
Belly In or Belly Out? 
How Can Understanding the Historical Evolution of the Belly In/Belly Out-Debate Benefit Classical Vocal Pedagogy?


Part 1




Introduction and Rationale

Whether the belly should move inwards or outwards during phonation in classical singing, is a question often raised in vocal pedagogy literature (Chapman & Morris, 2021; Miller, 1996; Sadolin, 2009; Morris & Hutchinson, 2017; Ragan, 2021; McCoy, 2016; Stark, 1999; Sundberg, 2001). In scientific and academic contexts, the movement of the belly is usually referred to as abdominal wall expansion, which is generally measured together with chest wall or ribcage expansion (Watson & Hixon, 1985; Thorpe, et al., 2001; Foulds-Elliot, et al., 2000; Thomasson & Sundberg, 2001; Watson, et al., 1990). The inter-relationship between abdominal and chest wall expansion is often referred to as abdominal and ribcage/chest displacement, and studies have shown that the increase of one co-exists with the decrease of the other (Watson & Hixon, 1985; Thorpe, et al., 2001; Foulds-Elliot, et al., 2000; Thomasson & Sundberg, 2001; Watson, et al., 1990). Whether the abdominal wall moves outwards or inwards depends on the degree of diaphragmatic and abdominal muscle activity (Sundberg & Leanderson, 1988; Sundberg, 1993; McCoy, 2016; Chapman & Morris, 2021; Morris & Hutchinson, 2017). When the diaphragm is activated (contracted), it descends, pressing the intestines downward, making the abdominal wall expand (McCoy, 2016; Chapman & Morris, 2021; Morris & Hutchinson, 2017; Sundberg, 2001). Whether the abdominal wall expands in all or only some directions, depends on the activity of the various abdominal muscles. Scott McCoy clarifies that if the rectus abdominis muscle is relaxed, there will be a forward expansion of the abdominal wall, whereas the relaxation of transversus abdominis and the obliques causes lateral expansion and the relaxation of the lower back muscles causes backward expansion. If all the abdominal muscles and lower back muscles are relaxed, the abdominal wall will expand in all directions (McCoy, 2016). Below are illustrations showing the abdominal muscle groups:
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Figure 1. In the left picture: rectus abdominis in the centre and external obliques on each side. 
In the right picture: the internal obliques to the left and transversus abdominis to the right (Sadolin, 2009, p. 29)
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Figure 2. External obliques, transverse abdominis and rectus abdominis (McCoy, 2016, pp. 30-31).

In a previous literature review, I examined peer-reviewed sources sometimes used  as evidence that the belly should move inwards during phonation (Morris & Hutchinson, 2017; Morris, 2013). Two studies from 2000 (Foulds-Elliot, et al., 2000) and 2001 (Thorpe, et al., 2001) concluded that there was greater chest wall expansion and less abdominal wall expansion when the subjects were singing with emotional connection (Foulds-Elliot, et al., 2000), and with muscular support (Thorpe, et al., 2001). This breathing pattern seemed to correspond with the results of a study by Watson & Hixon (Watson & Hixon, 1985), in which all subjects used some kind of belly in-strategy, with chest wall dimensions mostly exceeding abdominal wall dimensions. Other studies implied that there might be several ways to achieve efficient singing (Thomasson & Sundberg, 1999; Thomasson & Sundberg, 2001), and that the same subglottal pressure (the air pressure below the vocal folds) can be generated in different ways: “the abdominal wall may be bulging out or pulled in during phonation, depending on the relative activation of the expiratory intercostals and the abdominal wall musculature” (Sundberg & Leanderson, 1988, p. 2). 

The differing opinions on advantages and disadvantages of either belly in- or belly out-strategies tend to divide the vocal community. My experience as a classical singer and vocal pedagogue, is that there seem to be three camps that pedagogues and singers generally fall into: two of opposing opinions that the belly should move either inwards or outwards (Chapman & Morris, 2021; Miller, 1996; Sadolin, 2009; Morris & Hutchinson, 2017; Ragan, 2021; McCoy, 2016), and one stating that it does not matter and that the dichotomy in/out is oversimplified and outdated (Jones, 2017). Others may refrain from entering the debate at all, as they feel confused by the definitions. The aims of this project are to identify central issues precipitated by the belly in/belly out-debate and to assess pedagogical implications. The objectives are:

· defining belly in/belly out-methodologies.
· developing understanding by tracing historical evolution of the dichotomous debate.
· identifying central issues of the belly in/belly out-debate.
· considering strengths and weaknesses of each side of the debate. 
· exploring possible pedagogic applications. 


Ontology and Paradigm 

My approach is rooted in the ontological view that reality is filtered through our personal backgrounds, values, and prejudgments, manifesting itself in multiple truths that we cannot neutrally observe, but are co-creators of  (Cohen, et al., 2011). This review is based on a constructivist paradigm, searching for contextualized understanding (Bracken, 2010; Guba & Lincoln, 1994; Merriam, 2016) of a subject much often debated among vocal teachers. It is inspired by the cyclical process of understanding offered by the hermeneutic dialogue, in which there is a constant movement between the parts and the whole, with the parts defining the whole and the whole contextualizing the parts (Paterson, 2005). Through this process, I hope to arrive at what Gadamer defines fusion of horizons, “whereby different interpretations of the phenomenon under investigation (…) are brought together through dialogue to produce shared understanding” (Paterson, 2005, p. 343).


Literature Selection Methodology

In a previous project, I examined peer-reviewed studies on breathing strategies in relation to Accent Method training. As focus now is to develop understanding for central aspects of the belly in/belly out-debate among practitioners, sources will mainly consist of grey literature, while peer-reviewed literature will only be considered if it has directly influenced the debate in question. 

The term grey literature is a moniker for sources that have not undergone a peer-review process to assure scholastic quality (Lawrence, et al., 2014; Adams, et al., 2017). It is generally not considered in academic work, which traditionally relies on peer-reviewed studies and articles (Lawrence, et al., 2014; Adams, et al., 2017). However, with the increasing amount of PaR (Practice as Research), where “publishing is not the primary activity of the producing body” (Schöpfel, 2011, p. 15), there is a growing need for broadening the evidence search to also incorporate non-scholastic sources (Lawrence, et al., 2014; Nelson, 2013; Adams, et al., 2017). The multi-disciplinary nature of voice studies, in which the scholar often assumes the dual role of practitioner-researcher, entails the need to include “significant practitioner knowledge in addition to the academic articles” (Brammer, et al., 2011, p. 10) so as to mirror the always ongoing processes in the “swampy lowlands” (Schön, 1983, p. 42) of pedagogic practice. Lawrence et al. consider grey literature “a unique source of information that plays specific roles in policy and practice” (Lawrence, et al., 2014, p. 9) and Adams states that it can make “positive contributions to subsequent inquiry and practice” (Adams, et al., 2017, p. 433). With the inclusion of cross-boundary perspectives and methods, there is a continuous balancing between academic rigor and practical relevance (Winter, 2022). A justification for turning to grey literature instead of peer-reviewed studies is necessary (Kepes, et al., 2022; Adams, et al., 2017). Adams calls this the ‘Why’ – question (Adams, et al., 2017).

The use of grey literature in this review is justified by the:

· historical perspective.
· focus on mapping a debate among practitioners.
· focus on pedagogic implications.
· multidisciplinary and practical nature of the field.
· previous review by the author of peer-reviewed articles about breathing strategies for singing.

After the ‘Why’ question in Adams framework comes the ‘What’- and ‘How’– questions (Adams, et al., 2017), concerning what sources should be included in the project and how they should be selected. Due to the much more diverse circumstances and contexts in which grey literature is generated, as opposed to peer-reviews, the artifact inclusion and exclusion process may be more challenging (Kepes, et al., 2022; Adams, et al., 2017; Winter, 2022). Kepes et al. (Kepes, et al., 2022) offer a framework that proposes a useful classification for grey literature with three levels of significance. The highest significance is presented in artifacts such as books, non-peer-reviewed journals, think tank publications or government reports, whereas for example blogs or news articles have lower significance (Kepes, et al., 2022). However, it is important to define the credibility of each author, since anyone can publish a book and some books might also have an agenda of promoting certain ideas of the author, or in some cases even marketing a certain method, such as Estill (Steinhauer, et al., 2017) and CVT – Complete Vocal Technique (Sadolin, 2009). Verifying each author’s credibility can involve considering if they have also published peer-reviewed articles, which may augment their reliability (Adams, et al., 2017). It may also be important to consider their reputation in the field, which for voice studies could include being frequent lecturers or masterclass teachers at national or international singing association events, being in the editorial board of highly renowned journals like Journal of Voice or Journal of Singing, being vocal pedagogues or coaches at prestigious young artists programs (such as Lindeman Young Artist Program tied to the Metropolitan opera), or holding a professorship at a prestigious music conservatory. Adams (Adams, et al., 2017) suggests asking a series of questions to justify the inclusion of each artifact. These questions can concern what relevance and possible impact each artifact may have, what guidance we can take from field experts and how grey literature may complete peer-reviewed articles (Winter, 2022). Translated to the nature of this review, the fit-for purpose ‘What’- and ‘How’-questions (Adams, et al., 2017) guiding my inclusion and exclusion criteria are:

· How high is the credibility of each author?
· What might be the agenda of the author?
· What is the relevance of each artifact?
· What is the potential impact of each artifact?

Due to the focus on grey literature, this literature review will be a Lineage of Practice Review (Nelson, 2013; Winter, 2022). The Lineage of Practice Review was initiated by Nelson (Nelson, 2013) and further developed by Winter as a tool for practitioner-researchers when engaging in PaR. One advantage with this kind of review is that it allows the written word (exegesis) to interconnect with artistic or practical-pedagogic integrants (Winter, 2022). As this review will mostly be concerned with exegesis, it could be defined as a mix between the traditional narrative review and the Lineage of Practice Review.

I will, somewhat simplifyingly, use the terminology ‘historical’ and ‘modern’ in this literature review, with ‘modern’ indicating everything written from Vennard (Vennard, 1968) and onwards, aware of that even 10-year-old sources may be considered ‘old’ in the scientific realm. However, this is justified by the fact that many of today’s authors (McCoy, 2016; Bozeman, 2013; Morris & Hutchinson, 2017; Chapman & Morris, 2021) still refer to sources like Vennard (Vennard, 1968) as pivotal. The fit-for purpose ‘What’- and ‘How’-questions (Adams, et al., 2017) for each author and artifact are applied in the inclusion/exclusion process of the modern sources and available in Appendix 1. However, a different strategy will be used for the historical artifacts. 

