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Proposal 

Exploring the Student Experience of Working with Estill Voice Training Exercises and 
Workbook.  

 

Context and Justification 

The focus of this project is to investigate students’ experiences with Estill Voice 

Training (EVT) exercises.  EVT is an anatomical approach, teaching individuals to 

consciously control precise vocal structures to achieve the desired vocal quality.  As a 

vocal instructor with a Western Classical background, I am now expanding into 

Contemporary Commercial Music (CCM) (LoVetri & Weekly, 2003) in my teaching.  My 

teaching value is to empower students to confidently express their unique voices.  To 

develop effective teaching strategies, I will focus on understanding the student 

experience (Ragan, 2018).  By gaining insights into how students interact with EVT, I 

hope to refine my instructional methods in teaching voice. 

Previous studies have explored EVT’s effects on voice quality (Fantini et al., 

2017) and physiological responses via laryngoscopy (Frič et al., 2024), but minimal 

research has addressed students’ lived experiences.  This gap deserved attention 

because research on student-centered feedback has demonstrated that considering 

students’ lived experienced alongside instruction can enhance learning outcome (Hattie 

& Timperley, 2007).  By prioritizing these experiences, this study aims to make a 

meaningful contribution to vocal teaching practices.  
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Intended impact  

While EVT offers a detailed structured approach (Fantini et al., 2017), there are 

critiques regarding its complex emphasis on vocal anatomy (Sansom, 2016).   

Complicated instructions can negatively impact performance since students are 

overwhelmed with excessive cognitive demands (Hanin, 2000).  This project aims to 

explore how students manage the theoretical aspects of EVT while applying them in a 

practical context, such as within a song. By examining this through the students' 

perspectives, the research can guide teaching methods that are more attuned to the 

emotional aspects of EVT. These insights support what areas I need to supplement EVT 

in teaching my students.  I teach many of my students for over ten years; hence this 

study can allow me to plan a long-term lesson plan for students in developing their 

voice.  

Outlined intention 

A mixed methods approach will be used to collect both quantitative and 

qualitative data. From my private vocal studio, three participants aged 16 - 23 will be 

recruited through convenience sampling. Participants will be taught a workshop session 

in the belt recipe of EVT.   

Quantitatively, the Evaluation of Ability to Sing Easily (EASE) questionnaire 

(Phyland et al., 2013) will be administered online and in person before and after the 

workshop. Through descriptive statics results will be analyzed and compared to findings 

in existing literature.  Qualitatively, semi-structured interviews executed after the 

workshop will allow for flexible, in-depth discussion (Ruslin et al., 2022).  Key themes 
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will be identified through coding of transcripts (Appendix I).  These findings will 

contextualize the quantitative data and inform the final report. A project timeline is 

outlined in Figure 1. 

 

 

Figure 1: Project Timeline 

Ethics and insider research  

As the participants' vocal instructor, I hold an insider position that may encourage 

openness from the participants’ response as they are already comfortable with our 
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relationship (Dwyer & Buckle, 2009). However, this dual role presents ethical challenges 

as response may be bias as I am in the position of authority as their teacher (Dwyer & 

Buckle, 2009). I will maintain transparency throughout and clarify that I act as a 

researcher, not a teacher, during all activities.  The project underwent ethical review by 

University of Wales Trinity Saint David Ethics Committee (Appendix A). Given my 

familiarity with the participants, I will remain reflexive by clarifying questions to ensure 

responses are fully understood (DeLyser, 2001).  

Personal learning outcomes 

• How to implement a mixed method research design   

• How to effectively conduct semi-structured interviews  

• How do deliver EVT exercises  
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Report 

Exploring the Student Experience of Working with Estill Voice Training Exercises and 
Workbook.  

 

Introduction 

In contemporary vocal pedagogy, safe and effective techniques for powerful 

belting have gained attention (Estill, 1988; LoVetri, 2012). The Estill Voice Training 

(EVT), developed by Jo Estill in 1988, offers a structured approach based on anatomical 

and physiological understanding (Fantini et al., 2017).  Its belt recipe, a set of 

instructions for how the vocal structure should be adjusted for the use of belt quality, 

supports healthy belting (Steinhauer, 2008).  While widely adopted by professionals and 

educators (Fantini et al., 2017), less is known about how students experience engaging 

with its exercises when learning to belt.   

The aim of this study is:  

 To understand the experience of vocal students using EVT exercises and 

workbook for the “belt recipe”.  

The objective of this study is: 

 To identify challenges and benefits of what students perceive when using the 

EVT exercises.  

Given EVT’s technical complexity (Sansom, 2016), it is essential to understand 

how students balance theoretical knowledge with practical application in relation to their 

vocal goals. By examining their perceptions, challenges, and insights, the research aims 

to inform more effective and empathetic voice instruction, combining technical rigor with 
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emotional responsiveness and contribute to student-centered pedagogical practices in 

contemporary vocal training.   

As a vocal instructor trained in the Western Classical tradition, I am expanding 

my practice to include Contemporary Commercial Music (CCM) (LoVetri & Weekly, 

2003) to help students perform popular styles with authenticity using tools like EVT.  

EVT offers me structured steps to achieve specific sounds and reduce reliance on 

imitation but rather focusing on the awareness of vocal structure changes for deeper 

learning (Paparo, 2022). This research on student perception will guide how I integrate 

it with students and influence its integration into their long-term learning. 

My individual learning outcomes are how to:   

 implement a mixed method research design   

 effectively conduct semi-structured interviews  

 deliver EVT exercises  

Literature Review 

Search Strategy 

Inclusion criteria include sources engaged with EVT, belt technique and student 

experience.  Peer reviewed literature from 2000 and onward were prioritized.  

Additionally, select grey literature was incorporated for practical application in my vocal 

studio. Sources were selected from credible practitioners and scholars in the field of 

voice pedagogy, ensuring both academic rigor and practical insight.  Appendix K 

summarizes search terms and strategy of findings.  
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Estill Voice Training 

EVT is an educational system for singing focusing on conscious control of vocal 

tract structures to produce specific voice qualities (Fantini et al., 2017). EVT promotes 

vocal independence and stylistic flexibility by training singers to isolate anatomical 

components of the voice (Fantini et al., 2017).   There are thirteen figures (Figure 1) 

which are used to produce different voice qualities: speech, falsetto, sob, twang, belt 

and opera. (Steinhauer, 2008).  This study will focus specifically on the application of 

EVT exercises in the development of belt, with attention to how students perceive with 

the belt figure. 

 

Figure 1: Estill Figures for Voice (Fantini et al., 2017, p.2) 
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Belting Technique Across Vocal Pedagogies 

Review of literature reveals significant confusion of belting, stemming from the 

ambiguity of perceptional definitions for terms such as chest and mixed singing, which 

are often used interchangeably despite distinct meanings (Popeil, 2007).  Figure 2 

summarizes terms associated with belting identified from literature.  For the purpose of 

this study, belting will be defined by the Estill belt recipe which is defined by thirteen 

figures in specific physiology positions rather than sound quality (Figure 3). 

Terms Associated with Belting  

Term Reference 

extension of chest voice McCoy, 2007; Popeil, 2007 

high subglottal air pressure  Miles & Hollien, 1990 

increased laryngeal muscular effort  Colla, 1989; Miles & Hollien, 1990 

brighter tonal quality Robison et al., 1994 

more forward vocal placement than classical style Sullivan, 1989; Schutte & Mille, 1993 

brassy  Popeil, 2007 

yell-like  Sundberg et al., 2012 
Figure 2: Terms Associated with Belting 

 

Figure 3: Belt receipt from p.67 Estill et al, 2019.  Definitions for the terms and abbreviations are included in Appendix 
N. 

Belting is a vocal technique prevalent in CCM (LoVetri, 2012).  Historically, 

pedagogically belting is often perceived as a vocally unhealthy technique, leading many 
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classically oriented voice teachers to view the style as damaging to the voice (Popeil, 

2007; Spivey, 2008).  Vocal fold collision and increased subglottal pressure in untrained 

belting can lead to development of vocal nodules (Bourne et al., 2010; Mudd & Noelke, 

2018).  However, approaches to belting vary significantly among vocal methodologies.  

