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Assessment Component One – a written assignment 

Critically evaluate a range of voice related concepts, theories, and models that you have recently studied, explaining their relevance to your workplace practice and procedures, and develop a strategy for applying what you have learned to improve your practice and performance.

Belt Quality: A pedagogical approach from the perspective of classically trained vocalist. 

Belt singing presents unique challenges for classically trained vocalists. This paper explores pedagogical methodologies for belting, aiming to bridge the gap between classical and contemporary vocal techniques and enhance teaching and performance practices (Bourne & Kelly, 2016; Miles & Hollien, 1990).

Central to effective singing, the larynx, or voice box, acts as the primary site for sound production. This process is facilitated by the vocal folds, which vibrate as air passes through them, with the rate of vibration determining the pitch. Classical and belt singers must grasp the laryngeal mechanics to control their voice's pitch and timbre efficiently. In classical singing, a balanced engagement of the thyroarytenoid and cricothyroid muscles allows for a diverse pitch range and dynamic control. Belting, however, relies more heavily on the thyroarytenoid muscle, producing a distinct, powerful sound. Understanding these physiological nuances is crucial for vocal health and versatility in performance (Titze, 1994; Estill, 1988; Jones, 2016).

Rachel Lebon, with her rich background in Broadway and academic research, brings a nuanced perspective to belting, viewing it as a synthesis of energy, support, and control, essential for vocal endurance. However, the lack of practical application in her approach highlights a gap in pedagogical resources (Lebon, 1999). Contrastingly, Kevin Jones (2016) emphasizes the physiological aspects of belting, with the thyroarytenoid muscle's dominance being a key feature. This stance is supported by further research, underlining the significance of physiological understanding in vocal training (Kochis-Jennings et al., 2014).
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The differentiation between the chest register, used in belting, and the head voice, prevalent in classical singing, highlights fundamental physiological distinctions. Belting is marked by the activation of the thyroarytenoid muscle, leading to a resonant sound due to the vocal folds' thickness and extended vibration period. In comparison, head voice production involves the cricothyroid muscle, resulting in thinner vocal folds that vibrate more lightly, producing a more agile sound. These differences underline the distinct techniques and their implications for teaching and mastering diverse vocal styles, affirming the value of a multifaceted pedagogical approach that spans both classical and contemporary singing methods (Jones, 2016; Stark, 2004).
	Aspect
	Chest Register (Belt Production)
	Head Voice

	Muscle Leadership
	Thyroarytenoid muscle led
	Cricothyroid muscle led

	Vocal Fold Characteristics
	Thick and short vocal folds
	Thin and stretched folds

	Vibration
	Full fold vibration
	Thin fold vibration

	Closure Phase
	Long quotient phase
	Short quotient phase
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A comparative analysis of Jones’ approach with the traditional classical ‘bel canto’ school outlined by Stark (2004) highlights some key differences to this approach: 

	Aspect
	Kevin Jones' Description (Musical Theatre)
	Stark’s Bel Canto Approach (Classical Singing)

	Muscle Dominance
	Cricothyroid muscle led, indicating a focus on the mechanism that stretches the vocal folds for higher pitches.
	Often emphasizes a balanced approach between the cricothyroid and thyroarytenoid muscles to maintain a full, rich tone across the range.

	Vocal Fold Behaviour
	Thin and stretched folds; thin fold vibration, indicating a lighter, possibly more agile vocal sound.
	Seeks a balance between thin and thick fold vibration, aiming for a "mixed" voice that combines the agility of head voice with the richness of chest voice.

	Closure Phase
	Short quotient phase: folds meet for a short period, suggesting a focus on agility and ease in the upper register.
	Emphasizes complete and efficient vocal fold closure for a seamless, legato line and optimal resonance.





Belt technique, distinct from classical coordination and not led by the thyroarytenoid muscle, remains challenging for classical singers, as noted by Jo Estill (1988). In teaching, I have adapted to using concepts like colour and placement, employing imagery to simplify the complex physiology of belting for my clients.