To trace historic evolution of the belly in/belly out-debate, there will be a large number of sources to analyze in order to put together the puzzle of an era far from our times. Three often cited books when reading about vocal history (Helding, 2007; Austin, 2017; Kiesgen, 2007; Querns Langely, 2019; Whitener, 2016), are Richard Miller’s National Schools of Singing (Miller, 1977), James Stark’s Belcanto - a History of vocal pedagogy (Stark, 1999) and Dan Marek’s Singing: the First Art (Marek, 2007). I will include these three books in my historical research as point of departure for back-chaining (the act of searching for original sources in the reference lists of other artifacts), but in order to develop deeper understanding for the subject, the main focus will be on original sources. Due to time and space limitations, as well as the number of artifacts, I will apply other strategies than the ‘fit for purpose’ documentation for each artifact (Adams, et al., 2017).  When searching for historic specialist literature, the webpage Forgotten Books (Forgotten Books, n.d.) is an invaluable starting point, as it comprises downloadable reprints and fac similes of over a million historical books. The search word ‘singing’ by now (March 2023) gives 200 results and among those results are authors often referred to by experts in the field of vocal and vocal-historical contexts (McCoy, 2016; Vennard, 1967; Stark, 1999; Miller, 1996; Dosher, 1994; Bozeman, 2013; Howard, et al., 2019), such as Manuel Garcia, Francesco and Giovanni Lamperti, Mathilde Marchesi, Lilly Lehman and William Shakespeare. But there are also more unknown artifacts that might complete the historical picture with more nuances. 

In a first step, I will eliminate all books that do not focus on breathing for singing. Examples of such books are speech-related sources treating phonetics or eloquence, books that have a more medical focus or focus on the larynx and tongue, books dedicated to different genres like folksong, negro spirituals and chanting, as well as books focusing on general music education for children. I will keep the memoires of great singers or diaries from voice lessons with great masters, as I know that those sources can contain valuable information, although more time consuming to detect due to the anecdotic writing style. However, an advantage when working with digital editions, is the possibility to streamline the research, so as to avoid searching the whole books. Since my latest historical review about tongue position, digital technique has developed even further, making it possible to use AI-search also for some fac-similes and scanned pages. I will use search words like ‘breathing’ and ‘breath’ to see if there are any chapters focusing on this. I will also enter other search words that might indirectly explain breathing strategies, such as ‘chest’, ‘abdomen’, ‘diaphragm’, ‘support’, ‘appoggio’ and ‘posture’. Alongside the Forgotten Books website, I may need to extend my search to other digital libraries, such as the Gutenberg Project (Gutenberg Project, n.d.) or The Petrucci Music Library (Petrucci Music Library, n.d.), so as to find original treatises not present in the library of Forgotten Books. 

Planned Program of Study and Expected Learning Outcomes

My learning and development aim with this literature review is to monitor the belly in/belly out-debate through history, search for strengths and weaknesses of each side, explore if some of the debate might be based upon misunderstandings, and if pedagogical implications can be assessed. With the new knowledge this project will bring me, I hope to either become more confident with what I am already teaching, or to have my horizons questioned and hence be motivated to search for new pedagogic tools.

Timescale (2023)

	15-30 March 
	Decide methodology for literature review and selection.

	1-13 April 
	Studying grey literature definition and Lineage of Practice review.

	14th of April 
	Present methodology chapter to my tutor.

	15-30 April 
	Identify literature to include. Write artifact justifications.

	10th of May 
	Part 1 ready.

	10-30 May
	Read historical sources.

	1-15 June
	Read modern sources.

	15-30 June
	Write Part 2.

	10th of June
	Reflection chapter ready.

	10-19 June
	Put together all parts.

	20th of June
	Draft submission.

	25-30 June
	Correction, proofreading and reorganization after tutor feedback.

	3rd of August
	Final submission.




Literature Review – Part 1
Tidal Breathing and Breathing for Singing – Historical Roots of Belly In-Strategies.




Introduction

Whether the belly should move inwards or outwards during phonation (The term phonation will be used instead of expiration throughout this text) in classical singing, is a discussion that tends to divide the vocal community. In this literature review, I will identify central issues of the belly in/belly out-debate by tracing its historical evolution, as well as looking ahead towards possible pedagogic implications. This will not be a complete exploration about all aspects concerning breathing for singing, but limited to the belly in/out-position. The first part of the literature review consists of an exploration of general breathing patterns, breathing for singing and the belly in-method in a historical context. The second part consists of an exploration of the roots of the belly out-strategy followed by a discussion about possible misinterpretations, strengths and weaknesses of each strategy, and how understanding the historical evolution of the debate might benefit vocal pedagogy.



Tidal Breathing and Breathing for Signing

To deconstruct the central debates, it is necessary to first clarify different types of tidal breathing (passively occurrent ordinary/everyday breathing). 

There seems to be unanimity about three different breathing methods, in 20th and 21st century literature (McCoy, 2016; Vennard, 1968; Dosher, 1994; Hixon, 2006; Chapman & Morris, 2021; Morris & Hutchinson, 2017; Pezenburg, 2005) as well as in historical sources (Bérard, 1755; Garcia, 1840; Guttman, 1882; Lamperti, 1890; Kofler, 1897; Marchesi, 1901; Joal, 1895). Those breathing patterns are clavicular (upper chest and shoulder expansion), thoracic (lower chest expansion) and abdominal (abdominal expansion). Clavicular breathing is sometimes called chest breathing (Vennard, 1968) or upper chest breathing (Dosher, 1994). Thoracic breathing is sometimes called rib breathing (Dosher, 1994), or (usual in older sources) costal or lateral breathing (Holbrook Curtis, 1896; Guttman, 1882). Abdominal breathing is mostly synonymous with diaphragmatic breathing (Mandl, 1855; Holbrook Curtis, 1896; Behnke, 1885; Browne & Behnke, 1893; Vennard, 1968; McCoy, 2016). These breathing strategies are often combined: a mix between clavicular and thoracic breathing can be defined as high breathing and a mix between thoracic and abdominal breathing deep breathing (Preu & Stötzer, 1978).
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Figure 3. Clavicular inhalation (Sadolin, 2009, p. 23).
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Figure 4. Thoracic Inhalation (Sadolin, 2009, p. 25).
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Figure 5. Abdominal inhalation (Sadolin, 2009, p. 24).

There also seems to be consensus in modern sources that clavicular breathing (Figure 3) should be avoided when singing, and that a mix of thoracic and abdominal breathing should be applied (McCoy, 2016; Hixon, 2006; Morris & Hutchinson, 2017; Dosher, 1994; Chapman & Morris, 2021; Vennard, 1968; Ragan, 2021). Most historical authors (Bérard, 1755; Garcia, 1840; Guttman, 1882; Lamperti, 1890; Guttman, 1882; Kofler, 1897) also advise against clavicular breathing and when reading their physiological descriptions of breathing for singing, one would be inclined to believe that they too used a mix of thoracic and abdominal breathing. However, they often contradict themselves, describing the descent of the diaphragm during inhalation, but at the same time advocating in-drawn abdomen and expanded/elevated chest (Bérard, 1755; Garcia, 1840; Mancini, 1774). Mancini highlights the importance of a “strong”, “robust” and “elevated” chest (Mancini, 1774, pp. 37, 80, 81, 85, 88, 102, 116, 133). Tosi (Tosi, 1723) claims the importance of positura nobile (noble posture) (Tosi, 1723, p. 16), which Francesco Lamperti later calls “the position of a soldier”, defining it as standing in an erect position “with the chest expanded” (Lamperti, 1890, p. 6). Vennard claims that there was a belief that ”the action of the diaphragm pulled the ribs up”  (Vennard, 1968, p. 24): “The abdomen should draw in tightly, holding its content high against the central tendon so that it could not descend” in which way the diaphragm would “become a ‘fulcrum’ for the lifting of the ribs” (Vennard, 1968, p. 24). Vennard calls this very high breathing with in-drawn belly pancostal breathing  (Vennard, 1968, p. 24), a term that was used also during the last decades of the 19th century (Campbell, 1899). 

In tidal breathing, the body parts that expanded/were elevated during inhalation return to normal during exhalation, while breathing for singing requires more awareness during the expirational phase, since singers must control larger amounts of air, and higher air pressure for longer periods of time (McCoy, 2016; Sundberg, 2001; Hixon, 2006; Morris & Hutchinson, 2017; Chapman & Morris, 2021). This difference is historically identified as the difference between normal and exceptional/artistic breathing (Mengozzi, 1810), ordinary/calm and artistic/ample/exaggerated/complex/forced breathing (Joal, 1895), or normal breathing and breathing with effort (Stephenson, 1914). Most authors (McCoy, 2016; Sundberg, 2001; Hixon, 2006; Morris & Hutchinson, 2017; Dosher, 1994; Chapman & Morris, 2021; Titze, 1994; Sadolin, 2009) agree that singers should maintain inhalatory muscle activity during phonation, but to what degree, and which inhalatory muscles to engage, varies between schools. Luchsinger & Arnold divide breath supports in two main groups: diaphragmatic support, in which the diaphragm remains the most active inhalatory muscle during phonation while the chest gradually sinks, and thoracic support, in which the inhalatory rib cage muscles remain active during phonation with the diaphragm gradually returning to resting position (Luchsinger, 1959, pp. 9-10). The visual consequences each of these breathing strategy has on the abdominal wall, has led to classifying breathing strategies in classical singing into two categories: belly in and belly out (Stark, 1999; Miller, 1996; Bozeman, 2013; McCoy, 2016; Morris, 2013; Hixon, 2006; Sundberg, 2001). McCoy adds further clarity about the postural interrelationships by defining them chest up/belly in and chest down/belly out, explaining that in the first strategy “the thorax remains in an expanded position for as long as possible during each exhalation, while the abdominal wall works antagonistically, gradually pulling inward to provide power for the breath”, while in the latter “abdominal distention is maintained as long as possible during exhalation, working antagonistically with the lower thorax”, probably with a relaxed rectus muscle (McCoy, 2016, p. 37). A metaphor sometimes used for these two strategies is that of a pear, which can be in an upright position (belly out/chest down), or upside down (belly in/chest out) (Titze, 1994; McCoy, 2016; Hixon, 2006). 
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Figure 6.  A: "belly in"; B: "belly out", with arrows indicating movement during phonation  (Titze, 1994, p. 76).


