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Introduction

Efforts to define, label, and to understand the sources of different registers of the singing voice have long been a topic of debate among members of the vocal pedagogy community (Sundberg, 1987; McKinney, 1994; Miller, 2000; Henrich Bernardoni, 2006). As technological methods for observing physical and acoustic characteristics of tone production have advance, researchers have been able to draw some conclusions about the nature of registers (Thurman et al., 2004; Henrich Bernardoni, 2006). Yet a lack of consensus still remains when it comes to clearly defining and labeling voice registers, the number of which is also unsettled (Thurman et al., 2004; Henrich Bernardoni, 2006; Roubeau, Henrich and Castellengo, 2009; Kochis-Jennings et al., 2012; Herbst, 2020). As understanding of the physiological nature of singing increases, so also has our understanding of how the human brain and body acquire and retain motor skills (Schmidt and Lee, 2010), including those used in singing (Bergan, 2010; Crocco, McCabe and Madill, 2020). 
In my own practice, it is important to me that I am aware of the current research regarding voice performance and pedagogy. The purpose of this paper is to find the most current threads of continuity and scientific support for the various definitions, terms, and explanations for registration that have been offered by voice scientists and practitioners.  I will also discuss motor learning research and how it can be applied in the voice studio. Lastly, I will offer strategies for use in the voice studio in ways that support students’ retention of motor skills required for navigating registers. Because my practice is comprised of female students, my efforts will be focused on registration as it pertains to the female voice. 
Registration 
It is a common observation among the singing community that the human singing voice has perceptually different qualities throughout its range (Henrich Bernardoni, 2006).  It is equally well-documented that, among scientists and practitioners, there is a great lack of consensus regarding definitions and descriptions of these various qualities, also called registers of the voice (Sundberg, 1987; Henrich Bernardoni, 2006; Herbst, 2020; Michael, 2024). 
 A variation in count, anywhere from one to seven (Hollien, 1974), and a plethora of labels for each have been offered throughout history(Herbst, 2020). A list of examples, though not exhaustive, is presented in the table in Appendix 1. Another layer of confusion stems from use of the term register to describe different things (McKinney, 1994), such as where vibrations are experienced in the body (Thurman et al., 2004), the mode of vibration of the vocal folds (Garcia, 1857; Hollien, 1974; Roubeau, Henrich and Castellengo, 2009; O’Connor, 2022), timbre or spectral changes (Bozeman, 2022; Aaen et al., 2024), and regions of the voice before and after perceptual changes in quality (McKinney, 1994; Kayes and Fisher, 2021).  Also, as the focus of voice pedagogy expands to include genres beyond western classical music (Lo Vetri and Weekly, 2003; Meyer and Edwards, 2014), it creates another layer of confusion when discussing register because interpretations of and approaches to register differ among genres (Björkner et al., 2006; Björkner, 2008; Green et al., 2014; Wilson, 2023). Furthermore, in my experience with the literature, genre contexts are not always clarified by authors. 
Descriptions and labels for different voice qualities occurred as early as the 13th century, including one by John of Moravia who, in his directives on chant-singing, described three “voices”, “vox pectoris, vox guttoris, and vox capitus, or voice of the chest, throat, and head” (Moravia c.1250, quoted in Lyle, 1995, pg 1). It is presumed that these names were given in relation to where the singer felt the vibrations in their own body (Miller, 2000; Thurman et al., 2004). 
Like Moravia’s, most accounts prior to the late 19th century described registers based on perception, both of where the singer felt vibrations in their body, and the sound quality differences as perceived by the listener, such as timbre and intensity  (Miller, 2000; Henrich Bernardoni, 2006).
In the later 19th century, the following definition was presented by Manuel Garcia: 
By the word register, is to be understood a series of consecutive and homogeneous sounds produced from the same mechanical means, and differing essentially from other sounds originating in mechanical means of a different kind; hence it follows, that all sounds belonging to the same register are of the same quality and nature, however great the modifications of quality and power they may undergo (Garcia, 1857, p. 6). 
His oft-cited definition introduced the idea of laryngeal sources of registration shifts, moving the conversation away from the purely somatic experiences of the singer  (Miller, 2000; Thurman et al., 2004; Henrich Bernardoni, 2006), and included reference to what could be interpreted to mean timbre, by his use of the terms quality and nature of the voice.  
Nearly 100 years later, work by voice researcher Harry Hollien (1974) used advances in technology to measure acoustic, aerodynamic, and physiologic outputs of different laryngeal vibratory patterns alongside perceptual measurements. His research provided some clarity about registers, as he objectively formed correlates of those measurements with the different laryngeal mechanisms (Hollien, 1974). 
In the years since Hollien’s research, the available tools used to measure various aspects of voice production have improved in ways that allow for more detailed observations to be made (Herbst, 2020). The use of high-speed digital imaging (HSDI) has allowed researchers to gather more information about the vibrational patterns of the vocal folds (Vilkman, Alku and Laukkanen, 1995; Kendall, 2009; Herbst et al., 2011; Lee et al., 2023). Researchers are also able to analyze spectral content and measure aerodynamic parameters like levels of sub-glottal and supra-glottal pressure and mean airflow rates (Frič et al., 2006; Leppävuori et al., 2021; Lee et al., 2023; Lehoux, Popeil and Švec, 2024). 