Differences between belt production and classical voice production

In 2022, Alicia Keys, a renowned CCM singer with a foundation in bel canto, offered a masterclass that sheds light on the physiological and pedagogical nuances of singing, emphasizing the contrast between classical and belt techniques. Keys' discussion highlights the importance of understanding both voluntary and involuntary muscle control for vocal articulation. Her insights are invaluable for bridging the gap between classical training and contemporary performance requirements.

	Aspect
	Classical Singing
	Belt Singing

	Articulation
	Focus on legato vowels and breath, resulting in rounded sounds.
	Brighter sounds with emphasis on consonant articulation, known as "twang."

	Technique
	Uses rounder mouth shapes to produce sounds.
	Employs a wider, "smile-like" mouth shape to enhance airflow.

	Vocal Folds
	Long and thin vocal folds for a smooth, unified sound across registers.
	Short and thick vocal folds for a robust belt quality.

	Register
	Utilizes a homogeneous blend of chest and head voice.
	Predominantly uses chest voice, resorting to head voice for high notes.

	Vibrato
	Exhibits a consistent and uniform vibrato.
	Displays a variable vibrato, distinct from classical style.



Keys' exploration in her masterclass underscores the distinct approaches between classical and belt singing, suggesting a need for adaptability in teaching methods to accommodate the varied demands of each style (Keys via Masterclass, 2022). This comparison not only enriches our understanding of vocal techniques but also emphasizes the value of versatile pedagogy in contemporary vocal instruction.

Mary Zimmer's teaching approach, as demonstrated through VoiceHacks in 2016, provides an intuitive method for understanding vocal placement and resonance, particularly in belting. By employing visual metaphors like the "laser beam" for sound direction and the "Joker Line or X-Axis" to keep the sound positioned above a specific facial axis, Zimmer decodes complex vocal concepts, enabling singers to concentrate on the sensory and acoustic results of their vocal production instead of the intricate biological mechanisms.

Comparing the pedagogical methods of Estill (1988), Jestley (2011), and Zimmer (2016) highlights a synergistic relationship between technical knowledge and intuitive understanding in vocal training. Estill's methodology delivers a scientific and thorough insight into vocal mechanics, urging singers to precisely manipulate their vocal instrument. This foundation is particularly beneficial for mastering various vocal techniques and styles, including belting's subtle dynamics. Zimmer's technique, contrasting Estill's, leverages vivid imagery and metaphors to demystify the learning process, making belting accessible to those overwhelmed by technical details. Her focus on practical, experiential learning suits visual learners or newcomers to belting, potentially leading to a more nuanced and controlled belting technique when combined with Estill's detailed anatomical knowledge.

Zimmer's contribution builds upon two decades of endoscopic and physiological research, enriching the vocal pedagogy landscape with a blend of the scientific and the experiential. Vocal placement, a critical technique for guiding voice resonance to desired areas—such as the chest, head, or nasal cavities—plays a pivotal role in enhancing vocal tone, clarity, and volume, while minimizing vocal strain. Estill emphasizes the importance of mastering vocal placement for maintaining vocal health and versatility across varied singing styles.

In my experience, employing imagery for vocal placement—such as a laser or an image of a house with levels—is invaluable, especially when transitioning between classical and belt techniques. This approach has proven particularly helpful for classically trained vocalists aspiring to belt, offering them a tangible understanding of sound placement and sensation. Jestley's (2011) discussion on the efficacy of metaphorical imagery in vocal pedagogy supports this, suggesting that imagery fosters greater technical control than traditional methods lacking this element. VoiceHacks creatively employs the "laser beam" metaphor to teach tonal placement adjustments, facilitating a dynamic learning experience that bridges the gap between theory and practice.

VoieceHacks addresses varying tonal placement by changing the position of her “laser beam”, which can be moved from the X-axis “Joker Line” all the way up to the Y-axis.

Classical Tone placement

Mary Zimmer's VoiceHacks offers an insightful approach to vocal placement, particularly beneficial for belting, through the use of intuitive visual metaphors like the "laser beam" and the "Joker Line or X-Axis." These concepts help demystify vocal techniques, allowing singers to focus on the acoustic effects of their vocal production rather than the complex underlying biological mechanisms.