The belly in-strategy can in turn be divided in two main sub-categories: one in which the abdomen has an inward position/movement also during inhalation, and one in which it moves outwards during inhalation, due to a release of abdominal muscle tension (Sundberg, 2001; Hixon, 2006; Chapman & Morris, 2021). The image below shows the latter, which seems to be the preferred breathing techniques in most of my modern sources (Morris, 2013; Dosher, 1994; Chapman & Morris, 2021; McCoy, 2016; Morris & Hutchinson, 2017; Morris, 2013; Vennard, 1968; Hixon, 2006; McKinney, 1982; Ragan, 2021).
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Figure 7 – Release and activation of abdominal muscles during inhalation and phonation (Elkaim, n.d.).


In the belly in-strategy with abdominal release during inhalation, the diaphragm descends, and the abdominal muscles relax, which causes abdominal wall expansion. This is what Accent Method influenced teachers may call SPLAT (Singers Please Release Abdominal Tension), a term coined by Janice Chapman (Chapman & Morris, 2021; Morris, 2013; Morris & Hutchinson, 2017) that implies releasing all abdominal tension during inhalation, to allow “the diaphragm to descent quickly, fully and efficiently” (Chapman & Morris, 2021, p. 49). When phonating with the belly in/SPLAT-method, the abdominal muscles contract, pushing the diaphragm upwards towards its passive position, making the abdominal wall move inwards as the rib cage expands (Morris, 2013; Dosher, 1994; Chapman & Morris, 2021; McCoy, 2016; Morris & Hutchinson, 2017; Morris, 2013; Vennard, 1968; Hixon, 2006; McKinney, 1982; Ragan, 2021). The return of the diaphragm to resting position can be achieved more or less gradually (Hixon, 2006). While some singers may push the abdominal wall inwards quite abruptly at the beginning of phonation, others may do this more slowly, by gradually decreasing diaphragm activity. Sundberg refers to this as co-contracting diaphragm technique (Sundberg, 1993), as abdominal muscles and diaphragm assume antagonist functions (Morris, 2013; Dosher, 1994; Chapman & Morris, 2021; McCoy, 2016; Morris & Hutchinson, 2017; Morris, 2013; Vennard, 1968; Hixon, 2006; McKinney, 1982; Miller, 1996).

In the belly out-school, the diaphragm is maintained active, and the abdominal muscles relaxed during the whole breathing cycle. Hence, there is a sense of movement always downwards and outwards, resulting in abdominal wall protrusion both during inhalation and phonation. The position and directions would be the ones to the left in Figure 7, both on inhalation and phonation (Titze, 1994; McKinney, 1982; Morris & Hutchinson, 2017; Miller, 1977).



Italian/French Roots of Belly In -Strategies

When studying historical sources, it seems as if there was no such thing as belly out-strategy. The question whether the belly should be allowed to move outwards or not existed, but only concerned the inhalatory phase, something which per se created enough heat in the debate (Campbell, 1899; Mackenzie, 1887; Holbrook Curtis, 1896; Shaw, 1914; Behnke, 1885; Browne & Behnke, 1893; Audubert, 1876; Guttman, 1882). The typical breathing strategy up until the mid-19th century and of the old Italian school (the foremost represented school of singing of the 16th, 17th and 18th centuries, with Italian origins that spread around Europe (Marek, 2007; Stark, 1999; Miller, 1977)), seems to have been a belly in-method based on thoracic and probably clavicular breathing, with the belly drawn inwards already on (and sometimes prior to) inhalation (Bérard, 1755; Mengozzi, 1810; Garcia, 1840; Tosi, 1723). The belly in-method with release of abdominal tension during inhalation, promoted by many modern authors (Morris, 2013; Dosher, 1994; Chapman & Morris, 2021; McCoy, 2016; Morris & Hutchinson, 2017; Morris, 2013; Vennard, 1968; Hixon, 2006), has its roots in 1855, when Louis Mandl (Mandl, 1855) introduced abdominal breathing for singing. Before that, abdominal breathing was explained as only having to do with tidal breathing (Stephenson, 1914; Holbrook Curtis, 1896; Mackenzie, 1887; Mengozzi, 1810), and some critiqued Mandl’s technique for merely being an extension of normal breathing, while the old Italian school was based on artistic breathing (Stephenson, 1914; Holbrook Curtis, 1896; Mackenzie, 1887). 

The critique against Mandl’s extended normal breathing may partly have been based on a misunderstanding. Mandl first claimed that in a “très-profonde” (very profound) (Mandl, 1855, p. 9) diaphragmatic breathing, there can be no chest expansion, and that the diaphragm is the only active muscle (Mandl, 1855). Much of the debate concerning vocal technique during the rest of the 19th century and the first decades of the 20th century concerns whether to use pure abdominal breathing or to mix it with thoracic breathing (Campbell, 1899; Mackenzie, 1887; Holbrook Curtis, 1896; Shaw, 1914; Behnke, 1885; Browne & Behnke, 1893; Audubert, 1876; Guttman, 1882). Abdominal breathing was accepted by the Paris Conservatory, thus “hall-marked by official authority” (Joal, 1895, p. 44), and there are testimonies that the method of the Paris Conservatory up until then had brought too much elevation of the chest and shoulders and too much air to handle (Audubert, 1876; Seiler, 1900). It is worth considering that Mandl’s initial call on pure abdominal breathing, without any rib activity, might have been what Lennox Browne called an “overswinging of the pendulum” (Joal, 1895, p. x). Several authors (Campbell, 1899; Mackenzie, 1887; Joal, 1895; Bertrand, 1871) witness about teachers sitting on students’ chests and other quite violent exaggerations. Charles Bataille, professor at the Paris Conservatory, in 1863 claimed there had been a misunderstanding, as the diaphragmatic action must be combined with lower costal breathing (Battaille, 1863). In the German original of Guttman’s Gymnastics of the Voice from 1859, the author promoted Mandl’s new breathing, but in the 4th edition (Guttman, 1882), he regrets that singing students since then have contacted him with problems arisen by teachers having misunderstood and exaggerated Mandl’s technique, isolating abdominal breathing without any rib involvement (Guttman, 1882). 

One related discussion among representatives of the old Italian method (and hence opponents of Mandl), was whether the whole abdomen or only the hypogastrium (the region below the navel) should be drawn-in during inhalation (Campbell, 1899; Mackenzie, 1887; Holbrook Curtis, 1896; Shaw, 1914; Stephenson, 1914; Shakespeare, 1905). It seems as if some Mandl promotors (Behnke, 1885; Browne & Behnke, 1884; Audubert, 1876; Guttman, 1882), and some promotors of the old Italian school (Campbell, 1899; Mackenzie, 1887; Holbrook Curtis, 1896; Shaw, 1914), after having eliminated the overswinging of the pendulum, actually agreed both on lower costal involvement and on the drawing in of only the lower abdomen (a reminder is in place that focus is still only on the inhalatory phase). Browne and Behnke (Browne & Behnke, 1893) clarified that “the swelling of the abdomen ought to be limited to the epigastric region [the area between navel and breastbone], and ought not to extend to the hypogastric region” (Joal, 1895, p. xii), accusing some teachers of pushing the abdominal content down far too much than needed for a full diaphragmatic breathing (Browne & Behnke, 1893). 

Singers like Jean de Reszke and Pol Plancon both stated that only the lower abdomen should be contracted, while female singers like Nellie Melba and Lilian Nordica all used high chest breathing (Holbrook Curtis, 1896). The higher breathing for woman was also an intense debate revolving around if this was based on physiological differences between men and woman, or if it only had to do with the tight lacing woman often wore in those days (Mackenzie, 1887; Marchesi, 1901; Holbrook Curtis, 1896; Wronski, 1921; Myer, 1883; Kofler, 1897; Botume, 1885; Cappiani, 1908; Randegger, 1878; Aikin, 1920). One argument often seen against the abdominal method, was that since the abdomen was so protruded during inhalation, its muscles had to be activated too abruptly during phonation. Some (Holbrook Curtis, 1896; Botume, 1885) claim that this violent in-and-out pumping of the abdomen would be nocuous especially for the female sexual organs, which were “likely to be compressed and pushed out of place if they [the woman] practice abdominal breathing”  (Holbrook Curtis, 1896, p. 61). Another exponent of this heated and in those times highly topical debate is Frank Botume, who warned against liver diseases, constipation, and uterine diseases, referring to the pamphlet The Abdominal Method of Singing and Breathing as a Cause of Female Weakness by Dr. Clifton E. Wing, from a medical conference in Boston in 1880 (Botume, 1885). 

Whatever degree and area of abdominal contraction during inhalation, there however seems to be a high degree of consensus historically that the abdominal muscles should work antagonistically against or the inspiratory intercostals (in case of higher breathing, for example in some exponents of the old Italian school and in tightly laced woman), or the diaphragm, in order to balance air pressure during phonation (Shakespeare, 1905; Guttman, 1882; Stephenson, 1914). Guttman (Guttman, 1882) describes the antagonistic work between diaphragm and abdominal muscles in a similar way as modern pedagogues (Chapman & Morris, 2021; Morris & Hutchinson, 2017; Hixon, 2006; Dosher, 1994), and as something that later would be defined co-contracting diaphragm technique (Sundberg, 1993): 

After an inspiration (…) when the diaphragm has by its contraction pressed the intestines downward, thereby pushing the abdomen forward and extending the abdominal muscles, (…) a slow contraction of the abdominal muscles (whereby the intestines are pushed upward) begins for the purpose of expiration; the diaphragm, remaining in the state of contraction, thereby exerts a counter-pressure. Upon the gradually increased contraction of the abdominal muscles (…), follows a gradual relaxation of the contraction of the diaphragm (Guttman, 1882, p. 107).

The simultaneous contraction of diaphragm and abdominal muscles (mainly rectus abdominis) causes a bulging out of the epigastrium, while diaphragmatic contraction without simultaneous abdominal muscle contraction may also cause hypogastric expansion (Sundberg & Leanderson, 1988; Vennard, 1968; McCoy, 2016). 

