the Wind’ and two songs from The Sound of Music. With those young kids I really think, “Here's some ideas that I have.” You know some folk songs, or I've got my children's books of, yeah, giant books of children's vocal solos, but they usually bring stuff to me and I'm like, “Great, let's do it. How can we sing successfully and healthily
Document: motivations for selecting genre.docx Tags: healthy technique above genre, familiarity with genre 

Okay, you know, if I had more background in a different genre, then I maybe would include that more in my thought process when I'm first picking out repertoire.
Document: motivations for selecting genre.docx Tags: familiarity with genre 

But I really go to the books I always use. Art songs, folk songs, lots of folk songs, especially with the younger kids. But I like the kids who come to me and want to sing. I think they know I'm a choral educator. They know I'm a classical educator. And when I ask them, a lot of the times, they're like, oh, I don't care what we sing. I'm like, “Well, I'm gonna choose what I like.” In my mind, I'm thinking, “I know how to teach this well. I know how to teach the basic concepts of singing this song or this style well, and I can, I can have these kids be successful singing in this style.” Think that's kind of my thought process on it.
Document: motivations for selecting genre.docx Tags: familiarity with genre, classical broadly applied 

Maybe five years ago, if I was given like a musical theater piece, I'd be a little bit more hesitant to teach it. But now it's like you go out and you find your resources and warmups and pedagogy to make your kids successful. 
Document: motivations for selecting genre.docx Tags: familiarity with genre 

I've learned classically and apply it to different genres. W
Document: motivations for selecting genre.docx Tags: classical as foundation, classical broadly applied 

If there is, I think it's subconscious, just because that's your institution, right? The western choral Lutheran tradition, like with a little bit of gospel, a little bit of spiritual drama in there, and you understand that, I think that does change your perspective a little bit when you're in that and I can't speak for obviously, the big state schools, but those private colleges are really carrying that, that that Lutheran choral, western choral tradition, and they're doing it so well, and so getting to sing in that style, and getting to sing really incredib
Document: motivations for selecting genre.docx Tags: institution determines genre, subconscious 

I've been out of the game for a while because I've just been accompanying but I feel like it has to be at least one art song, following in that kind of classical tradition, I'm trying to think. 
Document: motivations for selecting genre.docx Tags: institution determines genre 

what we're teaching them is dictated by, you know, maybe what they're singing in public school or theater activities and different stuff like that. But I feel like I still have, we still have that goal of what we want them to achieve, or what we want to teach them over the course of the year, and how to make them successful, or kind of push them kind of to that next stage of their singing.
Document: motivations for selecting genre.docx Tags: meeting student needs, institution determines genre 

full-time job teaching singing at a dance school, a
Document: motivations for selecting genre.docx Tags: employment/institution, institution determines genre 

I don't remember that being, actually, anything I paid attention to. It's really interesting how, how classical or I mean…I remember one time being at a master class, somebody was talking about French art song or something. And meanwhile, Bob Dylan was playing across campus, and I was sitting with another guy from our studio, and I was saying, “If somebody had told me 10 years ago, I'd be sitting here at this instead of over there, I’d have told them they were crazy.” So, yeah, we were 100% classical. But again, I don't think she was against it. It just, it's not what we did.
Document: motivations for selecting genre.docx Tags: subconscious , ignorance bias 

dance school, the expectation was I'd be teaching a lot of musical theater. And so suddenly, when I was teaching, first in [omitted], I was teaching a lot of classical, but I did have people who wanted to do-I had a guy who wanted to be a lounge singer. He wante
Document: motivations for selecting genre.docx Tags: employment/institution, meeting student needs, institution determines genre 

“I don't teach style. I teach healthy technique.”
Document: motivations for selecting genre.docx Tags: meeting student needs, healthy technique above genre 

trying to build a studio. So, if somebody came and they wanted to learn something, I wasn't necessarily going to say, you know, “Sorry, take your business elsewhere.” Sure, I’m going to try to teach something. So, I think in that sense, it did kind of evolve. But I do think also, maybe because it became an intention
Document: motivations for selecting genre.docx Tags: institution determines genre, meeting student needs, employment/institution 

Um, so I'm mostly teaching kids, but I do have some adults. I often will let the adults choose repertoire. 
Document: motivations for selecting genre.docx Tags: adult choice 

ant it to be something that's pedagogically useful.
Document: motivations for selecting genre.docx Tags: meeting student needs 