Appendix M presents a comparison of belting across three influential voice training 

systems: EVT, Speech Level Singing (SLS), and Complete Vocal Technique (CVT).    

Student Experience 

A key challenge in voice pedagogy is providing effective feedback (Wilkerson, 

2024).  When applying Hattie and Timperley’s (2007) feedback model which focuses on 

student learning by fostering self-assessment, understanding the student experience 

can match feedback with a student’s current learning stage (Arts et al., 2021).  

Knowledge of how students engage with EVT exercises could help educators adapt 

teaching to individual vocal needs.  As a teacher, knowledge about student perspectives 

can increase student confidence (Ramzan et al., 2023). Given the emotional nature of 

singing (Coutinho, Scherer & Dibben, 2014), emotional states can affect vocal function 

including respiration, phonation, and articulation (Krasnodębska et al., 2024).  

Awareness of these responses allows educators to build stronger emotional and 

motivational connections to voice training (Van der Sandt et al., 2021). 

Exploring student experiences with the Estill belt recipe is highly relevant to my 

work as a private vocal teacher with students of diverse ages and musical backgrounds, 

including Western Classical, CCM and musical theatre. An adaptable technique is 

beneficial in private lessons where student goals and abilities vary. EVT offers a 

structured approach to teaching this wide variety of vocal qualities. While research 
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addresses the physiology of belting (Estill, 1988; Sundberg et al., 1993), less is known 

about student experience in EVT. This study aims to identify which aspects of EVT are 

most effective and challenging in lesson settings.   

Existing Research Landscape  

To support stylistic versatility, EVT focuses on precise control of vocal structures 

(Fantini et al., 2017).  In my literature review there were several clinical research which 

supported the effectiveness of EVT for treating voice disorders (Lombard & Steinhauer, 

2007; Tellis, 2014), however the pedagogical application remains underexplored.  Non-

EVT student experience was prioritized for studies in medical education (Weurlander et 

al., 2016) and female vocal students (Sweet, 2018).  Despite there being over 1000 

certified members in 33 different countries (Estill Voice International, 2025), there were 

no known studies investigating student experiences with EVT in pre-professional 

training.  This study addresses that gap by identifying common themes in how students 

engage with EVT, particularly in relation to stylistic goals in belting. 

Conflict and Gap in the Area of Study 

Despite EVT being based on a scientific approach (Steinhauer, 2008), its 

pedagogical application has drawn criticism. Scholars including Chapman (2009) and 

Mathieson (2001) argue EVT’s emphasis on anatomical precision overlook foundational 

elements of vocal technique such as breath support and emotional nuance. Thus, this 

approach may lead to fragmented learning experience (Steinhauer & McDonald Klimek, 

2019).  

While EVT’s comprehensive framework provides valuable tools for singers, its 

depth and technical nature can be overwhelming particularly for younger 
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nonprofessional singers, an area that is not heavily researched per my review of 

literature.  The complexity of the 13 figures, combined with anatomical and physiological 

terminology may pose barriers to accessibility and understanding (Pyfrom et al., 2023).  

EVT has been critiqued by neuroscientists for its emphasis on isolating specific vocal 

structures, arguing that this approach may conflict with established motor learning 

theory (Diedrichsen et al., 2010). Research in neuroscience and motor learning 

suggests that complex skills like singing are acquired through integrative neural 

coordination rather than localized control (Diedrichsen et al., 2010; Penhune & Steele, 

2012).  Since motor learning benefits from external focus and whole-body practice 

(Sänger et al., 2012), excessive attention on isolated movements may hinder 

automaticity and performance (Wulf & Lewthwaite, 2016).  Thus, EVT’s micro-control 

approach may not align with how the brain optimally learns and executes complex 

motor tasks.  This highlights a need for simplification and adaptation of the model for 

emerging singers.   

I have been unable to find research exploring the process of how EVT is received 

by students in the learning environment.  The present study addresses this gap by 

examining student engagement with EVT, focusing on their lived experience with the 

exercises.  Pedagogical strategies can be adapted upon exploration of their learning 

experience.  Existing literature mainly involves adult participants (mean age 32), with 

little focus on pre-professional singers (Fantini et al., 2017) aged 16-23.  This study 

targets this underrepresented group to explore EVT’s relevance in early vocal training. 
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Learning Methods with EVT  

Effective music education includes the awareness of diverse learning 

preferences in the development of skills (Hattie & Timperley, 2007; Graham, 2006).  

Particularly in younger singers, a teacher’s approach can significantly influence a 

student’s engagement and understanding (Mayer, 2005).  Structured methods like EVT 

rely on both technical precision and physiological awareness. Visual learners may 

benefit from anatomical diagrams, while kinesthetic learners often gain more through 

physical guidance (Plack & Cox, 2016; Zimmerman, 2002) such as the EVT hand 

signals.  Appendix L outlines key learning methods, limitations and practical applications 

in vocal instruction. 

Methodology  
Choice of Methodology 

Through a mixed method approach, the chosen methodology aligned with my 

bounded relativist ontological and constructionist epistemological positions. This 

methodology allowed for a comprehensive exploration of the research question from 

multiple perspectives through quantitative and qualitative lenses.  The choice of this 

mixed methods approach was supported by studies including Gallo (2019) and Ilari et 

al. (2018).  These studies successfully integrated both qualitative and quantitative 

instruments to explore different aspects of music education. Semi-structured interviews 

with music educators and questionnaires were used by Gallo (2019) to analyze the 

impact of formative assessments on children’s singing accuracy. This approach allowed 

Gallo to gain a thorough understanding of how assessment strategies affected vocal 
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development.  Thus, a similar approach of semi-structured interviews was used in this 

study.   

A qualitative focus was prioritized in this study to gain insights into how 

participants perceive EVT.  To offer participants the opportunity to share their 

experiences and perspectives in a flexible and open-ended format, semi-structured 

interviews were chosen as the primary qualitative method (Ruslin et al., 2022). This 

approach allowed for the exploration of beliefs and interpretations (Ruslin et al., 2022) in 

vocal pedagogy. The method aligned with my bounded relativist ontology which 

acknowledges individuals perceive and interpret reality through unique cultural and 

contextual lenses (Moon & Blackman, 2014). 

The semi-structured interview format also supported my constructionist 

epistemology as it featured the co-construction of knowledge through dialogue and 

reflection (Flick, 2002).  Structured interviews were not used in this study to allow for 

greater flexibility in exploring students’ perspectives, enabling the collection of richer, 

more nuanced qualitative data (Rashidi, 2014).  Interviews were conducted in the same 

setting where the participants normally have weekly vocal lessons since this is the 

setting the participant is comfortable with (McGrath et al, 2018).  To ensure relevance, 

the interview guide (Appendix G) was developed with reference to previous studies, 

including Reeves et al. (2015) and McGrath et al. (2018).  These studies used similar 

interview frameworks successfully.  The interview questions were revised based on 

suggestions from the supervisor.  After the interview session with Participant 3, 

questions were modified to include the student’s perceived learning method.  This 
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change allows data for further insights on EVT and its ability to adapt to different 

learning methods.  

Evaluation of the Ability to Sing Easily (EASE) (Phyland et al., 2013) (Appendix 

F) was used as a quantitative measure to complement the qualitative responses.  EASE 

provided measurable insights into vocal effort before and after the EVT workshop.  

EASE is a validated clinical tool developed to assess singers’ self-perceived vocal 

function (Phyland et al., 2013). Although originally designed for professional musical 

theatre singers, the EASE scale has since been applied in a range of singing contexts.  

Vella et al. (2021) employed it with amateur musical theatre singers and Marchand et al. 