Comparing the pedagogical methods of Jo Estill, Zimmer, and Hines reveals diverse approaches to vocal training. Estill provides a scientific understanding of vocal mechanics, essential for mastering various vocal techniques, including belting. In contrast, Zimmer's imagery-based method simplifies learning, making vocal techniques accessible to those overwhelmed by technical details. This blend of scientific rigor and intuitive learning underlines the need for adaptable teaching methods tailored to individual learning styles and vocal goals.

Zimmer's detailed explanation of classical tone placement involves directing sound vertically across the Y-Axis, as seen in examples of opera singers Juan Diego Florez and Pretty Yende. This technique emphasizes the relationship between tone placement, the larynx, and breath control in classical singing.

For belting, Zimmer describes the tone as projecting just over the "Joker line," suggesting a forward placement that, when paired with brighter and wider vowels, achieves the desired belting quality. This concept is exemplified by belters Whitney Houston and Adam Lambert, demonstrating its applicability across different musical genres.

In my practice, the imagery of positioning the belt sound using the laser analogy has proven extremely helpful, especially for classical singers transitioning to belting techniques. This visual approach simplifies complex vocal physiology, enhancing both teaching and learning experiences.


In 2007, Scott McCoy, Associate Editor of the National Association of Teachers of Singing, conducted a pivotal study on the integration of belting techniques within classical singing pedagogy. Identifying himself as a staunch classical technician, McCoy's venture into the realm of belting was both unconventional and enlightening, challenging the traditional confines of classical singing boundaries he adhered to (McCoy, 2007). His research aimed at dissecting the physiological and acoustic nuances of belting, distinct from classical singing, through meticulous vocal exercises focusing on glottal closure, laryngeal positioning, and the unique acoustic properties of belting.

McCoy's investigation sought to unveil whether classically trained singers could adopt belting techniques without compromising vocal health or classical singing's aesthetic principles. This exploration into the glottal closure patterns, laryngeal elevation, and acoustics was underpinned by a quest for understanding closed quotient timings and the raised larynx phenomenon associated with belting (Sundberg, 1987). McCoy's findings reaffirmed the foundational science behind belting, highlighting decreased airflow, extended closure quotient, and laryngeal narrowing as characteristic of this vocal technique, thereby echoing the sentiments of prominent pedagogues like Jo Estill, who described belting as an "extremely muscular and physical way of singing" (Estill, 1988).

McCoy's study illuminated several key aspects:

Approach to Singing: Contrary to the segmented, register-specific techniques of classical training, belting exhibited a seamless register connection, challenging the notion of it being exclusively chest-driven. This underscored a versatility in belting absent in classical singing.
Volume and Amplification: McCoy noted that classical singers' natural "self-amplification" through formant tuning contrasts with the amplified production in belting, used in genres where electronic amplification is prevalent (Edwin, 2007).
Physical Manifestation: The absence of adverse physical markers, such as jaw clenching or tight neck, in safe belting practices, refuted common misconceptions about belting's potential harm to vocal health.

In conclusion, McCoy's insights contribute significantly to understanding the interplay between classical singing and belting. His work not only demystifies belting for the classical pedagogue but also highlights the adaptability and safety of incorporating belting techniques into classical vocal training, thus enriching the pedagogical discourse on vocal technique across genres.

Singing and acoustics

Scott McCoy's exploration into belting contrasts with Johan Sundberg's acoustic focus on classical singing and formant tuning for natural amplification, a technique evolved alongside performance spaces and musical demands (Sundberg, 1987). Sundberg highlights the tailored frequency spectrum of classical singers to project their voices without amplification, a sentiment expanded by Ingo Titze, who delves into the physiological mechanisms behind this projection (Titze, 1994). These insights underline the distinct vocal production techniques between classical and contemporary styles, including belting, which has adapted alongside the rise of electronic amplification in contemporary commercial music (CCM) since the 1960s (Estill, 2000).