On the other hand, abdominal contraction without diaphragmatic counteraction results in a more expanded/elevated chest, of which there are still traces during the first decades of the 20th century. Harold Hurlbut dedicate his book (Hurlbut, 1916) to “his dear friend Giuseppe Campanari, who, for so many years upheld the ideals of the Old Italian School at the Metropolitan Opera, during the Golden Age of Song” (Hurlbut, 1916, p. Frontespiece). According to him, the abdomen must be drawn in and the chest elevated before inhaling, to achieve what he calls “the fixed high-chest position”, while during phonation the whole abdomen is drawn in, the waistline collapses and the high-chest position is maintained (Hurlbut, 1916, p. 12). There was also a belief that an expanded chest was needed for resonance purposes (Holbrook Curtis, 1896; Stephenson, 1914; Kofler, 1897; Cirillo, 1882; Joal, 1895; Brown, 1931). According to Stephenson, the old Italian method guaranteed “the greatest sonority of the voice owing to the dilatation of the thorax” (Stephenson, 1914, p. 34), while we today know that resonance is created in the vocal tract above the larynx (Sundberg, 2001; Bozeman, 2013; Titze, 1994). Great singers of the time might mention the diaphragm, but the focus, as for the old Italians (Bérard, 1755; Tosi, 1723; Mengozzi, 1810; Garcia, 1840; Lamperti, 1890) was chest expansion. Louis Lablache witnesses that during inspiration one must “make the chest rise and swell as much as possible” (Lablache, 1883). Lilli Lehman tells a young student that she is “too thin chested” and must broaden her chest with breathing exercises (Brower, 1920, p. 40). Claudia Muzio always holds “the chest up” (Brower, 1920, p. 162), J. H. Duval tells that singers must “hold up the breath high in the body, for high notes” (Brower, 1920, p. 262) and David Bispham explains that the body must be held “erect, chest active” and that the abdominal muscles must “push, push, push the air” (Brower, 1920, p. 215). 

It thus seems as if the roots go far back for both kinds of belly in-strategies (with and without full or partial SPLAT). The one with the belly contracted also during inhalation has its roots in the old Italian school (Tosi, 1723; Bérard, 1755; Mengozzi, 1810; Garcia, 1840), while the one with abdominal release during inhalation took off with Mandl in 1855 (Mandl, 1855). In the next part of this literature review, historical roots of the belly out-strategy will be explored, followed by a discussion about possible misinterpretations, strengths, and weaknesses of each strategy, and how understanding the historical evolution of the debate might benefit vocal pedagogy.













Belly In or Belly Out?
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Part 2






Literature Review – Part 2
Roots of the Belly Out-Strategy – Debate and Discussion



Possible German Roots of the Belly Out-Strategy 

While both descriptions and roots of various belly in-strategies are easily accessible through literature studies, there is not much written about the belly out-technique, nor historically or in modern times. In modern sources, the belly out-technique is sometimes referred to as “German”, but without more detailed references about its origins (Miller, 1977; Chapman & Platt, 2022). In this context, it is relevant to touch on a debate arisen during the second half of the 19th century, concerning a new German singing, closely associated with the operas of Richard Wagner (Miller, 1977; Stark, 1999; Whitener, 2016; Marek, 2007; Marchesi, 1901; Henderson, 1906). 

German vocal pedagogy during the 19th century had mainly been based on principles of the old Italian school, with German singers returning from studies in Italy or for Manuel Garcia in Paris, founding schools in Germany (Whitener, 2016; Stark, 1999; Stockhausen, 1884; Mannstein, 1848). As a more national operatic style took form, there was a desire to create new principles for a singing more closely related to the German language (Whitener, 2016). Pedagogues like Julius Hey and Friedrich Schmidt collaborated closely with Richard Wagner to create the new German vocal pedagogy (Whitener, 2016). The requirements introduced to singers by the Wagner Gesamtkunstwerk (the all-embracing unity of stage drama, music and poetry that partly became Wagner’s life work (Stein, 1947)) were subject to critique from defenders of the old Italian technique (Marchesi, 1901; Henderson, 1906; Brown, 1931). A crucial aspect of this debate concerned aesthetics, such as the high focus on declamation and acting skills in the Wagnerian operas, allegedly scarifying the old Italian ideals, that had always prioritized beauty of tone and phrase (Brown, 1931; Henderson, 1906; Miller, 1910). Henderson stated that without the old Italian belcanto training, “You may succeed in becoming a declaimer of the vicious Baireuth [Bayreuth is the small German town in which Wagner had his opera house built, and where there are still Wagner festivals each summer] type, but you will never (…) sing the ‘Batti batti’ of Mozart” (Henderson, 1906, p. 34). Another aspect criticized, was the ever-growing size of the orchestras needed for the Wagnerian drama, which Botey (Botey, 1899) defined as “noisy, deafening (…) playing continuously (…) to the detriment of the vocal organ and of the public” (Moure & Bouyer, 1910, p. 57). On the other hand, the Wagner defenders claimed that Wagner did not put in danger the voices, and that it was all a matter of developing a solid technique and deepening the expression (Marafioti, 1922; Pattou, 1882; Taylor, 1917; Bell-Ranske, 1915). 

However, when studying the new German vocal pedagogy by Wagner’s close collaborators Schmidt (Schmidt, 1854) and Hey (Hey, 1884), there is no new breathing-strategy that would explicitly resemble the belly out-strategy. Schmidt  wrote his treatise (Schmidt, 1854) before Mandl (Mandl, 1855) had introduced abdominal breathing, and promoted high breathing with full chest expansion and in-drawn abdomen, as in the old Italian school. Hey (Hey, 1884), being active 30 years later than Schmidt, was closer to the German Sprechgesang (a more declamatory, speech-based singing), and seems to have promoted abdominal breathing, but without much further focus on breathing. 

Another technique developed in Germany in the turn of the last millennium, that received a lot of critique from the contemporaries for being too violent, was George Armin’s so-called Stauprinzip (in English breath damming) (Miller, 1996; Stark, 1999; Whitener, 2016). Although it seems to have little to do with the belly out-strategy, an introduction to this technique is relevant, so as to better understand some aspects of the modern debate. Miller describes how in the Stauprinzip-technique, the “breath is stemmed by the glottis as a result of muscular tension similar to (…) a painful groan or grunt” (Miller, 1977, p. 28). This groan is by Armin called Stöhnlaut and part of the Urkraft der Stimme, in English primal power of the voice. It relies on a high degree of muscular antagonism that according to Miller “appears to activate all of the muscles utilized in normal inhalation-exhalation cycles plus muscles of the trunk and thorax which has little to do with breathing but which do become active in lifting and grunting” (Miller, 1977, pp. 28-29). Armin’s damming of the breath seems to be an extreme version of support, working with very high subglottal pressure against high glottal resistance, filling the lungs to their fullest (Miller, 1996; Stark, 1999; Whitener, 2016), which seems contradictory to the low chest position associated with the belly out-strategy (McCoy, 2016; Titze, 1994; Hixon, 2006). In fact, Whitener refers to this method as imposing a “military-like posture” (Whitener, 2016, p. 85), damming the air “through extreme muscular tension and expansion of the chest” (Whitener, 2016, p. 84). According to Whitener, Armin was inspired by the high breathing that fifty years earlier had been advocated by Schmidt (Schmidt, 1854), developing “a gross exaggeration of the Italian method” (Whitener, 2016, p. 85). For the following deconstruction of the modern debate, it is important to remember that Armin’s Stauprinzip has always been critiqued for being extreme (Miller, 1996; Stark, 1999; Whitener, 2016), and that it is only one of several techniques that Miller identifies as “German” in his book National schools of Singing (Miller, 1977). 




From German Roots to the Modern Belly In/Belly Out-Debate

Generally, Miller (Miller, 1977) defines “the German school of singing” as having relatively low chest position and distended abdominal wall, that helps “retarding the inward movement (…) of the diaphragm by exerting outward pressure upon the abdominal muscles” (Miller, 1977, p. 21). Miller refers to this technique as Bauchausenstütze, in English distended belly support (Miller, 1977, p. 21) and differs between a variant with only epigastric expansion and another with expansion in the lower abdomen, claiming that the first one is the most prominent, but the latter also common among German teachers (Miller, 1977). It is not clear whether the epigastric distension technique involves co-contraction of the rectus muscle. If so, it might not be far from some techniques mentioned in Part 1 as adherent to the belly in-strategy (Behnke, 1885; Browne & Behnke, 1884; Audubert, 1876; Guttman, 1882; Campbell, 1899; Mackenzie, 1887; Holbrook Curtis, 1896; Shaw, 1914), and this highlights the need for caution and exactness when using the belly in/belly out-terms. 

An example of possible confusion concerning epigastric or hypogastric expansion, is offered by Chapman when warning against what she calls “epigastric locking”, which is a downward and outward bulging of the epigastrium during phonation that, according to Chapman, will cause “excessive subglottal pressure and forceful collision of the vocal folds” (Chapman & Morris, 2021, p. 58). Chapman claims that epigastric locking is often seen in singers using the belly out-method or who “have been trained in the Miller appoggio system” (Chapman & Morris, 2021, p. 58). While the bulging of the epigastrium described by Chapman may resemble the appoggio-technique promoted by Miller (Miller, 1996), it is not representative for the belly out-strategy with hypogastric distension, in which the rectus muscle is relaxed (McCoy, 2016; Miller, 1977; McKinney, 1982; Morris & Hutchinson, 2017). This might indicate that Chapman only considers belly out-techniques that meet diaphragmatic activity with counterpressure from the rectus muscle, as the bulging of the epigastrium is caused by this simultaneous contraction (McCoy, 2016; Sundberg, 2001). It is a strategy that I would not define as belly out, as it has a strong rectus muscle involvement, which displaces the abdominal wall (especially the hypogastrium) inwards (McCoy, 2016; Sundberg, 2001). This further indicates potential definition issues: Considering the possible differences in hypogastric and epigastric positioning highlighted in this literature review, a valid question when debating belly in/belly out-strategies should be Which part of the belly? An inward movement in the lower abdomen combined with epigastric protrusion might by one singer be perceived and thus defined as belly in, and by another as belly out, depending on the interpretation of body sensations and metacognitive direction of focus. 

About the hypogastric distension technique, Miller writes that to achieve this expansion of the lower abdomen and lesser pelvic area, the students are often asked to “drop the torso as far as possible, to allow the shoulders to come forward, assuming the so-called ‘gorilla posture’” and continually press “down and out”, even more so in ascending scales (Miller, 1977, p. 28). This technique is connected to another aspect of the German school that Miller calls low diaphragmatic fixation, which means keeping the diaphragm in a low position during “most of the expiratory act” (Miller, 1977, p. 26). Miller writes about “current advocates” of the low diaphragmatic fixation technique and that there is “fluoroscopic evidence” against its efficiency, however without presenting any references nor to who the advocates are, or to which evidence is intended (Miller, 1977, p. 26). 