And then I do take into account what people like.
Document: motivations for selecting genre.docx Tags: meeting student needs 

I typically do not teach pop songs intentionally, because I say “You know you're going to sing that stuff anyway. You don't need to be spending your money learning how to do that with me. If you need to use a pop song,” (like sometimes the kids do for acapella auditions or whatever), “I'm happy to work on that, but I want you to learn what you need to learn, and then you can apply any of that to singing Taylor Swift, or singing whoever. But I'm not going to do it. 
Document: motivations for selecting genre.docx Tags: informal learning of CCM 

The temptation is too great to try to sound like fill-in-the-blank, and I want you to sound like you. I don't want you to sound like Taylor Swift. So we're going to find your voice, and then you can sing whatever you want when you're not with me.”
Document: motivations for selecting genre.docx Tags: healthy technique above genre, meeting student needs, voice function 

Absolutely, yeah. Even because I figure they're not going to know-they're 12 years old and they want to sing Taylor Swift songs. But you know, sometimes they find out that they actually like… I have this girl who loves Henry Purcell.
Document: motivations for selecting genre.docx Tags: meeting student needs 

So, yes. I consider it my business to expose, as a teacher, to expose people to as many different things as possible so that they can make an informed choice about how they want to proceed with things.
Document: motivations for selecting genre.docx Tags: meeting student needs 

You can't belt if you don't have a good top. Let's just learn how to use it.” 
Document: motivations for selecting genre.docx Tags: meeting student needs 

And then always, the kids are auditioning for the musicals at school. And then I have to help, you know, with their performance, you know, solos and all that.
Document: motivations for selecting genre.docx Tags: meeting student needs, institution determines genre 

I realized almost immediately everyone wanted to study musical theater, and so I kind of switched tacks, and I decided to start studying musical theater and performing musical theater. 
Document: motivations for selecting genre.docx Tags: employment/institution, institution determines genre 

strengthening the voice and getting versatile,
Document: motivations for selecting genre.docx Tags: voice function, meeting student needs 

o, I feel like my role is to help them get to a point where their voice can function in the way they want it to function. And if they are someone who can figure out what they want to do stylistically, then that works.
Document: motivations for selecting genre.docx Tags: meeting student needs, voice function 

My teachers didn't, and I didn't ask to sing that stuff, and so I didn't sing it.
Document: motivations for selecting genre.docx Tags: ignorance bias 

I didn't want it at the time, but now I just so see the value in it, and I just don't understand why not everyone is being cross trained, you know? Yeah, it drives me crazy now, but I don't know. Classical music was my first love, and I've had-I had
Document: motivations for selecting genre.docx Tags: meeting student needs, voice function 

Your goals are my goals. Whatever it is you're looking for from voice lessons, that's my goal for you.”
Document: motivations for selecting genre.docx Tags: meeting student needs 

t repertoire better than I do. They often pick up, take things I know already, but it's just helpful for me to know what they wan
Document: motivations for selecting genre.docx Tags: meeting student needs 

I'm more likely with musical theater to pick their repertoire for them, because a lot of times they have very specific goals, and they don't know what the best piece is to work on those goals.
Document: motivations for selecting genre.docx Tags: meeting student needs 

specific goals. They want, like, they're like, “I need to work on my high mix.” And so, I'm like, “Well, here's a song that's probably a good fit for you right where your voice sits right now. And maybe this other song is something we could do, like, in a few months, once we've kind of worked through this one.” So, I'll often, I almost always, give them three choices. I'll be like, here's three songs, or I'll give them one and I'll be like, “do you want to hear more?” And they usually do. So then they'll hear a second one. By then, usually they fall in love with one. If they want to hear a third or fourth, that's fine, too. I'll just try to pick something that fits the goal of whatever we're currently working on. So then, yeah. So then someone will be like, “I want to work on my high soprano head voice.” So we'll pick something that sits much higher if they are doing musical theater.
Document: motivations for selecting genre.docx Tags: meeting student needs 

I almost never encourage them to also sing classical. I feel like there's plenty of legit musical theater that if they're going to go into a BFA program, they're going to audition with legit musical theater, they're not going to be auditioning with classical pieces. There are rare exceptions. [omitted] wants a classical piece. Makes no sense to me. It doesn't make sense to me why they want to hear someone do something that they're not going to end up doing. But I think at [omitted], they do force classical on their musical theater people. So, I don't love that. But anyway, for most of them, I never force classical on them, unless they want it. If they ask for it, I love it, and that's fine.
Document: motivations for selecting genre.docx Tags: meeting student needs, discouraging choir/classical 

musical theater if they want to go the BFA route, so that they aren't… a lot of them want to just sin
Document: motivations for selecting genre.docx Tags: institution determines genre 