(2019) used it with amateur choir participants. These studies demonstrate the versatility 

of EASE in evaluating perceived vocal ease across diverse genres and experience 

levels. Therefore, the EASE questionnaire was deemed an appropriate instrument to 

investigate student perceptions of their current singing. This allowed the study to identify 

patterns and trends across participants.  This quantitative data complemented and 

contextualized the detailed, qualitative data obtained from the interviews, allowing for a 

more holistic understanding of EVT in voice pedagogy. This approach reflected the core 

principle of pragmatism, which emphasized the use of the most effective methods to 

address the research question (Patton, 1990). 

Sequence of Method 

A structured sequence of methods was employed to capture both quantitative 

and qualitative data at multiple stages of the vocal experience of working with EVT 

(Figure 4).  This sequence allowed for a systematic exploration of vocal changes and 
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participant insights, aligning with the study’s mixed methods design by integrating 

measurable outcomes with experiential narratives. 

 

Figure 4 Sequence of Method 

Variables  

In this study, the independent variable was the pedagogical intervention involving 

the Estill model exercises and workbook focused on the belt recipe. This was introduced 

to examine its impact on students’ vocal experience and performance. The dependent 

variables were the participants’ self-perceived vocal function, measured through the 

EASE questionnaire before and after the intervention, and their subjective experiences 

and reflections, gathered through semi-structured interviews. These variables allowed 
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the study to evaluate both measurable and experiential outcomes of working with the 

Estill model. 

Participants 

Three participants (Table  1) with no vocal complaints were recruited after a 

convenience sampling procedure.  All singers are current vocal students of the 

researcher.  A larger sample size would have been ideal, as seen in Paparo (2022) with 

5 participants in understanding their phenomenological experience of singing with the 

Feldenkraise Method, yet this is a pilot study to gather initial data to refine the research 

question (Golzar et al., 2022).  The interview took place via ZOOM and in person in 

Canada and was audio recorded.   

Participant Gender Age Singing Experience (Years) 
Participant 1 (P1) Female 22 3.5 
Participant 2 (P2) Male 20 4 
Participant 3 (P3) Male 16 3.5 
Mean 

 
19.33 3.56 

Table  1: Summary of Participants 

Data analysis 

Thematic analysis (TA) was employed to analyze the qualitative data, enabling 

the identification of key themes, patterns, and insights from participants lived 

experiences (Braun & Clarke, 2022). This method was selected to gain a deeper 

understanding of how students engaged with the exercises, through discussions on 

relevant topics and embodied experiences guided by the researcher (Thomas, 2006). 

This approach was consistent with constructionism, which posits that knowledge is co-

constructed through interaction and interpretation (Crotty, 1998). By focusing on 

participants’ narratives, thematic analysis ensured that the findings were grounded in 
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real-world contexts (Braun & Clarke, 2022) and had practical relevance for vocal 

pedagogy practitioners.  Themes developed from TA qualitative data were used to 

explain or contrast with patterns found in quantitative EASE questionnaire results.  

Reflexive thematic analysis (RTA), developed by Braun and Clarke (2019), was 

employed to analyze the qualitative data collected from semi-structured interviews. This 

method was chosen because it aligns closely with the study’s constructionist 

epistemology and pragmatic paradigm, which view meaning as co-constructed through 

personal experience and social interaction. RTA allows for an exploration of participants’ 

lived experiences (Braun & Clarke, 2019), thus appropriate for examining how students 

perceived and responded to the use of EVT. 

Ethical Considerations  

This study required consideration of ethical issues due to the dual role I held as 

both researcher and vocal teacher.  Ethical approval was obtained from the University of 

Wales Trinity Saint David Ethics Committee.  All participants provided informed consent 

with understanding of their right to withdraw.   Given my dual role as both researcher 

and vocal teacher, my research recognizes the active role of the researcher in the 

process of theme development.  To help monitor assumptions, reflexivity was 

maintained by capturing thoughts with a research journal to ensure the resulting themes 

were based on participants’ perspectives (Alexandrache, 2014). 

The insider position allowed for a bigger picture of understanding (Kanuha, 2000) 

and may have encouraged openness and depth in participant responses (Dwyer & 

Buckle, 2009) since participants already had a comfortable relationship with me as their 
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vocal teacher. However, it also introduced potential power dynamics and risks of 

response bias where participants feel pressured to respond positively due to my 

position of authority as their teacher (Randall & Fernandes,1991). To address this, clear 

boundaries were established between my teaching and research roles (Marcelin et al, 

2019).  I noted at the start of the research participants’ response will not impact their 

vocal assessment with me as their teacher. Participation was entirely voluntary and 

unrelated to academic assessment. Interviews were conducted in a manner that 

emphasized neutrality (Wendler, 2020).   

Findings  

Discussion 

This section presents findings from reflective thematic analysis (RTA) of 

interviews (Appendix I) and EASE.  This study employed Braun and Clarke’s (2006, 

2019) RTA methodology to explore the student experience of participants learning the 

belt recipe of EVT.  The development of the codes and these can be seen in Appendix 

J.  A summary of the six steps and their application to my research can be found in 

Figure 5.   
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Figure 5: Application of RTA Steps 

Throughout the analysis process, I remained aware of my dual role as both a 

researcher and vocal teacher.  I kept a reflexive journal during the coding process to 

note where my assumptions might have influenced theme development. Rather than 

seeking to remove bias, I used these reflections to remain transparent and critical about 

my role in shaping the analytic finding.  I was aware that the way I grouped codes into 
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themes reflecting a pedagogical lens. I continually questioned whether my 

interpretations genuinely represented participants' voices or were filtered through my 

assumptions.   

All participants reported a positive experience with EVT and found it impactful 

when belting.  Results revealed four key themes (Appendix J).  The EASE results (Table 

3) aligned with the findings from RTA reinforcing EVT is perceived to be helpful to 

singing.  The drop in EASE scores after the workshop (Table 2) reflect a perceived 

decrease in vocal load after EVT introduction (Phyland et al., 2015).  Although P1 

omitted a response on the questionnaire, this did not impact the overall trend. The 

consistent reduction in EASE scores suggests that participants experienced improved 

ease and efficiency in vocal production as a result of EVT.  For the question “my voice 

sounds rich and resonant” both P2 and P3 reported an increase in self-perceived vocal 

richness post workshop.  P1 did not respond to this question in the pre-workshop 

evaluation therefore no comparison could be made.  This observed increase supports 

students perceive EVT to be beneficial when applied in belting.   
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  P1 P2 P3 Mean Median 
Pre-workshop           38            48            40            42            40  
Post-workshop           30            39            37            35            37  
% of change -21% -19% -8% -16% -8% 

2: Ease Results 

 
3: Showing Pre-workshop and Post-workshop Data 
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Theme 1: Navigating Complexity in EVT  

This theme is of most relevance to my vocal practice.  I have chosen to use EVT 

in my studio based on its tangible steps to guide students to achieve desired vocal 

qualities, however it does face critiques as seen in the review of literature for its 

complexity (Diedrichsen et al., 2010).  My data aligns with this point.  Qualitatively, P2 

identified “I definitely was working the brain all the time to figure out”.  Research reflects 

a similar finding; although singers can selectively move specific laryngeal muscles, this 

precise neuromuscular control and proprioceptive awareness prose to be challenging 

for learners (Chhetri et al., 2012).  P1, “being aware of it was harder”, echoed this 

complexity.  P1’s perceived “harder” may be sensing the somatosensory feedback from 

receptors of the vocal tract, larynx, and respiratory system post EVT workshop, which 

engage parts of the brain (Jürgens, 2009; Zarate, 2013).  This theme is also consistent 

to what is seen quantitatively in the EASE questionnaire.  In the question “Singing feels 

like hard work”, while other participants noted no change in this question, P3 responded 

post workshop an increase in value.  This suggests P3 perceived a rise in vocal load 

after EVT was introduced.  P3 also commented there was an increase in “mental effort 

of actually remembering each strategy” post workshop.  The student experience of 

working with EVT includes the student perception that EVT is complex and requires an 

increase in vocal load.  