It could be argued that one of the greatest sources of debate centers around whether or not registration shifts are due only to changes in vibratory patterns of the vocal folds, or if resonant properties of the vocal tract and its shaping also play a role. With recent technological tools at their fingertips, researchers have been able to investigate the registrational influences of both the vocal source and the vocal tract, in efforts to increase understanding (Miller, 2000; Henrich Bernardoni, 2006; Roubeau, Henrich and Castellengo, 2009).
Current Understanding of Registration
Though there is still debate as to the number of registers, much of the current research gives evidence that there are four laryngeal vibratory patterns typically used throughout the entire singing range (McKinney, 1994; Miller, 2000; Roubeau, Henrich and Castellengo, 2009; Herbst, 2020). Roubeau, Henrich and Castellengo (2009) distinguished these four patterns as separate from registers and labeled them as Mechanism (M) 0, M1, M2 and M3.  This allowed the discussion to focus specifically on laryngeal events, and to not be confused with any timbre or acoustical influences that might be included in registration analysis.  M0, and M3, associated with pulse register and whistle register, sometimes referred to as auxiliary registers, are used much less frequently by singers (Miller, 2000). This discussion will exclude M0 and M3 from further investigation, as they are not as applicable in my current practice. Also, there is evidence that registration is not an identical experience for male and female voices (Miller, 2000; Bozeman, 2013), and because my practice works primarily with female voices, I have excluded information that would only apply to male voices. 
M1 is often associated with the register commonly referred to as chest or modal, which produces tones often described as heavy, full, rich, or intense, and is generally used for lower pitches (Bozeman, 2007; Herbst, 2020).  The vibratory pattern of the M1 differs from M2 in several ways. First, more activity of the thyroarytenoid muscle is characteristic of M1 (Lehoux, Popeil and Švec, 2024). Also, the glottal closure phase is longer and more vertical (Frič et al., 2006), with more adduction of the membranous (versus cartilaginous) portion of vocal folds (Herbst et al., 2011; Lehoux, Popeil and Švec, 2024), and greater adduction of vocal process (Kochis-Jennings et al., 2012). These factors all contribute to the production of stronger overtones and a flatter spectral envelope (Roubeau, Henrich and Castellengo, 2009; Lehoux, Popeil and Švec, 2024), creating the richer tone color that is typical of registers associated with M1.  M1 typically demonstrates higher subglottal pressure levels as compared to M2 (Lee et al., 2023). This correlates with descriptions of a more intense sound production for registers associated with this mechanism. 
In contrast, M2 is associated with the head or falsetto registers, and is utilized in a higher pitch range than M1 (Miller, 1986, 2000; McKinney, 1994).  M2 registers are described as lighter and generally less intense (McKinney, 1994). There is evidence that during M2, only the upper layers of the vocal folds vibrate (Herbst et al., 2011; Lee et al., 2023), the cricothyroid is activated in order to  stretch and thin the folds (Kochis-Jennings et al., 2014), and subglottal pressure is generally lower (Henrich Bernardoni et al., 2005; Roubeau, Henrich and Castellengo, 2009; Kochis-Jennings et al., 2012; Lee et al., 2023). This contributes to fewer harmonic partials and lower intensity levels  (Roubeau, Henrich and Castellengo, 2009).
There is evidence that singers are able to make subtle adjustments to individual components of the vocal tract, in order to move smoothly through register transitions (Lehoux, Popeil and Švec, 2024). Also, mixing of registers can occur (Lee et al., 2023; Lehoux, Popeil and Švec, 2024), and there is overlap in the range of pitches each mechanism can produce (Miller, 2000; Thurman et al., 2004; Roubeau, Henrich and Castellengo, 2009; Herbst, 2021; Bozeman, 2022).
The information presented so far could imply a somewhat binary conceptualization of registration. However, when considering interactions between laryngeal mechanisms and the vocal tract, the approach to registration moves beyond a simple distinction between M1 and M2. For example, different vowels created by shaping of the vocal tract produce different harmonics, and when a harmonic produced by the larynx is the same frequency as the resonance of the vocal tract, it affects changes in the spectral output, or timbre, of the sound (Miller, 2000; Bozeman, 2007, 2022). In other words, different combinations of mechanisms and vowels will produce unique timbres at different pitches (Bozeman, 2022). There are indications that the direction of pitch in which the singer is moving also has an influence on when register transitions occur (Herbst, 2021).
In application, these current understandings of laryngeal mechanisms indicate that vocal exercises which support the strength, flexibility, and subtle adjustments of vocal source components, including the cricothyroid, thyroarytenoids, lateral cricoarytenoid and inner arytenoids will be useful in fostering effective registration navigation (Herbst, 2021; Leborgne and Rosenberg, 2021; Wilson, 2023). Also, evidence of acoustic interactions suggests that exercises for vowel modifications applied in both M1 and M2, throughout the singing range would be beneficial for register navigation (Bozeman, 2013; Wilson, 2023).
Motor Learning and Register Training