But we're always working their head voice anyway. So it's not like any of my students get cat, you know, have to sing a legit song and can't it's more, you know, some of the sopranos may not be used to, like, really sustaining, like, you know, the high note and vanilla ice cream or something-that whole portamento down is very tricky for some people.
Document: motivations for selecting genre.docx Tags: meeting student needs 

kind of alternate between a pop song that they already know. That's kind of great, because especially if they're really young, like seven or something, their reading skills aren't great or may not be great.
Document: motivations for selecting genre.docx Tags: meeting student needs 

, because for young kids, the most likely performing opportunity for them is going to be a school musical or school talent show. 
Document: motivations for selecting genre.docx Tags: meeting student needs 

And so, it's not that I don't always encourage them to be in choir, and they almost always are, but I don't encourage, you know, like district choir, because my feeling is that a lot of students focus on a lot of external validation. “Can I get a part in a show?” And they focus a lot less on the technical details of training. And so that's kind of where I come in. And I'm like, “Listen, as a musical theater singer, or even if you're going to go on to a BFA, nobody cares if you got into district choir or made it to States or whatever. They do not care. They care about your musical theater audition. A
Document: motivations for selecting genre.docx Tags: discouraging choir/classical 

But there's a lot of other students who are really prone to burnout and who want a teacher who's going to kind of let them, help them grow, but stay a little more in their comfort zone. And I think that is a perfectly valid goal as well.
Document: motivations for selecting genre.docx Tags: meeting student needs 

It's very rigid. Everyone has to sing classical juries, three pieces. 
Document: motivations for selecting genre.docx Tags: employment/institution, institution determines genre 

but they're not getting very versatile training. Now, they are supposed to get more versatile training 
Document: motivations for selecting genre.docx Tags: employment/institution, institution determines genre 

almost always give my students a musical theater song as well, because we do a musical every year. It's not part of the program, it's just a club, but it's a big deal for the students.
Document: motivations for selecting genre.docx Tags: meeting student needs, voice function 

o, I build their, you know, I build their belt anyway, even if they're not going to be using it in lessons, because I think it's just healthy to have a balanced instrument, and it makes them more versatile when they leave. So even if they have not sung a lot of music theater repertoire, they at least have the vocal chops to do it. And, you know, they usually, for my students who are really motivated on that front, we have stuff that we work through anyway, vocally. And just because they want to sing songs that they
Document: motivations for selecting genre.docx Tags: meeting student needs, voice function 

They love it. You know, a lot of them are really into musicals, and so they want that stuff. So, I build their, you know, I build their belt anyway, even if they're not going to be using it in lessons, because I think it's just healthy to have a balanced instrument, and it makes them more versatile when they leave. So even if they have not sung a lot of music theater repertoire, they at least have the vocal chops to do it.
Document: motivations for selecting genre.docx Tags: meeting student needs, voice function 

So, they're technically not allowed to do any musical theater on their juries.
Document: motivations for selecting genre.docx Tags: institution determines genre, employment/institution 

ow one thing I will say, a lot of students do come in with those other styles already ingrained in them. You know, they come in knowing pop and musical theater in a way that I never knew. You know, because that's what they live and breathe, okay? 
Document: motivations for selecting genre.docx Tags: informal learning of CCM 

And then they know nothing about classical music. Usually, when they come in, they've often heard one classical song for their audition. And so, you know, I feel like sometimes we spend all three years, or all four years, just getting them to sound classical, and we neglect the other stuff.
Document: motivations for selecting genre.docx Tags: meeting student needs, voice function, institution determines genre 

And so, you know, I feel like sometimes we spend all three years, or all four years, just getting them to sound classical, and we neglect the other stuff. I don't want to be neglecting the other stuff. I want to be doing it all. But it's very hard to do it all when you have someone who's never sung a song in Italian before, and then they also have to sing in German and French. And when you have to get them to sing two foreign languages on their jury and three songs that feel like they're in a completely foreign style to them, it takes all semester to get them to do that. I don't have time to be like “and let's work on an Ariana Grande song,” or “let's get you singing My Days,” even though I know they can do it. I just don't always have time, unless they are a really quick learner, and some of them are.
Document: motivations for selecting genre.docx Tags: institution determines genre, employment/institution 