An interesting area for further consideration includes the concept of focus of 

attention.  From a neuroscience perspective, EVT is internal focus of attention (focusing 

on the vocal structure movement itself) (Wulf, 2013).  However, studies have concluded 

that an external focus of attention (focusing on the effect of a movement) is preferred 
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and improves effectiveness, efficiency and form (Wulf & Lewthwaite, 2016).  There is 

opportunity for future research to explore the possibility of external focus instructions for 

EVT application.  The area of whether student perception of the vocal load will decrease 

by changing the method of delivery from internal focus of attention to external focus of 

attention has opportunity for further investigation.  

To address the complexity challenge in my studio, research suggests breaking 

down instruction into smaller chunks which can significantly improve learning outcomes 

as it reduces working memory strain (Demorest et al., 2017).  I have modified lesson 

plans to include more manageable portions of EVT concepts throughout the curriculum.  

This process of gradually layering concepts can support vocal skill development and 

build confidence (Pike, 2014).  Additionally, actively engaging students through 

reflection, questioning, and self-assessment fosters deeper understanding and 

sustained motivation (Lynch et al., 2012).  Similarly to the EASE questionnaire, I can 

have an informal guided self reflection questionnaire to give opportunity for students to 

self-assess and reflect on what worked well and help clarify confusions (Chung et al., 

2021).  By implementing these evidence-based approaches, I can effectively manage 

the issue of students feeling EVT is too complex.  

Theme 2: Learning to Sing Through the Body 

The data suggests there is a heightened bodily awareness after the workshop.  

P3 recognized changes in velum position and the sound “coming out of [the] nose”, 

which emphasized physical sensations in the experience of singing.  This echoes 

research on somatosensory feelings of the vocal tract which can help control vocal-
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motor tasks (Tremblay et al, 2003; Naisr & Ostry, 2006).  Furthermore, hand gestures 

were found to be effective in promoting visual and kinesthetic learning.  P1 noted hand 

gestures were “help[ful] [to] visualize for me what was happening”.  P2 emphasized 

“[hands gestures] helped me kind of like feel things through.”  This agrees with research 

by Paparo (2022) which showed the significance of kinesthetic awareness in vocal 

learning, suggesting integrating bodily movements can enhance vocal technique and 

expression.  Quantitatively, P1 and P2 noted a decrease in vocal load when answering 

the EASE questionnaire “I am having difficulty sustaining long notes”.  This could be the 

result of participants feeling more engagement of the neck and torso anchor from the 

EVT workshop; thus the perception of less vocal load in sustaining long tones.  In 

addition, an observation point with P1 and P2 while singing a belt sustaining note in the 

repertoire piece post workshop, the hand gesture of engaging the torso was used by the 

participants instinctively.  This highlights the likelihood participants are engaging the 

torso figure of EVT while belting.  Both qualitative and quantitative data supports 

students perceive singing through the body in EVT.    

Cognitive science research demonstrates memory retention and skill acquisition 

would increase when engaging in multisensory learning, combing visual, auditory and 

kinesthetic inputs (Shams & Seitz, 2008).  Both P1 and P2 viewed themselves as 

kinesthetic learners and recognized the benefits of physically doing the gestures along 

with visually seeing me conduct the gestures.  Data was not available for P3 as this 

question was not initially planned in the interview guide but was later assessed as 

beneficial information.  Gestures function as the connecting point between physical 

sensation and concepts (Wiland & Yoshikawa, 2013), thus the brain thinks through the 
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body (Seitz, 1993).  In addition, engaging in gestures while learning will improve 

memory retention (Church et al., 2004). Children were noted to have a higher recall rate 

of new vocabulary words when using hand gestures (Cook & Gold-Meadow, 2006).  I 

have applied this finding beyond my teaching of EVT.  Research shows gestures are 

found in other methodologies.  Pedagogical approaches in Dalcroze, Kodály, and Orff 

prioritize kinesthetic movement and gestures in learning (Jin et al, 2019; Kilpatrick, 

2020). These methods demonstrate that integrating physical movement into educational 

practices can facilitate deeper learning and cognitive development (Scherr, 2008), as 

reflected in the student experience of working with EVT.     

Upon this finding, I started to integrate more kinesthetic strategies into my vocal 

teaching.  Specific hand movements for breath flow and phrasing have been 

incorporated into my teaching.  Body movements to teach musical timing and pitch 

relationships have been integrated into lesson plans as inspired by Dalcroze.  I invited 

students to walk to a beat while conducting EVT gestures to a song.  Since 

implementing these techniques there has been an increase in engagement and quicker 

retention of vocal concepts in my voice studio.  

Theme 3: Cognitive Shift from Instinctive to Informed Singing 

The data revealed participants had a cognitive transition from instinctive singing 

to an informed approach.  Research by Fournier et al. (2019) indicates that explicit 

instruction, in this case EVT exercises, can enhance cognitive strategies in music 

learning.  P1 articulated this shift, “I usually don’t think about [anchor] … but it does 

make a lot of difference”.  The difference P1 perceived may be the cognitive change to a 
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more detailed understanding of vocal physiology which improved understanding (Hersh 

et al, 2023; Lerch et al, 2021).  P2 similarly described moving from “I don’t really know 

what I’m doing” to “I know kind of what I’m doing.”  P2’s shift to a more informed 

approach after EVT suggests how isolating specific structures into smaller manageable 

components leads to improved learning outcomes (Reed & Reed, 2014).  P3 further 

corroborated “I never realized how many different biological aspects… being able to 

understand that makes me a little more conscious.”  P3 aligns with Lynn’s (2017) 

conclusion where a teacher’s guidance through biomechanical or functional movement 

patterns, in this case the EVT movement of vocal structures, highlights the sensations 

generated by these movements and widens self-awareness and results in an informed 

approach to singing.  Quantitatively, both P1 and P3 showed a heightened self-analysis 

to the onset of a tone.  The awareness of a decrease in value in both participants to this 

question about a breathy or delayed onset demonstrated an increase in understanding 

the informed approach to change the onset of a tone (which is one of the figures in 

EVT).  Collectively, these reflections and EASE results suggest the student experience 

of working with EVT shifts to a more informed approach to singing. 

As seen in this theme, an anatomically informed approach to singing is 

beneficial.  However, research also highlights the significance of motor learning in 

singing (Kilpatrick, 2020). While these studies may appear to conflict, my role as a 

private vocal teacher allows me to adapt lesson plans that respond to each student’s 

receptiveness of each method. By balancing motor learning with an informed cognitive 

approach, a more holistic lesson plan can be integrated into the student’s voice study.  
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Theme 4: Transferring Technique Beyond Belting 

Participants recognized EVT belt recipe is transferable beyond the specific 

context of belting, supporting a broader understanding of vocal function and flexibility.  

While this theme is an important finding it holds less relevance for further investigation 

within the context of my learning outcomes.   

Observation from workshop  

During the EVT workshop conducted, I observed participants consistently 

mirrored my hand gestures throughout the sessions.  Students instinctively copied my 

hand when I placed my hand on my larynx.  This reflects strong visual and kinesthetic 

connection between gesture and students’ understanding.  This was a recurring 

behaviour throughout the workshop, suggesting the gestures were not only a teaching 

aid but a shared physical language for learning (Bremmer & Nijs, 2024).  I will take this 

point into my future teaching and deliberately integrate gestures for deeper learning and 

to develop student’s vocal self-awareness (Cook et al., 2008; Goldin-meadow, 2011).  

Moreover, participants relied heavily on EVT prompters, character-based cues to 

evoke specific vocal qualities.  When engaging with the aryepiglottic sphincter (AES) 

exercise, the most effective prompt was imitating an evil witch cackle.  This reliance on 

imaginative prompts aligns with the conclusions of Simones (2019).  Unfortunately, the 

EVT workbook does not include standardized prompters, these cues are rather learned 

informally through different instructors during Estill training which I took in 2024.  

Furthermore, research on mental imagery in vocal pedagogy emphasizes the 

effectiveness of students generating their own imagery rather than informed by teachers 
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(Brown, 2025).  It may not be the intention of the EVT method to have prompters, 

however as a vocal teacher I found it useful to supplement the exercises with 

prompters.  This lack of consistency means prompters can vary widely depending on 

the teacher, which presents a notable limitation in EVT. 