Revisiting his classical roots in 2016, McCoy reaffirmed his dedication to classical techniques while incorporating belting into his teaching, advocating for "tall vowels and comfortable low laryngeal positions" yet embracing the higher larynx and horizontal vowels characteristic of belting (McCoy, 2007). He suggests those specializing in CCM or musical theatre seek further expertise, ensuring a comprehensive understanding of belting's technical and stylistic nuances.

Reflecting on McCoy's findings and my journey as an opera singer learning to belt, I recognize the flexibility in vocal experimentation that characterizes character performance, underscoring the adaptability required in mastering belting.

Robert Edwin's analysis, "Belt is Legit" (Edwin, 2007), further examines belting, faux belting, and the variances between male and female voices across CCM, belting, and classical singing. Edwin reaffirms the muscular dynamics of the thyroarytenoid and cricothyroid muscles in belting and explores gender-specific vocal considerations, noting that most male singers, excluding pop and classical countertenors, utilize a thyroarytenoid-dominant vocal fold, conducive to the bright, speech-like quality associated with belting (Edwin, 2007).

Gender

Research underscores the significance of mastering physiological and acoustic principles across vocal techniques, emphasizing that effective belting, with its distinct articulation and vibrato, is not gender-specific but achievable for all through focused training (Edwin, 2007). This challenges traditional perceptions of vocal technique being gender-biased. Male singers might naturally align with belting due to "bright, speech-like sounds" and "noncontinuous vibrato" (Edwin, 2007), yet female singers, particularly those accustomed to thyroarytenoid muscle dominance, also adapt well to belting despite facing register challenges. Notably, Jo Estill's work (Estill, 1988) on the physiological distinctions between belting and classical singing, especially regarding laryngeal posture and the interaction between the thyroid and cricoid cartilages, further illuminates the adaptability and range of the human voice across styles and genders. This body of work collectively advocates for a nuanced understanding and approach to vocal training, emphasizing the capacity of all singers to master diverse vocal techniques with proper guidance and practice.
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Jo Estill's seminal work contrasts classical singing's physiological approach with that of belting, highlighting a fundamental difference in the positioning of the cricoid and thyroid cartilages. Classical singing typically involves a stationary cricoid cartilage and a tilting thyroid cartilage, whereas belting sees the reverse (Estill, 1988). Estill also noted the potential for vocal injury among classical singers attempting to belt without proper technique, underscoring the distinctiveness and technical demands of each style. Furthermore, she observed that while belters could emulate classical sounds, the converse could pose risks, reflecting on the broader pedagogical and physiological distinctions between these vocal techniques.

This divergence is echoed in the broader discourse on vocal production, where both classical and belting techniques aim for a focused vocal tract to enhance sound yet require different manipulations of vocal folds and airflow (Sunderberg et al., 1993). Estill also critiques the historical vocal prejudice that elevates classical singing as an "exalted" art form over others, a sentiment that has contributed to misunderstandings and biases within vocal pedagogy (Estill, 2008; Michotte, 1968).

Mary Saunders’ contributions further enrich this dialogue, bridging classical and musical theatre singing. Saunders argues for a foundational classical technique to support diverse vocal styles, including belting (Berg, 2011; Manternach, 2014). Her pedagogical focus diverges from traditional methods by emphasizing vowel shape and resonance over laryngeal positioning, suggesting that understanding classical "self-amplification" can benefit musical theatre singers in mastering belt technique. Saunders' approach, centred on vowel modulation and strategic exercises, facilitates vocal flexibility, allowing singers to navigate between classical and belt qualities effectively (Manternach, 2014).

Saunders' research highlights gender-specific considerations in belting, with male voices naturally adapting to belt techniques through modal voice and passagio transitions, while female singers face unique challenges based on their vocal register and muscle dominance. This nuanced understanding advocates for tailored training that respects the physiological differences between singers, emphasizing the role of technique in achieving vocal health and stylistic versatility (Parr, 2018; Castellengo, 2004).