At the same time, I have so many ethical issues with the way it's done, the fact that it's kind of forced, is the only thing I'm allowed to teach there.
Document: motivations for selecting genre.docx Tags: institution determines genre, employment/institution 

At the same time, I have so many ethical issues with the way it's done, the fact that it's kind of forced, is the only thing I'm allowed to teach there. And I'm very upfront with my students that I'm sorry applied lessons are 100% classical. This is not my decision. We can work on other stuff, but I also have to get you prepared for your juries. You know, I'm just super upfront with them about “this is where I stand.” And no one, no one is actually hating on contemporary music. They actually like that music. They just have this idea that it's somehow aesthetically inferior or not appropriate in jury context.
Document: motivations for selecting genre.docx Tags: employment/institution, institution determines genre, meeting student needs, voice function 

They just have this idea that it's somehow aesthetically inferior or not appropriate in jury context. So, again, that's a bigger conversation that I've had with the people who are not part-time adjuncts. And the reason I teach there is because it's extremely close to my home, and I can teach during the day,
Document: motivations for selecting genre.docx Tags: employment/institution 

But it's about my students, and they're really great, and they're just up for anything. And they love helping me pick out the classical repertoire that I give them. I always give them choices, almost always when it comes to French and German. Sometimes I don't, because I know there are literally not songs simple enough for some of them. Like, I need a two-page German song because they're just learning German for the first time, and so I'll be like, “this is your song.” Or I'll be like, “here's two choices,” you know? But when it comes to their English pieces, I give them lots of choice for their Italian pieces, and they end up really loving it. They end up getting really passionate about it, and they see the value in it, which I think is great. I think sometimes they see more value in it than I did coming into their lesson, because they've not done it before, 
Document: motivations for selecting genre.docx Tags: meeting student needs 

I use the 24, well not usually the Italian. I use the First Book of …Solos, for the different voice parts, those collection
Document: motivations for selecting genre.docx Tags: familiarity with genre 

Would you say that there is a genre or a style of singing that you work on more than any other?

Participant 
Oh yeah, classical, yeah. Because, oh, actually, I had this revelation. So, when I went to get my new my, you know, first career job, my actual job, then I was like, oh my gosh, I am a person with disposable income. I can, like, go to a bar now, like, not worry about affording toothpaste, or whatever student things I need. And so, my friend is like, “Oh, hey, do you want to go do karaoke?” And I was like, “Oh, yes, I've always wanted to do that.” So then, you know, like, once I kind of, started, like, using my, like, classical singing stuff, but like singing pop songs, I was like, “Oh, game over.” Like, I could just, I, like, would crush it. If I would, like, sing with proper technique, but like, you know, the Four Non-Blondes, What’s up? Is one that I like to sing. But I’m, like, thinking about technique and like breathing properly and everything, even when I'm doing karaoke. And so, I just like, really, not proved to myself, but validated in technique that you learn by singing, like classical songs or like traditional
Document: motivations for selecting genre.docx Tags: classical broadly applied, classical as foundation 

I say, because usually I'm emailing their parent, I say, have them bring whatever music they want to learn. Because if they're, like, getting ready to sing a solo at church, like, if they're doing a praise son
Document: motivations for selecting genre.docx Tags: meeting student needs 

technique through the song that they picked.
Document: motivations for selecting genre.docx Tags: meeting student needs 

I do. I think that, if we let kids sing music they already know, or a genre that they already know, it's not separate enough. And I think it's harder for them to acquire good, healthy singing habits than if it's not, like, all new.
Document: motivations for selecting genre.docx Tags: meeting student needs, classical as foundation 

step back and you're learning everything new, then you don't have any bad habits with it yet.
Document: motivations for selecting genre.docx Tags: meeting student needs, classical as foundation 

nd then I feel like we all, like, looked through books, collections of music, and they're like, “this would be good for this voice,” like doing a review and things like that on different books. To see if you wanted to use them in your studio. And so, I found that to be kind of usef
Document: motivations for selecting genre.docx Tags: familiarity with genre 