Limitations 

This was a pilot study with three participants and could be expanded to a larger 

participant group for additional findings relating to student experience in EVT.  There is 

opportunity to expand into deeper research of the impact of hand gestures in learning 

EVT figures and the role of mental imagery of the prompts to initiate EVT figures.  

For all participants, this was their first exposure to EVT.  The findings are 

reflective of the participants’ experience with EVT in the belt recipe; however, there is no 

comparison with other methods of belting in this research design.  All participants had a 

different background to understanding of belting as seen in their response of the 

interview.  There is room for future comparison of EVT belting approach to other 

methods such as SLS and CVT (Appendix M) to further enhance findings relating to 

belting experience specifically.  My current research design does not provide detailed 

insight into the belt recipe, but rather a general overview of students’ experience 

working with EVT and the belt recipe simply being just a chosen sample of the EVT 

vocal qualities.          

Conclusion  

The findings show students perceive EVT as an effective method to learning to 

sing through the body, teaching them an informed singing approach and recognizing the 
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complexity of the vocal structure.  These results offer valuable implications for 

application in my voice studio.   

In application to my teaching practice, I learnt of strategies to manage the 

perceived complication of EVT.  Breaking the EVT figures into small manageable 

chucks and progressively layering the concepts while inviting self reflection to clarify 

confusion are important tools.  The concept of motor learning, using hand gestures of 

EVT and additional movement to facilitate learning will be beneficial in teaching EVT 

figures.  Balancing visual aids including posters and hand gestures together with 

movement can enhance memory retention and vocal learning.  These findings can 

inform my teaching to adapt EVT for all ages, including younger age emerging singers 

whom I work with in my studio.   

This study enabled me to achieve my three personal learning outcomes. I 

successfully implemented a mixed methods research design, coordinating procedural 

steps while adapting to challenges, including a missed answer in the EASE 

questionnaire, by focusing on overall data trends. I deepened my understanding of RTA 

and developed skills in coding themes from transcripts. Conducting semi-structured 

interviews allowed me to refine my choice of words and understand how to enhance 

flow through my sequence of questions.  Lastly, I became more confident in delivering 

EVT exercises through self experimentation, close study of the Estill workbook, and 

retaking the Level 1 and 2 certifications in June 2025. Leading individual workshops for 

each participant further strengthened my ability to clearly demonstrate EVT exercises.    
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Overall, when using EVT belt recipe, students learnt to sing through the body, 

shift from an instinctive to informed mode of singing and can transfer the EVT belt 

approach into other elements of singing.  In conclusion, despite the complexity of 

individual vocal structure control, participants reported a decrease in vocal load after 

working with EVT.  The findings in this study showed a positive and deeply impactful 

student experience working with EVT exercises.     
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Appendix E  

EVT Workshop lesson Plan 

Overall execution of session participant:  

1. Participant to sing a current repertoire piece using belt tones  
2. Participant complete EASE questionnaire  
3. Execute the below exercises going through the 13 figures and working with students to 

achieve the 13 figures specific for the belt recipe.  For each participant explain what is 
the figure, the goal of the figure and ways to try to achieve the figure.  The exercises are 
based on the Estill Workbook and prompts taken from the training course taken by the 
researcher for Level 1 and 2.    

4. Participant to sing the same repertoire piece from step 1.  
5. Participant complete EASE questionnaire  
6. Complete semi-structured interview  

 

Belt recipe as defined by Estill Voice Training (EVT):  

 

 

Figure 1: pg 67 Estill Workbook 2 

 

Introduce the exercises in same order as in Etude book 
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Exercises for the 13 figures to be executed with the participant   

Information below is from the Estill Workbook 1 and 2 and from Estill Foundations Voice 
Training and Level 1 and 2 training session attended by researcher in 2024.  

Exercises are from Estill Etudes Volume 1 by Alejandro Saorin Martinez, Mary McDonald Klimek 
and Kimberly Steinhauer 

 

Retracted False Vocal Folds (FVF)  

● Goal:  
o FVF in retracted position  
o Feeling free and tension free  

● Try:  
o “huh” in a breathy manner – then imitate the ‘h’ sound without saying it 
o Allow air to pass freely through vocal folds  
o Keeping throat open and wide open  
o   

● Cue:  
o Silent dog panting  
o Yawn gesture without sound  
o Silent giggle 
o Joly giant  

 

Exercise: False vocal Fold Etude 1 for all voices, pog 15-16 
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Thick Body Cover Setting 

● Goal:  

○ Thick body cover for full sound  
● Try:  

○ Say “Yeah!”, “Hey!” with a confident tone  
○ Sensation of feeling anchored  

● Cue:  

○ Voice cutting through beam of light, think full sound, think energy  
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Exercise: Body-Cover Etude for all voices, pg 22-23
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Smooth Onset  

● Goal:  
o Gentle sound to start  
o Avoid breathy or hard onset (explore glottal onset and aspirate onset to feel the 

difference)  
● Try:  

o whispered “mmm,” gently add voice  
● Cue:  

o Say “you” (/j/ sound).   
o Start with the /j/ silently then transition to an /i/.   
o feel like “drinking in the tone”.  

 

 Glottal Onset  

● Goal:  
o Firm vocal fold closure  

● Try:  
o “uh-oh” with emphasis on the start  
o Crisp closure aim for  

● Cue:  
o Hold breath, then sing /i/ on any pitch.   
o Say ‘guh’  
o Say ‘uh’  
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Exercise: TVF Onset/offset Etude for all voices, pg 31-32 
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Vertical Thyroid  

● Goal:  
o Aim for the thyroid cartilage neutral (not tilted forward)  

● Try:  
o Tilting: assertive “Hey!”, “No way!” in a speech-like tone  
o direct and energetic 
o vertical: aim for opposite feeling of “hey”  

● Cue:  
o Imagine just waking up in the morning in speaking mode 
o (Tilted Thyroid soft “meow” or whimper like a puppy).  

  

Exercise: Thyroid Cartilage Etude for all voices, pg 35-36 

 



80 
 

 



81 
 

 

 

High Velum  

● Goal:  
o soft palate to be high  

● Try:  
o “ng” as in “sing” and hold it 
o focusing on the feeling of the soft palate lifting away from the back of the throat 

● Cue:  
o “Yawn into the sound,”  
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o “Lift your soft palate like you’re opening your mouth wide  
o aim to keep sound forward.  
o “Think of the sound coming from behind your eyes.” 

 

Exercise: Velum Etude for all voices, pg 38 
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Narrow aryepiglottic sphincter (AES)  

● Goal:  
o narrow AES for increased brightness  
o increased intensity  
o sense of carrying power in the voice  

● Try:  
o Imitate a duck quack  
o nasal “nyeh-nyeh”,   
o witchy cackle (ie, “Eee!”).  
o bratty voice of a cartoon character -  high, buzzy, and focused. 

● Cue:  
o Buzzy like a kazoo 
o Squint the eyes and nose  

 

 

Exercise: Aryepiglottic Sphincter - Etude for all voices, pg 43 
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Anchored Head and Neck  

● Goal:  
o head and neck in a neutral, stable position  
o avoid excessive movement 
o prevent strain   

● Try:  
o Stand or sit upright 
o check head is aligned with spine (not tilted forward, back, or sideways).  