In summary, the works of Estill and Saunders offer profound insights into the complexities of vocal technique across genres. Their research underscores the need for comprehensive pedagogical strategies that accommodate the unique physiological and acoustic properties of the voice, advocating for a holistic approach that fosters vocal health, versatility, and expressive freedom.

Interestingly, Saunders states the she does not utilise low chest sounds, as in the bottom up approach, which has been mentioned previously. For her approach, Saunders states that “belt is an acoustic event that happens above the passaggio. In other words, I don’t belt in my low chest” (Manternach, 2014).

Out of all the research that I have conducted, I find that Saunders’ methodology echoes the way I work with my vocalists. Being a classical singer, she has adapted her pedagogic approach when teaching belt, utilising vowels, shape, resonance and imagery. A few years ago, I actually started a few of her exercises, as detailed in Appendix 1, and I found singers were able to access the necessary placement, colour and quality when transitioning from classical to belt placement.


Through this exploration into the intersection of classical singing and belting techniques, a noticeable gap in literature specifically addressing classical singers' transition to belting has been identified. Mary Saunders emerges as a pivotal figure with her practical approach to bridging these vocal styles through her "Bel Canto – Can Belto" DVD, offering insights rarely found in other pedagogical materials (Saunders, 2007).

My initial assumption was that there would be abundant resources delineating the process for classical singers to adopt belting. However, the reality was a stark contrast, with a significant amount of literature focusing on musical theatre techniques rather than addressing the nuanced process for classical vocalists to learn belting. This discrepancy highlights the need for more targeted research and pedagogical guidance in this area.

Jo Estill's work, emphasizing the physiological distinctions between classical singing and belting, particularly the roles of the thyroid and cricoid cartilages, underpins much of the existing understanding (Estill, 1988). Yet, in teaching these concepts, I've found that straightforward explanations of musculature often fall short of imparting a clear understanding to students. This challenge has led me to rely more on imagery to convey the intricacies of vocal techniques—a method that has proven effective, especially when introducing classical singers to belting.

Mary Zimmer's VoiceHacks videos have been particularly enlightening in this regard. Her use of the "laser beam" metaphor for explaining vocal placement has been instrumental in my pedagogical approach, offering a tangible method for vocalists to grasp the concept of belting. This technique seems especially beneficial for classical singers transitioning to more contemporary vocal styles, underscoring the power of visual aids in vocal training (VoiceHacks, 2016).

Mary Saunders' work further aligns with my own pedagogical beliefs, advocating for a solid classical foundation to support the exploration of belt and mix voice qualities. Her emphasis on vowel shape, resonance, and the use of imagery to facilitate vocal training resonates with my approach, highlighting the symbiotic relationship between classical training and the acquisition of belting techniques (Saunders, 2007; Berg, 2011; Manternach, 2014).

Reflecting on this journey, the insights gained from Saunders and Zimmer have significantly influenced my understanding and teaching of belting to classical singers. These discoveries underscore the importance of developing a vocal training framework that accommodates the physiological and stylistic nuances of both classical singing and belting. As I continue to refine my pedagogical approach, the integration of targeted exercises and imagery will remain central to helping classical vocalists navigate the challenges of learning to belt, thereby enriching their vocal versatility and expressiveness.

As I’ve been writing this paper, I have been very conscious of creating a development plan which will hopefully fill the gaps that I found during my research, keeping in mind a future pedagogue wanting to undertake the same research.

As I haven’t been able to find a detailed “how to” guide to teach classical voices how to belt, I have developed a basic framework which might help practitioners understand some of the techniques required to develop the same belt. I should at this point say that I do not believe there is an exact guide to “how to” sing. All we, as practitioners, can hope, is to identify frameworks and guides that will help vocalists achieve their vocal aims in a safe and constructive conscientious way.

Developing a Strategic Approach Framework to Belting

Addressing the need for a structured framework, this study proposes a strategy for integrating belting into classical vocal training, acknowledging physiological differences (Jones, 2016).

Strategy Components:

Technical Alignment: Focus on vocal anatomy and the roles of the thyroarytenoid and cricothyroid muscles in belt quality, incorporating exercises for muscular awareness (Jones, 2016; Estill, 1988).