have a student right now who is getting ready for college auditions, and we've had to sit down and look at the audition requirements together, and just like have an honest conversation. Like, “Look, your education program does not want to hear you sing, like, Waving through a Window. Great song, wonderful. And unfortunately, like, that's not what they're asking for. And likewise, like, we're also not going to sing, what was the other one? There are Worse Things I Could Do, like, not a good choice for a college audition. Also, you're a tenor. But like, the sense of like dejection that they feel when they can't sing the things that they think align best with who they are and what they want to show off.
Document: motivations for selecting genre.docx Tags: institution determines genre, meeting student needs 

now that I'm like teaching and not in a learning institution where I feel like I'm being pigeonholed into a genre, like I'm glad that universities are starting to incorporate singer-songwriter majors. Regional solo and ensemble competitions out here, not a lot of them, but some of them have started to include a Broadway category, or, like a musical theater category. Yeah, I learned of a region in [omitted] recently that, like, they're not state eligible yet, because our state organization, has to work on including that. But yeah, I think you'd want to go to a solo at ensemble contest for musical school theater, now they can get adjudication for that.
Document: motivations for selecting genre.docx Tags: institution determines genre, employment/institution 

e [omitted] Music Educators Association is going through a fairly large restructuring right now, which is likely to result in more categories being included in solo and ensemble state competitions. And I think that's a good thing. I think it reflects the students better. I think that, oh, this was the whole point that I was getting to this whole time. It's like, this is what makes well rounded musicians. And there have been, you know, a number of people in the last like, seems like 20 or so years, who have been talking about vocal cross training, that if you right, if you can lift and run, you're going to be better at both, right? If you can sing contemporary and classical, you're going to be better at both.
Document: motivations for selecting genre.docx Tags: institution determines genre 

No, I didn't. I didn't want to. But I sang with my friends and did a little chamber group, like, at the end of my recitals, like all my best friends, right? And we all sang together, and I'm like, “That's really cute,” and we're still singing, so it's fine. And I asked to do Billy Joel's ‘And So it Goes’, and that felt like I was asking to dumb myself down a bit. I think I paired it with ‘Si ch'io vorrei morrire’ or something like that. Crazy pairing. But…wow, I would have done something way different if I planned this now. But it felt… Oh, you know, it's not that it felt like I was dumbing myself down, but it felt…what's the word? More, like, cathartic than singing everything else. Like I sang everything else because it was a part of the job and the requirements, and then I get to sing this, you know, Bob Chilcott arrangement of a popular ballad. It just feels like, “Ah, we can all sit back and relax now. That was all the hard work. Now we can just have some fun.” Which I would also question that now. Why couldn't I feel like I had fun on the other stuff too? Because that's... that's equally important. That's part of what breaks down the dichotomy between serious and unserious music is that, like, it's not that you have the staunchy stuff and the fun stuff. It's all fun. Classical music would be way more fun if we weren't so worried about perfection all the time.
Document: motivations for selecting genre.docx Tags: ignorance bias 

I teach anything, from something out of 24 Italian Songs and Arias and the Folk Songs for Singers from J. Althouse, (obviously, those), all the way to a musicnotes.com purchase of ‘Easy on Me’ by Adele-a phenomenal song for teaching registration changes. I really hate choosing rep for my students. It's my least favorite part of the job, because I tell them like, “No, you tell me what to do you. You say I want this, and I will be like, ‘Okay,’” I'm trying to break apart the model of like, I'm telling you what to do, and this is what you need to do. Like, they're the ones paying me the service. Like, what would you like? Um, so with that said, like, I have to keep up way more than I would prefer to on new tunes. I have a student who's obsessed with Ariana Grande, and all she wants to do is sing Ariana Grande. And I'm like, “I won't do that.” Like, I if it has drugs, booze or sex, like, we're not doing it. So, like, if I have a student who wants to sing Ariana Grande, I've got to find new tunes that are going to allow the student to sing a style of music that they really love, that's appropriate for us to work on in lessons.
Document: motivations for selecting genre.docx Tags: meeting student needs, familiarity with genre 

No. I think I was very-what's the word I'm looking for? Ignorant. But just because of the lack of education that I went into college not having. 
Document: ignorance of genre.docx Tags: no genre awareness before college 

So yeah, ignorance, just going into it, so I'm not sure if I even would know to how to ask about certain genres.
Document: ignorance of genre.docx Tags: no genre awareness before college, no questions asked 

Oh my gosh, this is cool. I never thought about singing like this before.” Ignorant. And just being exposed to a lot of stuff, but also just enjoying my classical track, whatever they do, yeah, I really did enjoy it.
Document: ignorance of genre.docx Tags: exposed to new genres for first time 

And was there any kind of, I mean, any anything related to genre that you can think of there too, even with like, attitudes of your parents or your teachers or your own, you know, listening to the stuff on the radio versus what you would do at school?