The lack of referencing in chapters treating the origins of the belly out-technique and its promotors, permeates Miller’s book (Miller, 1977) as well as other written testimonies of the belly out-strategy during the 20th and 21st century. The belly out-method is usually described as something ‘some singers use’ and defined by its opponents, mostly with the purpose of warning other singers against it  (McKinney, 1982; Morris, 2013; Morris & Hutchinson, 2017; Sadolin, 2009; Ragan, 2021; Chapman & Platt, 2022).

Vennard warns that “outward movement of the ’stomach’ must not be thought of as part of exhaling” (Vennard, 1968, p. 30). Miller (Miller, 1996) promotes an outward movement only of the epigastrium during inhalation, and claims that it is “foreign to appoggio technique” (of which he is a promotor) “to move out the lower abdomen either during inspiration or during the execution of a phrase, as some singers are taught to do” (Miller, 1996, pp. 24-25). Sadolin, founder of CVT (Complete Vocal Technique), claims that during phonation it is the solar plexus area that should bulge out while the hypogastrium be in-drawn, and that there is no reason, even during inhalation, to make the diaphragm descend so much as to make the abdominal wall protrude and the chest sink, since it is “not comfortable”, “does not make one sing better”, “requires much energy”, “generates pharyngeal tension” and also “is not very pretty” (Sadolin, 2009, p. 24). McKinney (McKinney, 1982) classifies the belly out-strategy (which he somewhat confusingly calls belly-breathing) as a vocal fault that needs to be corrected. He claims that an ”unexpected benefit” of the belly out-method is that it makes the lower notes better, but the higher notes “a disaster” (McKinney, 1982, p. 61). This is something Chapman agrees on, when claiming that (italics to mirror spoken language emphasis) “you get a low larynx, but you also get considerable constriction in the vocal tract and you get a real reduction of the top of the voice, you can’t get into your top if you’re doing that” (Chapman & Platt, 2022, pp. 00:48:05-00:49:05). 

Alongside these quite fragmentary statements, all lacking referencing and further details, there seems to be three more frequently recurring arguments against the belly out-method based on: 1. The concern of too high subglottal pressure; 2. The belief that a muscle is most optimally engaged from a relaxed position and 3. That science has proven that all or most singers use a belly in-method.

The first argument often lifted (Chapman & Platt, 2022; Chapman & Morris, 2021; Morris & Hutchinson, 2017; McKinney, 1982) claims that the belly out-method creates too high subglottal pressure. Some authors (Chapman & Platt, 2022; Chapman & Morris, 2021; Morris & Hutchinson, 2017) seem to equate the belly out-strategy with the Valsalva maneuver. When explaining the benefits of Accent Method training for singers, Chapman claims that it is especially beneficial for those singers who have “been trained in the German belly out-system”, which she calls “reversed breathing” and which consists of pushing “out and down with your belly” (Chapman & Platt, 2022, pp. 00:48:05-00:49:05). Chapman and Platt state that this is now “outlawed”, because it is “using the Valsalva maneuver, which is for picking up heavy weights or for taking a massive poo” (Chapman & Platt, 2022, pp. 00:48:05-00:49:05). Morris (Morris & Hutchinson, 2017), also seems to fear the Valsalva maneuver when stating that during forced defecation, the vocal folds are tightly pressed together, which is “not an efficient setting of the larynx for singing” (Morris & Hutchinson, 2017, p. 63). Morris (Morris & Hutchinson, 2017) refers to Thurman, who when listing “seven pre-scientific concepts about breathing that continue to exist and be used in voice studios today” (Morris & Hutchinson, 2017, p. 61), describes the belly out-method as insisting “that the abdominal and pelvic floor muscles do not control expiration”, which instead becomes “the role of the back and lower rib muscles” (Morris & Hutchinson, 2017, p. 63). According to Morris, this indicates that the singers in question are “relying on the use of the abdominal and pelvic floor muscles in their role in defecation and the expulsion of waste from the body, rather than in the roles as expiratory muscles” (Morris & Hutchinson, 2017, p. 63).

The Valsalva maneuver means a “forced expiration against a closed glottis” (Srivastav, et al., 2022, p. 1) and is used for straining during defecation (Srivastav, et al., 2022), blowing up a balloon (Srivastav, et al., 2022; Bhattacharya, et al., 2019), weightlifting (Hackett & Chow, 2013) and applied by air plane passengers suffering from ear discomforts due to sudden ambient pressure changes (Bhattacharya, et al., 2019). Bhattacharya et. al explain that the Valsalva maneuver is performed “by closing one's mouth, pinching one's nose shut while pressing out as if blowing up a balloon”, which “helps to maintain the air pressure in the middle ear, by contracting several muscles in the pharynx to elevate the soft palate and open the throat” (Bhattacharya, et al., 2019, p. art. 7). 
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Figure 8. The Valsalva maneuver as performed to achieve pressure equalization against “airplane ear” during flights (Bhattacharya, et al., 2019, p. art. 6:2)

Considering the violent characteristics of the Valsalva maneuver and that it drastically increases intrathoracic pressure against a closed glottis (Srivastav, et al., 2022), the concern of a too high subglottal pressure straining the larynx if used during singing (Chapman & Platt, 2022; Chapman & Morris, 2021; Morris & Hutchinson, 2017) seems justified. However, the concern about Valsalva related high pressures might be based on mistaking the belly out-strategy for being identical to Armin’s breath damming technique (Miller, 1977; Stark, 1999), which Miller clearly defines as different from the other techniques he lists as “German”, and quite marginalized among German pedagogues (Miller, 1977). The possible mixing up of concepts such as belly out-method, German singing, Stauprinzip and Valsalva maneuver is glimpsed in formulations in several modern sources (Chapman & Platt, 2022; Chapman & Morris, 2021; Morris & Hutchinson, 2017; Marek, 2007; Miller, 1996; McKinney, 1982). 


Marek claims that “American operatic singing has greatly been influenced by the German approach of Stauprinzip or Staumethode – ‘Breath damming’” (Marek, 2007, p. 71), a method which he calls “pernicious”, as “based on the Nietzschean principle that ‘whatever doesn’t kill me, makes me strong’”  (Marek, 2007, p. 71). Marek adds possible confusion, claiming that “the principal hallmark of this technique [Armin’s Stauprinzip] is the chest held in a low position with the abdomen thrust outward and downward” and that the abdominal muscles are used “exclusively for the expiratory phase”  (Marek, 2007, p. 71). The description of chest and abdomen positions contradicts the sources referring to Stauprinzip as an extreme expansion of the chest (Stark, 1999; Whitener, 2016), and more resemble some kind of belly out-method. However, the description of abdominal muscle activity during expiration makes it clear that the Stauprinzip, as Stark describes it, is not identical to the belly out-method, since the abdominal muscles relax during the expiratory phase in the latter (Sundberg, 2001; McCoy, 2016). Marek seems to equate Armin’s Stauprinzip with abdominal breathing, which he describes as the chest being “held rather low”, while “the belly protrudes as the diaphragm contracts and flattens itself out”  (Marek, 2007, p. 71). However, this is only during inspiration, since during phonation “the diaphragm begins to relax and move upward, as the abdominal muscles tighten and push up against it”  (Marek, 2007, p. 71). This would seem rather similar to the often advocated (McCoy, 2016; Hixon, 2006; Morris & Hutchinson, 2017; Dosher, 1994; Chapman & Morris, 2021; Titze, 1994; Sadolin, 2009) belly in/SPLAT-technique, but Marek equates this to “the grunting feeling” when “picking up something heavy” and associates “the resulting pressed feeling in the glottis” to “the Valsalva maneuver”  (Marek, 2007, p. 71). 

It is not easy to grasp exactly what Marek means, but what might be understood between the lines in Marek (Marek, 2007), as well as in other practitioners (Ragan, 2021; Chapman & Platt, 2022; Miller, 1996; Morris & Hutchinson, 2017; McKinney, 1982) is a fear of pushing, squeezing and straining. That there were these kinds of exaggerations, possibly related to the new German Stauprinzip, during the turn of the last millennium, is hinted by Giovanni Sbriglia, teacher of Jean  and Eduard de Reszke, Lillian Nordica and Pol Plancon (Marek, 2007), when stating that “the new pushing method of singing with the back of your neck, sunk in chest, and muscularly pushed out diaphragm is (…) a quick way to ruin a voice”  (Marek, 2007, p. 71). 

The concern that the belly out-school would generate overpressure on the vocal folds, however, seems to contradict a concern raised by McKinney about the inhalatory muscles being “so prominent during exhalation that they overpower the breathing-out muscles” (McKinney, 1982, p. 61). In fact, if the largest and most powerful inhalatory muscle (the diaphragm) (Morris & Hutchinson, 2017; Sundberg, 2001; McCoy, 2016) is maintained active during phonation, without any counteraction from the rectus muscle, it seems strange that this would create overpressure. According to McKinney the lack of expiratory force is such a problem in the belly out-technique, that it forces the belly out-singer to “squeeze” the chest down, even becoming “shorter” (McKinney, 1982, p. 61). This is probably related to the fact that lower rib muscles (instead of abdominal muscles) perform expiratory antagonism against the diaphragm (Morris & Hutchinson, 2017). It would be interesting to know if exponents trained in the belly out-strategy would recognize themselves in the definition of “squeezing” and becoming “shorter” (McKinney, 1982, p. 61), or maybe use some other description, such as “regulating the airflow with the expiratory intercostals”. 