In my opinion, in order to provide singing students with the necessary experiences and opportunities for mastering registration navigation, it is important to consider research on motor learning principles. Singing requires the coordination of physical movements and fine motor skill (Crocco, McCabe and Madill, 2020), and therefore, considerations of motor skill acquisition are important to this discussion. 
Schmidt and Lee (2010) define motor learning as “a set of processes associated with practice or experience leading to relatively permanent changes in the capability for movement” (pg 283).  Application of motor learning and performance principles have been investigated by voice and music education researchers (Steinhauer and Grayhack, 1998; Zatorre, Chen and Penhune, 2007; Bergan, 2010; Duke, Cash and Allen, 2011; Atkins, 2013, 2017; Oudejans et al., 2017; Mornell and Wulf, 2019; Crocco, McCabe and Madill, 2020; Leborgne and Rosenberg, 2021).
There are several principles that are well founded by motor learning researchers, and they provide useful insights that voice teachers would do well to apply to their teaching and rehearsal style (Bergan, 2010; Leborgne and Rosenberg, 2021). For the scope of this paper, I will focus on two specific principles that I feel can be effectively applied to instruction on registration: sense of autonomy and focus of attention (Schmidt and Lee, 2010). 
A learner’s sense of autonomy in the learning process has an influence on motor learning (Patall, Cooper and Robinson, 2008).  When performers are able to make choices and be involved in the learning experience, learning is improved, whether or not the choice is incidental to the given task (Schmidt and Lee, 2010; Wulf et al., 2018). In the voice studio, this could include allowing students to choose warm-ups from a list or letting them to warm up on a chosen vowel.  This aligns with other educational research related to voice instruction, where a student-centered approach is suggested (Brown, 2023).
Focusing on the product or result of an action, commonly referred to as an external focus, has been shown to be key to optimal performance, including among musicians (Wulf and Prinz, 2001; Schmidt and Lee, 2010; Duke, Cash and Allen, 2011; Atkins, 2017; Mornell and Wulf, 2019) and speech learners (Freedman et al., 2007). For example, when assigning the task of throwing a ball through the middle of a tire, participants could be instructed to focus on the movement of their arm (internal) as they throw, or at the tire they are aiming for (external) (Schmidt and Lee, 2010). In the voice studio, this might look like directing students to sing toward a particular point in the room (Atkins, 2017). It also could include external effects of voice production. While tone can’t be seen, it can be experienced through other senses, such as where in the mouth or head the singer feels certain vibrations, or the resulting sound of the tone (Crocco, McCabe and Madill, 2020). Also, with the assistance of spectral analyzing technology, such as Voce Vista (Howard, 2005), it is now possible to visualize the effects of tone-production movements, which can be an external target. Atkins (2017) also showed how aiming sound at the back of the room can positively affect tone production.
In regard to research on focus of attention, it is important to make a distinction between learning and performance.  A measure of motor performance involves evaluating the effectiveness or success of a single attempt at a task, while motor learning is the long-lasting change occurring in the brain that affects the performance outcome reliably and repeatedly. (Schmidt and Lee, 2010). Much of the music-related research on focus of attention is on instrumental music performance, not learning (Coffman, 1990; Duke, Cash and Allen, 2011). While studies have shown that external focus is beneficial for learning in general (McNevin, Shea and Wulf, 2003), there is a need for more research regarding the effects of an external focus specifically on long-term learning for musicians. 