Participant 
It was a fairly impoverished music program in my high school. We did have a stage band, like a swing band, and that was a lot of fun. And then there was a concert band. There was no work of straw. I just was happy to do any of it. I think I was just open, you know, like Duke Ellington said, “If it sounds good, it is good.” I think I didn't really make any judgments about anything. 
Document: ignorance of genre.docx Tags: no questions asked, no genre awareness before college 

Oh, not particularly, but I don't think I thought about it that much. Okay, I was kind of in a blur. I was sort of… not really. You're asking questions that I don't think I ever thought about.
Document: ignorance of genre.docx Tags: no genre awareness before college, no questions asked 

She did not, no, and I don't think she was against it, but she ran the opera program. It was classical singing that we did.
Document: ignorance of genre.docx Tags: no questions asked 

And I didn't really know, oddly, there was a huge jazz program at [omitted] and really, really top notch now, looking back. [omitted] was adjunct faculty. And, you know, it was a really great program. But we never, I don't remember there being a singer. I don't remember that being, actually, anything I paid attention to. It's really interesting how, how classical or I mean…I remember one time being at a master class, somebody was talking about French art song or something. And meanwhile, Bob Dylan was playing across campus, and I was sitting with another guy from our studio, and I was saying, “If somebody had told me 10 years ago, I'd be sitting here at this instead of over there, I’d have told them they were crazy.” So, yeah, we were 100% classical. But again, I don't think she was against it. It just, it's not what we did.
Document: ignorance of genre.docx Tags: no questions asked 

I didn't want it at the time, but now I just so see the value in it, and I just don't understand why not everyone is being cross trained, you know? Yeah, it drives me crazy now, but I don't know. Classical music was my first love, and I've had-I had to kind of learn to love musical theater. 
Document: ignorance of genre.docx Tags: no questions asked 

and I didn't know enough to know a difference. But I know the theater majors were not thrilled with it.
Document: ignorance of genre.docx Tags: no questions asked 

So, I grew up singing, which was a very like natural part of my childhood. Anyways, there was nothing that was off limits or off the table, and I didn't listen to a specific artist, not that I can recall, like, “I want to sing exactly like that.” Therefore, I wouldn't be seeking out teachers specific to task.
Document: ignorance of genre.docx Tags: no questions asked, no genre awareness before college 

I think that perhaps the expectation, right off the bat was that I would just be doing classical anyways, because the ultimate goal was college, voice performance in college, which, of course, now, when I reflect on my own teaching, like, I realized just how much this kind of sucks. I had never considered studying another genre with that voice teacher. She was an opera singer, she was a voice teacher, like, she was a well-respected voice teacher in the community. So, like, it makes sense that, like, I would go to her for that kind of thing, and I wasn't-I also probably had an implicit bias toward thinking that classical singing required study, but not other genres of singing (which would be a fantastic study unto itself, I think right?) The serious genre requires study, but the others aren't serious enough to require study. What a ridiculous thing for me…
Document: ignorance of genre.docx Tags: ignorance bias, no questions asked 

The serious genre requires study, but the others aren't serious enough to require study. What a ridiculous thing for me…
Document: ignorance of genre.docx Tags: informal learning of CCM 

What the fuck? Why am I in this field that is doing something similar to what you are doing, but we are in two different bubbles? Like, I should have access to the same information as you, and I just don't. I just don't.”
Document: ignorance of genre.docx Tags: music ed/ performance divide, obstacles to including anything 

I didn't ask. I would be interested to go back and ask my undergraduate voice teacher what she would have thought had I asked. I wonder if things are different. 
Document: ignorance of genre.docx Tags: no questions asked 

And I didn't really know, oddly, there was a huge jazz program at [omitted] and really, really top notch now, looking back. [omitted] was adjunct faculty.
Document: Awakening to need.docx Tags: no questions asked 

I didn't want it at the time, but now I just so see the value in it, and I just don't understand why not everyone is being cross trained, you know? Yeah, it drives me crazy now, but I don't know.
Document: Awakening to need.docx Tags: no questions asked 

think that perhaps the expectation, right off the bat was that I would just be doing classical anyways, because the ultimate goal was college, voice performance in college, which, of course, now, when I reflect on my own teaching, like, I realized just how much this kind of sucks.
Document: Awakening to need.docx Tags: ignorance bias, becoming more inclusive, no questions asked 

I also probably had an implicit bias toward thinking that classical singing required study, but not other genres of singing (which would be a fantastic study unto itself, I think right?) The serious genre requires study, but the others aren't serious enough to require study. What a ridiculous thing for me…
Document: Awakening to need.docx Tags: becoming more inclusive, ignorance bias 

Do you ever remember wanting to ask?