The second frequently used argument against the belly out-method concerns that the belly out-technique would put the diaphragm and expiratory muscles of the rib cage wall “at mechanical disadvantages” (Hixon, 2006, p. 111). This is based on the theory that a muscle is most efficiently engaged from its stretched (relaxed) position (Hixon, 2006; Chapman & Morris, 2021; Morris & Hutchinson, 2017; Sundberg, 2001). Thurman claims that the “locking” of the diaphragm in a low position inhibits the diaphragm “from performing its role as the main muscle of inhalation”, especially during inter-phrase breaths (Morris & Hutchinson, 2017, p. 63). Following these logics, the diaphragm would be best suited to regulate air pressure balance if not already contracted. In the context of this reasoning, the following statement seems somewhat contradictory: 

By maintaining activation of the expiratory muscles (…) during inspiration, those muscles are in a state of readiness for generating expiratory muscular pressure (…). Because the expiratory muscles are already activated, no time is lost in getting the next singing phrase started once the inspiration is over (Hixon, 2006, p. 98)

In this quotation, Hixon considers it an advantage that the expiratory muscles are already activated, since it enables them to work more efficiently after inter-phrase breaths, while he, on the other hand, claims that the contraction of the diaphragm “causes the force producing capability of the diaphragm to decrease” (Hixon, 2006, p. 111). This leads to the question why the same logics would not apply for all muscles. In the belly out-method, the diaphragm is maintained active throughout the whole phrase, and might have the advantage of not wasting time on active inspiration, as the largest inhalation muscle is already active. However, these are mere speculations sprung from the lack of written sources and research on the belly out-method. The only advantage Hixon can see in the belly out-method is “that it places the abdominal wall muscles at favorable mechanical advantage for generating force, providing the outward distention of the wall is not extreme” (Hixon, 2006, p. 112). This also seems paradoxical, as the only advantage of the belly out-method with this reasoning would be enabling the belly to move inwards more efficiently, which is something obviously not desired in the belly out-method. Of the three authors (Hixon, 2006; Sundberg, 2001; Titze, 1994) whose grey literature was justified by the fact that these authors had also published several peer-reviewed studies, Sundberg (Sundberg, 2001) and Titze (Titze, 1994) mostly maintain scientific neutrality also in their grey literature, while Hixon’s book (Hixon, 2006) is permeated by his preferences for the belly in-strategy. 

The third argument often presented against the belly out-method and in favor of the belly in-method is that scientific studies would have shown that most singers use this technique (Watson & Hixon, 1985; Morris & Hutchinson, 2017; Chapman & Morris, 2021; Ragan, 2021). However, when scratching on the surface of such statements, the two studies almost exclusively referred to (Watson & Hixon, 1985; Morris & Hutchinson, 2017; Chapman & Morris, 2021; Ragan, 2021) are the 1985-study of Hixon and Watson (Watson & Hixon, 1985) in which the authors examined six quite unexperienced singers, and a 2001-study which analyzed Janice Chapman and four of her students (Thorpe, et al., 2001). In the latter study, one explicit objective was to examine singers adhering to the same belly in/SPLAT-school, wherefor it seems inappropriate to refer to this study, which Hixon frequently does (Hixon, 2006, pp. 88, 94, 97, 99, 112, 116, 118, 125 ), as representative for how singers ‘generally breathe’. After having analyzed the Hixon and Watson 1985-study (Watson & Hixon, 1985) in a previous literature review, one of my objections against this study was that the magnetometers measuring abdominal wall protrusion were placed only on the epigastric area, above the navel. With the added knowledge of this current review concerning variations in epigastric and hypogastric expansion (Chapman & Morris, 2021; McCoy, 2016; Sundberg, 2001; Sadolin, 2009; Miller, 1996; Miller, 1977; Vennard, 1968; Stark, 1999), it seems even more questionable that hypogastric expansion was not measured. Using logical deduction, the statement of Hixon (Hixon, 2006) that almost no research have been done on singers using the belly out-method, should nor lead to the conclusion that no singers use the belly out-method, or that most singers use the belly in-method. Morris rightly states that “very little has been written in the last twenty to thirty years to suggest the use of the belly out-strategy for singing” (Morris & Hutchinson, 2017, p. 37). However, there must be singers using this technique, as so many authors refer to it, so a valid question is why these singers are not represented in research, articles, or other published materials. This may serve as a motivating factor for singers who have chosen the belly out-method as the most efficient one, to participate in publishing and researching. 

There seems to be consensus that breathing for singing requires balance of subglottal pressure, generated by antagonistic work between inspiration and expiration muscles during phonation (Dosher, 1994; Chapman & Morris, 2021; McCoy, 2016; Morris & Hutchinson, 2017; Morris, 2013; Vennard, 1968; Hixon, 2006; McKinney, 1982; Ragan, 2021; Miller, 1996). In older literature (Audubert, 1876; Battaille, 1863; Behnke, 1885; Browne & Behnke, 1884; Garcia, 1894; Lamperti, 1905; Guttman, 1882; Holbrook Curtis, 1896; Marchesi, 1901), this antagonism is sometimes called lutte vocale (vocal struggle), and can be glimpsed in the frequent emphasis on gradually expelling the air (Audubert, 1876; Battaille, 1863; Behnke, 1885; Browne & Behnke, 1884; Garcia, 1894; Lamperti, 1905; Guttman, 1882; Holbrook Curtis, 1896; Marchesi, 1901), as opposed to sudden collapses or pushing often seen in the untrained singer (Dosher, 1994; Chapman & Morris, 2021). While in the old Italian belly in-method, this antagonism seems to have consisted mainly of abdominal muscles and intercostals (Bérard, 1755; Mengozzi, 1810; Tosi, 1723; Vennard, 1968; McCoy, 2016), in the modern belly in/SPLAT-method, it mainly consists of co-contracting diaphragm and abdominal muscles (Chapman & Morris, 2021; Morris & Hutchinson, 2017; Hixon, 2006; McKinney, 1982), whereas in the belly out-method, use of intercostal expiratory muscles is required as antagonist to the diaphragm, since the abdominal muscles are less or not at all activated (Morris & Hutchinson, 2017; Hixon, 2006; McKinney, 1982). There seem to be singers using all kinds of breathing strategies today, wherefor an interesting question is why singers chose one breathing strategy before another.

One motivating factor for some singers to choose the belly out-strategy might concern the acoustic consequences of a lower larynx position (Chapman & Platt, 2022; Titze, 1994). Although Sundberg et al. states that “there seems to be close relationships between breathing activity and laryngeal adjustments” (Sundberg & Leanderson, 1988, p. 1), the link between breathing and acoustics is seldom mentioned. Albeit cautious in his personal judgements, Titze (Titze, 1994) does present a possible acoustic benefits of the belly out-method, when claiming that instead of letting the “abdomen do the pumping of air”, in the belly out-method there is a sensation of pressure “downward and outward against the lower abdomen, the buttocks and the colon”, which “presumably prevents the ribcage and trachea from crowding the larynx and producing a shallow sound” (Titze, 1994, p. 76). Chapman also agrees (although embedding it in a general warning against the belly out-method) that the singer does achieve a low larynx position with the belly out-strategy (Chapman & Platt, 2022). 

In the belly out-method, the diaphragm is allowed to descend deeper than when counterworked by the abdominal muscles (especially the rectus muscle) as in any of the belly in-strategies  (McCoy, 2016; Miller, 1977). There are strong indications on a link between diaphragmatic activity and low larynx position through the tracheal pull, which is the pulling force executed by the contracted diaphragm on the trachea  (Zenker & Zenker, 1960; Sundberg, 1993; Sundberg, 2001; Sundberg, 1972; Sundberg, et al., 1991). The concerns that singers would not reach their top notes if applying a belly out-technique lacked referencing in the artifacts analyzed for this review (Chapman & Platt, 2022; McKinney, 1982; Marek, 2007). However, such concerns may be based on the theory that the tracheal pull would inhibit the activity of the cricothyroid (CT) muscle, which is responsible for raising the pitch (Sundberg & Leanderson, 1988). A study by Sundberg and Leandersson from 1988 has shown that the “tracheal pull tends to increase the anterior distance between the lower margin of the thyroid cartilage the CT-muscle”, creating a “widening of the thyroid-cricoid distance” which required “a compensatory recruitment of the CT-muscle activity in order to maintain the pitch” (Sundberg & Leanderson, 1988, p. 88). The results of this study (Sundberg & Leanderson, 1988) seem to indicate that there could be a risk of compromising the higher register when applying a very low diaphragmatic position, due to the effect a strong tracheal pull asserts on the thyroid-cricoid widening, but that there is also a possibility for compensatory activity in the CT-muscle. If so, it is all a matter of training and coordinating muscle groups, and the belly out-strategy does not per se lead to a lack of higher register. 


The connection between various breathing patterns and acoustic consequences is a field that would be rewarding to explore further. With the low larynx position associated with low diaphragm, the tone becomes darker, rounder and warmer, as the first formant is enhanced (Sundberg, 2001; Bozeman, 2013; Miller, 2008), so the question whether to use the belly out- or belly in-strategies might be related to vocal ideals. Since singing is a complex system, it would be valuable to study how exponents for the belly out-school, trained in this technique, describe it, and if they recognize themselves in the descriptions of their ‘opponents’. Vocal history can teach us that debates often arise due to exaggerations, misinterpretations and overswinging of pendulums when trying to develop new aspects (Behnke, 1885; Browne & Behnke, 1884; Audubert, 1876; Guttman, 1882; Campbell, 1899; Mackenzie, 1887; Holbrook Curtis, 1896; Shaw, 1914), and without written testimonies of those trained in both breathing strategies, we are at the mercy of speculations and lack of true debate. 





Reflection and Possible Pedagogic Applications


As reflective strategy, I use Borton’s model, for its simplicity and clear framework, asking the questions: “What?”, “So what?” and “Now what?” (Borton, 1970). To avoid the risk of reflection being only an intellectual process where feelings become “a neglected area, as many of us jump straight into reflecting on how we are thinking.” (Ghaye, 2010, p. 11), and encouraged by the quote “No one holds the copyright on what reflective practice ‘is’, ‘might be’ or ‘ought to be’ (Ghaye, 2010, p. 19), I also make space for my feelings when using this model. 


WHAT?

Reversing my own breathing strategy from belly in to belly out radically improved my singing in all aspects. Part of my motivation for this project, was the warnings frequently presented by other pedagogues (work colleagues a well as  authors/lecturers (Chapman & Platt, 2022; Ragan, 2021; Morris & Hutchinson, 2017)) both against the belly out-method and the darker sound associated with it due to the lower larynx position (Chapman & Morris, 2021; Titze, 1994). It is part of variety that vocal ideals differ, but I wanted to explore the reasons for the discrepancy between calling this technique harmful and the obvious benefits it had brought not only to me, but to many fellow singers and students at the private school where I am currently teaching. 