Stylistic Versatility: Include stylistic analysis of belting to understand its expressive potential, employing critical listening and performance analysis (Lebon, 1999; Keys via Masterclass, 2022).

Pedagogical Integration: Gradually incorporate belting techniques into classical vocal lessons, developing tailored exercises (Estill, 1988; McCoy, 2007).

Performance and Repertoire: Apply belt techniques in diverse repertoire to build a versatile skill set.

Continuous Assessment: Use a reflective practice process to monitor progress and adapt teaching strategies (Schön, 1983; Kolb, 1984).

Implementation and Evaluation

The introduction of a strategic framework for integrating belting techniques into classical vocal training will occur through targeted workshops and individual lessons. These sessions are designed not only to teach the methods but also to continuously assess their impact on enhancing vocal technique and stylistic adaptability among classically trained singers.



Critical Reflection
Reflecting on my journey through the research and subsequent development of a pedagogical framework to guide classical singers in mastering belt techniques has been a transformative process, underscoring the complex interplay between theory, practice, and pedagogy. My approach has been significantly influenced by reflective models such as Schön's (1983) concept of the reflective practitioner and Kolb's (1984) Experiential Learning Theory, which together frame my autoethnographic reflection.
At the outset of this exploration, I was acutely aware of the lacunae in existing literature concerning the pedagogical pathways for teaching belting to classical singers. This awareness was not just academic; it was deeply personal. As a practitioner, the absence of a "how-to" guide that melded the technical rigors of classical training with the raw emotional power of belting was a gap I felt in my own teaching and in the aspirations of my students. This gap was the genesis of my research and the foundation upon which I sought to build a new pedagogical framework.
Drawing from Schön's reflective practitioner model, I engaged in a process of reflection-in-action (Schön, 1983). This involved continuously analysing and reassessing my teaching practices and the emerging framework in real-time, ensuring that it was not only theoretically sound but also practically viable. This iterative process was instrumental in shaping a dynamic, responsive approach to vocal training that acknowledges the uniqueness of each singer's voice and their technical and emotional expressiveness.
Kolb’s Experiential Learning Theory (Kolb, 1984) offered another layer of reflective insight, particularly through its emphasis on the cyclical process of learning from experience. Through this lens, my journey was not just about the acquisition of knowledge but about transforming that knowledge into pedagogical strategies through concrete experiences, reflective observation, abstract conceptualization, and active experimentation. Each step of developing the belting framework was informed by this cycle, from initial explorations of vocal anatomy and acoustics to the nuanced understanding of emotional expression in belting and its pedagogical implications.
In applying these reflective models, I became more than a researcher; I was a participant in the very processes I sought to understand. This autoethnographic stance allowed for a deeper, more nuanced exploration of the challenges and opportunities inherent in teaching belting to classical singers. It highlighted the importance of flexibility in teaching practices, the need for a foundational understanding of vocal health, and the potential for cross-genre vocal training to enrich a singer’s expressive range and technical resilience.
The development of the framework, therefore, was not just an academic exercise but a deeply personal journey into the heart of vocal pedagogy. It underscored the reality that effective teaching is as much about the art of understanding and adapting to the needs of each singer as it is about the science of vocal production. In recognizing this, I hope to offer future pedagogues a guide that is not prescriptive but is, instead, a starting point for exploration, experimentation, and discovery in the rich, complex world of vocal performance.


Development Plan

	Why am I doing this course? 
	When I started this course, I had 2 goals in mind. My first aim was to further support my teaching practice by broadening my vocal pedagogy knowledge. The second and perhaps more personal aim was to further my understanding of the trans vocal instrument with the hope of helping trans vocalists better understand their instrument thus maximising their potential. 
For quite a few years now, my teaching practice has exclusively focussed on Musical Theatre and increasingly working with trans singers. The challenges that these voices face, especially in the belt development, particularly interest me thus wanting to development a framework to aid the development of this vocal quality.