Participant 
No, I didn't. I didn't want to.
Document: Awakening to need.docx Tags: no questions asked 

Oh, you know, it's not that it felt like I was dumbing myself down, but it felt…what's the word?
Document: Awakening to need.docx Tags: experienced bias 

More, like, cathartic than singing everything else. Like I sang everything else because it was a part of the job and the requirements, and then I get to sing this, you know, Bob Chilcott arrangement of a popular ballad. It just feels like, “Ah, we can all sit back and relax now. That was all the hard work. Now we can just have some fun.” Which I would also question that now. Why couldn't I feel like I had fun on the other stuff too? Because that's... that's equally important. That's part of what breaks down the dichotomy between serious and unserious music is that, like, it's not that you have the staunchy stuff and the fun stuff. It's all fun. Classical music would be way more fun if we weren't so worried about perfection all the time.
Document: Awakening to need.docx Tags: informal learning of CCM, ignorance bias, experienced bias 
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Appendix 10: Deductive coding guide
Attitudes toward genre inclusion
Beliefs regarding genre-specific technique
Motivations for selecting genre
Obstacles to selecting genre
Sense of competency
Effort to gain competency
Training experiences
Genre and identity
Years of experience 
Context of work
Top genre- training
Top genre- performing
Top-genre teaching
Resources
Access to training
Impressions of genre (in training/experiences)
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	Initial theme development
	AI analysis
	Final theme development

	Student choice 

Ignorance of own bias/lack of questioning

Efforts to gain competency

Personal experiences and impressions of genre

Goals as a teacher

Influence of education

Willingness to learn

Health above genre

Cross-training/versatility

Voice function

	· Healthy technique transcends genre

· Classical training as foundation

· Openness to genre inclusion

· Teacher adaptability and growth

· Genre fluidity and stylistic awareness

· Experiential learning and-self discovery

· Institutional influence on genre exposure

· Teaching philosophy and student empowerment

· Belting and register navigation
	
Vocal Function and Healthy Singing

Instructional goals
· Goals for students/technical requirements
· Student choices 
· Meeting student needs

Willingness and motivation to learn

Institution influence on decision making
· Personal performing experience
· Classical as foundation
· Employment requirements
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Consent to take part in research
·      I voluntarily agree to participate in this research study.
·      I understand that even if I agree to participate now, I can withdraw at any time.
·      I understand that I can refuse to answer any question involved during the research process without any consequences of any kind.
·      I have had the purpose and nature of the study explained to me in writing and I have had the opportunity to ask questions about the study.
·      I understand that participation involves responding to survey questions regarding my decision-making and experiences as a singing instructor. 
·      I understand that I will not benefit directly from participating in this research.
·      I agree to my responses being stored in an online storage drive. 
·      I understand that all information I provide for this study will be treated confidentially.
·      I understand that in any report on the results of this research my identity will remain anonymous. This will be done by changing my name and disguising any details of my responses which may reveal my identity. 
·      I understand that if I inform the researcher that myself or someone else is at risk of harm, they may have to repor this to the relevant authorities - they will discuss this with me first but may be required to report with or without my permission. 
·      I understand that signed consent forms and original audio recordings will be stored in a password protected data storage drive until the confirmation of completion of researcher’s degree requirements by the awarding institution, and that the researcher and supervisor are the only individuals with access to the data.
·      I understand that data from my survey responses, in which all identifying information has been removed, will be retained for two years after the confirmation of completion of researcher’s degree requirements by the awarding institution.
·      I understand that under freedom of information legalisation I am entitled to access the information I have provided at any time while it is in storage as specified above.
·      I understand that I am free to contact any of the people involved in the research to seek further clarification and information.
Meredith Voight, BA 
MA Voice Pedagogy candidate, University of Wales Trinity Saint David and Voice Study Centre mawvoight@gmail.com
Louisa Morgan, supervisor louisa@voicestudycentre.org
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