In my previous literature review, I explored the Accent Method and some of the scientific sources (Hixon, et al., 1973; Watson & Hixon, 1985; Watson, et al., 1990; Watson, et al., 1989; Thomasson & Sundberg, 1999; Thomasson & Sundberg, 2001; Pettersen & Westgaard, 2005; Pettersen & Westgaard, 2003; Foulds-Elliot, et al., 2000; Thorpe, et al., 2001) that the belly in-strategy is claimed to rely upon (Chapman & Platt, 2022; Ragan, 2021; Morris & Hutchinson, 2017). Instead of finding such evidence, I found ambiguities in the research itself, biases in the interpretation of it and results that could as well be interpreted as possible evidence for the efficiency of the belly out-method. This time, I decided to do a similar literature review, but now focusing on the debate among practitioners, both by searching for historical roots and studying grey sources. I hoped to analyze possible misunderstandings with the aim of making things easier for our students, who sometimes end up in the trenches between firing pedagogues with seemingly opposing opinions. I believe that lack of knowledge can create unnecessary generalizations and harshness, and I also wanted to minimize such possible tendencies in myself by studying both parts of the debate more closely. 


SO WHAT?

For the various kinds of belly in-strategies, I found an overwhelmingly large number of testimonies among the historical sources, as well as much information in the modern literature. I found some vague hints of possible roots and promotors of the belly out-strategy, but nothing concrete. As some signs indicated possible German roots (Miller, 1977; Chapman & Platt, 2022; Marek, 2007; Stark, 1999), I included German sources along the process (See Appendix 1). 

I entered the task with the aim of monitoring a debate in order to find strengths and weaknesses of each side, but this was made difficult by the fact that so little seems to have been written by those who are trained in the belly out-strategy. There were some descriptions of it, but mostly written by authors who are against this technique, and very little neutral information. Instead of weaknesses with each side, I found a weakness in the debate itself.

The descriptions of the belly out-method found (Chapman & Morris, 2021; McKinney, 1982; Ragan, 2021; Morris & Hutchinson, 2017; Hixon, 2006), rarely corresponded to my own experience of this technique. However, the frustration gradually transformed towards motivation as I realized that some of the fears expressed may be based on misunderstandings and the erroneous equating of belly out -technique with Stauprinzip/Valsalva maneuver (Stark, 1999; Marek, 2007; Whitener, 2016; Chapman & Morris, 2021; Chapman & Platt, 2022; Morris & Hutchinson, 2017).

The word ‘pushing’ is often used (Chapman & Morris, 2021; McKinney, 1982; Ragan, 2021; Morris & Hutchinson, 2017; Miller, 1977; Chapman & Platt, 2022) when describing the abdominal wall expansion in the belly out-strategy. When I reflect on my own reschooling and how I teach my students, there are some elements of pushing down and out. However, in my experience, this more robust physicality is only needed in the beginning and with students who come from the belly in-technique, sometimes thoroughly trained in Accent Method, and have challenges with relaxing their abdominal muscles. I do let the pendulum swing over for a while, but with the added knowledge after this project, I will consider the necessity of being even more clear with the students that this is not the final product, but a part of the process. Once diaphragmatic activity, coordinated with relaxed abdominal muscles, has been stabilized, the feeling will probably be more that of inhalation, largeness, activity and expansion than of ‘pushing’ or ‘pressing’. Further, ‘pushing’ is a word reflecting a subjective perception. What is felt as ‘pushing’ for one individual, may be felt as ‘maintained expansion’ by another, due to both body sensations and readiness towards physical work. 
It seems logical that unpleasant sensations of ‘straining’, ‘squeezing’ or ‘pushing’ can be present in all techniques if exaggerated. The study of vocal history has shown both the risks with exaggerations (Holbrook Curtis, 1896; Battaille, 1863; Bertrand, 1871; Browne & Behnke, 1884; Joal, 1895) and that good singing can be achieved in many ways, once there is balance between inhalatory and expiratory forces (Guttman, 1882; Mengozzi, 1810; Garcia, 1894; Lamperti, 1905; Shakespeare, 1905; Marchesi, 1901; Marafioti, 1922). How this antagonistic activity is managed depends on various choices that may also be related to vocal ideals (Titze, 1994; Sundberg, 2001; Miller, 1977). For me as vocal pedagogue, these are liberating confirmations. Too often I hear colleagues saying to other teachers or to students that If you sing with this or that method, you will have no voice in ten years. I believe that it is impossible for any of us to make such predictions, and unnecessary to do so, as it might create the exact fears and tensions that we were warning against. After this project, I rather believe that each breathing method may achieve good results if trained thoroughly with an experienced teacher, and that vocal problems are possibly a consequence of bad training in any of the methods, more than of the method itself. 

It is worth considering that when confronted with a technique that would require singers to do something completely foreign to them, this action might first be associated with negative sensations, such as ‘pushing’ or ‘squeezing’, as it is contrary to their habits or acquired skills in another technique. For a belly out-singer, the abdominal muscle activity used as antagonist to the diaphragm, or the expanded chest in the belly in-strategy (Chapman & Morris, 2021; McKinney, 1982; Ragan, 2021; Morris & Hutchinson, 2017; Miller, 1977; Chapman & Platt, 2022), might be experienced in the same negative way. This is a reminder to myself not to use such negative connotations when describing another technique, even if they may be accurate when describing lack of technique, but to instead aim at understanding the various ways of generating breath support. This brings light to the importance of clarity, and of the willingness to understand each other, instead of assuming that the other part means something completely different. Maybe in this respect also the term belly out is misleading, as the outward movement of the belly is not the goal per se (sometimes not even visible if the singer is thin (Chapman & Platt, 2022)) but a consequence of relaxed abdominal muscles below an active diaphragm.

According to Dewey, reflection stems from perplexity and doubt (Finlay, 2008) and these two feelings have been strongly present in me during this project. One important aspect has concerned whether my focus is on similarities or differences, and to engage in critical self-reflection (Finlay, 2008) about my own motivational powers. Are they to divide or to unite? Do I want to be a part of the vocal community, or do I prefer being a outsider? Is there a middle way? Are there other vocal communities than those represented in modern literatures and articles? I have now engaged in two major literature studies about breathing techniques, studying both peer-reviewed and grey literature, without finding any substantial evidence for the claims that the belly out-method would be harmful, which of course should not lead to the logical deduction that the opposite has been proven. As part of my critical self-reflection, it is crucial to ponder “critically on the impact of own background, assumptions, positioning, feelings, behavior” (Finlay, 2008, p. 6). Having gone through an intense vocal reschooling is something I consider a strength, as it has brought knowledge and awareness of my technique and vocal ideals. However, this background and the feelings related to the strong rejection of my ‘old way’ of singing, might influence my knowledge seeking and pedagogic choices in ways that are not optimal. Whether this be the case or not, continuous self-reflection is always motivated.

I consider it important to speak out, to call attention to possible errors (also if present in sources that are highly considered or even peer-reviewed) and to evaluate differences between techniques. At the same time, it is important not to let the differences overshadow what unites us as singers and pedagogues teaching one of the finest arts to the younger generation. Somehow, the in-depth literature studies of various breathing strategies has strengthened me in the latter. However, there must be a balance between on one hand safeguarding vocal community cohesion, cherishing what unites us, and on the other hand the freedom to express critique and concerns, even if ‘uncomfortable’, without fearing conflicts or the risk of being labeled ‘pre/non-scientific’ (Ragan, 2021; Morris & Hutchinson, 2017; Chapman & Platt, 2022). Science is an ever-evolving process based on continuous questioning. In this respect, I do experience an unbalance in the debate, which makes me oscillate between feeling scared and motivated. The fear of being excluded or even shamed is a strong factor, and I reflect on if this factor could play a part in one side of the belly in/belly out-debate remaining silent.

What I believe most teachers can agree upon, is that whatever technique one choses, it’s all a matter of training, co-ordination and automizing new habits. In all methods, one would like to avoid straining on the vocal folds. In all methods, there is a risk of overstraining, and what might be rewarding is to analyze how those who succeed in each method manage the fine balance of their technique. In this respect, it would be interesting to, in lack of written sources, interview singers who do have successful careers singing with belly out-technique and analyze their singing. I believe that there must be so much more information waiting to be unpackaged than can be found in the literature (both scientific and grey) I have encountered so far. In order to learn how the best singers do, we cannot limit ourselves to studies of a few postgraduate students, choral conductors or singers all trained in the same technique (Watson & Hixon, 1985; Thorpe, et al., 2001), although these results might be valuable to the scientific community for other reasons. I do hope that we all can move beyond using the Hixon & Watson study (Watson & Hixon, 1985) to prove or that all/most singers use the belly in-method, or that (when met by the argument that some singers might use other strategies) Singers anyway don’t know what they do, so even if they think they use a belly out-method, they probably don’t. 

After this project I feel encouraged to participate more fearlessly in debates. This is partly based on the added knowledge this study has brought me. It is also based on the increased motivational power brought by the insight that questioning is not contradictory to unity but, to the contrary, an essential part of it, at least in a unity I want to belong to. 



NOW WHAT?

To enable a true debate about the benefits and disadvantages of various breathing strategies used in classical singing, more testimonies are needed from singers applying the belly out-method. 

In my final MA-project, as well in possible future doctoral studies, I would like to contribute to the vocal community with:

· Research studies analyzing singers using the belly out-technique.
· Further in-depth literature studies, especially of German sources, about the origins of the belly out-technique.
· Further monitoring of breathing-related debates among practitioners.

Hixon states that “If support is a fundamental and guiding concept in performance, then it may be important to follow the lead of Watson and Hixon (1985) and Thorpe et al. (2001) in future research on support” (Hixon, 2006, p. 116). It would be valuable to do replicas of these studies, as well as of Pettersen & Westgaard  (Pettersen & Westgaard, 2005) (in which neck muscle activity was measured in singers with belly in-technique), but with singers representing the belly out-technique. 

It would also be valuable to measure the difference between epi- and hypogastric expansions. In the studies I have analyzed so far, only two respitraces/sensors have been used: the one measuring chest expansion placed between nipples/axillae (Foulds-Elliot, et al., 2000; Thorpe, et al., 2001; Watson & Hixon, 1985; Watson, et al., 1990; Thomasson & Sundberg, 1999; Thomasson & Sundberg, 2001) and the one measuring abdominal expansion placed or at navel level (Foulds-Elliot, et al., 2000; Thorpe, et al., 2001; Thomasson & Sundberg, 1999; Thomasson & Sundberg, 2001), or sometimes even above navel level (Watson & Hixon, 1985; Watson, et al., 1990). The fact that no focus has been directed towards the hypogastric area, might indicate that measuring what Miller refers to as distended belly support (Bauchausenstütze) with hypogastric expansion (Miller, 1977, p. 21) was never even considered in these studies. The fact that the respitraces usually only have two measuring bands, might indicate that up until now, the development of adequate tools for measuring chest wall, epigastric and hypogastric expansion simultaneously, has not been encouraged. Such experiment would include a larger variety of breathing strategies, and combined with the measuring of rectus muscle activity, it could also shed some light on the consequences of rectus activity for both epi- and hypogastric expansion. This would be important considering the possible confusion presented in this literature review, of equating belly out-technique with “epigastric locking” (Chapman & Morris, 2021, p. 58).