Developing a Strategy
During the analysis step in the reflective cycle (Gibbs, 2013), it was helpful to turn to my own practice, as evidenced by a reflection in my learning journal in which I asked, “What do I want my students to be able to know or do with this information? Ultimately, my goal is for students to feel confident and capable of singing throughout their range in any genre of their choosing.” (Voight, 2024). Because registration is dependent on both laryngeal and vocal tract configurations, it is also a highly individualized experience (Herbst, 2021), which It is important to keep that in mind when making pedagogical considerations (Brown, 2023). 
I also want to be thoughtful and intentional in my own choices for the terminology I will employ when teaching about registration, in order to prevent misunderstanding, which, as previously discussed, has been a long-term challenge with registration. Building upon terms used by others  (Herbst, 2020; Bozeman, 2022), I will use the terms mode 1 (M1) voice and mode 2 (M2) voice to refer to the two registers addressed in the exercises set forth. Using these labels achieves several objectives. First, it accounts for a binary distinction between registers that I feel is sometimes necessary, for example when establishing a singer’s foundational awareness of how the registers contrast. The use of numbers in the labels also makes space for teaching about mixing, overlapping and moving smoothly between registers. Allowing descriptions that help singers conceptualize registers as both connected and separate is important because the approach to mixing and transiting between registers is genre-dependent (Miller, 1986, 2000; Miller and Schutte, 2005; Björkner et al., 2006; Björkner, 2008). Also, the labels provide a generic basis that allows for layering on of descriptors related to acoustics or timbre, which research also shows has a role in where singers’ register transitions occur (Miller, 2000; Bozeman, 2007, 2022; Titze, 2012, 2022). The generic term mode allows for a more individual experience of sensations, and avoids somatic terms, such as chest and head, which falsely assume similar experiences for all singers (Edwin, LoVetri and McCoy, 2014; Brown, 2023, 2024). This also encourages the singer’s sense of self-efficacy and autonomy (Schmidt and Lee, 2010; Brown, 2023). Lastly, adding the term voice helps singer focus on the final product when negotiating registers, which enables singers to improve their performance by employing an external focus (Mornell and Wulf, 2019).
For my strategy development, I’ve applied my learning about registration in order to choose exercises that contribute to facilitating registration navigation skills, including a better understanding of laryngeal mechanisms and vowel modifications. When applicable, I’ve also incorporated research on imagery and student-driven learning by Brown (2023), as well as theories of motor learning (Schmidt and Lee, 2010). Also, I have offered examples for facilitating an external focus during exercises, in order to aid motor learning (Schmidt and Lee, 2010; Crocco, McCabe and Madill, 2020).
 In examining multiple sources on registration exercises and teaching strategies, I found that both Garcia (1857) and Edwards (Edwards, 2024), two voice teachers from very different eras and genres, both recommended that establishing familiarity with both registers was the best place to begin training in this area. An exercise for exploring the different sensations associated with both voice modes is presented in Appendix 2. In Appendix 3, I offer a strategy designed to facilitate awareness of register transitions (Brunssen, 2018), and in Appendix 4, a version of the messa di voce exercise adapted to encourage perceptually obvious, as well as smooth, transitions between registers (Miller, 1986; Spivey and Saunders-Barton, 2018; Edwards, 2024).  Because my practice is comprised of female students, the pitch ranges recommended for these strategies are for treble voices
Reflection