	What is the direct benefit to me?  
	As I progress in this course, I am able to explore many areas of vocal pedagogy. One thing I have come to realise, as I think of my own research, is that one must draw inspiration from many areas of vocal pedagogy to develop a comprehensive supportive framework for trans voices. The way this course is structured, it ensures that I am exposed to many varied areas of interest thus informing me and challenging my own knowledge and practices.


	Attend academic writing clinics
	One of my struggles is ensuring the style I deliver is appropriate for academic writing. The University of Chichester delivers academic writing clinics to aid researchers. 

Deadline – ongoing


	Attend a belt specific course designed and run by Anne-Marie Speed

	1. Contact The Voice Explained to enquire about belt courses.

Deadline: August 2024

2. Aim to enrol on a Belt and Mixed voice course. Belt and ‘Mixed’ Voice are staples of musical theatre auditions, and all contemporary shows require an understanding of how to move between the two. Understanding the difference physiologically and where and when to move between the two is an essential skill in contemporary musical theatre.

Deadline: Dec 2025

	Review selected vocal pedagogy texts (recommended by other trans vocal practitioners)

	· One Weird Trick: A User's Guide to Transgender Voice by Liz Jackson Hearns with Patrick Maddigan.

· The Voice Book for Trans and Non-Binary People: A Practical Guide to Creating and Sustaining Authentic Voice and Communication by Matthew Mills and Gillie Stoneham

· Voice and Communication Therapy with Trans and Non-Binary People: Sharing the Clinical Space also by Matthew Mills and Gillie Stoneham.

· The Singing Teacher's Guide to Transgender Voices by Liz Jackson Hearns and Brian Kremer.

Deadline: April 2025

	Further practical skills in Trans Voice pedagogy
	1. Review all material created by Steven Davidson – creator of the London Trans Choir

Deadline: May 2025

2. Attend regular trans vocal seminars delivered by Steven Davison
Deadline: Ongoing

	Develop a greater understanding of Estill to further my own pedagogical knowledge
	Enrol in Levels 1&2 in Estill Voice Training

Deadline: Dec 2026
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Musical Theatre Singing for Women
Vocalises For The Flexible Vocal Tract

Objective #1 The "Hoot" Space--Finding The Head Register

%5‘
i
)
L
o
-
3|
L
o
it ?
w1
o

wy be v L
o 4 4
Hoo  hoo hoo hoo oo hbo
Onsets-ry st wi
- T
e 1
D}
bo  ho  hoo hoo ho ho o o ho
3
L mm
%—‘ = = s
Oh oh oh ohohoh oh Oh oh oh ohohoh oh
Lo Stuccao
Lo G
1 Z:
00 0 w o0 o0 0o o0 o0 b0 oo

Slow.sustained on one breath,
s ==ﬁ =

g

e - o e oh ch oh ch oh ch oh ch
% o %
ah - oh - ah - oh - ah oh ah

Copyright © 2007 Mary Saundirs-Barton





image4.jpg
Objective #2--Finding The Speech Level Mix
Soft palate awareness and control.

Tsolations
1.Panting (like a dog) tongue extended.
2Incipient sneeze: (AH...AHHH) No choo!
3.Incipient yawn: mouth closed.
4.Incipient swallow: no gulp.

Mixed voice-is the red carpet to the belt.
"Lay the track--THEN run the train."

‘Spoken phrases to capture mix.
(To be repeated in middle voice pitch range--middle C to ES.)

Oh, no you don't!
May I come in? (try with British inflection)
No way!

Never, never, no!

‘Where are you going? (accusatory)

Holy cow!

Yikes!
Wowe
Hey guys!
Darn cat!
How dare you!
Let me goi
Hello-o! (duh)

Hello, boys and girls!  (a la Mickey Mouse then in speaking mix)

Make up some of your own. Attitude helps! Be playful!

Use as much range as possible when speaking these phrases.

4
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Integration of Objective #2

C. Vocalizing the mixed voice in the middle speaking range
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Vocalizing the speaking mix (continued)

Closed vowels--maintain legato speaking quality
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R Vocalizing the Belt
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