Parallel with these quantitative studies, deep-loading qualitative research in the swampy lowlands (Schön, 1983) among practitioners on field level, would also be of value, so as to deeper monitor the breathing debate and attitudes towards diversity. Methods for this could include in-depth interviews, questionnaires, and observations of debates on social media and vocal blogs. 




















Appendix 1 – Exclusion/Inclusion Criteria for the ‘Modern’ Literature

The fit-for purpose ‘What’- and ‘How’-questions (Adams, et al., 2017) guiding inclusion and exclusion criteria for the modern literature used in this review are:

· How high is the credibility of each author?
· What might be the agenda of the author?
· What is the relevance of each artifact?
· What is the potential impact of each artifact?

Based on these questions, below is a list of all modern artifacts selected for this project:

Johan Sundberg, Ingo Titze and Tomas J. Hixon are well-renowned researchers who have mainly published peer-reviewed research. In their grey books, they refer to the research done so far, but are also free to add more personal opinions than when publishing a peer-reviewed article. The significance and credibility of the grey literature by these authors (Sundberg, 2001; Titze, 1994; Hixon, 2006) should therefore be considered as high, and their books highly relevant with a possible large impact on the vocal pedagogy community. Even if the grey nature of these books allows for personal judgements and biases, I would expect more objectivity here than in the other books on my list, whose authors are also teachers and more strongly associated with various singing methods.

William Vennard is referred to in most of the grey vocal pedagogy books I have read so far, and by almost all other sources included in my literature selection (McCoy, 2016; Bozeman, 2013; Morris & Hutchinson, 2017; Chapman & Morris, 2021; Dosher, 1994; Miller, 1996; Stark, 1999; Sundberg, 2001; Hixon, 2006). He is often cited in peer-reviewed articles (Brunssen, 2019; Helding, 2007; Nair, 2023) and has been NATS-president (Vennard, 1968). His credibility, influence and impact should be considered high, as well as the relevance of his book Singing, the Mechanism and the Technic (Vennard, 1968), which I include in my review.

Richard Miller was for forty years (1964-2004) professor at Oberlin Conservatory where he founded the first acoustic laboratory housed in a university music department (Oberlin Archives, n.d.). He was a pioneer of merging singing and science, held numerous masterclasses and lectures all over the world (Oberlin Archives, n.d.) and frequently published and cited in peer-reviewed journals (Miller, 2019; Kiesgen, 2007).  Alongside the use of National Schools of Singing – English, French, German, and Italian Techniques of Singing revisited (Miller, 1977) as a valuable point of departure for understanding the history of classical vocal pedagogy with its national differences, I will use Miller’s The Structure of Singing – System and Art in Vocal Technique (Miller, 1996) as part of monitoring the modern debate. This book is often referred to by modern authors (Chapman & Morris, 2021; Bozeman, 2013; Morris & Hutchinson, 2017) and especially interesting are Miller’s links to the Italian tradition. His credibility, influence and impact should be considered high, as well as the relevance of both books I include in my literature selection.

Barbara Dosher was for many years chair of the vocal department and professor of singing at the University of Colorado, as well as master teacher of the two first NATS Intern Programs in the early Nineties (Dosher, 1994). She has been published in Journal of Singing (Dosher, 1995) and other peer-reviewed journals such as The Choral Journal. She is frequently quoted in both grey (Miller, 1996) and peer-reviewed (Bauer, 2023) contexts and her teachings has been acknowledged in the Journal of Singing with an article by John Nix (Nix, 2020). Her credibility, influence and impact should be considered high, and I will include her book The Functional Unity of the Singing Voice (Dosher, 1994) to my literature selection.

Janice Chapman is principal study professor of singing at Guildhall school of Music and Drama (Guildhall School of Music and Drama, n.d.). She has been a frequent lecturer and masterclass teacher at international voice association conferences like ICVT (International Congress of Voice Teachers) in New Zeeland 1994, Paris 2008, Stockholm 2017, and the Pan European Voice Conference in Ghent 2017. Chapman has also participated in a New Zeeland-based peer reviewed study led by William Thorpe (Thorpe, et al., 2001). On the Guildhall School of Music and Drama (GSMD) website, Chapman’s book Singing and Teaching Singing – A Holistic Approach to Classical Voice (Chapman & Morris, 2021), is referred to as forming “the core of vocal pedagogy courses in universities and music colleges world-wide” (Guildhall School of Music and Drama, n.d.). To what extent this is true might be questioned, since one scope of the website is marketing. However, the impact of Chapman seems to be indisputable, considering her position and frequent invitations as lecturer, also at my own institution. I will include her book Singing and Teaching Singing – A Holistic Approach to Classical Voice (Chapman & Morris, 2021), as well as a video lecturer she held last year together with her collaborator James Platt at my institution (Chapman & Platt, 2022). Alongside that it is part of my MA-studies in vocal pedagogy, the reason for which I include the latter, is that parts of it consists of a more colloquial and spontaneous conversation between Chapman and Platt, that might add nuances to the debate. I am aware of the lower level of evidence this more colloquial form may have over the written word in a best-selling book, but consider it interesting in the context of monitoring a debate among practitioners.

Ron Morris is one of Chapman’s students and co-author of the fourth edition of her book (Chapman & Morris, 2021), where he specifically contributed to the breathing chapter. In 2013, Morris wrote a PhD-thesis for the Conservatory of Queensland (Morris, 2013) about Accent Method training for classical singers. He is also co-author, together with Linda Hutchinson, of the book When in Doubt, Breath Out (Morris & Hutchinson, 2017). As Chapman is one of my main sources and Morris so closely related to her work, it seems natural to include his work in my research. Morris’ books were also my starting point when, in my previous literature review, analyzing peer-reviewed articles invoked as evidence for the belly in-method, so it is logical to continue this analyze with focus on the other grey literature he refers to. I will use both his PhD-thesis  (Morris, 2013) and the book with Hutchinson as co-author (Morris & Hutchinson, 2017).

James C. McKinney’s The Diagnoses and Correction of Vocal Faults (McKinney, 1982) is included mainly since it plays a pivotal role in the belly in/belly out-discussion Chapman’s (Chapman & Morris, 2021) and Morris’ (Morris, 2013; Morris & Hutchinson, 2017) books. McKinney has also been published in peer-reviewed journals (McKinney, 1998; McKinney, 1997), is referred to in Scott McCoys book (McCoy, 2016) included in my list, as well as in several peer-reviewed articles (Helding, 2007; McCoy, 2013). McKinney’s reputation in the vocal community is to be considered high.

Scott McCoy is professor of voice science and pedagogy, as well as director of the Swank Voice Laboratory at the Ohio state university. He has been president of NATS (The North American National Association of Teachers and Singers), where he was vice president for workshops and master teacher for some of its intern programs. He is also associate editor of Journal of Singing (NATS, n.d.), for which he has published several peer-reviewed articles (McCoy, 2020; McCoy & Ragan, 2018; McCoy, 2013). His reputation in the vocal community is therefore to be considered high, and I will include his book Your Voice: the Basics (McCoy, 2016) to my list.

Kari Ragan is co-author (McCoy & Ragan, 2018), and sole author of a number of peer-reviewed articles (Ragan, 2018; Ragan, 2016). She holds a PhD in Vocal Performance and has received prizes for her merits as science-oriented singing teacher from The Voice foundation and NATS, for which she frequently lectures and for which Intern program she is Faculty Master Teacher (NATS-Chat, u.d.). She is also a frequent lecturer at, and since July 2022 ambassador for, Voice Study Centre, where I study my MA in vocal pedagogy. Her influence and impact should therefore be considered high. A minus for this literature review is that I will not use Kari Ragan’s book Systematic Approach to Voice: The Art of Studio Application (Ragan, 2020). The reasons for this are that I could not afford to buy it and that it was not available at any library for me as an online student. However, Kari Ragan has been a frequent lecturer at Voice Study Centre, where she has often treated the subject of breathing. Although her book probably presents more detailed information, with a whole chapter dedicated to breathing, I found her lectures valuable for the debate, and include them in my artifact list with the argument that this is better than not including her at all. 

Cathrine Sadolin is the founder of CVI (Complete Vocal Institute) in Copenhagen, and a pioneer for CVT (Complete Vocal Technique). She has co-authored several peer-reviewed articles (McGlashan, et al., 2017; Aaen, et al., 2020), and although her research revolves around CCM-styles, in her book Complete Vocal Technique (Sadolin, 2009) she also addresses classical singing and covers the subject of breathing in detail. It is clear there is an agenda of promoting a certain technique in this book, but chose to include this book, since CVT is very popular in Sweden and often referred to in the Swedish contexts of vocal pedagogy where I am active. 

Post Scriptum - Sources included during the process of writing the review
For the various kinds of belly in-strategies, I found an overwhelmingly large number of testimonies among the historical sources, and also much information in the modern literature. I found some vague hints of possible roots and promotors of the belly out-strategy, but nothing concrete. As some signs indicated possible German roots (Miller, 1977; Chapman & Platt, 2022; Marek, 2007; Stark, 1999), I included German sources along the process. One of them was the doctoral thesis The German School of Singing – A Compendium of German Treatises 1848-1965 by Joshua Whitener (Whitener, 2016), that offered a deepened understanding for the various historical schools of singing in Germany. I also included a German doctoral thesis about vocal technique (Pezenburg, 2005), with the hope that it would provide me with more information about the belly out-technique, through original German references. From these sources I used back-chaining and added some more German works to my review. Those sources (Luchsinger, 1959; Preu & Stötzer, 1978) were of minor importance regarding the core of my review, but added weight to the overall definitions of breathing. The roots of the belly out-school, however, are still unknown to me, although it might be rewarding to do a deeper study of German original literature than was possible during this process. To do such a study, I would need more access to German books that were both expensive and difficult to order even through friends in Germany. 
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