Critical reflection is a process that allows learners to combine academic learning with personal experiences in order to examine assumptions, make informed decisions, and set goals for our practice and learning (Jacoby, 2015; Brookfield, 2017). As a means to work through this process, I will use Gibb’s reflective cycle (2013), comprised of six steps which can be framed as guiding questions to facilitate reflection on an event or experience: What was the event that happened? How did you feel? What was helpful? Why was it helpful? What else could you have done? What will you do differently?
Gibb’s reflective cycle allows for feelings and emotions to play a role in reflection (2013). As shown in Neumann (1996), emotions and feelings are integral to critical reflections and are often the most useful way to enter into that reflection. Therefore, I felt Gibbs’ reflective cycle would be the most helpful model for me.
 I began working through the cycle by reflecting on previous emotional states that I felt would be indicative of where more learning was needed.  In this case, that was the emotion of frustration with an increased sense of insecurity in my knowledge base. While Gibbs (2013) explains that the six stages of his reflective cycle should be completed in order, to aid my reader’s comprehension, I feel that a description of the event is a clearer place to begin.
In previous learning and research, I explored the nature of vibrato and the feasibility of its instruction among adolescent female singers. During my research, I came across information on voice registration and acoustics that was perplexing to me. It involved descriptions of registration and timbre changes based on combinations of certain pitches and vowels (Brunssen, 2018), and it did not fit my current paradigm of the concept of voice registration. Reading information that did not fit my previous understanding felt frustrating, as I wondered what I was missing in terms of my own education. Evaluating my reaction to this feeling helped me clarify that having a clear understanding of the concept of voice registration would be helpful because I want to be able to teach my students how to safely and effectively utilize all facets of their singing voice and to base my teaching on current research. This was because the voice pedagogy community has become more inclusive in regard to genre (Lo Vetri and Weekly, 2003; Edwards, 2024), and there is evidence that students want or need to learn to sing in different genres, and that there is a vocally healthy way to approach them (Meyer and Edwards, 2014), but my own experience of learning to sing was only focused on the western classical genre, and I don’t yet feel well equipped to teach other singing styles.
Critically reflecting on the motivation behind this investigation helped me to make an informed action plan (Gibbs, 2013; Brookfield, 2017) My plan involved completing a narrative literature review, through which I could compare and contrast current understandings of and approaches to registration in hopes of clarifying the concept. I was intentional in not limiting sources to just peer-reviewed research, as I wanted to know more about how registration is currently being interpreted by practitioners. After exploring the research and practitioner literature, I would then develop a strategy for applying my learning to my practice. Specifically, that would be comprised of choosing and adapting exercises that facilitate awareness of register and increase a singer’s ability to manipulate register transitions intentionally. 
Reflecting on current beliefs and assumptions is an important part of the reflection process (Fook and Askeland, 2007; Kingsbury et al., 2016) During my research, I encountered Leborgne and Rosenberg’s (2021) work on applying motor learning principles to voice, which helped me to realized that, although I trained as an educator, I was approaching my teaching of voice more from the perspective of a singer instead of an instructor.  I realized that improving my practice requires investigation not only into research-based understandings of best vocal techniques, but also research-based best practices on voice instruction techniques. 
There were other challenges throughout my learning process that were aided by the critical reflection process. Asking and answering guiding questions in my learning journal, such as “why do I need to understand vocal source vibratory patterns?” and “What exercises do I use that already address this [goal]?”  were very helpful in guiding me through the process (Voight, 2024). I learned that I have an easier time organizing thoughts and information when I do two things. Beginning the writing process earlier in my research stage and using tables to compare, contrast and synthesize findings both proved to be helpful for me, and I will attempt to apply them earlier in future modules. See Appendix 5 for a personal development plan. 
Conclusion

Confusion around registration stems from a non-uniform use of the term itself, in terms of definition, perception, and context of genre (McKinney, 1994). The research on voice registration shows evidence of both laryngeal and acoustical influences (Roubeau, Henrich and Castellengo, 2009; Herbst, 2021; Bozeman, 2022), and both factors need to be included in vocal pedagogy approaches (Bozeman, 2007; Herbst, 2021). Instruction that supports the physical development and flexibility of the vocal source, and that encourage awareness of necessary applications of vowel modifications is useful.
 Despite technological advances for investigation, a consensus on definitions and labels has still not been reached (Herbst, 2020). It is advisable to read any literature regarding registration with a very critical lens, and to establish the author’s interpretation and genre in which they are focused before drawing conclusions.  
When instructing singers in the voice studio, students will benefit from an increased sense of autonomy in the learning process (Schmidt and Lee, 2010) and from using an external focus during singing tasks (Atkins, 2017). Focusing on the quality of tone production, instead of the internal process of creating it, as well as giving students choices during instruction are useful approaches.  Further investigation on motor learning principles and their long-term effects on learning, specifically among music performers, is needed.
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Appendix 2
Exercise to establish sensation correlations of Mode 1 and Mode 2 voices, based on exercises suggested by Garcia (1857) and Edwards (2024).
Eliciting Mode 1 voice
Without applying any labels or terminology, have student attempt the following:
· Phonating in their regular speaking voice, with any spoken text they choose
· Applying that same voice and text in a way that matches a pitch around A3
· Applying that singing voice to a simple tune, such as the beginning phrase of “Happy Birthday”
Allow student to describe their experience, eliciting and writing down descriptive terms of what they heard and felt or how they would describe the tone.
Eliciting Mode 2 voice
Again, without applying labels, have student attempt the following:
· Phonating as if crying or sighing. (Hooting like an owl or calling the phrase “yoo hoo” may also be helpful for some students)
· Applying that same voice (and text) in a way that matches pitch around C5. (It may be helpful for students to begin at whatever comfortable pitch is produced and slide down to eventually match C5)
· Apply that same voice to the same simple tune that was used in the previous section
Allow student to again describe their experience, as they did in the first section. 
Ask student to discuss their experienced differences between the two voices. 
Allow them to offer their own names for each voice, and then introduce terms Mode 1 voice and Mode 2 voice. 
*A brief discussion about other names they may hear other teachers use will also be useful here.