● Cue:  
o “Imagine a string gently pulling your head upward from the top of your head,”  
o “neck relaxed but stable, like you’re balancing a book on your head” 
o “Imagine you are trying to hear someone in a booth behind you talking about a 

secret and you are extending your ears to hear the secret”  
o Feel your ears elongating up to the sky  
o “imagine a puppet string pulling your head and neck high up”  

 



85 
 

 

 

Exercise: Support Structure Etude for all voices, pg 46-48 - Head and Neck 
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 Anchored Torso  

● Goal:  
o Maintain an aligned torso  
o support proper breathing and vocal fold function  
o aids in breath control  
o minimizes unnecessary tension 

● Try:  
○ Stand or sit with your spine tall and aligned  
○ Sensation of grounded through your feet (if standing) or  sit bones (if sitting) 

● Cue:  

○ “Feel like your body is a pillar - solid and tall,”  
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o “Hand in prayer position” – press the hands together and engage upper body 
anchor  

o “stand against a wall and push backwards into the wall as you sing”  
o “1 foot behind you and step backwards energy into the back foot” 

 
 

Exercise: Support Structure Etude for all voices, pg 49 - Torso 
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High Larynx  
 

● Goal:  
o higher larynx for a brighter tone 
o thinner and youthful sound  

● Try:  
o Imitate a bratty kid saying “Nya nya nya!”  
o imitate a cartoon character or baby voice  

● Cue:  
o “Silently squeak like a mouse” 
o “Imitate a small child”   
o “Smile and whine like a kid” 
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Exercise: Larynx Etude for all voices, pg 52 

 

 

 

High Tongue  

● Goal:  
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o Raise the tongue body (especially the back) to help shape brighter vowels and 
create focused, clear resonance. 

● Try:  
o Say “ee” as in “cheese” and hold it.  
o tongue arches high in the mouth.  
o try “ng” (as in “sing”) and feel how the back of the tongue lifts toward the soft 

palate 
● Cue:  

o “Say ‘ee’ with a smile”  
o “Keep the tongue like a high arch”  

 

Exercise: Tongue Etude for all voices, pg 56 
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 Mid Jaw  

● Goal:  
o Keep jaw in a neutral  
o relaxed position  
o providing freedom of movement for the vocal folds 

● Try:  
o Say “ah” or “eh” in a relaxed manner, making sure the jaw isn’t tight or overly 

open. Think of the way your jaw feels when you’re speaking naturally. 
● Cue:  
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o “Relax your jaw like you're talking without tension”   
o “Keep the jaw neutral”  
o “Imagine your mouth is open enough to speak clearly (not wide)” 

 

Exercise: Jaw Etude for all voices, pg 59 
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Mid Lips  

● Goal:  
o lips in a neutral position  
o relaxed position  
o allow sound to resonate freely  

● Try:  
o Say “mmm” in a relaxed way 
o paying attention to how lips stay neutral  
o sound may feel smooth  
o Try humming through the lips without too much effort  

● Cue:  
o “Keep the lips soft, like you’re gently smiling”   
o “Let sound move easily through lips, be sure to check no squeezing”  
o “Imagine lips are relaxed, much like you are speaking easily first thing in the 

morning” 
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Exercise: Lips Etude for all voices, pg 65 

 

Tilted Cricoid  

● Goal:  
o add intensity  
o enhance power  
o a bit of an edge to the sound  

● Try:  
o Imitate a loud “Hey!”   
o Call across the room at someone far away   
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● Cue:  
o “Lean into the sound”  
o “Add some vocal edge or bark”  
o “Feel the sound anchor low and strong.”   

 

 

Exercise: Cricoid Cartilage Etude for all voices, pg 68-70 
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Appendix F  

EASE Questionnaire  
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Appendix G  

Semi-structured interview Guide 

 

Opening script:   

First and foremost, thank you for agreeing to talk to me about your experience with belting 
today. Your willingness to do so offers great perspective on my work as a music educator and 
researcher. Secondly, this interview is about you and what you have to say regarding your own 
experiences and opinions. I am here only to record your responses and keep our conversation 
on the topic. I am not here to judge what you have to say or try to get you to say something you 
don’t want to. Throughout the interview, I will review your responses with you to make sure I 
record them correctly and honestly. At any point in time you can choose to withdraw or choose 
not to answer any questions that you are not comfortable with.  Do you have any questions or 
are you ready to get started? 

 

Interview Guide  

Demographics 

1. Just for the records, please state your name. 
2. Please state your age. 
3. Please state your identified sex. 

 

Previous Experience with Singing  

1. Please tell me, how long have you been singing?  
2. Please share your musical experience, do you play other instruments or participate in 

other music groups?  
3. How did you first become involved in singing?  
4. Why did you first want to sing?  
5. What kind of music do you like to listen to? 
6. Who is your favorite music artist?  
7. Please share your current repertoire, styles of music you have been singing this past 

year. 
 

Experience with exercises 

1. What is your personal definition of “belting” in singing?   
2. What stood out to you as successful moments from our workshop session?  

a. Why do you think so?  
3. What were some of the biggest challenges from the workshop session?  
4. What did you notice about your belting during the workshop?  

a. How about after the workshop? 
5. How did working with the belt recipe affect your understanding of healthy belting 

technique?   
6. How would you rate your effort level of belting before starting the exercises?  

a. How would you rate your effort level of belting after the exercises?  
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7. Has EVT exercises impacted your way of thinking of belting now?  
8. How do you think you will apply ideas from the workshop session to your singing in the 

future?  
9. Which specific exercises or figures did you find most helpful? 

a. Why?  
10. What specific exercises did you find most challenging?  

a. Why? 
11. Have you noticed any changes in your vocal ability or confidence when belting since 

using the Estill exercises? 
12. Were there any parts of the workshop session you found confusing or unclear? 
13. Can you share your experience of what stands out to you most from your experience 

with the Estill belt recipe?  
14. What would you say to another student about this approach?  
15. Is there anything more you would like to add?  
16. What is your preferred way to learning - visual, auditory, kinesthetic,  

 

 

Ending Script:  

Thank you very much for taking the time to participate in the interview. Your insights and 
experiences are incredibly valuable to this research, and your openness in sharing them is 
greatly appreciated.  Please don’t hesitate to reach out if you have any questions or would like 
to receive a summary of the research findings once the study is complete. 
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Appendix H  

 EASE Questionnaire Redacted, Pre and Post workshop for each participant 
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Appendix I  

Interview Transcripts of P1, P2 and P3 
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Appendix J  

 RTA Code Development  

 

RTA Code Development Process 
Heading  Codes  
Initial Brainstorming   Hand Gestures 

 Body engagement 
 Holistic approach  
 Use of movement 
 Detail / Precise   
 Practice  
 Time 
 Outside of Belting  
 Hard  
 Difficult  
 Complex 
 Work hard Brain  

Grouping of Themes  Group 1:  
 Hand Gestures  
 Body Engagement  
 Holistic Approach 

 
Group 2:  

 Movement  
 
Group 3:  

 Detail / Precise  
 Hard  
 Difficult 
 Complex  
 Work hard brain  

 
Group 4:  

 Practice  
 Time  

 
Group 5:  

 Outside of Belting (Transfer skill) 
 
 

Development of 
Themes 

 Group 1 and 2 together  
 

 Group 3 
 

 Group 4  – not significant to be its own theme based on 
my learning outcomes and vocal teaching.  It is expected 
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learning new concepts require practice and time.  – Group 
together with Group 3 

 
 Group 5 

 
Final Themes   Navigating Complexity in EVT 

 Learning to Sing Through the Body 
 Cognitive Shift from Instinctive to Informed Singing 
 Transferring Technique Beyond Belting  
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Appendix K  

Search Terms  

Search Terms  Student experience  
Estill Voice Method  
Estill Voice Training  
Estill model 
Belt voice technique  
Voice pedagogy  
Jo Estill 

 Estill Voice AND student experience  
“Estill Voice method” AND student experience  
 
Belt AND “Estill Voice Training” 
 
“Estill Voice Training” AND belt AND “student experience” 
 
(“Estill model” OR “Estill Voice Training”) AND “vocal pedagogy” AND (“musical 
theatre” or “belt”) 
 
“Estill belt recipe” AND “student reflection” OR “learner perspective” 
 
“Estill voice training” OR “Estill model” AND “belt voice”   
 
“Jo Estill” AND “belt recipe” 
 
“Estill Voice training” AND “belt” OR “chest-dominant mix” 
 
“Estill voice training” AND ( “learning journey” OR “training outcomes”)  
 
("Estill model" AND "belt voice") AND ("student learning" OR "training outcome") 
AND ("music education" OR "voice instruction") 
 
("Estill Voice Training" OR "Estill model") AND ("belt voice" OR "belt technique") 
AND ("student experience" OR "learner reflection") AND ("vocal pedagogy" OR 
"training") 

Academic 
databases: 

Jstor 
Google Scholar 
Library of UWTSD 

Inclusion criteria Studies focusing on Estill Voice Training, particularly the belt technique. 
 
Research examining student experiences or perceptions in voice training. 
 
Peer-reviewed journal articles, scholarly books, and voice pedagogy texts. 
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Publications within the last 25 years (2000–2025). 
 
English-language publications 

Exclusion Sources that only mention the Estill model in passing without meaningful 
engagement. 
 
Non-scholarly web articles, opinion blogs, or informal teaching materials. 
 
Studies focused exclusively on classical voice technique or genres unrelated to 
belt. 
 
Publications without sufficient focus on student or learning experiences. 
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Appendix L  

Summary of Learning Methods  
 

Learning 
Method 

DescripƟon AdaptaƟon in Singing 
Lessons 

Strengths LimitaƟons 

Visual Learning Images, diagrams and visual aids 
are a priority in this learning 
style. Visual aids can enhance 
comprehension and memory 
retenƟon (Mayer, 2005; Anderson 
et al., 2008). 

Visual aids to be used in 
lessons such as diagrams 
for vocal anatomy, 
instrucƟonal videos of 
performances relaƟng to 
topic to be learnt (Mayer, 
2005; Anderson et al., 
2008).  Students may also 
prefer to take descripƟve 
notes (Gilankjani, 2012). 
Hand symbols such as those 
in Kodaly method is a visual 
element (McClung, 2008).  

Visuals are readily available relaƟng 
to singing topics.  Visual informaƟon 
can increase efficiency in learning 
and help the informaƟon be retained 
longer in memory.  Visual aids can 
help students connect the concept to 
the sound easier (Anderson et al., 
2008). 

Visuals alone may not be beneficial 
for kinestheƟc or auditory learners.  
This method could be less engaging 
for those who prefer other 
methods of learning (Gilakjani, 
2012) 

Auditory 
Learning 

Discover informaƟon through 
listening (Gilankjani, 2012).  
Listening is an important part of 
learning through this method.  
The form of auditory learning can 
include lectures, verbal 
instrucƟons and discussion. 
(Haƫe & Timperley, 2007; Plack 
et al., 2016). 

Teachers can record 
important parts of lessons 
for the student to listen to 
while pracƟcing.  Live 
demonstraƟons can be 
captured on audio 
recording for the students 
to hear it and model (Plack 
et al., 2016).  Students may 
also benefit from reading 
aloud (Gilakjani, 2012), thus 
students can perhaps read 
aloud the assigned pracƟce 
notes.  

Students can match the pitches heard 
such as in the Kodaly teaching 
method (McClung, 2008).  Through 
the process of listening an labelling 
the pitches students engage in 
auditory learning, such as students 
listening and idenƟfying the solfege 
syllable (McClung, 2008).   

Students may not be aware of what 
they are actually doing when they 
listen and copy cat (Brown & 
Palmer, 2012).  Students may be 
able to replicate what they hear but 
may have difficulƟes reproducing 
the same sound on their own 
without auditory guidance.    
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KinestheƟc 
Learning 

Students favour hands on 
approach and learn by doing 
(Gilakjani, 2012; Donnelly et al., 
2012) or physically engaging 
student in learning (Begel, 2004).  

Singing acƟviƟes relaƟng to 
this style of learning include 
incorporaƟng movement 
and physical exercises that 
relates to breath control 
and posture (Donnelly et 
al., 2012).  Hand gestures 
such as those in Kodaly 
where students create the 
physical handshape to learn 
pitches (McClung, 2008).  
Students are also to relate 
the intervallic rise and fall 
of pitches through the hand 
gesture of Kodaly (McClung, 
2008).   

Student’s direct engagement with the 
physical task can lead to faster 
understanding of vocal skills. In 
addiƟon, physically performing the 
task through kinestheƟc moƟon can 
improve motor coordinaƟon (Smith, 
2001). 

Students oŌen have difficulty 
staying on task and loose focus 
(Gilakjani, 2012). Can be 
challenging if studio space is small 
and limited mobility area.  

2: Summary of Learning Method 



Appendix M  

Belting Technique across methods  

 

Aspect Estill Voice Training (EVT) Speech Level Singing (SLS) Complete Vocal Technique (CVT) 

Developed By 
Jo Estill who is a speech 
pathologist and singer in the 
1980s. 

Seth Riggs who was a vocal 
coach to pop icons in the 1980s. 

Cathrine Sadolin, a Danish singer-
researcher developed the method in 
2000s. 

Philosophy 
Anatomical vocal approach 
isolating precise vocal 
structure (Estill, 1980). 

Everyone sings in speech-like 
phonation in all ranges (Riggs, 
1992). 

There are different vocal modes, code 
and effects which are a result of 
precise vocal structure changes 
(Sadolin, 2021). 

Larynx Position 

Generally high in belt 
configurations; contributes to 
ring and projection.  Three 
levels of larynx position of 
high, middle and low.  (Estill, 
2005). 

Aim to have one level of larynx 
position (mid level) for all 
singing (Riggs, 1992). 

High larynx in Edge mode, neutral to 
high larynx in Overdrive mode.  The 
laryngeal position is part of each 
mode’s setup (McGlashan et al., 
2017). 

Pedagogical Approach 

There are 13 Figures of voice 
structures.  These figures are 
individually taught and then 
combined to create recipes of 
the desired vocal quality 
(Steinhauer et al., 2017). 

There are sequence of 
exercises designed to develop 
mixed voice and to work on 
smooth registration changes 
(Riggs, 1992). 

There are individual steps to learn the 
modes and sound effects to achieve 
the desired sound quality (McGlashan 
et al., 2017). 

Limitations 

EVT requires technical 
understanding of the 
individual vocal structure and 
the figures which can be 

Since SLS is based on speech, 
it assumes students speaks in a 
healthy manner which may not 
be the case for all individuals 
(Jones, 2005).  The focus on a 

CVT requires anatomical 
understanding of each mode and can 
be complex for beginners (McGlashan 
et al., 2017). 
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overwhelming for beginners 
(Estill, 2005). 

relaxed approach may not be 
interpreted the same by all 
individuals (Jones, 2005).  

1: ComparaƟve Table of BelƟng Across Methods



Appendix N 

 Definition of the Voice Production Structures and Options 

 

There are three voice production structures defined in the Estill Voice Method (EVM): larynx 
structures, vocal tract structures and support structures.  The EVM teaches 13 figures for voice 
control, through different combinations of the figures six voice qualities are produced (Estill, et 
al., 2019).  Below is a rudimentary introduction to the 13 figures.  Information is based on the 
Estill Voice Training Workbook one and two.     

 

Larynx Structures  

 

Figure #1: True Vocal Folds (TVF) 

Anatomy and Physiology  

True vocal folds are muscle tissue located in the larynx which open and close in singing.  
The tension and length can be adjusted.  The space between the true vocal folds is the glottis.  
The front of each vocal fold is attached to the thyroid cartilage and the back is attached to the 
arytenoid cartilages (Sundberg, 1977).  The true vocal folds protect the lungs by preventing 
unwanted items entering the lungs (Sundberg, 1977); thus, the folds are closed when 
swallowing.  As Sundberg (1977) describes in singing, true vocal folds play a role in sound 
production.  During exhalation, air from the lungs create subglottic pressure, pressure below the 
closed vocal folds, which forces the folds apart (abduct).  The air going through the folds result 
in a Bernoulli force which closes the true vocal folds (adduct).  The cycle of abduct and adduct 
in the vocal folds results in vibration and sound waves.  The tension of true vocal folds is 
impacted by the pressure, the higher the lung pressure and thinner and more stretched are the 
vocal folds.  