Appendix 3
Exercise for discovering acoustical register transitions, adapted from  Brunssen (2018, p.88).  
Using an ascending five-note scale that crosses the assigned pitches, have student sing on the following vowels:
· /i/: B4
· /u/: B4
· /o/: E5
· /e/: E5
· /a/: G5
As student is singing, ask them to make a gesture to indicate when any sensations of anomalies in tone or vibration occur. Repeat until the crossing pitch is solidified. If student is not able themselves to sense the changes, guide them by marking the pitch in the scale at which you hear a change in tone production and vowel articulation. 
Make a record of the pitches for future reference. 

Appendix 4
Exercise for moving between and mixing registers: Messa di voce and Messy di voce, adapted from Miller (1986), Spivey and Saunders-Barton (2018), and Edwards (2024).
These exercises should be performed at the top end of student’s voice mode 1 range and low end of voice mode 2 range, where the two overlap. 
Messa di voce- student aims to move from soft-loud-soft dynamics and from voice mode1-2-1 on one sustained pitch in a smooth, connected tone, while moving their hand across space in a smooth, gentle manner.
Messy di voce- student aims to move from voice mode 1-2-1 on one sustained pitch, allowing apparent and obvious changes in dynamics and tone production. Also, have student place hand in front of them with their palm facing either direction, and flip hand over when making the register change
** it is important to note for student that the pejorative nature of the word messy does not apply in this case- and that sometimes messy in this sense is desirable for style. 

Appendix 5
Personal Development Plan 
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Variation in registration labeling and numbering



Lowest 
Fundamental 



Frequency
to 



Highest 
Fundamental 



Frequency



Source



Chest                             	Head Falsetto (Garcia 1857, 
Sundberg,1987)



Lower Thick Upper Thick Small Behnke, 1886



Strohbass  Chest	                        Head or mid Falsetto Whistle Vanden Berg, 1968



Pulse Modal Loft Hollien, 1974



Chest middle Upper Flageolet Miller, 2000



M0 M1 M2 M3 Roubeau et al., 
2009



Chest Chest mix Head mix Head Kochis-Jennings 
et al., 2012



TA CT Leborgne and 
Rosenberg, 2021



For speaking



Pulse modal Falsetto Lee et al., 2023



For singing



chest Mix Falsetto Lee et al., 2023



* empty spaces = no reference made to one or both extreme ends of range



* indications of how various labels overlap or compare in pitch range is not to scale in table
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Personal Development Plan



Objective Potential Benefit Activity What success looks 
like



Timeline for 
completion



Learn about Estill 
Voice Method in order 
to compare and 
contrast it with my 
current practice



This will help me to find 
areas for learning growth 
and of interest for further 
investigation. It will also 
allow me to explore other 
instructional techniques 
that I can decide to apply 
if I find them useful.



Watch VSC short 
course videos



Gaining a general 
understanding of the 
fundamentals of the 
technique



End of October



Read articles on EVT 
website



End of October



Apply insights from 
reflections on my 
learning process to 
next assignment



This will help me to refine 
my learning process and 
to become more efficient 
in my efforts.



Begin writing earlier in 
the research  process




Learning and working 
process will be spread 
out in a more 
manageable way 
throughout module



Two weeks into next 
module



Utilize tables for 
organizing findings



Table will be organized 
and completed in a way 
that synthesizes and 
compares findings



Beginning of research 
process for module 2



Ultimate goal: 
Increase my 
knowledge base and 
refine my teaching 
technique in order to 
improve my 
instructional skills



This will give me more 
confidence in the voice 
studio and help me to 
effectively reach my 
students. 
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