 

Options in the figure  
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Figure 6: Options for True Vocal Folds (Estill, et al., 2019, p.26) 

 

 

Figure #2: False Vocal Folds (FVF) 

Anatomy and Physiology  

False vocal folds, also known as ventricular folds as wedge-shaped tissues above the 
true vocal folds (Meller,1984).  There is controversy of the muscles involved in opening and 
closing the FVF, some argue the thyroarytenoid muscle (Raghavendra 1987; Von Doersten et 
al, 1992; Reidenbach, 1998) is engaged while others document the ventricularis muscle (Kotby 
et al, 1991).  There is room for further scientific research in the specific muscle coordination of 
the FVF.  Nonetheless, the FVF have been observed to adduct during phonation (Van den Berg, 
1955).  It is this movement of the FVF that Estill has adapted 3 positions in this figure (Figure 2).        

The often-preferred state of the FVF is retraction in EVM.  A retracted FVF allows for 
more air flow through the TVF which results in a louder tone.  With the FVF in a retracted 
position, the TVF can come together more effectively for stronger closure (Agarwal, Scherer and 
Hollien, 2003).   

 

Options in the figure  
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Figure 7: Options for False Vocal Folds (Estill, et al., 2019, p.35) 
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Figure #3: True Vocal Folds Body-Cover   

Anatomy and Physiology  

 The concept of body-cover model of fundamental frequency control was first 
hypothesized by Hirano (1974).  The idea suggests there are two groups of tissue layers set into 
vibration by glottal airstream in the TVF (Hirano, 1974; Story and Titze, 1995).  The two layers 
include the body, which are muscles and ligaments, and the cover, comprised of the skin and 
flexible soft tissue layer.   The options in this figure trains the interplay between body and cover 
as the TVF changes length.  The thickness and mass of body cover impact vibratory patterns of 
the TVF.   

As seen above, subglottal pressure builds when the TVF are closed.  When the TVF 
open, the subglottal air pressure drops and as a result the TVF vibrate making sound waves 
resonating in the vocal tract.  The amount of TVF closure and the amount of time the TVF 
remain closed impacts the subglottal pressure.  The subglottal pressure will directly relate to the 
amplitude of the sound wave.  The more the pressure build up and drop off, the greater the 
amplitude of the sound waves.     

 

Options in the figure  

 



4 
 

 

Figure 8: Options for True Vocal Folds: Body-Cover (Estill, et al., 2019, p. 42) 

 

Figure #4: Thyroid Cartilage   

Anatomy and Physiology  

 At the cricothyroid joint, the thyroid cartilage and cricoid cartilage are connected.  The 
thyroid cartilage is deemed to influence the TVF body cover.  The tilt of the thyroid cartilage 
occurs when the TVF are adducted.  When the thyroid cartilage tilts forward the TVF are 
stretched/elongated and increase in tension.  This allows for quicker vibration.  This results in a 
thinner body cover.  When the thyroid cartilage is tilted backward is reduces tension in the vocal 
fold and leads to a thick body cover.   

 

Options in the figure 
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Figure 9: Options of Thyroid Cartilage (Estill, et al., 2019, p. 53) 

  

 

Figure #5: Cricoid Cartilage    

Anatomy and Physiology  

 The cricoid cartilage is located at the bottom of the larynx below the thyroid cartilage.  It 
is a ring shape around the airway.  It is believed by Jo Estill that there was a tilt in the cricoid 
cartilage and the tilt impacted the TVF.   

 

Options in the figure  

 

Figure 10: Options of Cricoid Cartilage (Estill, et al., 2019, p.62). 

 

Figure #6: Aryepiglottic Sphincter (AES)     

Anatomy and Physiology  

 The AES located at the entrance of the larynx above the false vocal folds.  It can have 
the position of wide or narrow angle.  A narrow AES produces a bright quality to the voice.  
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Since the AES narrowing results in resonant frequency of the ear canal allowing the listener to 
perceive the sound to be louder.  With this narrowing of the AES the vocal folds stay closed 
longer resulting in a higher subglottal air pressure and a more intense sound.   

 

Options in the figure  

  

Figure 11: Options of AES (Estill, et al., 2019, p.66). 
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Vocal Tract Structures:  

 

Figure #7: Larynx  

Anatomy and Physiology  

The larynx is what Estill refers to as the voice box.  The range of motion of the larynx is 
movement up and down.  The muscles responsible for the change in height is the suprahyoid 
and infrahyoid muscles.  The infrahyoid muscles lower the larynx, while the suprahyoid muscles 
lift the larynx.  The engagement of these muscles alters the pharyngeal portion of the vocal 
tract.  A higher larynx will shorten the pharynx, resulting in a more constrict lower part of the 
pharynx.  By lowering the larynx, the pharynx walls will be stretched and there is a wider 
pharynx (Sundberg, 1987).  The opposite occurs in a lower larynx where the pharynx will be 
lengthened.     

  

 

Options in the figure  

 

Figure 12: Options of the larynx (Estill et al., 2019, p.72). 
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Figure #8: Tongue   

Anatomy and Physiology  

 There are many muscles in the tongue.  The change in tongue shape impacts the 
articulation of the sound.  The position of the tongue also affects the pitch by impacting the 
tension and length of the vocal folds.  A forward tongue (towards the lips) will result in a shorten 
vocal tract therefore increasing the pitch and brightness of the tone.  A backward tongue 
(towards the throat) will lengthen the vocal tract resulting in a lower pitch and darker tone 
quality.  In addition, where the back of the tongue, called the dorsum, is higher, will result in a 
higher larynx and shorter vocal tract.  When the dorsum is lowered, the vocal tract will be longer 
and result in a darker tone.       

 

Options in the figure  

 

Figure 13: Options of the tongue (Estill et al., 2019, p.78). 
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Figure #9: Velum   

Anatomy and Physiology  

 The velum, soft palate, functions as the doorway between the oral and nasal cavity.  The 
degree of opening to the entrance of the nose, velopharyngeal port, impacts the amount of 
resonance in the nose.  Consonants /m/, /n/, and /ŋ/ mostly resonate in the nasal passage.  
Other sounds resonance in the oral cavity.   

 

Options in the figure  

 

Figure 14: Options of the Velum (Estill et al, 2019, p.86) 
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Figure #10: Jaw   

Anatomy and Physiology  

The temporo-mandibular joint (TMJ) allows for flexible movement of the jaw.  The 
moments included side to side, forward and back, and up and down.   Movement of the jaw 
influence pharyngeal space.  A forward jaw elongates the vocal tract resulting in more 
resonance in sound and brighter tone.  A jaw that is positioned back shortens the vocal trat 
resulting in less resonance and a duller tone.  A dropped jaw position allows for larger vocal 
tract space, more resonance and a warmer tone.    

 

Options in the figure  

 

Figure 15: Options for the jaw (Estill et al, 2019, p. 95) 
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Figure #11: Lips  

Anatomy and Physiology  

The main muscle of the lips, orbicularis oris, is active for lip activity.  Lips can be 
protruded, where the lips are extended forward from the face.  The vocal tract is lengthened in 
this scenario favoring resonance of the lower notes.  When the lips spread, similar to when 
smiling, the vocal tract is shortened strengthen the resonance of the higher notes.   

 

Options in the figure  

 

Figure 16: Options for the lips (Estill et al, 2019, p.100). 
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Support Structures  

 

Figure #12: Head and Neck   

Anatomy and Physiology  

Estill strongly believed once the skeletal structures of the head and neck are anchored, 
the micro muscles that control the voice box can more easily adjust during singing.  The smaller 
muscles do not have to work as hard with a stable external framework.   

 

Options in the figure  

 

Figure 17: Options for Head and Neck (Estill et al, 2019, p.106).  

 

Figure #13: Torso   

Anatomy and Physiology  

An anchored torso is described by Estill as a position that spreads the rib cage and lift 
the sternum slightly.  The muscles are engaged (pectoralis major, quadratus lumborum and 
latissimus dorsi) to stabilize the spine and rib cage.   

 

Options in the figure  
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Figure 18: Options for the torso (Estill et al, 2019, p.112). 

 

 

 


